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"The shadow escapes from the body like an animal we had been sheltering. " (Deleuze, The Logic of Sensation: Francis Bacon)
This essay is the first part of a wider essay on the notion of sensation, music, film and portraiture. It will aim to explain the sensational or the abstract difference between "movement-image" and  "time-image" mostly through concepts of thinkers such as Deleuze, Barthes and Bergson, followed by examples of  film directors including Eisenstein and Godard. It will mostly focus on exploring works Cinema 1 and Cinema 2, which will then lead to a wider discussion on elements of sensation and how film directors through history were able to explore complicated philosophical concepts through the medium, may it be with music, or different theories such as Deleuzes theory of faciality and the use of close-up in cinema.
Gilles Deleuze could undoubtedly be included in the conceptual tradition of French film thought, which deals with the film in the context of its humanistic and sociological interests, which does not, of course, mean that this film sets itself on a theoretical side track. Right the opposite. Some of the most original ideas in the field of filming have come out of the present thought créd, whereby Deleuze definitely ranks in the present theoretical mile with the monographs "Movement-Image" and "Time-Image". With the two books about the film, Cinema 1 and Cinema 2, that saw the public's light in the early 1980s, "Movement-Image" in 1983, "Time-Image" in 1985, Deleuze in continental thought caused a real turn in the conception of genealogical changes in the field of film and at the same time, noticed the relevance of the film for philosophy.
On this track, however, it makes sense to ask why does the relationship between the image and the thought have of such consequences for philosophy? Why is film just like a new practice of images and signs so interesting for philosophy that Gilles Deleuzes "Movement-Image" concludes with the statement, 
"(...) So that there is always a time, midday-midnight, when we must no longer ask ourselves 'What is cinema?' but 'What is philosophy? '' (Deleuze)
And if the basic subfield of the "deleuze's analysis" is a line of thought that constantly and persistently runs past the dogmatical image of thought, but at the same time, it clings to countless labyrinths interpreting and evaluating the medium according to the forces that force one to think, then the central question of Deleuze's film analysis is the question: "How to think at all?".

The answer to the question posed by Deleuze is already on the first pages of "Movement-Image"; without any impudence, it is written that film authors, instead of concepts, think with "movement-images" and "time-images". It is possible to say that Gilles Deleuze was the one who confirmed the film's ability to create philosophical concepts - the film can now be thought of itself, meaning that it has the ability to transform the image into a formal problem.

Perhaps it is not so surprising, that the intent of Deleuze's theoretical focus was towards Eisenstein and Godard. Eisenstein because of his own conceptualizations of images and Godard through the presentation of the concepts themselves. Or, as Deleuze wrote in 1968,

 "Godard transformed the film, introduced the thought into it (...) he made the film think - I think he was that first one" (Deleuze).


.
In its most radical phase, in "Numero Deux", Godard has established a new audiovisual space through the deconstruction of narration, diegesis and sound, but underlined with self-referentiality. Godard in the present, so to speak Nietzschean revaluation of all film values, wants to go beyond the simulated impression of reality or beyond the reality of the impression, which is reproduced by the film itself. More. It is precisely in Godard's experiments which, of course, are far from being the only (in the field of film) that we can detect the creation of a new image of thought or a sort of a play between the film and the philosophy that we encounter with Deleuze.

Thus, in the "Difference and Repetition", Deleuze's doctoral dissertation, which was done in 1968,  we are able to anticipate Deleuze's later film venture. It invites us to read through some of the key film techniques of the French New Wave: slowing down and freezing, with which its central structure radically shifts away from the linearly constructed form. Similarly, Deleuze in "Movement-image" and in "Time -image" slows down or freezes various film movement and fragments of philosophical texts; they therefore conceptually change or he even completely rebuilds them. 


The reason for the example with Eisenstein is hiding in the before mentioned role Eisenstein had for Deleuze's thought of the film. At the same time, Eisenstein's concept of film is one of the distinctive manifestations of "movement-image" films.
For many film theorists in cinemas, the real movement was what they understood as the essence of the film media. For example, for Kracauer, there is a movement in the "alpha and omega" film, and for Epstein it is "a movement of a form that does not even a drawing or a photograph, nor any other means can reproduce - the primary aesthetic quality of film images". 

On the other hand, Roland Barthes never agreed to the movement as the essence of the film. For him, "Film" is discovered in a photogram. He made fun of the logical time, and so he taught us to separate the technical force or the sequence of images from what there is. We must add that Barthes wasn’t interested at all in the photogram at all 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 Barthes, is the most subversive when it is conceived or "pensive." It is a situation that Jacques Ranciere, for example, has defined as a state of some kind of indeterminacy between active and passive.  

Thus, for Deleuze, the semiotic history of the film coexised with a hundred years of transformation, within which we began to understand ourselves through spatial and temporal articulations that originated from the film itself. We can ultimately understand Deleuze's fascination when - in addition to psychoanalysis - a movie begins to climb, whose structural leitmotif is actually the famous Godard’s formula that makes visible from the invisible view.


The deconstruction of the mysterious knot of dualism between image and movement, established for the then wider social and scientific factors, which increasingly included the movement in conscious life, and the images into the material world, somehow proceeded with Husserl and Bergson . And if Husserl offered the equation "consciousness is a consciousness of something," Bergson put forward the claim "every consciousness is something", with both responses linking the tendency to construct evidence, according to which the movement in perception should immediately produce an image. The formula of Bergson’s universe could thus be summarized in the equation "image = movement," which reads: The image is everything that appears, the reason for the identity of images and movements is hidden in the identity of matter and light, which is a plan of immanence, after which the image exists on its own.

In the Bergson’s concept of "movement-image," Deleuze does not only see a fracture with a philosophical tradition - the latter is also reflected in the fact that Bergson asks for "new" instead of eternity - but at the same time he sets the provocative thesis, according to which Bergson developed the "movement-image" before the birth of the film or beyond the conditions of natural perception. Nevertheless, after seeing the first film images, Bergson forgot about this "movement-image", which Deleuze attaches to the fact that the movie had not yet reached the "One" movie, which can only be done by an editing and a moving camera.

If for Bergson, the so-called cinematographic method still represented an extremely bad example, a so-called illusion, which ultimately resulted in his critique of the notion of representation, Deleuzes saw it differently. Not only does the structure of "Image-movement" structure according to some of the main Bergson elements, such as "Movement", "Duration" and "Whole" - of course, with their simultaneous rearticulations- through this same method Deleuze succeeds in realizing Bergson's philosophy.

The "movement-image" has two aspects of movement: one is directed towards the masses which are composed of parts and are closed, the other pretending to be an open and indivisible whole. But we confront "movement-image" with the center of indeterminacy, that is, with the subject as a special image, which is then divided into three types of images: "perception-image", "action-image" and "affection-image", forward, into other sub-forms. Even though each of the above types of images denotes the corresponding assembly, and for them a specially defined spatial plan, all three belong to the classical films before the Second World War.


Due to numerous, intertwined economic, political and cultural factors, according to Deleuze, "movement-image is beginning to withdraw to the new model - "time-image". Its origin, as first, was signaled by the Italian neo-Realism.
In general, it seemed, as Deleuze writes already in the "movement-image", that for internal and external reasons, "action-image" would soon burst: people have increasingly found themselves in encouraging sensory-motor situations, and more and more often in a state of walking, roaming or trampling, which was determined by pure optical and sound situations. New, free spaces began to appear and from their cracks modern fears, alienation, but also freshness, unusual extreme speeds and endless waiting began to grow out. It began to establish an image that no longer associated with another actual image, but only with its own virtual image. Since then each individual image has spread to infinity.
The consequence of the emergence of the present phenomenon, according to Ranciere, is in the kind of absence of association between images or, as he wrote in "Film Fables": 
"The bond between images is the absence of this bond". 
Which means that the flat slot between the images instead of the sensory-motor scheme puts the emptiness in the foreground as the constitutive characteristic of the new model of the image.
To conclude, if we break down both of Deleuzes models, we can see that the form of "image-movement" is  "action-image", which is organized according to the principles of the sensomotor scheme, while in the "time-image" this place is occupied by "crystal-image". The "crystal-image", referring to Deleuze, thus brings a direct representation of the time, or continuously exchanges the current (objective) image of the present past, and the virtual (subjective) image of the past which is preserved. Above all, in the "time-image", the story no longer focuses on the "truth", but rather through the installation that breaks down the homogeneous film space-time. It is spread out "the power of the false".
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