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INTRODUCTION

This essay will explore how the relationship in time, or the experience of it, changes between a static or a dynamic visual representation and what impact that may have on the viewer, and their experience. How changes of rhythm act on our sensations; how perception of time and personal engagement can be affected by changes in rhythm and visual representation. Starting from an existential perspective on time and duration, these ideas will later be explored through various phenomenological forms in regards to still image, moving image, and acoustic ecology, in connection with time-sensation-rhythm, through existential and post-modern philosophy and later applying it to its visual response. Films, such as those of  Bela Tarr and later, the avant-garde movement, will be used as a case study to explore the miracles of the Whole and, with regards to photography and sensation, the comparison between Chris Marker’s ciné-roman La Jetée in a moving-image and still-image presentation. 
Since the existence of urban societies, theorists and philosophers have strived to explore the complexity of the idea of time and existence. Phenomenology started to develop as an idea of how one experiences things, or reacts to surrounding phenomena. With philosophers such as Heidegger and Kierkegaard, it became clear how difficult it was to explore these concepts and to make them adequate to one’s understanding. 
Danish existential philosopher Søren Kierkegaard, coming from a more religious background, opposed the romantic thought of Hegel. He claimed that the true object of being is realization. The existence of a lonely being. He dealt with being through Concepts of Anxiety and fear, to explain that fear or anxiety are the pure moments of awareness of being and the subconscious possibility of a progress or new thought. 

“(…) And no Grand Inquisitor has in readiness such terrible tortures as has anxiety, and no spy knows how to attack more artfully the man he suspects, choosing the instant when he is weakest, nor knows how to lay traps where he will be caught and ensnared, as anxiety knows how, and no sharp-witted judge knows how to interrogate, to examine the accused as anxiety does, which never lets him escape, neither by diversion nor by noise, neither at work nor at play, neither by day nor at night. (…)”
 
· Soren Kierkegaard




TIME + (=) MOVEMENT

Here, one enters the realm of Tarr’s cinema. If one considers a moment being equal to anxiety, and duration being equal to moment, then one can come to the conclusion that his films are what could be described as some type of ‘Moment-Images’. The creation of The Moment is by now integrated in his style (He himself claimed that, after The Turin Horse, he can no longer continue as a film director without him getting too repetitive). (I used to be a film maker) 
You can only expect it to happen, unaware of it until it is already there, and has been going on for a while. Equally, we could look at this from Lefebvre’s point of view of Rhythmanalysis and say that time is rhythm (or rhythm is time). One is equally experiencing it, although completely unaware until it consciously grasps them. The rhythm of pain. The rhythm of breathing. The rhythm of your muscles twitching. The rhythm of your heart beating. The rhythm of silence. The rhythm of words. The rhythm of duration. The rhythm of time. All are subconscious. You cannot grasp the rhythm until you have been grasped by it. And you are. (Lefvebre, 2017, ch.1)
His use of durational shots and moving cameras are precisely the thing that create time, rhythm, and the realisation of it. It gives the viewer time to experience The Moment, which would otherwise be neglected for its irrelevance (or relevance) to the viewer. It creates a feeling of anxiety, a feeling of stress, a sense of loss of control (or perhaps too much control), an uncomfortable tingling through the body, and the unconscious thought of ‘What will happen next?’. An expectation, however, different from the one that may be experienced in a suspense-image, a Thriller, where the suspense is created or directed by the story itself. With Tarr’s suspense, it is like with Kierkegaard’s quote on anxiety - it comes from nowhere. What makes the suspense even more engaging is the realization of ideas similar to Leibniz’s monad or Deleuze’s Crystal-Image (or Benjamin’s dialectical images for that matter). (Deleuze, The Fold, pg. 105-6, 145) All that exists within and around us, all of the pressures and sensations that one can experience, they are all compressed in that one lasting, yet elusive, moment. Of course, through the expressions of passive characters trapped in the claustrophobic system, through thought through framing, visually striking black and white aesthetics, and repetitive acoustic ecology - mostly using the dissonant keys and atonal intervals, the suspense is strictly directed by the filmmaker. 
Although Tarr’s cinema is more existential than phenomenological – it shows what there is to see (and it does it very adequately), but it somehow does not deal with the main issue itself, as if there would be no solution to the problem because of the complexity of the State, and by its now already powerless characters. However, looking at these Moment-Images from a phenomenological perspective, the pure awareness of time passing gives a sense of being, and a sense of Real. As if his stories were real and we all lived within them. 
‘’ (…) The new Romanian and Hungarian cinema of the past decade has presented us with interesting ways of dealing with time. Behind their slow-paced depictions of the banalities of daily life, there is a lurking sense of monstrous alienation and a loss of faith in progress. Long shots of banal action occurring in real time encourage a specific way of sensing, forcing the viewer to decode the story or meaning behind the actual visual or acoustic image. (…)’’
· Dudkova (2012)
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Figure 1

Figure 1 shows a scene from The Man From London, Bella Tarr’s last (however not least) film released in 2007. The last in the series of Satantango, Wreckmeister Harmonies, and Damnation. The scene happens towards the end of the movie, revealing a crucial moment of self-discovery (the actual event is not shown), that one of the characters has committed suicide, or a murder has taken place (one can only assume). First, the viewer has to know that the techniques Tarr is using to make these dialectical images possible, are very similar to those of Godard (more so his black and white) or Tarkovsky, or any other postmodern visionary. The arrival of the camera to the moment of the Crystal-Image does not involve any cuts or sudden changes in perspective. First, one sees the man approaching the main event, where one can’t see much of the space surrounding the scene, however just enough to realize how distant from the society the location of the event (the broken down shed) is. Secondly, the character’s name being said with wonder gives one (with regards to the story) a sense of awareness of death and mortality - an end of one’s existence -  and therefore catches one in the moment. And finally, the so called Crystal-Image takes place. 

‘’(…) From this point on, a Bela Tarr’s film will be an assemblage of these crystals of time, in which the “cosmic” pressure is concentrated. More than all others, his images deserve to be called time-images, images from which duration is made manifest – the very stuff of which those individualities, which we call situations or characters, are woven.(…)
· Ranciere (Bela Tarr: The Time After, pg. 34-35)

After the man in Figure 1 enters the broken down shed, the viewers find themselves stuck on a still shot of the closed door for just under two minutes. Surprisingly enough time for one to feel very captivated within the moment and that the feeling of the anxiety of expectation is unavoidable. This is only to prove that we can enter the monad or be entered by it, and that one cannot help but ‘feel’, for the captivated moment does exist. However, the most unconscious sensory response takes over when the doors finally open. Once the duration has ended, one does gain a sense of relief. An end of awareness and a continuation of subconscious time (may it be through the general continuation of the film itself, or something as simple as the character’s empty expression once he has seen what only he has experienced). (The Man From London)


Figure 2

Figure 2 shows a scene from Tarr’s last film called The Turin Horse. The iconic tree, and the road leading to the outside world which, in this case, is the apocalyptic nowhere. The film is the most existential of them all, in terms of compressing the focus of the movie into a singular space – the torn down distant farm. Filled with Tarr’s  by now established filming techniques, this film has a significant factor involved which is perhaps not perceived as much in his previous ones. 



‘’ (…) From this point on one can argue that fiction-within-a-fiction is the moment where fiction is faced with its own exterior at its own interior. (…) Fiction is then established through the disjunction regarding the Real, sustaining itself through something that it cannot show – with the essential postscript: that it can sow only by duplicating itself … This is the fundamental mechanism of ‘fiction-within-fiction. (…) ‘’
· Zizek (1997, pg. 82-83)

Slavoj Zizek, a Slovenian continental philosopher, discussed the very same important factor through Hitchcock and Shakespeare in his book Everything You Always Wanted to Know About Lacan: But Were Afraid to Ask Hitchcock. 
The so called ‘Play-within-a-Play’ theory helps one understand the complexity of Lacanian thesis that ‘the truth has the structure of fiction’ and later Deleuzian image-crystal; Hitchcock’s Murder!1. (Zizek, 1997). 
First of all, it lets the viewer become aware of the parallel moment existing within the narrative, without ever showing it. It creates a type of a story-within-a-story, not only ‘practically’ but also ‘theoretically’ (Zizek, 1997). Throughout the film one is faced with a harsh reality of the two characters who, through repetition of certain events, await for their Being to come to an end. All they do is pass time. Touched and focused on that one reality, the viewer is slowly manipulated to gain a sense of another reality. The apocalyptic atmosphere that is established at the very beginning of the film (through wind, struggle, The Horse), follows the characters at all times. They have no means to survive. 


‘’(…) The sense of crystal image is formed from an equal attention to each element and to the way in which each element enters the composition of a microcosm of the continuum, itself equal to all the others in intensity. (…)’’
· Ranciere (Bela Tarr: The Time After, pg. 68)

Through the pure existential philosophy that the film contains and the choice of the filmmaker to show precisely what there is (however does not directly show why it is), the awareness of ‘Why?’ and the theory of the play-within-a-play come to mind through three crucial factors.
 First, the only other characters that appear in the film are the far neighbour and the Gypsies. The neighbour comes for only two reasons; desperate and exhausted because of the Real, he informs his neighbour and the viewer about the outside world, of the destruction of the nearby village and the apocalyptic Real which he blames on both God and man.  To confirm the despair, all he needs is more Palinka. This is precisely why he may be seen as the point where the Real is coming closer and closer to the characters. However distant, it is present.
Not long after the neighbour leaves the farm and the father and his daughter are once again left alone, a carriage is seen arriving from a far distance. This time it’s the Gypsies. The Outsiders. The only characters in the film that come from that other side of the hill, that Other. The viewer is signalled again, that they are not bringing any good news, or nonetheless, bring any news at all. They could be what the neighbour was blaming God and man for. They could be the glance into the reality that for the viewer is non-existent. They are the cause for a complete draining of the farm’s well and a moment of tension between the characters. Once again, one is informed that the characters are coming closer to an End. 
The second factor for the play-within-a-play to be expressed is the force that, in regards to all prior events, carries the two individuals to leave the farm and fight for their survival. However hopeless and defeated, they manage to pack the bags and leave. The camera follows in the filmmaker’s classic style, however, it is directly connected with the idea of the other Real. The characters slowly travel the iconic road to reach the tree where a new horizon could begin, as much for the characters, as for the viewer. After seeing them disappear behind the horizon (perhaps the expectation is to see what is behind the horizon) Tarr decided to pull them back into their miserable run down farm. The carriage returns, the characters fall into the same routine, defeated again, leaving the viewer clueless of what the actual state of the Real is. 
The last factor that shows that the Real has basically arrived, and that they are being grasped by reality, is the lack of ‘energy’. Lights around the house don’t work anymore, there is no wood for the fire, there is no hot water, no cooked potato(es). All they are left with is the silence and wait, even more passive than the already passive life they had been living. A classic example of Tarr’s characters being defeated by that Other - which presumably defeated the whole village that the neighbour is talking about as well - and which the viewer cannot understand or see. (The Turin Horse)

’’(…) They’ll be sitting in exactly the same place, on the same filthy stools, stuffing themselves with the same filthy spuds and paprika every night, having no idea what’s happened. (…) They are waiting, belly to the ground, like cats at pig-killing time, hoping for scraps. (…)’’
· Krasznahorkai (2012, 43)

It is through all these moments of establishing the story-within-a-story  and compressing the so called ‘cosmic’ pressures, that one can get a sense of being, even noticeable through the characters themselves. It seems that through Tarr’s decision to deliberately establish that Other and increasingly fill the infinite yet finite present with everything that there is, one does convey an experience of their own - a sense of their own. 

‘’(…) This is why the lower depths of the monads are so dark. Since it does not exist outside of the monads that convey it, the world is included in each one in the form of perceptions or representatives, ‘present and infinitely minute elements’. Still again, since the monad does not exist outside of other monads, these are minute perceptions lacking of object, that is, hallucinatory microperceptions. The world exists only in its representatives as long as they are included in each monad. (…)‘’ 

· Gilles Deleuze (The Fold, pg. 86) 




RHYTHM

Isn’t it true that one isn’t supposed to be listening to the music? Isn’t it supposed to work on you unconsciously without being listened to directly as you would listen at a concert?
· Copland (2011,43)

One must not neglect the influence (or equivalence) rhythm has with time.  The before mentioned work of Henry Lefebvre, Rhythmanalysis, deals with one’s understanding of rhythm and its ontological roots. For a better understanding of the concept of rhythm being used as a strong element of film medium, one must take an interest in its wider meaning. The manipulation of time, the perception of time, the control of time are fundamental to being. It is all grounded within us, and we are extremely responsive to it. It is in the way we live.  
In order to do so, Lefebvre explored the very basic ideas of a cyclical rhythm – that is for example, the way the Sun moves around the Earth, and a linear rhythm – that is for example, the rhythm humans produce throughout the day, especially in urban environments. (Lefebvre, Rhythmanalysis). 
With the rise of avant-garde cinema in the early 20th century, a variety of experimental Dadaists and Surrealists took an interest in exploring these primitive ideas of rhythm through cinema and focused strictly on the viewer’s experience of it. It could be said that those abstract films formed the ontological basis of all cinema. The experiments in abstract shapes connected with the capabilities of cinema to produce movement and expand the spectrum of sensation, played a significant role in the later development of the medium. 
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Figure 3
Figure 3 shows what is often referred to as the first abstract film to be made, consisting of only square geographical shapes and musical structures. Released in 1921, artist Hans Richter ironically named this piece  Film ist Rhythm: Rhythm 21. One may look at the piece from a purely cinematic perspective, and question the relationship in space and time between the shapes that are constantly shifting in response to the musical rhythm, thus producing a ‘real’ emotional experience for the viewer. One may say that the purpose of the film is only to prove its title; Film is Rhythm.
On the contrary, one may look at this from Lefevbre’s point of view and assume that the film could in fact be a visual response to the changes in urban environments and improvement in infrastructure. A rhythmical interpretation of factories (working machines) and the disappearance of real spaces due to reorganizing the urban structure. Richter himself claimed that:

‘’ (…) Rhythm expresses something different from thought. The meaning of both is incommensurable. Rhythm cannot be explained completely by thought nor can thought be put in terms of rhythm, or converted or reproduced. They both find their connection and identity in common and universal human life, the life principle, from which they spring and upon which they can build further. (…) ‘’
· Hans Richter
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Figure 4
	
(Figure 4) Three years later, in 1924, Viking Eggeling in cooperation with Olga Neuwirth released a short experimental film named Symphonie Diagonale. In regards to Eggeling’s cooperation with Richter, the cinematic piece is a direct response to his earlier experiments. The idea explored is the same as the one with Richter (at points using some of his old paintings), however there are some crucial differences in terms of the development in rhythmical structures and changes in shapes. 
First, in Rhythmus 21, the space between the shapes is flat and distant – the open spaces (when applicable) are clearly visible and logical, however still creating areas of confinement. With Symphonie Diagonale, one may notice the difference in space rearranging throughout the piece. The structures begin to interfere within each other’s space thus creating a stronger, more irrational experience. The areas of confinement become less reasonable and more claustrophobic, in terms of appearing more invasive.
Secondly, the musical rhythm section. Symphonie Diagonale is accompanied with a very strong and set rhythmical structure. The visual response is more direct to the rhythmical part and does not responde to it harmonically. 
Once again, one may view this as a continuing cinematic experiment in movement-space-time or try to relate it within the space that the piece was released in. During 1921-1924 Germany suffered its probably worst times of World War 1. The logistics of rebuilding the state and re-establishing the economy were forced to begin and with that the frantic rhythms of industrial machinery and urban life began to evolve and change, which is clearly noticeable in the military/industrial – like organized rhythmic structure of the piece.

‘’ (…) Various ‘expressions’ of line are presented at a controlled, mechanical tempo, revealing the film’s acute observation of the organization of time intervals. Richter later wrote, “The principle of counterpoint in mind is not limited to music. For us it was more than a technical device; it was a philosophic way of dealing with the experience of growth. (…) ”
· Excerpts on Rhythmus 23
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Figure 5

Figure 5 shows one of the last of the so called ontological experiments in rhythm released in 1945. Oko I Ucho, which means, The Eye & The Ear, is a Polish short experimental film by Franciszka and Stefan Themerson, and Karol Szymanowskion. It is, as the narrator states at the beginning, a direct visualization on rhythm through four stages of interpretation – emotional, geometrical, analytical (volume), and direct (movement through space).

‘’This short film is an experiment designed to use the medium of the screen to create for the eye an impression comparable to that experienced by ear.’’ 
· James McKechine (the narrator)



Overall, the piece explores geometrical responses to music, and the application of different
analytical factors to each of the stages. However, the second stage, which is supposedly  analytical of the volume of the piece, contains a part where a still image is intervened in the movement itself. One cannot help but focus their attention on the sudden stillness  within the piece and the type of tension that it creates in regards to the vocal .

‘’ (…)The four songs show a full range of psychological approaches to visualizing music, from fluid thematic representation to free-association collage, mathematical abstraction and finally a gripping subconscious simplicity.  It's the best of the surviving Themerson films by far and a masterful cinematic tribute to the emotional and psychological power of modern Classical music. (…) ‘’
· Nelson-King (2015)



PHOTOGRAPHY

‘’ (…) The capacity of photographs to evoke rather than tell, to suggest rather than explain, makes them alluring material for the historian or anthropologist or art historian who would pluck a single picture from a large collection and use it to narrate his or her own stories. But such stories may or may not have anything to do with the original narrative context of the photograph, the intent of its creator, or the ways in which it was used by its original audience. (…) ‘’

- Martha Sandweiss (Dyer, 2005)
	
	Throughout the development and the use of photography, the philosophical concept of the medium and its influence on one’s mind has grown. In 1962 Chris Marker released his cinema-roman called La Jetee. The story itself deals with numerous complexities of photographic image in its regards to memory (the construction of false memory). What could be called a construction of false memory is the message that is perceived by the viewer. By using the technique of montage and soundtrack, the piece consists of only still images (with an exception of one moving-image moment), which leaves the medium shifting between active and passive and questions the resemblance with the avant-garde movement, and perhaps its own oeuvre. By accepting the space that contradicts between film and photography, Marker had emphasized a new way of using photography in relation to creating fiction.  Because of the previously discussed strengths that the cinematic medium contains, the viewer is completely immersed in the narrative, unconsciously questioning the message that La Jetee is portraying (may it be in terms of narrative or its philosophies). 
	Uriel Orlow writes in his essay that by ‘embracing contradiction and freeing the image from the ontological constraints of singular and deterministic conceptions, La Jetée reveals a dialectical power of the image.’ (1999) The very act of movement sets the bars of time as a dimension for the duration of the viewing. It creates a linear time within which the control on duration over these dialectical images is entirely in filmmaker’s control.  One is manipulated as the film character (the nameless hero) is. 
	A completely different experience immerses to the viewer when one is presented with the work in a form of a book, where still images remain constrained by movement and, therefore, require a more individual response to certain imagery. The viewer has to inhabit a state of recollection-image to experience the event, which, as Sandweiss stated, ‘may or may not have anything to do with the original narrative context of the photograph, the intent of its creator, or the ways in which it was used by its original audience.’ 
	The comparison between the way the piece is presented, still-image or a moving-image, allows us to explore the connection between the two in a very basic way and compare the cinematic experience within each individual body.

‘’ (…) Walter Benjamin made a decisive step forward in our understanding when he showed that allegory was not a failed symbol, or an abstract personification, but a power of figuration entirely different from that of the symbol: the latter combines the eternal and the momentary, nearly at the center of the world, but allegory uncovers nature and history according to  the order of time. It produces a world of a history from nature and transforms history into nature in a world that no longer has its center. (…)’’
· Deleuze (The Fold, pg. 143)
CONCLUSION

Film is the art of movement. It is the only medium in which the cosmic pressures are compressed into one visual experience. On the other hand, Roland Barthes never agreed to movement as the essence of film. For him, “Film” is discovered in a photogram. He made fun of logical time, and so taught us to separate the technical force or the sequence of images from what there is. (Barthes,1993). It should be noted that Barthes wasn’t interested at all in the photogram as a small picture or as a part of the film movement. His interest was in the first place dedicated to a photographic image, which, according to him, is the most subversive when it is conceived or “pensive.” Jacques Ranciere has defined that as a state of some kind of indeterminacy between active and passive. (Ranciere, 2011) It is a situation that equally evolves around the analysis of rhythm and time, and allows one to truly recognize the experience and lead it to the next one. 

‘’ (…) Most historians agree that if music started anywhere, it started with the beating of a rhythm. An unadulterated rhythm is so immediate and direct in its effect upon us that we instinctively feel its primal origins. If we had any reason for suspecting our instinct in the matter, we could always turn to the music of savage tribes for verification. Today, as ever, it is music almost entirely of rhythm alone and often an astonishing complexity. (…)
· Copland (2017, pg. 31)
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