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B2, TR 41 vTF v 7 RDPEER
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2o ZNE AAXA—INDA VT v 7 2D [H]
Elinscription ] A3, 4 # — ¥ D [ZEHinvention |
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ZABEE O IIRENEDTH D, TH LT,
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A VT ZADFHNT L > T, 4 4 —=VODHE
WOEGHEEESI IS ftshs 0wy e, &
SIT, A A=Y RENHEONIT, £ 4 —
IMdHA A =INE HEINEEHELZ LD &V
5 2 & T okl — 2Rk E LTo
BREAS, B S NERHDOL I, A X —JDxy
Py =27 LTV RTALEND I EEEKT
5, T LTy YRAT LS NIBEBITA £ —
Kk -7, HkEnEAHENEEEBIT, T
DT RTHMMBE O E»ICEEE LTRESRS
2 &2 b, Godardid. T &5 L%,

Y OEWEEEE L T, MESHIK O X 5 1ok
ILEN3DTHh 5,

FrZottid] o e, N3k

|

RLTWVA,

TITES EMERENT I LITE - T,
[7T—=AA4Y] EVIFEPREINTV S,
S0, Bl LB T — A1 T E VWS []
R, BRI S A S s b & o e
AA=VIEBVWTRINTVWEDTHS (T
& TWRiish ) [Histoire(s) du cinéma, 1988-1998]
VB D Godard D FRERITIE DS S5 W), TC
Ty MR S PR SR O O £ 5%
BINBYRETR B, A VYT v 7 RILE-T

M3 [ZFoftidl o1 x—YB
(Fig.3 Image taken from « Eloge de I'amour », part 2-B)
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R O FIR ICTREE L THtralaels, &) —fkx
NIcAA=YDT =N A TELTHBRSNS
T it b, Lichi-> Ty Wl o tHEE R AR
WCBWT, 9XTOA 2 =Y BRZ0HTEDOREE
D&M LR E AT HRFL LT, MR
Z OEF OEE O REN: & IR Z A 7o €/ &
L TRAE S N 5 — AT S BER LRI D ZIED & 2
TADBBEINLIDOTH S, COBRBERKNT —
AATIBVTE, WHESERO S BItRE L,
ZREBBIRIC Lics > THATL T O A £ —
VIS, X DOERRISIFAED IS IP TEFL LAV,
Z OEE O EE DR D 120 TR 2 HE L
GoTWwWb, Db, TIT, Foucaultd 5
LB T = A T O LB & BARAS, W
KBWTEBsNLE L bniY,
COWBEHEI T — A4 TITB 0T HHE
R OBEREI XTI & - Ty HsRFE L THERL
fod A — VI HB - IERRES € 2 & LTI
SN (expansion). IXNTHEHHEIELN (rém-
anence) LEFESH 5N (coexistence) MIEN]
WCRFESNTW3S (conservation), D F 0.
TITIES A A=V, BEDEEN, T
VATRT 4y JIRESNTL R0, Th
B, IRTOA A= VETRL, 2L, HMH
L. R, 2= rfel. BAYLd 2 EHEn 7
ARy I, FYIIeT—hA4TELTHA
VToNBIEEENKRTS1EH9, £ LT, C
DT —HATiE, WEOEEA £ — VERIRT

7. E&HYIC

ARETlE BB 0 2 IR AR & EE
iz owT, HlFOEE &V 5 flfms
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L CRERRIT) — BNENIIC R 9 5 JIEE R L T
W5, TEREGICE > T SEORGFLE LB
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A = V05 EfL & I & - T, BEDLE
> 5 AR DILEHNL B BN B vl REHE AL A 37T
LNTWVWBDI,

Fio. TOEIITA 2 — VRIHROIESEN
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KA A, i i 78 BN BREE 2 MR 7 b o & L
TS 5 C LTk - Ty HIMIX T A 7 4
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mémoire ] PREEF N, [EHkOME ] 23H|/E
Shacdicisa® T, AMoE#HeH
BJ1. FERFLEIR. 2RICT TIARINICE v
Mo ks h T, B & > TE¥EN—
BURKICHIES N B T &icis b (¥ —fF(Fmal-
étre) o UL L. THEMBI QBRI IE. €
DIa—DFIID 721 L] 2 RN T L
HOHIIC B E 3 2 700 O AT REME D &k 24" S
LDTH 1o LIchH > T, Deleuze B +5H L
ek diT, HEHNTT — A4 TN HBEER
A A =Yh b, [FEEELTOER] Tidial.
MEMREEA 5 &) [MERPHF RS E 5 C
] ERHLTOUABTARRE S WY, Th
WA X =YDF VI ML > THRESN S,
Bl & HEZEO T — A A4 T ORI DTH B,

SHCHII IR BE NI TDO N, MBI X 20
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2@ LT, B LT 24 X — Y DIGONMHE
BEOEOTREHOEEPIHS PIca i, &
toy T oiE Nt A # — 2 EIERORE
IR E N, BEICB TR v Ty s RET —
B A T DI RN — Bt G s s s
726

e & 75 B D3, HImEdfic L - TEFS
54 A — YORBPXFEm LT, SRR
ROERRDEIWERS N, oy A A—VDT —
H AT OREE N Z OERROFIIC & > TH AL
TonsEWwH T &, T LT, TOHEkRF
NN 1 Y gy AR AW EAD) FFWAN
PR — HEIRIC P S N5 T LT 5, &
51T, C OFHRERIEER O SR ERIIC LT,
BIR & KRR, ik & Ok O AR W
A x — Y Z Db ODEM EBEREDSHT 72 1TV
BHXN5,

Lo Ty 7Y 7 b, BREf 4 2 — 2
BT A Hi A E BE OB A D BAL &
EAbNB, COMEBERG, EMTh s L
[AkRIc, BRI TOMENTLH 2571255, T
CTEHSNEZOEF, [Wlo B (/4o
Vo)l &L TORFEHEANE & LT o R
XFhoKkd 5 [MEORMY: (/< bo
V=), FLT, ZIhSHANTOHNDE T —
A TN 5 [BEOZELY (7Vr4o
V) BB LRV, TOLSHT SO —
FERE-oNFELT, BEX 70 7HEIifTE &L b
RSN TEER A 7« 7SI
BEEN, XALEREIT X - TEFN —BUEHIC
HBEWA 5N B A OHIELFEDOTE D J5 130
SMIEINEIES D, ARilE. T ORHEEE
{1eDDORHTH %,

1 cf. Bernard Stiegler, La technique et le temps 3: Le temps du cinéma et la question du mal-étre, Galilée, 2001, pp.27-
62. Stiegleric Kt id. BT (Ml PEEK) &3, AMOBEHRO b & THEB) & IR O R 5 % BT

FHHEd 5 BRI iR E 2 A L TV B,

cf. Walter Benjamin, » Das Kunstwerk im Zeitalter Seiner der Reproduzierbarkeit (Zweit Fassung) « in
Gesammelte Schriften 1-2, Suhrkamp, [1936]1974, SS.471-508.

cf. Theodor W. Adorno & Max Horkheimer, Dialektik der Aufkicirung: Philosophische Fragmente, Fischer
Taschenbuch Verlag, [1947]1971, SS.108-150.

cf. Walter Benjamin, op.cit., SS. 471-508. cf. Régis Debray, Vie et mort de l'image: Une histoire du regard en
Occident, Gallimard, 1992, pp.281-318. Debrayic &3, HiliIMEHR L 3, EHT 214 1 VDV LDV ED
BATHTH I bhbod ST OI LITE-> T HlXFLE@EL T, s fHa T Tons T &
9,

cf. Gilles Deleuze, Pourparlers, Minuit, 1990, p.168. Deleuzeld. Bl (1 x — Y ~D#HE)DEA) & Bergsonisme
(BE~DBEHOEA) MEMFROHKFTHZ I ELICHEHL, ThEa 2 74 TICX 2 RHFREEZEOMgERE LT
A TW5E, TOBEZEFENXIE. Saussure® it 52 P Freud DAG M Hr2%. Husserl DBIR A & b RIS T
W3,

cf. Walter Benjamin, » Kleine Geschichte der Photographie « in Gesammelte Schriften II-1, Suhrkamp,
[1931]1974, SS.368-385. cf. André Bazin, « Ontologie de l'image photographique » in Qu'est-ce que le cinéma?,
Tome 1, Cerf, 1958, pp.14-15. Benjaminid. < OJEAL2EM)—PIEEMI S ER % BARNIEER (WE—-C22) %
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17

18

ZHT 5 PR ELTEHRL VWS, £/, Bazinld, Thx [ b/ OB LEHL K,

cf. Friedrich Kittler, Aufschreibesysteme: 1800/1900, Wilhelm Fink Verlag, 1985, SS.235-270.

cf. Jacques Aumont, L'image, nathan, 1990, pp.163-178. Aumont2f5fid 5 & Hic, MEIZ, 7 7 boF = v
b DUk o BE ST — U — 3850 — B — A EZE LI (AN FAo ¥ —) Kilowih x5 47
27 =5 OHIRK Y 27 5% b,

cf. Jacques Lacan, Le Séminaire de Jacques Lacan. Livre XI: Les quatre concepts fondamentaux de la psychanalyse.
1964, Texte établi par Jacques-Alain Miller, Seuil, 1973, pp.125-135. cf. Jacques Lacan, « Le stade du miroir
comme formateur de la fonction du Je, telle qu'elle nous est révélée dans l'expérience psychanalytique » in
Ecrits, Seuil, [194911966. cf. André Leroi-Gourhan, Le geste et la parole, 1 Technique et langage, Aibin Michel,
1964, p.137. cf. Susan Buck-Morss, "The Cinema Screen as Prosthesis of Perception: A Historical Account”
in The Senses Still: Perception and Memory as Material Culture in Modernity, ed. C. Nadia Seremetakis, University
of California Press, 1994. Lacanic®8 W\ Tid, T OHEGERMERICOH O AL LS, A7 ) — v EdTKRE R
LENET 2 bDOEREE R T, MANKRR LB ZLUHNIC, ThiEF, >RICT TARMIT, Fifcbicd LT,

FamE o, REABMELCHBIT 2, 20, 27 ) — v &R, ARICETL - T, EEETHELT 5 ik
ZRITHEEIIDTH B, TNdLeroi-Gourhanic & » TH/RE 17 [ — Epro-thesis| 2% 0 [flifprothese]
DRIETH 5, MifkE 3. RIRPERK LD ALHEE. REIITENIC1E 272 5780 Buck-MorssbFlfkic 2 27 ) —
YEREOBEE LTRRL TV S,

cf. Gilles Deleuze, Foucault, Minuit, 1986. DeleuzelcBWTld. E& I, O &EH>DEBEALEAH G T EiIck -> TH|
EIN D, Bl MRt L THAZIT0EA Az nBESEIMLINOEAICL > T HELL, 2D
froHxHtE32ETh b,

cf. Martin Heidegger, » Die Frage nach der Technik « in Vortrdge und Aufscitze, Gesamtausgabe, Abteilung:
Veroffentlichte Schriften 1910-1976, Band 7, herausgegeben von Friedrich-Wilhelm von Herrmann, Vittorio
Klostermann, [1953]2000. $ifffic & » THAESHAT TSNS E WSS IE. Heidegger® [# —7.Ge-shtell ] &
WOED» S bEES NS, -, BHAPHMAEZESNICHALTAEMOARE 2T L. AMEGFED
RHICHOLZNTA LS BT, ANHEFEEBAOWANEREDET 2 hREOEKNEZEKRS 5,

Gilles Deleuze, Cinéma 2: l'image-temps, Minuit, 1985, p.354.

cf. David Bordwell & Noél Carrol, Post-Theory: Reconstructing Film Studies, Wisconsin University Press, 1996.

cf. Jean-Luc Nancy, « Pli deleuzien de la pensee » in Gilles Deleuze: une vie philosophique, Institut Synthélabo,
1998. Nancylz E1id. BEZEDDeleuzel 5B L 3, HABEOHBEN S FHEEET L2 Th b (EHDOEBE
PEDOBEL),

cf. Henri Bergson, Matiére et mémoire: Essai sur la relation du corps a l'esprit, PUF, [1896]1941, p.1. Bergson
EhiE, A x—vEiR, BamEs [RR] EPsbo s, Efeman [FY) LEsbo L ohiliIcfET 5
FETH 2, TNEGRBSEEZMIFAE SN, REZHACAEAES NGOV RGBARE L R THH
A SN 6D TH B, WHIEA A —VOREKTH > T, HRIEA X —VDMETH B, I T, EBEXF]
SNBEFE WE) BEELEV, EVWH30s, $XTOA A —VRBBEIICET LT, thoa x - &M
HIEH - RIEHZEREL TV A5 TH 5,

cf. Henri Bergson, ibid., pp.197-254. BergsonlTHB W Tid. HEPLIIEOELERVIARNE T X THift & L TIEA
5N%, TR H5WHHEBFHAINAADTH D, KT 2 HEOAMBFLET 2L SN 5,

Henri Bergson, ibid., p.36. BergsoniZ K113, Hik & 3. ARG SZFANONILHDA A =V aiEOGH
PP BEITIE U TRMT 2207 4 Vs —Z BT 5, T LT COHKRBBBNA A —vELTOMEDPSH
A X =V E LTORREELET,

cf. Martin Heidegger, » Die Zeit der Weltbildes « in Holzwege, Gesamtausgabe, Abteilung: Versffentlichte
Schriften 1910-1976, Band 5, herausgegeben von Friedrich-Wilhelm von Herrmann, Vittorio Klostermann,
(193811977, S.89. Heideggerl&: BRI EEDOHROMELRROBE L L TERL TV (HAROED,
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cf. Maurice Merleau-Ponty, L'Eil et I'Esprit, Gallimard, 1964, p.59. cf. Edmund Husserl, Ideen zu einer reinen
Phénomenologie und phdnomenologischen Philosophie, Niemeyer, 1913. B 1 x — Vit 2 GiAME X, MR L F*
RDOFMR, 5% D Merleau-Pontyd W5 [ZE[HDE S| & LTy Husserlic K 2HRENM S, S b Ccx 56125
o

cf. Gottfried Wilhelm Leibniz, Principes de la nature et de la Grdce fonde en raison : Principes de la philosophie,
ou, Monadologie, PUF, [1714]2001, § 62-63. Leibnizic khld, €+ FRIFHOLEXE-—HATHY . BEOR
REWMICKBT 260 TH B, £F FROLEDDN—Zs 7 4 TOHLERBHATH 5 &[T, FHAk
ZRBT D, Thid, OL>OMABVDEoDHFFICEMNINIOEDDHEAICL > TREINS L[EHIC, TD
BAICRES NN =27 57 4 05 BICZ OMRELHERN SN S T L EBKT 2,

cf. Henri Bergson, op.cit., pp.197-254.

cf. Gilles Deleuze, Cinéma 1: l'image-mouvement, Minuit, pp.220-242. Deleuzelc & 11id, B — B 1R % 8
LT, TE SR BRI SHETENER S NS, ZOJERITIE U T, WHAMRE I [+ vV ] BERS N5,
cf. Maurice Merleau-Ponty, Phénoménologie de la perception, Gallimard, 1945, p.82. Merleau-Pontyic L1 id.

WE D2 7 ) — VFHFEE S > T, L Ly BARFMREICBLW R LRI LAgBlo—HnicEhsn s,

O—IYRIERET I Vo T OMEEROILT 5, £ LT, oFEIRIMAICEBL CRiBE 2, 2D,

W (3, EEREE AR RN AR AL T 2 REH) —ERIITERRE LT Y 2 S Vb 2BV DTH B,

cf. Gilles Deleuze, Cinéma 1: l'image-mouvement, op.cit, p.85. Deleuelc X1 iE. MBI ARG, M2 &L L
F5E/ DIRETH>T. WHABEZEEROBROPLOIEELTV, IO [7 4 b Yz =—] (Epstein) *®
(B —HR | (Vertov) OAETH %,

cf. Gilles Deleuze, Cinéma 2: l'image-temps, op.cit., pp.T-22.

Maurice Merleau-Ponty, L'@il et I'Esprit, op.cit., p.69. cf. Jean-Frangois Lyotard, Discours Figure, Klincksieck,
1972, p.237. Lyotardic & 2 [XROPIHE MEARIL | OFERmEZ T 5>, Merleau-Ponty 23R L 7o KRN
Ey Bl BB 2 S TR PR & BB 2 B AR &9 5 Deleuze D25 L MLE sE O X G ic @9 572 A
o

cf. Gilles Deleuze & Félix Guattari, Qu'est-ce que la philosophie ?, Minuit, 1991. Deleuze® E# 9 % Z=Mi{E i
. BRIHELEAREOSKED T v 7 Th b, MERTNTNAIEATINCHILIcdD & LT, MEPHEK
ZA T, MEEZMALT S,

cf. Gilles Deleuze, Cinéma 2: l'image-temps, op.cit., p.109. DeleuzelZ X Huid, B ofEfic BV Tld, BHERA £ —
U ELEBEIA X — VDRAE L oo RS B, CThAEFRICT 20, FEMIcE T 5, BEEBEOSR, “HL,
L THhETH 2,

William Shakespeare, Hamlet Prince of Denmark, ed. Philip Edwards, Cambridge University Press, 1985, 1-5-
189, p.114.

cf. Immanuel Kant, Kritik der reinen Vernunft, Akademie der Wissenschaften, 1781/1787. KantiZ# W\ T, K]
OWRAMBHEFNIELOEFL LTIRA SN S, Ll BRZWAKIKHONICS D, ThEdc, KX
DT CTET 2HEMI D OZHLHEEL L TOAIHEESN L, Lich->T, g, AAEE, XA EMMFET
BMBHELLTCOARRT @B VREHWARE LTRHkT 2 Licasd FhERMETH 2). FHTD 5H
MERIcL > THMSNA TV RO, BBV ESDHDTH LD, AMHMEFAT I EICE-T
X EmE L, BERSCOBMERXoNIcEET N2 b0 LT, FAcliFEsNE»oTH 2, 20, FAICF.
W DB S ERIC X » T, DRIET TRV LD DBEANE-TVEDTH S, THLT, GHRELEZO B,
WKERPFINEDOTH S (OEMPITBVTHEET ),

cf. Gilles Deleuze, Différence et répétition, PUF, 1968, pp.147-152. Deleuzeld. WD 22/ i fliiz % Lok
B TP %, ik, FEHFET LI ENRARRICL LS Gtk LcRBlshs Lo, Bfilow) —& L
TEEfLans, £ LT, zofE T, K@ Dk@EEYRE ] 2K 5 2 Licis s, okERRE R, F—Es
DOEYF TR, BB 5 6D, RSO, WAL & O, ZRORIEDREZNIZ[EmD 4 ZEHEKT 5,
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cf. Gilles Deleuze, Cinéma 2: l'image-temps, op.cit., pp.203-213. HEFEM & 13 [ BEE M | (Spinoza) %
BT 5, 2ITR. LEAKOHEMEZBEL T, BEOHEREAHESIN S (LHIETIH) . BRRIIEICE W
T M A B . BE2NENICHEIT 2 b0, BEOREEEF S b0 & LTHIET 2,

cf. Gilles Deleuze, ibid., pp.233-234. cf. Michel Foucault, « La pensée du dehors » in Critique, juin, 1966.
Foucaultic khid, AADEZ L E. H5W 3 EERONICHGER > T, WHEAAN» S 2 DHEBALEZSH. TD
HBAREET. TOIHEEDPE, TORBRLBTCOAEDALELE > TBLLSUBRETHZ, COREFERH S
IO ANINCALET ZH, DT LR OFAMOIB L LIEMLEIERT 2700 TH b L0 b, Thdk
FlEn22%/H%E, ThOBEm3%RE, TNOBLT 28700 BEDSESN 220150 % OB 0B 4
BEEZPODLTLESHALDEZFUCRHTDTH 5,

cf. Gilles Deleuze, ibid., p.235. Blanchotic XuiE, ADEELE 3. ATk - Ty FRDOARMERHESI N, H X
W LOMEENLBEEST 2 EAEBEKT 3, $/o. ERILOKEE G, FERNSEBRIES &, Th i~ oxdRic
EEBTLEBLACEIETDIAENS T LICL->T, BT O bOMNThE L T 6 ZERO LN 2T 5 T
EEEEKT 5,

cf. Gilles Deleuze, Foucault, op.cit., p.58. DeleuzelZ X 1113, Foucault & A H L7c7 —H A Jid. HIERENE T —
N4 TTHbB, BELDS, Foucaultit BV Tl 7 — 74 YOBERMEREI. SKOEK. 2 v [SHIIEK
(EXAHEN: - 838 ] &L T2 HCREOEKR. 2% [FEEHEK (M - 8] cXilahsn» 5
Th 5,

cf. Gilles Deleuze, Cinéma 2: l'image-temps, op.cit., pp.213-225, 265-281. DeleuzelZ K iE. [FESFRRIUINT] &
B A A= VOROBEANDHLEEST 202 I bBSRVWEIINTh 2, COUIWMmIE. 1 £ —YOkb
DRIE D ZLIHT 2 X5 AT SO TRALS, HFNBEREEDO LI IT, OHANEA X -VICbRI LD
MOERIC K - TR 5N 5, Fho TBEMEV ] &3, ARG 2 5 REOMRERERBIC DI -
THAIF 2SR b, T OROEREEET 2L E2EKRL TV 5,

cf. Gilles Deleuze, ibid., pp.171-172. BARMBE ICB VW TIZ, EB 2 00 RIcH - TRO O, T DM E L
HXxE23 (A2 b00 )] BERHET 2, Thid. BELZ25D AL 2 600 ORI/ 282 B IR
L CRIEATREM S BIAE D [l ) . B2 D &A1 2 b0 DR OREANIREMERZ B LIRS (WIFLLET
Vi EOILE),

cf. Gilles Deleuze, ibid., pp.170-171. Leibnizic X1 id, 7= & 2, MBHBEBESEC 2 & & B HBEDEC
SRV E] bICHRETH a5, L L THIHBEAES s 1R & THREBESES S5 WER] &g
REMEE CHEHA TR 2T hpBlo R RE s A €5 5, L L. Deleuzeic & huid, BRMIBLE 1235
VT, HROEHRICKEOHEFEL EMET 5 L TE e, AEAHENL b0, FH R B L CHARER I
BT BLbTEZ, 20, BROME O, TIAHBENIKC 2] SV FHE TIHHBESEC S50 ]
LVHEYLEMEAFICHTH 2 L5710, H5VIEEARICH TS 5 L5 15, JEAARETHICZEICH B 7 R BIE
MoTWBEDTH 5,

cf. Gilles Deleuze, ibid., pp.246-265. * R k » R & 3BrechtOE&TH 5, TNid. BALEEETFIT, VB
7a .y by BHEAYICT SKRE S, BENE AL LTHS 2B L T T T, FrioaZ ﬁ%%giéﬁ
HEEAT MRa%#0] O LETET,

cf. Gilles Deleuze & Félix Guattari, Mille plateaux, Minuit, 1980, pp.185-204. DeleuzelC %\ Tld. H{AIZHH
Kot GhicThBAETHD, HEEZLEEL LAV, CORELSHEKE, #HETOGHN SIS
5 [NAEFHE] & LTiinnd 3,

cf. Jacques Derrida & Bernard Stiegler, Echographies de la télévision, Galilée-INA, 1996, pp.11-34. Derrida
whhiE, TAT B8 &, BB AT ’TTG*LTL‘élk%?E?o B pr S s <. RN
EESHh, #Bo T oh, REShTEY, ALKEEIC BITHICR S N T W5, F /oy T3 — B
. ALHAEKS £ 0 REIRHERO & 75 597, e 154x—/@&1$%@@@ b5, Thid, L
BHEREOHEICHE I ENEDTH > Ty 1 4 = IRMEMT L, TDOMES NIBIEDEBEN LB 2%
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LA 25 50 % &0 OB & =M EE KT,

cf. Gilles Deleuze, Cinéma 2: l'image-temps, op.cit., p.349.

cf. Roland Barthes, La chambre claire: Note sur la photographie, Gallimard-Seuil, 1980, pp.120-127. BarthesiZ
LNEF. BEPHWEE, XFBBY, TD/ 3 E2HMINCEKT 215 RER P SFEH LD TH 5, fRIAGR E
B, HEOSDTH-ThAThILEVIbITEEL, UIFHED SO THINEE SV FERFNER
e TNERAWL ¥ XOFIICEIPN TV SDTH > T, TUABTNRIEEPLRBENZFEL BV (FHYHH»-o
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Field of Image, Fold of Thought:
On the Audio-Visual Style and the Technological
Grammatisation in Cinema

Takeshi NAKAJI

The appearance of cinematography in 1895 constructed a singular form of thought, termed
the movement-image and the time-image, in the visual unconscious and the technological unconscious
through the technological grammatisation of movement and preservation of time. On the other
hand, the representational media, having rewritten the consciousness and imagination of human
beings through technology, and constructed a modern society that is controlled by the Culture
Industry, has changed the perception and memory of human beings. That is to say, cinema is the
aesthetic and technical dispositif of movement and time, and the political and cultural dispositif of
perception and memory. This paper is an essay on the form of thought which filmic images have
constructed, in terms of the transformation of technology that has rewritten the experience of
human beings.

In cinema, the world, by being reduced to the perspective viewpoint and repetitively projected
onto the screen, which is a prosthesis of perception, is folded into and unfolded from the
Spectator's body as multiple folds of the image. Therefore the audio-visual style of film, the forma-
tion of image and sound, expresses the world multifariously. However, in recent years, the funda-
mental transformation of representational media by information technology has affected the
grammatisation and preservation of perception and memory in cinema, and the audio-visual style
of film. This means that cinematic time-space has become digitalized and discontinuous, and
subjectivity and corporeality, taken as the modern representational dispositifs by which films are
viewed, have become discrete and differentiated.

In theorizing filmic images and signs taxonomically, Deleuze introduced the concept of image
in the Bergsonian sense. Following Deleuze, the movement-image which composes classical cinema
1s the rational system of actualized images and organic bodies. But the nature of the technological
grammatisation of filmic perception is to record and preserve the non-central and virtual field of

the image that radiates of itself and has pure duration, namely, in Bergsonian words, memory or

Doctor Course Student, Graduate School of Interdisciplinary Information Studies, the University of Tokyo.
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time, dismissing Husserlian or Merleau-Pontian phenomenological perception. This is the time-
image which composes modern cinema. Here the body, immersed in pure audio-visuality, looses its
sense of time and detaches itself from the present, which results in the construction of the pure
form of empty time and the direct presence of unfounded time. The power of this image breaks up
the logic of montage which organically unites each image, and composes an irrational series that
is non-organic. Correspondingly, thought itself is broken, paralyzed, fossilized, frozen and, as
Deleuze says, thought becomes the impossibility of thought itself. As Foucault and Blanchot point
out, this impossibility presents itself as the power that comes from the Outside and separates the
visual and the audio (la pensée du dehors). And thus cinema becomes series of time due to the incom-
mensurable audio-visual relation that is constructed through irrational cuttings and false connections,
which give autonomy to the image and sound and enable them to interact with each other freely.

The logic of analogue audio-visual styles of film like this presupposes an optical trace and
material continuance between the image and its referent. But the digitalized image is composed of
pixels that are discrete units of visual information, which make the analogical image quantifiable.
Moreover this new kind of image no longer refers to the natural world, but has the artificial
ability of self-generation. The event takes place only in this self-contained world of the synthetic
image. This is what Derrida called artifactuality and actuvirtuality.

Here, the field of images and the fold of thought have become discrete, in other words, the im-
ages and thought are discomposed, which requires analytic and critical comprehension. It is sup-
posed that, by the transformation from analogue image to digital image, the audio-visual style of
film becomes able to generate an extreme expression of the undecidable or the disjunctive conjunc-
tion of thought through superimposing or pluralizing autonomous images. That is to say, being
digitalized, cinema obtains the possibility of radically creating a new field of images and fold of
thought. For example, through the difference of analogue technology and digital technology,
Godard's works, especially « Eloge de l'amour », images of which are analyzed in detail in this paper,
embodies this new film style through the use of more irrational cuttings and falser connections of
the autonomous audio and autonomous visuals. But at the same time, the advent of digitalization
results in the preservation of the entire corpus of audio-visual images and thought. This is the
problem of the construction of informational digital archives.

By using the indexing technology of images, as Stiegler suggests, machines can recognize the
viewpoint and movement of the camera, the characters, the voices, the sounds, the instruments,
the scenery, and the editing, and then make indexes of such data, and add them to the image.

Through this technology, cinema, as the systematized space in which indexes, namely, fragments
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of the event, are recorded, constructs an enormous network of images. Here, just as books have
been archived in the library system, the organization of images in the universal archive is con-
structed by technological grammatisation. In other words, information technology generates a
universal system of regulations that preserves all the fields of images and all the folds of thought.
This is what Foucault called the age of generalized discoursivity, which is composed centrally of images
or non-verbal elements of information. Moreover, this audio-visual digital archive has the ability
of generating new audio-visual images automatically from itself, because in digital distribution,
the new image 1s reorganized from always already preserved images.

Thus, the transformation of cinematic technology rewrote consciousness, perception, memory
and experience of human beings, through a new field of images and fold of thought. Therefore, the
boundary between representation and presentation, or perspective and de-perspective 1s questioned
anew. The problem that still remains is to discover an adequate new type of thought. This will re-
quire a critical search for thought which is itself cinematic, that is, a grammatology of cinema,
which is the study of technological grammatisation of cinematography, and an archeology of cin-

ema, which 1s the study of the organization of the archive of cinematography.
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