Introduction

WHETHER IT ALL BEGAN WITH FILM OR CRIME, it is impossible
for me to say. I grew up in the shadow of Luchine Visconti’s Ossessione
(Obsession, 1943), the first neorealist ilm and also the free adaprarion of
James M. Cain’s The Postrman Afwd._ys Rings Tiwice (1934), and by the age
of fifteen T was responding to the frustration of not having a VCR by
recording sounds and voices from Michelangelo Antenioni’s Lzvventura
(The Adventure, 1960). For years ] kepr a phorograph of Anna, the woman
who vanishes at the outset of the film and whose dis:lppe:ir:inee is gr:idu—
ally forgotten, between the pages of my date book. Probably a still from
the set, the picture shows Anna, dark hair and dark Eyes, dressed in
white, le:ining against an iron gate, Her lock is oblique, directed toward
an indeterminate zone beyond the frame, defying a spectator whom she
addresses through avoidance—an im_possible look, the promise or threat
of a double disappearance. Film critic Pascal Bonitzer brilliantly writes
of this “dis:lppe:ir:ince of dis:ippe:ir:ince,” the mark of a crisis that will
graduaily dismantle the detective story, undermining its certainties and
opening itto ontologica_i interrogation, Asifthe _puzzle in pieces, and not
the process of its reassembiage, exercised the strongest attraction, several
of Antonioni’s films seem to .’.ldOP'f the model of the police investigation
oniy to undo it. What is left is a world of fr:lgmenr:u'ion and dispersion,
which the characters traverse as “detectives without purpose and out of
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_phce,” caught in a web that disconnects them. “Un giallo alla rovescia,”
is the director’s own definition of The Adventure, a detective story “back
to front,” turned upon itself, reversed.'

The radicalness of Antonioni’s challenge comes into shar_per focus
as one turns to Ernst Bloch's essay "A Philosophical View of the Detective
Novel” On the trail of the uncanny as it has appeared in literature and
drama from Sophocles to Edgar Allan Poe, Bloch writes of the detective
story as a genre deveted to the “search for that remoter something,’ which
is already close at hand,”™ :malyzing its incessant “knitting and knotting”
and idenrifying its fundamental characteristics—the suspense connected
with the process ofguessing', the conjecrur:ll activity that, rhrough acare-
ful evaluation of a_p_parently insigniﬁcant details, leads to the act of dis-
COVErY, and, most nombly, the omission of the pivotal event: the detective
story opens on a crime that has :11re:1dy been committed. It is this very
omission, Bloch emphasizes, that provides the genre with its sp ecific nar
rative form, namely, “the form of a picture puzzle.”:" Whether relying on
induction, like Sherlock Holmes, or on intuition, like Hercules Poirot,
the detective locks at the crime scene from a “micrological” perspective,
seeking out those unintentional and overlooked signs that will allow him
to shed light into an original, prenarrative darkness, that is, to transform
the unnarrated event inte a narrative sequence. W hat happens to this
form when The Adventire unfolds as a story off:orgerf:ulness and decreas-
ing tension—of an investigation that forgers itself, le:u-'ing behind a crime
which might or might not have taken place—is thus something other
than a plot variation. And it can be said to _produce an effect well outside
the boundaries of the genre proper if, like Bloch, one recognizes that the
same process of:discovery and reconstruction also characterizes the works
of writers such as Ibsen and Freud, structuring the very relation between
light and darkness, revelation and disguise, surface and depth around
which rhey revolve,

My fascination with the crisis of the detective gentre expresses more
than a subjective preference for certain formal and narrative strategies.
Numerous critics, from Walter Benjamin and Siegf'ried Kracauer to con-
temporary film scholars like Tom Gunning, have identified the detective
story as the genre in which moderniry and its visual regimes are both ex
_posed and defamiliarized. The increasing abstraction ofspace and time,
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the expansion oi"_perce_ptuai experience through technologies as diverse
as the raiiway and the cinemarograph, the standardization of rechniques
for the identification and control of the individual in the crowd of the
big city—aii these aspects of medern life find expression in a textual
universe structured around the i"igures of the detective and the criminal.
If the detective wants to know the truth of the crime, he needs to inter-
pret the traces of what is no longer there, reading clues and symptoms
with a passion for conjecturai reasoning that, according to Carlo Ginz-
burg, aiigns him with the psychoanaiyst and the historian alike. “Real-
ity is opaque,” writes Ginzburg in his famous article on Morelli, Freud,
and Holmes, “but there are certain poinrs—ciues, symproms—which
allow us to deci_pher it.™ The fact that the photograph, with its strong
indexical and iconic ties to the referent, constitutes the ultimate tool in
the process of detection speaks to the visual nature of the im-'esrigaror’s
challenge: the determination to see again what had once occurred, to
seize the image of a time now passed. Such a desire to see is so strong
that, Gunning reminds us, “the camera recording the very fact of mal-
efaction appears in drama, literature, and early film before it was re:liiy
an important process of criminal detection.”® Catching the criminal in
the act, then, expresses the desire not oniy to attach guiit to an identifi-
able body, but also to “see through” the obscurity of the crime, recon-
necting the present of the trace to the past of the deed.® Seeing is at once
this movement of translation from opacity to ci:lriry and the guarantee
ofa reordering of time. “Detective fiction,” we read in astudy on the art
and ideoiogy oFsuspense, “is preoccupied with the ciosing of the iogico—
temporal gap that separates the present of the discovery of crime from
the past that prepared it. Itisa genre committed to the act of recovery,
moving forward in order to move back.”” What h:l_p_pens, then, when the
investigative paradigm deteriorates as it does in The Adventure? What
happens not only to our desire to see into the past but also to the very
possibiiiry of isolaring the past from the present and the future, ioc:u'ing
the detective and ourselves, the spectatofs, in a time that is successive to
the time of the crime?

The work T am presenting is dedicated to the srudy of the rela-
rionship between time and vision as it emerges in five Ttalian films, all
i"oiiowing the experience of The Adventure: Antonioni’s Bs'aw—;!{p (1966)
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and Pmﬁ'ﬁianf.' Reporter (The Passenger, 1975), Li liana Cavani’s ffparrifrf
di notte (The Night Porter, 1973), Pier Paclo Pasolini’s Edipo Re (Oedipus
Rex, 1967), and Bernardo Bertolucci’s La strategia del ragno (The Spia’fr}
Stratagem, 1970). The center around which these films revolve is the
image of the crime scene—the spatial and tempoml conﬁgumtion in
which a crime is committed, witnessed, and im-'esrig:lred. Uniquely in-
fluenced by both neorealism and the tradition of film noir, these films
present us with a crime to be “seen,” not once and for all but over and
over again, in the folds of the lzmdscape as well as on the faces oneople
and rhings. They appear as strange and unsolvable detective stories in
which continuous, linear time dissolves, and the privileges of the see-
ing eye are challenged by the very scene under analysis. In fact, it is
by dilating or contracting the detective story to its extreme limits that
these films articulate forms of time which der any clear-cut distinction
between past, present, and future, oﬁering us a rempor:lliry which can-
not be calculated, determined with certainty, but only made visible. “In
ﬂ’frfcﬁwﬁcﬁan,” claims Joan Copjec in her work on film noir, “te be is
not to !prfrc'ﬁ'w.ez’, it is to be recorded — here, perception overturns the
power of counting, of “making up people,” becoming the very texture
through which the subject is dispersed, blurred almeost to the point of
Fading or dis:lppeamnce, and time is released.®

Whether a phorogmpher, a journ:llisr, ora rnyrhic::i solver of rid-
dles, in these films, the investigator who looks back at the crime scene to
discover the truth comes to occupy a position of passivity with respect
to the object of his quest—he searches, and is found, he looks, and is
seen. Yet, the picture of the past by which he is graduaily confronted is
:myrhing but external to him. What appears in front of the im-'esrig:lror’s
eyes is not the pastas it was, but thepast as it will have been in relation to
the time of his search. If the detective story proper begins with a murder
that has already been committed, a death that has already taken place,
the death which seems to count the most in these films is the one that is
yetto occur—the investigator’s own death. Ttisin the anticipation of this
death, which the investigator is called to face not as a fact but as a pos-
sibiliry, as the assumption of his own finitude, that the search unfolds.
hgain and again, the crime scene draws the detective into a time that I
can describe only by means of a compound tense, the future anterior.
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For Jacques Lacan the time of our “being-for-death,” the future anterior
interweaves past and future so righrly that the detective can no longer
situate himself in relation to any autonomous temp oral dimension.

At the end of Camera Lucidz, Roland Barthes also writes of this
death that is at once already behind and still ahead, a death whose tem-
porality he defines by means of the same compound tense, the future
anterior. Until his encounter with Alexander Gardner'’s portrait of Lewis
Payne, Barthes had defined the punctum as the detail that strikes the
viewer above and beyond the average affect of the studinm. Wow, in front
of the phorograph of a young man awaiting his execution, he discovers
another punctum, more poignant than any formal detail and common to
every Photogm_ph—time. Trreducible to any single tem_poral dimension,
the time of the punctn, the Ppunctum as time, is “an anterior future of
which death is the stake.? the simulmneiry or intertwining ofp:tsr and
future—"“This will be and this bas been,” “that is dead and #hat is going
to die”'? Facing a photogm_ph, whether or not its subject is still alive at
the time ome viewing, Tam pierced by the awareness that he or she will
have been dead and that T too am already marked by the “catastrophe”
of my own future end. Here a function of the phorograph’s indexic:lliry,
rather than of a sp ecific formal arrangement, death in the future anterior
nonetheless does not beleng to the photographic surface alene nor to its
peculiar connection to the referent, but emerges in the domain opened
by the encounter between the image and the viewer.

Indeed, it is the em_phasis which Iplace upon this encounter that
leads me to discuss the vicissitudes of cinematic visien through an inter-
rningling of media. If I begin each ch:lprer by detour, by addressing
questions rharperrain to cinema from a site apart from the ﬁlms—p hoto-
gm_phs, sculptures, paintings—it is not to overwrite mediatic difference
(the indexicality of photogm_phy versus the iconicity of painting, the
movement of film versus the stillness of photography), but to suggest that
cinema gives unique resonance or visibiliry to a rernpor:lliry that is not
of cinema alone. Writing on the still in film, Raymond Bellour observes
that “the projection of one image onto the other, of one state of the im-
age onto another,” constitutes a process of temporal displacement that
is active, rhough not identical, in the viewing of both still and moving
images—fbr him, this is the lesson of Holbein’s The Ambassadors.'' Tt is
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true, Barthes considers film an “illusion” that mimes life, rather than
[likephorography) a “hallucination” complicirwirh death.'* Yet films like
Bfow—;r@ will show us that, under certain formal conditions, cinema too
is able to engage its viewer in the temp orﬂity of a death out ofjoint. Even
further—that the difference of cinematic tem_pomlity lies in the capacity
to reveal not only the work of death but “death at work,” to foreground
the perf:ormance of time in its impact on the subjeer (who is internal to
it) and make this performance, in its very unFolding, directly available
to the viewers perception. (Direcﬂy but not fully, since the working of
death :11w:1ys involves P:lI‘T.'i.’.ll blindness and irresolvable obseuriry.)

The visibiliry of this time without ground or now-point, a time of
relentless anticipation and retroaction in which both the detective and
the spectator are caught, is the subject of my work., Not a history of the
transformations undergone by the detective genre, nor a study of the
sociocultural factors associated with it, this work is rather the memoir
of an encounter. As a writer, I attempt to assume such an experience of
time, to repeat in the sphere of hnguage a relationshi_p of vision. If T
:1ppro:1eh the films indireerly or obliquely, it is to try and parrially re-
trace their complexiry, in a gesture of mimetic desire, rather than sirnply
submit them to analysis. In this respect, Vivian Sobchack’s book on the
phenomenclegy of film experience stands as a point of reference, Her
concep tualization of cinematic vision as an exchange between “twe view-
ing subjeers who also exist as visible o]::je-:t:s,”'3 has allowed me to think
the viewing of film from within the abyss of a “relationaliry” constituted
by the undoing of the subject—object distinction. In the world of per-
ception, we learn from Maurice I'v[erleau—Ponry, this rel:lrion:lliry takes
the form of a paradoxical reﬂexiviry, which our body most impressively
exempliﬁes: the rex-'ersibiliry between the seer and the seen. As the body
can touch only because it is also mngible, the body can only see because
it is also visible. However, while Sobchack investigates the reversibi liry of
vision in terms of:spaee and what she calls “the embodied and enworlded
eye,” T am interested in ex_ploring our enmeshment in the perceptual
world as it pertains to time, and to the extent that it involves the (em-
bodied) dissolution of the eye into the world.

In The Visible and the Invisible, the phenomenologioal text that
most has informed my work, Maurice I\-‘Ierleau—Ponty invites us to re-
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linquish our desire to hold sway over time—partition it, measure it, and
reduce it to autonomous dimensions. Quoting Henri Bergson, he writes
that instead “time offers itself to him who wishes only to ‘see it, and
who, _precisely because he has given up the attempt to seize it, rejoins,
by vision, its internal propulsion.”"‘ All the films under consideration,
T will attempt to show, engage this time that resists objecriﬁcarion—a
time in radical excess of the present and of any single dimension. Being
immersed in it, being ca_ptivated by it, the subject finds itself at once
constituted and dissolved. If, in P.éfnamcmafagy qufrcﬁ_;bﬁan, Merleau-
Ponry already identifies “time as the subjecr and the subj ectas time, '?in
his last text he returns to time rhrough the notion of “fesh of the world.”
As “the formative medium of the object and the subject,” the flesh is the
“stuff” of which all visibles (including our bocly) are made. Neither mind
nor matter, the flesh will allow us to think the time of the films beyond
the distinction ofsubjecrive, lived time and objecrive, universal time—
Paul Ricoeur’s “time of the soul” and “time of the world.” In turn, by wvir-
tue of their thematic and formal arrangements, the films will lead us to
interrogate that which, for I\-‘Ierleau—Ponry, seems to be consranrly Woven
in the fabric of the flesh, inserted in its melodical srrucrure—morraliry,
existential lack. Ttis in relation to rnortality, to our vulnerabiliry to what
exceeds and most profounclly constitutes us, time and the other, that
nonchronological, hererogeneous time becomes visible.

Throughout the project, the films assert themselves as more than
an occasion for philosophical speculation. There is no hierarchy between
them and the philosophical texts they might be supposed to exemplil:y,
rather an erosion of boundaries berween what reads and what is read,
what thinks and what is rhoughr. “Literature, music, the passions, but
also the experience of the visible world are . . . the explorations of an
invisible and the disclosure of a universe of ideas™'®*—this invisible and
these ideas constituting the other side, the “lining,” of a sensible world
from which rhey cannot be disengaged. There is also no hierarchy be-
tween the different theoretical discourses T mobilize. As T position myself
between phenomenology and Lacanian psychoanalysis, or rather at their
crossing, 1 find that rhey constitute rnurually complicaring perspectives
rather than separate or competing explanarory principles. For exarnple,
if Lacan’s s_plit between the eye and the gaze does not coincide with
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I\-‘Ierleau—Ponty’s distinction between the wisible and the invisible, the
Spia’fr} Srmmgm will articulate yet a different phenomenon, weaving a
texture in which the chiasm of vision—the intertwining of seeing and
being seen—is held by a radical absence ora lack

The films that guide me through this project are all from the Ttal-
ian art cinema of the late sixties and e:lrly seventies. Some, like Anto-
nioni’s Bfaw—ﬁp and Paseolini’s Om’fpm Rex, still belong to the so-called
golden age of Ttalian cinema, the period that begins in 1960 with An-
tonioni’s The Adventure, Federico Fellini’s La dolee vita (The Good L.:ﬂ“),
and Visconti's Roceo e i _wm.r'fmrfﬂf (Roceco and His Brothers), and :111eged1y
ends with the changes in Italian culture and society precipitated by 1968,
Others, like Antonioni’s The Passenger, Cavani’s The M‘g!yr Porter, and
Bertolucci’s The Spidfr} Stratagem, appear in a decade, the 19705, that
is :11re:1dy considered of transformation and decline—the period which
P. Adam Sitney calls of the second “vital crisis.”"” Despite the canonical
periodizarion, these films constitute for me a cohesive body of work to
the extent that, in all of them, the dissolution of the crime scene emerges
as a central organizing trope. Of course, postwar Ttalian cinema—a cin-
ema which I privilege not only for the Weighr it has in my unconscious
memery but alse for its recognized tendency to show rather than nar
rate, to foster petception rather than action—provides other remarkable
ex:lmples of this dissolution. “A cinema of the seer and no longer of the
:1genr,” as Gilles Deleuze admir:lbly demonstrates,'® neorealism is preﬁg—
ured by the story of a crime (Visconti’s Oébsession) that ends there where
it had begun, tracing a line that folds back upon itself, leaving characters
and viewers alike under the spell of the proragonisr’s dazed lock. In this
respect, Obsession constitutes the direct forerunner of Antonioni’s Cre-
maca df un amore (Story qf‘:ﬁ Love Af‘iir, 1950)—both presenting us with
a time that deceivingl}' runs along a stmight line, both only returning
us to a future that is the reversed image of the past, 2Tt is here, I believe,
that the dissolution of the crime scene is inaugurared, in this insurgence
of perception and time, and if T attempt to explore its manifestations
independently of Deleuze’s cinema bocks it is because my point of de-
parture is the phenomenological engrossment of the spectator, of my eye
as it exp ands and contracts in the encounter with the screen.

Together with the works mentioned above, Forming a constellation
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rather than a category, 1 will also remember Bertolucci’s La commare
secea (The Grim Reaper, 1962), Il mnﬁmism (The Co?zﬁrm:'sr, 1971), and
Ultimeo tango a Parigi (The Last Tango in Paris, 1972); Marco Bellocchio’s
I pugni in tasca (Fists in the Pocket, 1965), Elio Petri's fnﬂ’dgmf Si uR citta-
dine al di sapra i ogni sospetto (Investigation qf::r. Citizen Above Suspicion,
1970); Francesco Rosi'’s Salvatore Ginliano (1960) and Cadaveri eccellenti
({lystrions Corpses, 1975); and Visconti’s Vdgbe stelle dell Orsa (Sandra,
1965). In some cases, the opening scenes already represent a defiant hom-
age to the genre. (Salvatere Ginliano begins where the story of Giuliano
ends, in the courryard where the bandit’s bulletriddled corpse is found
iying face-down, as the police phorograph and describe the details of its
position, ciothing, and personai effects. Hlustrions Car_'psfs opens with a
Sicilian judge visiting the Cappuchin Crypt, the catacomb that_preserves
the centuries-old mummies of Palermo’s prei:u:es and notables, and then
returning to the surface oniy to be shot to death in full d:lyiighr. Investi-
gation of a Citizen Above Suspicion draws us inte a bourgeeis apartment
where a barely clothed woman asks the suited man who has just stepped
in, “How are you going to kill me this rime?‘”—“Tod:ly, Tl cut your
throat,” he replies, and indeed kills her as :mricip:lred, inrenrion:liiy leav-
ing behind traces—fingerprints, footprints, a thread from his tie—that
should in princi_pie secure his incrimination. He is soon to be identified
as the chiefinspecror of Rome’s homicide squ:ld.) In other cases, like in
The Last Tango, the crime scene proper marks the end rather than the
beginning (as Maria Schneider shoots to death the familiar stranger she
pretends not to know), or rhythrnicaiiy returns throughout the film, like
in Fists in the Pocket, where a middle-class, provinci:li world is shattered
by the violent Energy of the young protagonist, who sysrern:lric:liiy kills
his mother and siblings and deiibemteiy refuses the burden of guiit
While all these films probiemarize the s_patio—tern_porai parameters
of the crime scene—exposing the cornpiiciry of power and corruption,
rei‘iecring on the process of criminalization, reconﬁguring the crime as
failure to bear witness, coni:ronting the Oedipai iegacy—the films that
constitute the focus of this work present us with the most distinct strate-
gies for :1rricu1:1ring the future anterior as the time of our enmeshment
in cinematic perception, a time of tension rather than repose. I return to
them tociay in the context of a mediatic i:lnciscape increasingiy obsessed
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with the image of the crime scene and yet rareiy wiiiing to question its
conditions of emergence, What defines the contemporary crime scene
is often the dispiay of forensic expertise, the demand that everything be
made clear and ex_piained in terms of cause and effect, chronological suc-
cession, and identifiable agents, Re_peatediy, the spectator is faced with
scenes that portray {narrativize) the i:ragiiity of life and yet is reassured of
the fact that, after all, she is still alive—death is what happened to some-
one else, in a time that is now past, Against this reduction of tern_porai—
ity T lock back at another mode of cinematic engagement and propose a
writing ofspectatorship that, revoiving around description and muitipie
theoretical infiltrations, attempts to retrace the patterns and rhythms
through which each film says or shows that something “will have been.”

Cha_pter 1, “The Scene of the Crime,” identifies the crime scene
as the site where the interweaving of past, present, and future acquires
greatest Visibiiity, taking the form of a death in the future anterior, a
death that is simuitaneousi}' “aiready behind” and “still ahead” By draw-
ing upon Lacan’s reflection on the gaze and his anaiysis of The Ambas-
sadors, as well as upon the work of Hubert Damisch and Louis Marin,
1 question the reiationship between Renaissance perspective, anamor-
_phosis, and death. T argue that, through a subversive use of perspective,
Michelangelo Antonioni’s Blow-up and The Passengerlead us to see death
notas a fact butasa possibility, indeed thepossibiiity in relation to which
our own capacity for vision is defined. In both films, the crime scene is
organized according to the rules oi:_pers_p ective, thus a_p_parentiy assigning
the investigator a position of mastery—at the center of the visual field,
yet external to it, he is endowed with the DOWEr tO SUrvey, measure, and
evaluate. However, both films meticuiousiy undermine this structure
from within, dramatizing the fact that Albertian perspective contains
the principie of its own irnpiosion. Because the viewpoint he occupies
corresponds, in terms ofprojection, to the vanishing point, the beholder
finds himself inexorabiy puiied toward this other infinitesimal piace,
where things disappear and he will not be able to stand in self-reliance.
The return to the crime scene here coincides not with the discovery and
ultimate possession of evidence, but with the peri:orrnance of a double
disappearance—the siiding away of image and spectator alike.

In BS’E?IL-'—:({P, the crime scene becomes the site of the constantiy de-
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ferred, never i"ully realized encounter between the investigator and the
crime. As if it were irnpossible to see death in the present, rhephorogm—
pher blindly records an event whose signiﬁcance will only later emerge.
A corpse begins to appearafter he has transformed the photographic sur-
face into a narrative scenario, metonymically linking a series of details
and converting them into a sequence of cinematic shots. Yet, as it reaches
its apex, this process of narrativization falls apart, After the detail con-
taining the puzzling image has been enlarged over and over again, what
remains is a constellation of grainy particles, a form devoid of narrative
value. While it is about to become visible, the corpse retreats again into
a state ofinvisibiliry, as if there were no stable point between the almost
visible and the no longer visible, and x-'isibiliry could be only imminent
or alreacly lost. Similarly, in The Passenger, the moment of transition from
the living to the dead body is concealed, maintained off-screen rhrough a
360—degree pan that traces a hollow space, installs a void in the center of
the scene, and empties out the action from within. The camera, and the
spectator with it, sees from this groundless position, this invisible space
in which somebody is dying. By the end, death has emerged as a process
of dis:lppe:lr:mce accompanying vision itself, a T;-':mishing :1lw:1ys :llready
inscribed in the texture oi"_perception—the inexorable undoing of both
the seer and the scene,

Chaprer 2, “Desiring Death,” explores the intimacy of vision and
death as it emerges in Liliana Cavani’s The J'W_gﬁ:'r Porter, a film that rep-
resents the return to the crime scene with respect to both the victim’s and
the aggressor’s compulsion to repeat. By reading Leo Bersani's work on
masochism rogerher with Lacan’s reflection on the circular structure of
the drive, I claim that the refusal to bind rogerher that characterizes the
death drive can be used to reject standard forms oi"rnemory and resist the
oblivien realized through the assimilation of rnarginal perspectives, In
The Night Porter, it is the thythm of montage—the intermittent appear
ance of the so-called flashbacks—that induces the spectator to experi-
ence a desire that, in its shatrering impact, is productive oFimages which
would not otherwise be visible. Seeing from the point of view of death as-
sumes here the force of a demand—that the past be written through the
articulation of new visual forms. Thus, when in the gloomy interiors of
postwar Vienna, a former MNazi officer and the woman who had been his
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favorite prisoner find themselves comp elled to resume their sadomasech-
istic reiationship, we withess something other than a sirnple return of the
past. Gmduaily, as the line separating the active and passive sides of the
drive—sadism and masochism, voyeutism and exhibitionism—Dbecomes
blurred, a radical contamination of past, present, and future afhirms it
self. By refusing to let the past be over and done, and choosing to meet
their deaths when they still have an alternative, they assume “perverted”
positions with respect to the viclence of their history, exposing the am-
biguous or gray zohe they have come to inhabit,

In this ch:lpter, Talso question the assumption, laid bare in Cavani’s
film but often hidden in contemporary discourse, that the survivor of
a violent crime will ultimately fulfill her role as witness by testii:ying ina
court of law. In his work on Auschwitz, Giorgio Agamben has cogenti}'
:1rgued against this conflation of ethics and law, and the reduction of
truth and justice to judgment. It is only as auctor, he claims, as creator
of a ianguage that at once implicates and exceeds her, that the surviver
can bear withess to the past and those who have not survived Can we
think of :m:llysis as another zone of experimentation, a mode of cre-
ation other than poetry but in a relation of intimacy with it, in which
testimony can be conceived and peri"ormeci as that which is in excess of
any juridicai pamdigm? Rc_peatediy, the ﬁgure of the :maiyst has been
aligned with that of the detective. Whether it is Carlo Ginzburg writing
on the inferential iogic that unites Freud, Morelli, and Holmes, or Slm—'oj
Zizek identifying different styies of detection, what is genemted is an
isomorphic relation between dream and crime scene, symptom and clue,
patient and criminal or juridical witness. After the example of The Night
Porter, 1 attempt to displace this :m:liogy by envisioning the :m:llyst not
as a detective but as a witness—indeed, as the other witness, the witness
to the witness of time that the survivor struggies to be.

Chapter 3, “Seeing Time,” interrogates the relation between time
and the subject ofperception through Pier Paolo Pasclini’s Om’fpm Rex,
a poetic and eccentric return to what constitutes the archetypai detec-
tive story as well as the i:ounciing myth oi:psychoanaiysis. By ex_panciing
upon the notion of free indirect subjectivity, which Pasolini himself has
theorized, and coni:ronting it with the work of Béla Baldzs and Merleau-
Ponty, T maintain that the film defies the very investigative impetus it
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is ex_pected to celebrate. There, in a portion of the visible where the de-
tective sees the traces of an event which has :11re:1dy occurred, a scene
which is to be :1n:11yzed according to uniform spatio—temporai coordi-
nates, Pasolini and his Oedipus see a de_pth they cannot manipulate.
This depth, I argue, is at once of the visible and of time—belonging to
what Merleau-Ponty calls “the flesh of the world"—and is most intensely
manifested in the encounter between the human face and the iandscape.
In the proiogue, a row of trees is framed by a trsn-'eling, almost handheld
camera, as if seen through the eyes of the infant who, iying on the grass
next to his mother, looks at the surrounding world for the first time
When it reappeats, in the epiiogue, this mass of green leaves brushing
against the sky is no longer the same. It now leads back to the eyes of a
grown man, a blind beggar who has lastly returned te the meadew of his
inf:lncy. Between the epiiogue andthe proiogue, setin twentieth—cenrury
It:liy, there unfolds the mythic::i Greek tale, which begins when a baby
with swollen feet is rescued from death, and ends when a sightless and
desperate Oedi_pus is led away from Thebes. Although iiteraiiy identical,
the shots of the trees are separated by a distance that eludes chronologi-
cal ordering—:l memory in excess of the subject, a visual intertwining of
past, present, and future through which Oedipus, not the riddle solver
but the wanderer, the one who is going to die, is dispersed to the point
of dissolution.

The fourth and last ch:lpter, “Twiiight,” inquires into the truth of the
crime scene by Foliowing the conveluted thread of Bernardo Bertolucci’s
The Spider’s Stratagem. Freely adapted from “The Theme of the Traitor
and the Hero,” the film embraces Borges’s idea of a iabyrinth not of space
but of time, transi:erring it from the domain ofi:lngu:lge to that ofpercep—
tion. Thus, when a man returns to the town where his father, a venerated
antifascist hero, was mysteriously assassinated, character and spectator
alike are chaiienged to seek the truth outside the parameters of referential
accuracy. But how does one find the truth, and which truth is to be found,
in alabyrinth of time and light? As T explore the film’s intricate pattern,
elaborate on Lacan’s notion of full speech, attempting to reformulate it as
a capacity oi:p erception. Full speech coincides with the subj ects assump-
tion of a iangu:lge that refers back to itself, not as it was, but as it “will
have been” in the process of producing new signiﬁcations—a i:mguage
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inhabiring the tem_pomlity of the future anterior. It also coincides with
the gmergence of truth as revelation, as disclosure that is simuiraneousiy
concealment. While Lacan does not address the possibiliry ofarricularing
full speech in the _perceptuai domain, I draw on I\"[erleau—Ponty’s notion
of flesh and argue that twilight—the intermingling oFiight and darkness
for which the film’s cinem:irography has been highlypraised—is the iighr,
and time, of:percepru:il full speech. By virtue of its irreducible :1mbiguiry,
the chiasm oFPast and future which the future anterior manifests eventu-
aliy emerges as the secret sh:l_pe of time. Enveloped in this light, indeed
made of this iighr, the iabyrinrh which character and spectator set out
to explore “will have become” rhrough the coiling and coiled lines rhey
patientiy trace, not as disembodied or external viewers but as seers made
of the same light. In the process, questions that have been haunting this
work from the beginning return. Whart is the resp onsibiiiry facing those
who lock back and search for the truth, if the past is not simpiy rmnspired
but returns in the future as it has been transformed by the future itself?
Under which conditions does the future anterior affirm a capacity for
transformation, instead of causing what has been to blindly survive?



