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“Time is the fire in which we burn.”1 
SYNOPSIS 

This paper takes the form of a screenplay. The story embodies the quite abstract 

concepts brought up by the theoretical component of the thesis that broadly looks 

at how film has influenced painting, and more specifically investigates the ideas 

taken up by Gilles Deleuze in Cinema 1 and Cinema 2.  

 
The work of Gerhard Richter is used as a basis for the proposition that human 

perception has transformed through the 20th century experiences of film. Both his 

Atlas and the Baader-Meinhof series (October 18, 1977) are closely analysed in 

terms of their historical position within collective memory and their relation to 

the Deleuzean concept of the “time-image.” 

 
The screenplay takes both Richter and Deleuze as two of the central characters in 

the Film-Noir/Sci-Fi story. The tale is set in a world where people no longer have 

their own memories and rely on a massive organisation of cinemas for the supply of 

collectively consumed stories. Richter, an agent for the all-powerful CCS, paints 

his way into remembering and betrays his organisation. Deleuze joins him in the 

fight to restore memory, or Atavis2 to the world. The story is narrated by Marcelle, 

a Proustian (already-dead) character who, as the agent commissioned to solve the 

Atavis case, finds herself the centre of the solution to this global amnesia.  

 
It would have continued uninterrupted, this gradual relinquishing of all personal 

memories in exchange for collective remembrance, had the trauma of “The Great Fire” 

not struck. Not only were all the cinemas in the remote Region3 destroyed, but the 

Central Cinema System lost control of the masses, and Atavis (riding on the tide of 

the Great Fire) would begin to rupture the mnemonic status quo in Region3.  

 
DISCLAIMER 

This screenplay is entirely fictional except where text is in italics, in which 

case, it is a theoretical component of the paper, or a quotation with a footnote. 

For the purposes of narrative continuity the same character names have been used in 

both the fictional and theoretical sections of the paper.3 In the case of the 

characters Gerhard Richter and Gilles Deleuze, neither of these are true 

reflections of their ‘actual’ nature, nor is any offence intended by the liberties 

taken with persons referred to or quoted.4 

                               
1 Brannon Braga, Star Trek: Generations, 1994, see filmography appendix. 
2 Atavism: the recurrence in a descendant of some physical character, or 
mental trait, derived from a remote ancestor rather than from the immediate 
progenitors 
3 The premise of this research paper is a desire to identify how the 
experience of film has changed spectatorship and influenced painting. The 
thesis component is titled, Gerhard Richter and the Time Image. 
4 When I was eight years old a friend died with his little sister in a 
housefire. He died in his sleep. My dad was a close friend of their father’s, 
but we were not allowed to attend the funeral. I was given some sort or 
explanation; like I was the same age and it would be too upsetting for the 
parents. Other than my memory of this event, there are no further references 
made in this story to existing persons. 
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PART ONE: 
Collective Mnemonics:5 The Baader-Meinhof Incident 

 
 

‘Narration, we say, implies memory and prediction implies expectation. Now 
what is it to remember? It is to have an image of the past. How is this 

possible? Because this image is an impression left by events, an impression 
that remains in the mind.’ 

Paul Ricouer6 
 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                               
5 See the glossary appendix. 
6 Paul Ricouer, Time and Narrative, Volume No. 1. Chicago and London, 
University of Chicago Press, 1983. p.10. 
 

2. An RAF bomb 
attack on CCS 
Headquarters  
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FADE IN FROM BLACK 

 

EXT. LARGE INDUSTRIAL CITY - NIGHT 1 

 

ESTABLISHING SHOT: 

Aerial view from helicopter FLYING OVER an industrial wasteland. 

Small fires burn in the streets. 

 

 3.    4. 
 
The helicopter is running its searchlights over the buildings. 

Suddenly it turns and swoops low, into a run-down alley. 

 
 

 5. MARCELLE is a Nikita-esque7 agent of the CCS, an 

organisation that attained complete control of the masses through 

the cinema. She is in her late teens but looks older. Small, with 

intense eyes and light complexion, and mousy, wavy hair, she has an 

air of fragile arrogance, and knife-edge toughness. She recounts her 

tale of tragedy, Proustian-style,8 and as a woman already dead. 

                                                                                        
 
7 ‘Nikita’, main character in the 1990 French/Italian film, La Femme Nikita, 
see filmography appendix  
8 Marcel Proust, French novelist (1871-1922). ‘Proustian’, a reference to 
Proust’s method, in A la recherché du temps perdu (1913-1927), of reliving 
the past in the present by means of memory, and thus purporting to triumph 



 5 

 

 

  MARCELLE (V.O.) 

This is the story of our collective memory.9 

The tale of how humanity came to depend on 

one all-powerful organization, why cinema was 

the way that lead us there, and how I burned 

in the end. 

 

CUT TO: 

 

EXT. HELICOPTER TRAVELLING BETWEEN BUILDINGS - NIGHT 2 

 6. A view of the desolate city 
The helicopter is hovering as the searchlights are directed into a 

window of an old factory (which looks like a an abandoned cinema). 

  
 

  MARCELLE (V.O.)  

(Marcelle has a soft voice, but also sounds tough) 

                                                                                        
over time, see biography appendix. 
9 See glossary appendix 
 

7. Plan of 
abandoned cinema 
building 



 6 

There are fires for remembrance, and we burn 

to forget something bad in the past, but a 

housefire you can never, ever erase from your 

mind. A great philosopher once wrote, “I 

convince myself that nothing has ever existed 

of all that my deceitful memory recalls to 

me.”10 So, how can we really trust the 

apparitions of the past in our minds? 

 

 

 

CUT TO: 

 

INT. HELICOPTER - NIGHT   3 

 

The searchlights illuminate the inside of the cinema through the 

windows. Images flash upon the walls as if a film were screening, 

with the light flickering all over us (a crowd of hundreds). For a 

moment we can see it is showing footage of a house on fire. 

 

                        
 

                               
10 René Descartes, Discourse on Method; and the Meditations. F.E. Sutcliffe 
(trans).  Harmendsworth, England, Penguin Books, 1968. p.45. 

9. Cinema audience 
with flickering 
lights 

8. Lily Hibberd 
Less than a Second 
(to burn) 
Burning Memory 
2001 
Oil on canvas 
31 x 31cm 
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 10. The Great Fire 
 

   MARCELLE (V.O.) 

I’d heard of The Great Fires11 and seen them 

on the screen...but I had never experienced a 

housefire- that is as far as I can recall. It 

was four years ago.12 The day had seen 

temperatures of more than 40 degrees Celsius, 

and the winds had picked up to 100km per 

hour. It was a day like no other. Fires 

burned across the state, destroying hundreds 

of homes and forests. The loss was 

immeasurable, the death toll more than 50, 

with any number of people still missing to 

this day.  
 

 11. Frequency ruptures  
 

                               
11 Refer to contexts in appendix 
12 Ash Wednesday, 16th of February 1983, see the contexts appendix.  
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At the same time, it is as if a frequency is rupturing. Static 

interference breaks up the sequence of the footage. The images 

switch rapidly from film to film.13 

                  
 

 MARCELLE (V.O.) 

It’s like when you watch a movie and 

completely forget that you have been sitting 

with the crowd of people for an hour. In 

reality, I was just naïve. I knew all about 

life at Central Cinema Systems, and little 

about the world outside. At the age of 

twelve, perhaps five years ago, I’d been 

hired by CCS and been intensively trained as 

an agent. I had no reason to doubt, until the 

time came when I was to see it all so 

differently, and there was no turning back. 

 

FADE OUT: sound of the helicopter. 

 

OVERLAY TITLE SEQUENCE: Painted brushstrokes in orange are writing 

the titles. With each passing of the searchlights across the space, 

a new title is painted. Titles continue in a layer over the next 

scene. 

  

  MARCELLE (V.O.) 

If I could’ve travelled back in time before 

all this, Gerhard Richter14 would be the 

first person I’d speak to.  
                               
13 Refer to the video in the Burning Memory exhibition, 2001, by Lily 
Hibberd, see contexts in appendix. 
14 German Painter, Born in Dresden, 1932. Refer to Richter in the factual 
biography appendix. 

12. Film still from 
Hitchcock’s 
Rebecca, 1940 
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 MARCELLE (V.O.) 

This man was an agent for CCS who, 

apparently, some time in the last decade, had 

secretly begun painting.15 Then he’d started 

seeing strange images from the past, his own 

memories. CCS discovered his activities. It 

was unheard of, but inside the top ranks of 

the CCS this regained ability to remember was 

a big issue, it was called Atavis.16  

 

FADE IN: 

Crackling sound of distant fire and a remote piano soundtrack.17  

  MARCELLE 

After six months the CCS believed they had 

the issue under wraps, they were no longer 

concerned about it. He remained an agent, 

under observation, but by the end of another 

six months Richter had turned against them. 

He’d got involved some kind of conspiracy, a 

vendetta against the CCS and banded with a 

group of Central Territories, anti-

organisation terrorists the RAF,18 all of 

whom the CCS captured and quickly eliminated.  

 

                               
15 See “painting” in glossary. 
16 Refer to “Atavis” in glossary 
17 Refer to the video and audio in the Burning Memory exhibition, see 
contexts.  
18 RAF- Red Army Faction, see contexts. 
 

13. Gerhard Richter  
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DISSOLVE TO: 

 

INT. GERHARD RICHTER’S STUDIO - DAY 4 

 

CAMERA PAN (continuous) of the dark, abandoned cinema. Dust floats 

in the air. 

 

 
 

Gerhard Richter's “Baader-Meinhof”19 paintings dealt with the well-

known story of four German terrorists. Once mere activists, Andreas 

Baader, Grundin Ensslin, Holger Meins, and Ulrike Meinhof, were 

arrested, indicted and went on trial for such crimes as, kidnapping, 

hijacking and murder. ‘The collective title, October 18, 1977, 

commemorates the day the bodies of Baader and Ensslin- along with 

their comrades, the dying Jan-Carl Raspe and the wounded Irmgard 

Möller- were discovered in their cells at the high-security prison 

in Stammenheim, near Stuttgart, where they had been incarcerated.’20  

 

                               
19 Refer to October 18,1977 in contexts. 
20 Robert Storr, Gerhard Richter, October 18, 1977. New York, The Museum of 
Modern Art, 2000. p.28, see also the contexts appendix. 

14. The Arrest of 
Holger Meins  

15. Benne Onnesorg 
shot by police  

16. A student shot by 
National Guardsmen  

17. Gerhard Richter’s 
studio in an abandoned 
cinema 
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  MARCELLE (V.O.) 

After this, the deaths were covered up as 

suicides, and Richter started to declare that 

they had been murdered. The CCS brutally 

punished him. They literally erased his 

history.  

 

 
 

 MARCELLE (V.O.) 

His house was burned down, with his kid and 

wife. Within a few days Richter disappeared. 

That was three years ago, about a year after 

the Great Fires. No one knows where he went, 

except that he’d fled. But just because CCS 

couldn’t find Richter, it didn’t mean he was 

dead, after all, he was the highest-ranking 

agent they’d ever known, and so it was easy 

for him to conceal himself. 

18. Andreas Baader’s 
Stammenheim cell. 
Police photograph 
taken October 18-19, 
1977 

19. Wanted poster:  
‘Anarchist Violent 
Criminals- The Baader-
Meinhof Gang, c1972 

20. Andreas Baader’s 
record player and the 
map of his Stammenheim 
cell  

21. Richter’s house 
after the fire 
Gerhard Richter’s 
Atlas. Panel 494 
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LONG TAKE: 

Camera moves through the aisles, and up onto stage. Behind the white 

cinema screen is Richter’s studio. Around the walls there are twelve 

paintings of housefires21 and another five black and white 

portraits.22 The camera focus is like a delirious vision, through the 

eyes of someone half-conscious. 

 

              
 

 

 

 

  MARCELLE (V.O.) 

What I didn’t understand was why I was asked 

to find him. But the thing that I didn’t know 

was that I’d never been far from him in the 

first place- that we were integrally 

connected. Richter too- was also doing 

something about it- something to keep the 

memory alive in us. 

 

DISSOLVE TO: 

 

INT. RICHTER’S STUDIO - NIGHT  5 

 

It is sunset. There is a silhouette of a middle-aged man in the 

obscure room. Richter is at an easel. He is shakily holding a brush, 

painting a picture of a housefire. 

                               
21 From the exhibition Burning Memory, 2001, by Lily Hibberd 
22 From Gerhard Richter’s series, October 18, 1977, see contexts. 

22. Gerhard Richter’s studio 23. Lily Hibberd 
Fear (in motion) 
Burning Memory 
2001 
Oil on canvas 
137 x 137cm 
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 MARCELLE (V.O.) 

Gerhard Richter, I was eventually to 

discover, was the central figure in the 

Atavis problem, and our dependence on cinema. 

In the beginning I did not have much to go 

on, but there was no doubt in my mind that at 

some point, (as Richter’s paintings were to 

reveal) that the way we perceived images had 

been altered by film. 

 

The practice of Gerhard Richter embodies our perceptual23 

transformation. Richter plays out a distinct development in 

painting; the influence of cinematic spectatorship24 as more than 

mere mimicry of filmic imagery or ‘montage effects;’ painting as a 

demonstration of a new, ‘temporalised’25 relation to history, and to 

memory. 

 

CUT TO: 

 

FAST TRACKING CLOSE UP (DIGITAL ZOOM): 

 

A brush is squashing into an old dry blob of orange paint sitting in 

a shaft of light from the cracks in the ceiling. The dry skin of the 

                               
23 See “perception” in glossary 
24 See “spectatorship” in glossary 
25 See “temporalised” in glossary 

24. Gerhard 
Richter in 
his studio 
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paint splits under the pressure of the brush, and the paint bursts 

out onto the palette. 

           25. 
 

 MARCELLE (V.O.) 

Since Richter’s disappearance, as far as we 

knew, nobody had painted. It was an extinct 

practice, because without memory it was 

impossible to be independently creative. No 

one was aware of Richter, who did all of his 

work in hiding in the remote Region3.26 He 

must have known that painting was a 

suspiciously creative act and thus, a 

dangerous practice to work with openly. So 

the first time I heard of Atavis was when 

Richter started getting too close to the 

truth, and CCS realised it. 

 

   
 

DISSOLVE TO: 

                               
26 Was once known as Australia 

26. Gerhard Richter 
in his studio 
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Richter is standing in his studio. The camera draws in on one 

particular canvas beyond Richter, and slowly tightens its focus. The 

black & white painting27 gradually appears as a figure that slowly 

turns to face us, blurry and in motion. 

 

           

 

 

 

 

Trying to orient itself, a silhouette, an ambiguous figure in 

military uniform (Marcelle), is dwarfed by the painting (now an 

immense black and white video projection of a burning house).28  

 

        
 

 

 

 

  MARCELLE (V.O.) 

                               
27 Confrontation 1, 2 & 3, three paintings of Gudrun Ensslin from Gerhard 
Richter’s series, October 18, 1977, see contexts. 
28 References to the film Persona, by Ingmar Bergman, 1966, see filmography. 

27. Confrontation 1, 2 & 3 
(Gudrun Ensslin) 
October 18, 1977 
Oil on canvas 
Each panel 
112 x 102cm 
1988 

28. Lily Hibberd 
Inferno 
(blurred vision) 
Burning Memory 2000 
Oil on canvas 
84 x 84cm 

29. Film still 
from Persona 
(1966) 
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For Painting had suffered a questionable 

period since film. The dominance of cinema in 

20th century popular culture meant that 

painting’s voice had become a whisper. If 

painting was dead, how was it ever going to 

cause a revolution? What the fuck were they 

thinking? 

 

FADE IN AUDIO:   

O.C. (off camera) voice-overs  

In the background we hear the muffled voices of:  

 

 30. Gilles Deleuze 

 

DR GILLES DELEUZE29 and BUCHLOH,30 with Marcelle’s voice-over OVER the 

others. Deleuze has a soft French accent. 

 

Deleuze’s feet shuffle despondently.  

 

  DELEUZE (V.O.)  

She will die. But now, now we’ve got nothing 

to lose. They will be coming for us- and for 

her too. 

 

Buchloh is crying. 

  BUCHLOH (V.O.) 

You’ve got to help her! You fucking 

bastard...We can’t just let her die like 

this! 

 

FADE OUT: Deleuze and Buchloh’s voice-overs. 

                               
29 Gilles Deleuze (1925-1995) a French philosopher of film, see biography. 
30 Benjamin Buchloh, German/American cultural critic and writer, see 
biography. 
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Perception moved on, and painting had been left cracking up on the 

canvas. Just as cinema took a detour in its evolution, from the 

movement-image31 to the time-image,32 painting’s life was now 

dependent on a revolution in the conditions of its reception. 

 
FADE IN: 

 

EXT. RICHTER’S BURNING HOUSE - NIGHT 6 

 

Flashback sequence in black and white, of Richter running towards a 

house as it burns in the night. 

 

               31. The Great Fire 

 

  MARCELLE (V.O.) 

”Time is the fire in which we burn.”33 And in 

recent times, the world had seen much fire, 

greatest of all, The Great Fire of Region3. 

It had destroyed all the cinemas, badly 

damaging the core mnemonic frequencies of the 

whole zone. It was essential to deal with the 

loss and trauma quickly, and effectively. 

This was the role of CCS- to protect the 

people from their destructive memories. To 

                               
31 See glossary 
32 See glossary 
33 Brannon Braga, Star Trek: Generations, 1994, see filmography. 
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provide them with a shared, collective form 

of remembering- for their own good. 

 

Scene blurs out completely to white as Richter stands a metre away 

from the terrifying flames. 

 

 

DISSOLVE TO: 

 

INT. CCS BOARDROOM - DAY  7 

 

 
 

CLOSE UP: of blinding white light sun through a crack in the metal 

screening on the windows.  

 

                     
 

PAN: out to the whole room 

 

FADE IN: colour footage 

 

  MARCELLE (V.O.) 

It was considered better to forget, to erase 

all personal versions of events. But it 

32. CCS 
Headquarters, in 
the Central 
territories 

33. CCS underground 
boardroom. 
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wasn’t like this happened all of a sudden, 

over time we’d evolved and had come to 

prefer- even depend on- the memories provided 

by cinema. Gradually the cultures of 

remembrance had slowly died out, with cinema-

media organisations replacing them. 

 

PAN: around the room 

 

Black metal covered windows. Daylight breaks in shafts of light 

through slits in window louvres. This is a slick, steely corporation 

office, with the high-tech look of a conglomerate of government and 

media organisations.  

 

 
 

In the centre is a circular shiny metal table, with approximately 

twenty people seated around it. A huge world map covers the wall 

behind them. 

 

An obscure door opens and an OFFICER in uniform enters. There is a 

glimpse of another room of wall-to-wall screens beyond. Shown are 

all of the cinemas screening across the world. CCS orchestrates a 

combined outlet for TV, Internet, movies, and also for surveillance. 

However, the surveillance cameras are invisible; they are only 

observing, covertly. 

 

FIVE COMMANDERS are discussing some rumours in low, concerned voices 

(in the background of Marcelle’s voice over) 

 

RUELE is one of the top-level advisors to the board. He is an ex-

military General, with a twisted face. 

34. CCS underground 
board meeting 
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  RUELE  

The Great Fire that ravaged a greater part 

of the southern hemisphere four years ago 

will be the demise of cinema’s hegemony, and 

our mnemonic order, which is falling apart. I 

assure you, Richter is behind this, and we 

have not seen the end of him yet. 

 

A YOUNG COMMANDER interrupts keenly. 

  YOUNG COMMANDER  

Yes, yes, it’s rupturing the mnemonic status 

quo of Region3, and now- 

 

He looks to Ruele to continue, who starts speaking again quietly 

  

  RUELE  

Comrades... there is talk of a further 

crises. So many of the cinemas are still 

closed, and it is far more serious than the 

destruction of the fire itself. 

  

Ruele pauses dramatically. 

 

  RUELE 

It is of great concern that Region3 is 

destabilising, it’s placing our entire 

network on the edge of collapse. It is more 

than likely that Richter has regrouped, and 

recruited a whole new band of ‘Baader-

Meinhof’34 terrorists to take us down. 

 

FADE IN:  

Marcelle V.O. speaking softly, as if she is close to your ear. 

 

  MARCELLE (V.O.) 

                               
34 Refer to “RAF” in contexts. 
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They were right; the CCS was on the brink of 

total annihilation, and it was the greatest 

tragedy that because of CCS I was martyred in 

the end. 

 

CLOSE UP: 

Data as it scrolls across a screen. It is a CCS report on the Atavis 

crisis. 

 

 REGION3 UNDER REPAIR  

 * Procedures for traumatic rupture completed last year  

 * One minor source of rupture detected last week  

* The Frequency35 Regulators drawing up intersection  

* The charts have not cited any specific location  

* Data processed at Department of Remote Affairs 

 

 
 

PAN: to FREUD36 

 

Freud interrupts the proceedings loudly- commanding attention. 

Freud is the Chairman of the CCS. He is rotund and sweaty, with a 

soft, camp voice. His appearance is based on a kind of thespian37 

cliché (i.e. Frank Thring38). 

 

 FREUD 

Would you mind changing that boring view to 

a Swiss Mountain Landscape ANSELM?39 

                               
35 Refer to “Frequency” in glossary appendix 
36 Sigmund Freud, Austrian psychoanalyst and author, see biography. 
37 See “thespian” in glossary 
38 Frank Thring, born 1926. An Australian actor of the theatrical type. 

35. Sigmund Freud 
Chairman of CCS 
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Anselm (comically) reaches for a remote control. Wide camera angle 

of Anselm in front of the “windows” as they change.  

 

 
 

 

 
 

 

 
 

ZOOM: to Freud 

 

  FREUD  

All right Anselm.... enough! 

                                                                                        
39 A reference to Total Recall, the 1990 American film directed by Paul 
Verhoven. The 21st century tale of an ex-agent who learns of his past, his 
memory having been wiped by the power-hungry corporate man, see filmography. 

36. 2001: A Space 
Odyssey (Stanley 
Kubrick 1968) 
 

Anselm surfs a few images, with 

mock quizzical looks. Anselm 

selects firstly, Mars (Total 

Recall), Los Angeles (Blade 

Runner), Sydney (Matrix), then a 

moonscape or outer space (2001: A 

Space Odyssey), an underwater 

scene (20,000 Leagues Under the 

Sea), and a view through a window 

(the painting by Caspar David 

Friedrich, View from the left-hand 

Studio Window, 1805). At last he 

gets the right one, a city view 

from a high-rise office building. 
 

37. Blade Runner (Ridley Scott 1982) 
 

38. Caspar David 
Friedrich 
View from the 
right-hand Studio 
Window Sepia, 1805 
31 x 24cm 
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Freud pushes a laugh through the layers of fat on his/her face, 

which is also sticky with makeup and damp sweat. He wears thick, 

black eyeliner, and has inset eyes. Starts to speak, but has to 

clear gurgling throat. 

 

  FREUD 

For many decades, we have ensured that the 

visual arts have remained out of sight, being 

far too subjective and potentially 

subversive. The people cannot remember what 

painting is like; let alone how to do it. So 

it was, I admit, very strange- even bizarre, 

that Richter began painting. But really, how 

could it ever be so influential as to affect 

Atavis on an ordinary man? 

Freud stops to gather up all the exotic drapery that is his version 

of clothing, and flings it over his shoulder 

 

  MARCELLE (V.O.) 

Everything was changing because of film. 

Now- in its wake- we saw, felt, and even 

remembered differently.  

 

It is this notion of the image that is so astonishingly illuminated 

by the writings of Gilles Deleuze40 in ‘Cinema 2: The Time-Image,’ 

(first published in 1985). This book follows a philosophical 

investigation of film made in ‘Cinema 1: The Movement-Image,’ which 

was more strictly concerned with the classical or pre-modern 

conventions under which film operated. ‘Cinema 2’ however, is an 

analysis of post-war cinema, the logistics of time within film, and 

cinematic affectations of memory and perception. 

 

Freud is irritated by elements of the board that are against him. He 

becomes vocally more insistent. 

 

                               
40 Gilles Deleuze (1925-1995), French philosopher and film theorist, refer to 
biography appendix. 
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    FREUD 

He was painting the things that he’d seen... 

It was some kind of mnemonic reversion that 

we were to name Atavis. His paintings said it 

all anyway, they were his direct access to 

memory and so this is where Atavis phenomenon 

began.  

 

CUT TO: some of the CCS board members; eyes, hands, and profiles in 

partial obscurity. They are of no particular race, but a mixture of 

many. They use pseudo-FBI lingo, and speak of our collective nature. 

They believe the organisation is for the good of humanity. 

 

  MARCELLE (V.O.) 

The people I trusted, I hardly knew.  

Like parents that you never see to be human, 

they controlled everything and were always 

right and just. It was the role 

of CCS to protect and guide, to maintain our 

ordered existence. This was the way things 

had become by a natural process of change, 

not force - just subtle coercion. 

 

CUT TO:  

 

LONG SHOT (LS): Freud continuing to speak to the board. 

 

 
 

39. Freud with the 
CCS Board Members 



 25 

   FREUD 

Richter has also been linked to the recent 

disappearance of Gilles Deleuze, a French 

philosopher of film. Our attention has been 

brought to troubles in Region3 as a possible 

location for the work of the traitor. With 

the Great Fires traumatising the people, 

destroying the cinemas, and rupturing our 

frequencies, this criminal would easily be 

able to conceal his activities. Now that we 

have located a specific source of rupture, it 

is time to take action. Our best agent is to 

be allocated. It will be a swift and painless 

eradication, my friends.  

 

Ruele is running his long fingernails slowly and delicately over the 

steely surface of the table. 

  

  RUELE 

You’ll never repair the damage to the cinema 

network- not now, not ever. It’s your 

prerogative, Chairman Freud, if you want this 

to get really out of hand. 

 

The room is on a knife’s edge waiting for FREUD to retaliate. Freud 

puts on a stern face, signalling to Ruele and the board that they 

have no say in this decision. 

 

  FREUD 

And I am thinking of the same envoy as 

everyone else. 

 

ZOOM: into Freud’s eyes and in their tawny brown depths we see (in 

his memory) the image of Marcelle as a child. 
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  MARCELLE (V.O.) 

And everyone had thought of me - not because 

I was Freud’s dream child, or the best person 

for the job - but really so that I would 

learn a lesson about the real world. 

 

DISSOLVE TO: 

EXT. RICHTER’S BURNING HOUSE - NIGHT 8 

 

LONGSHOT: Richter running away from the burning house. 

 

M.O.S. (without sound) Richter is crying out, but he’s so far away 

that the words are inaudible. 

  

DISSOLVE TO: 

 

INT. RICHTER’S STUDIO - NIGHT 9 

 

His isolation in Region3 indicated by a sequence of location shots 

in Richter’s mind that are interspersed as frequency ruptures during 

the cross-dissolve. 

 

 40. “Marcelle” 
Photographs from 
Gerhard Richter’s 
Atlas panel 394 
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Richter is dozing in front of a painting, confused and mumbling to 

himself. Suddenly he stabs a paintbrush into the canvas. Sits up 

with eyes wide open, and shouts out. 

 

  RICHTER 

I saw it then... Fuck! I can’t fucking tell 

what’s going on. Am I losing my mind? 

 

 

 

DISSOLVE TO: 

 

 

INT. CONFERENCE FOYER – NIGHT 10 

 

 
 

Richter succumbs to another flashback. The camera pans around a 

foyer. It has red carpet and potted palms. The scene is very 

crowded, with all types of people. 

41. Gerhard Richter 
painting 

42. Conference 
foyer plan 
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This is a CCS memory. The memories provided by CCS frequencies41 are 

always a very generic, being designed to slip in unnoticed by the 

subject. In Richter’s case it is intended to trigger of the 

programming in Richter’s mind, placed there during his therapy, 

which he volunteered for as an undercover victim of the Great Fire. 

Except in this instance a struggle is going on between CCS and 

Richter’s own memory, which overrides the CCS provision. 

 

 43. CCS conference foyer 
 

It is the same scene, but Richter’s memories dominate again and he 

recalls when he first met Gilles Deleuze two years ago at a massive 

conference orchestrated to convince him to go to Region3. 

 

CUT TO: 

 

AERIAL SHOT: from the balcony. 
 

     
 

ZOOM: in on the back of Deleuze’s balding head as he runs his 

fingers nervously through his waxy hair and agitatedly shuffles. 

  

ZOOM: out to reveal Richter standing with Deleuze in the conference 

foyer speaking to him as an admirer of his intellectual legacy. 

                               
41 Refer to “frequency ruptures” in glossary 

44. CCS Conference 
auditorium 
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Richter begins speaking to Deleuze (he has a subtle Germanic accent) 

and shakes Deleuze’s hand for too long. 

   

  RICHTER 

Although I know there is little point in 

historicising film into any kind of 

chronology, the books ‘Cinema 1’ and ‘Cinema 

2’ are historically classified by the 

cultural circumstances of the cinema’s 

transformation over time, namely how our 

perception of images changed because of the 

20th century, its wars, and the mechanical 

and technological revolutions. ‘Cinema 1’ 

exploring the pre-war perception of film as 

the moving image, and ‘Cinema 2,’ defining 

the reception of post-war film with the 

“Time-image.” 

 

  DELEUZE  

What is your name Mr-? Mr Richter, please 

you must speak more quietly.... you must be 

careful of what you say around here.  

 

Richter continues with even more urgency. 

 

  RICHTER  

The books specify the rarefied conditions of 

cinema’s detour in perception as hinging on 

the tumult of the Second World War42 and the 

desecration of faith in the image that 

resulted.43  

                               
42 Refer to “World War II” in contexts 
43 This concept of war’s desecration of the image is taken further in Roland 
Barthes’ treatise on photography, Camera Lucida: Reflections on Photography. 
New York, Hill and Wang, 1981. 
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Deleuze, staring at Richter and becoming more interested in what 

he’s saying, starts a philosophical debate. 

 

  DELEUZE 

‘To use a formula of Nietzsche’s,44 it is 

never at the beginning that something new, a 

new art, is able to reveal its essence; what 

it was from the outset it can reveal only 

after a detour in its evolutions.’45 And yes, 

this is the story of cinema. 

 

Why is World War II taken as a break in human perception? Deleuze 

stated that in Europe, ‘the post-war period has greatly increased 

the situations, which we no longer know how to react to, in spaces, 

which we no longer know how to describe.’46 

Richter letting go of Deleuze’s hand takes him discreetly behind a 

big pot plant to talk more covertly. 

 

  RICHTER 

                               
44 Refer to Friedrich Wilhelm Nietzsche (1844-1900) in the biography 
appendix 
45 Gilles Deleuze, Cinema 2: The Time-Image. London, Althone Press, 1989. 
p.43. 
46 Gilles Deleuze, Cinema 1: The Movement-Image. London, Althone Press, 1983. 
p.xi. 
 

45.  Nagasaki, 
Japan destroyed 
by an atomic 
bomb at the end 
of World War 
II, 1945 
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You must come to Region3, now. I am getting 

closer to the truth now, but I need your 

help, Deleuze. The legacy of filmic 

realities, defined by your writing on cinema, 

is the basis of my proposition that my work 

constructs a contemporary notion of images 

within the practice of painting; that I am 

painting your Time-image, and together we 

will find a way for Atavis, for the memories 

of the world to be restored. 

 

DISSOLVE TO: 

 

INT. CCS - FREUD’S BATHROOM – DAY 11 

 

Late afternoon, after the CCS board meeting, Freud is in a huge 

bathtub with pink bubbles over-flowing.  
 

    
 46. Sigmund Freud in his bath 

 

Anselm is diligently passing a huge towel to Freud as he gets out of 

the bath. 

 

 FREUD 
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Now that Marcelle is going into action, our 

set-up of Richter is almost complete. She 

will draw him out, like the snake out of his 

pit. And we will be finished with his futile 

mission to destroy us. 

  

Anselm roughly dries off Freud’s fat thighs, without responding. 

 

  MARCELLE (V.O.) 

So much time had passed since we had 

remembered. How were we to know what had 

become of our memories? 

 

After a century of its proliferation, we now look, feel and even 

remember differently because of cinema. A transformation has 

occurred at the level of human perception, so that even the most 

stilted of representations have become an index of time. 

Alternatively, images have been swallowed up by the temporality of 

film.  

 

 
 

Freud is getting ready for a party in front of a mirror, powders his 

face. Looks sort of sad, as the powder floats all around him, 

settling softly on the marble table. Looks at himself wistfully, and 

sighs. 

  FREUD 

 Oh, Marcelle. 

47. Freud in front of 
the mirror 
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  MARCELLE (V.O.)  

When I was told about Atavis, I thought it 

was great news. I’d been waiting for a chance 

to blow some minds, to debunk a popular myth 

about myself. I was considered a “favourite 

son” of the system. Adopted by the agency 

very young - as a virtuoso...and trained like 

a violinist - to perfection. To everyone else 

I had been spoilt; you either loved, or hated 

me, but I didn’t care- to me the profession 

was my destiny. I felt chosen. 

 

DISSOLVE TO:  

 

Face powder falling through the air. 

 

In all this high-drama, let us not lose sight of the point; this 

research is exploring the cumulative psychic47 effects of film, and 

identifying the consequent impact on our concept of the image in 

painting. In brief, the way in which this image after film is 

constructed, is the image as an agent of time. 

 

 

 

 

 

 

 

 

 
                               
47 Refer to “psychic” in glossary 
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PART TWO: 
Gerhard Richter’s Atlas: The Expansion of Vision 

 

‘I don’t mistrust reality, of which I know next to nothing. I mistrust the 

picture of reality conveyed to us by our senses, which is imperfect and 

circumscribed.’ 

Gerhard Richter48 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 
                               
48 Gerhard Richter, ‘Interview with Rolf Schön, 1972,’ Gerhard Richter: The 
Daily Practice of Painting. Hans-Ulrich Obrist (ed.). London, Thames and 
Hudson & Anthony d’Offay Gallery, 1995. p.73. 

48. Gerhard Richter’s Atlas panel 12 
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DISSOLVE TO:  

Dust falling in the air. 

 

INT. ABANDONED CINEMA - DAY 12 

 

It is three years since Richter and Deleuze met. They had done many 

experiments, and without knowing it, were very close to Atavis. The 

continuing frequency rupture had brought the Region to the attention 

of CCS. Marcelle was already on her way. 

 

CLOSE UP: Richter’s hand sweeping over the old red leather seat, 

making the dust float into the musty air. Richter and Deleuze wander 

through the empty rows of seats, the dirt crunching under-foot.  

 

 MARCELLE (V.O.) 

Deleuze had abandoned his place in the 

central territories,49 slipping away to 

Region3. Richter helped him to conceal his 

identity by adopting the persona of a Doctor 

of Philosophy and pretending to be. After a 

few months hiding he accepted a posting as a 

lecturer at the local university. 

 

On the way through the auditorium to Richter’s studio, Deleuze and 

Richter are engrossed in a theoretical debate. Stopping in front of 

the big screen, Deleuze and Richter are silhouetted by its 

whiteness. Their voices fade in as the camera draws towards them. 

 
                               
49 Probably France and Germany 
 

49. The abandoned 
cinema theatre 
auditorium 
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  MARCELLE (V.O.) 

With all Deleuzean theory, the fundamental 

precepts of his writing are founded on the 

notion of the time-image.50 

 

Deleuze’s publication of ‘The Time-Image’ is an enlightenment of how 

the cinema has changed us; the operation of our memory and 

perception of time. At the core of his thesis is the idea that the 

image evolved from a temporally static index, to a direct extension 

of our experience of time, ‘opening up a whole new sense of mental 

duration.’51 

 

  DELEUZE 

The coming to terms with a force of 

perceptual change is often belated. In 

theorising our most recent technological 

revolution,52 there has been much recourse to 

writings of the late 1900’s. Whether we are 

speaking of Walter Benjamin, Marcel Proust or 

Henri Bergson, the crux of this retrospection 

has taken us back to the cinema.53  

 

Richter takes up the point quickly. 

 

  RICHTER 

Absolutely! Throughout the 20th century the 

experience of the cinemagoer as the epitome 

of pleasure has been extensively documented 

in such works. It has also been theorised as 

to how the sense perception of the cinematic 

spectator has been transformed by the moving 

picture, in your writing. 

                               
50 Refer to “time-image” in the glossary 
51 Flaxman, op.cit., p.6. 
52 The rapid development of technology in the 20th century saw the advancement 
of communications and transportation of information at a speed unimaginable 
to 19th century inhabitants. We now have the everyday proliferation in Western 
society of personal computers and the Internet, which is set to revolutionise 
the early 21st century. 
53 Because each of these authors dealt with the impact of cinema on society 
at the turn of the 20th century. 
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Richter looks at the white screen, and Deleuze stares at Richter to 

see why he’s ceased the debate. 

   

 
 

One of the more popular cultural theorists in 1980’s, Paul Virilio 

wrote the following passage on our cinematic affectation. ‘How can 

we accept the factual nature of the frame and reject the objective 

reality of the cinemagoer’s virtual image? ...More to the point, how 

can we accept the principle of retinal retention without also having 

to accept the role of memorisation in immediate perception?’54 So an 

analysis of the reasons why we have unconditionally accepted the 

virtual image of cinema’s transformation of perception is the 

rationale for Deleuze’s two treatises on film. 

 

CUT TO: 

INT. GRAVITY FREE GYM - NIGHT 13 

                 
 

Not much later after Freud’s nose powdering, Freud enters a room. 

The room is without gravity due to its high altitude on the top 

storey of the CCS centre, and the stars are bright because the 

building is on the edge of the atmosphere. 

                               
54 Paul Virilio, The Vision Machine. Bloomington, Indiana University Press, 
1994. p.62. 

51. CCS Gravity-
Free Tower 

52. Plan of CCS 
Tower 

50. The cinema 
screen, Richter’s 
studio 
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Marcelle is working-out on a strange machine; she is very strong, 

out of all proportion to her size and appearance. 

 

Freud’s powdered nose enters first; his eyes scan the room, a space 

devoid of many artefacts, and then he waddles through the door, 

closing it carefully behind him. He’s dressed in a ridiculous out-

fit; all kinds of different bright patterned cloth, some reminiscent 

of 1970’s curtain material and draped like a Roman toga.  

 

It is clear that he only leaves his quarters for very special 

occasions (his body is awkward in its movements). As he crosses the 

space, one of the drapes catches under his heel and he stumbles. 

 

Marcelle does not flinch in her exercises, as Freud gets a plastic 

chair from the other side of the room (off camera) Freud sits next 

to Marcelle and the chair creaks under the weight. 

He is puffing loudly. 

 

  FREUD  

Well my dear...I take it that you have your 

assignment. 

 

  MARCELLE 

I’d say this is one of your crazy ideas, old 

man. 

 

  FREUD 

It’s perfect for you...and you’re ready to 

go. Nevertheless, I want to warn you that 

this is not a coffee and cake run.55 

 

Marcelle speaks, but is still not bothering to look at Freud. 

 

  MARCELLE  

 Why did you come here, to scare me?  

                                                                                        
 
55 Or is it tea and scones? 
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She toughens her body but does not look up.  

 

  MARCELLE 

 You’ve come to say goodbye? 

 

Freud responds a bit pathetically. 

 

  FREUD 

I’m just telling you to be careful- 

 

Marcelle interrupts him. 

 

  MARCELLE  

Then why the fuck are you assigning me to 

the other end of the earth? And undercover as 

a damn woman!  

 

She stops for a second, getting off the machine, and then replies 

arrogantly, whilst walking straight past Freud. 

 

  MARCELLE 

God knows- I am so much better as a man. 

 

  FREUD 

Look it goes with the job, I’m telling you, 

you will get used to it ... but uhhh- 

 

Freud betrays emotion in his voice, and follows her like a puppy as 

she goes to the mirror to examine what effect the exercise has had 

on her figure. 

 

  FREUD 

I can’t afford to loose all that I have 

invested in you. We’ve trained you for 

this...It’s why I brought you here in the 

first place. Now you are the best agent for 

this assignment, and for the terrifying 
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threat of these traitors. Marcelle, we need 

you to go, and I know you are not afraid. 

 

Marcelle shrugs, as if having heard it all before. 

 

  MARCELLE 

 Oh yeah.... O.K. 

 

  FREUD 

Just one more thing... I want to give you 

something- something of great significance. 

 

Marcelle turns to look at Freud wondering what it is... 

 

CUT TO: 

 

INT. SEALED CHAMBER - NIGHT  14 

 

 
 

Five minutes later. They go to a secret location, through circular 

passageways. A room with wall to wall locked metal cabinets. Freud 

shuts and code locks the door. Freud voice-commands the combination 

for the safe and the door opens, turning on bright lights.  

  FREUD 

Have you ever heard of Richter, our great 

nemesis?  

 

Without waiting for an answer, Freud continues. 

 

  FREUD 

53. CCS Passageway to 
the sealed chamber 
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This book, the ‘Atlas,’56 is an archive of 

Richter’s collected working photographs, 

dating back to 1962. It has been exhibited 

many times for the specific purpose of 

revealing the approach to the use of the 

image in his work. Take it, it reveals his 

plan to reconstruct our concept of image and 

memory.  

 

       
 

 

Freud knows something more about Richter’s involvement, but cannot 

tell Marcelle. He gives Marcelle the Atlas, which he stole from 

Richter’s burning house.  Freud passes over the heavy, bound 

book. 

  FREUD 

This collection of photos reveals Richter’s 

relation to the temporalised image. His 

intention was to push our awareness beyond 

the “past-ness” of photographs, towards a 

“being-there” of the image that Roland 

Barthes’ explored in ‘Camera Lucida.’57 What 

is present in the ‘Atlas’ is temporality- 

opening up a filmic aspect to the photo.58 

 

                               
56 Refer to “Atlas” in contexts 
57 Roland Barthes, Camera Lucida: Reflections on Photography, New York, Hill 
and Wang, 1981. p.88. 
58 Barthes used the term “punctum” to describe the precise trigger the 
photograph possessed- the trigger that pinpointed each photo’s place in time, 
and memory. In Richter’s Atlas these triggers are amassed, amounting to a 
collection that has to be ordered, and organised in time, and structured in 
narrative. 

54. Gerhard Richter’s Atlas, 
panel 397 

55. Gerhard Richter’s Atlas, 
panel 445 
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Freud is looking over Marcelle with great concern as he elaborates. 

 FREUD 

This was his bible, but you will understand 

it all later. I can’t help you any more at 

this time- I don’t know where Richter is, or 

what he might be calling himself, but you’ll 

find him Marcelle. 

 

Freud leaves the room. 

 

 56. 
 

ZOOM: in on the book in Marcelle’s hands, its cover has embossed the 

word ‘Atlas.’ 

 

  MARCELLE (V.O.)  

This was the beginning of the end. I wish 

I’d known from the start, that Gerhard 

Richter’s practice is a systematic quest of 

detour. In taking us the long way around 

Richter employed a tactic of retrospection, 

dragging us down the path of historical 

memory. This “going over” of the past could 

be taken for excessive nostalgia. However, 

Richter’s driving force was that he sought a 

resolution for the dilemma of historical 
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amnesia.59 We were not to forget how to 

remember.  

 

Marcelle stares at the door Freud has just left through, as if she 

can see a time beyond it. 

 

DISSOLVE TO: 
 

INT. MARCELLE’S APARTMENT - NIGHT  15 

 

 

   
 

Camera angle is from inside the computer screen looking out at 

Marcelle’s room The white room is in darkness except the blue light 

from the screen on Marcelle’s face. 

 

ZOOM: in to stare face to face with Marcelle. 

  

PAN: across the room to other small data screen, by Marcelle’s 

chair. The data for Marcelle’s assignment is flashing. 

 

 Assignment: 8110b 

 Location: Region3 

 Agent: Marcelle [47] 

Job: Investigate minor ruptures in CCS frequencies 

 Ultimatum: pinpoint the source of this breach 

 

CUT TO: 

 

                               
59 See “amnesia” in glossary 

57. Plan of Marcelle’s CCS 
apartment 
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ZOOM: from behind Marcelle’s shoulder. Marcelle sits on a heavy 

white vinyl armchair, straight-backed in a very neat, grey uniform. 

She is rapidly flicking through the information channels on the 

computer. 

 

 

  MARCELLE (V.O.) 

Richter’s practice proves that it is both 

painting, and German historical memory that 

should be exhumed. The task of restoration is 

bolstered by his comprehension of 

contemporary representation; the image 

transformed by war and technology, and the 

acknowledged circumstances of painting. In 

Richter’s programme, painting becomes the 

secret agent of recollection. 

 

The little finger on Marcelle’s left hand is playing around on the 

keyboard, with a lit cigarette smouldering between other fingers. 

She has landed some information on the Atlas, and reads out slowly 

the words on the screen, sounding a bit bewildered. 

 

  MARCELLE 

The term Atlas has a specific context in 

German culture. Prior to the 20th century, it 

was a term in German language used ‘to 

identify any tabular60 display of 

systematised knowledge.’61 

                               
60 The Germanic people have a historic love of order, rigor and systems. 
61 Benjamin Buchloh, Gerhard Richter’s Atlas: The Anomic Archive. October 
88, spring issue 1999, p.119. 

58. Richter in the 
same pose as his 
Uncle Rudi (a 
German army 
officer) 
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CLOSE UP-  

Of Marcelle’s right hand unconsciously, but skilfully twisting 

scraps of paper into models of buildings and faces. 

 

As Marcelle’s hand sets down the models on to the table, the paper 

shakes violently (displaying the highly strung but well-controlled 

state). Marcelle intermittently tears off little edges of paper and 

burns them distractedly with the end of the cigarette. 

 

CUT TO: 

 

On the other side of the apartment the front doorknob turns and 

opens a little crack 

 

Marcelle is aware of the company. Announces disinterestedly- 

 

  MARCELLE  

 You can come in- 

 

It is BENJAMIN62 who is Marcelle’s partner, and replacement agent. 

Marcelle has an edgy attitude towards him, and we quickly determine 

that Marcelle and Benjamin have an ambivalent relationship. They are 

competitive and controlling, but reliant on each other sexually, 

intellectually, and emotionally. 

 

 59. Benjamin 
 

Benjamin enters, strides across the apartment and grabbing a big 

cushion and tossing it down, flops into it on the floor. 

 

  BENJAMIN 

                               
62 Walter Benjamin, (1892-1940) German cultural critic, see biography 
appendix. 
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I’ve been searching for some leads on the 

case for you, Marcelle. 

  

Marcelle does not seem that interested. Benjamin holds up a 

photograph in her line of sight. It is of Richter’s face. 

 

 

 

  BENJAMIN 

Anyway, I have located a university where a 

lot of frequency ruptures63 are being 

detected. It sounds as if Deleuze, who 

disappeared suspiciously, might also be 

involved in some way. 

 

 MARCELLE 

I know all about the university, but why do 

you think Deleuze is there? 

  

  BENJAMIN  

Because in ‘Cinema 2’ Deleuze develops a 

complex and abstract vision of cinematic 

experience. One of the fundamental aspects of 

this work is the relation of memory to time, 

and how it has changed our perception of 

images in film. I believe it is very closely 

connected to the ideas of Gerhard Richter.  

 

Marcelle turns to face Benjamin with a sudden thought.  

  

  MARCELLE 

Do you really think Deleuze was implicated 

before he disappeared? Personally, I didn’t 

feel that his work was particularly 

revolutionary. His work specified Bergson’s64 

                               
63 See “frequency ruptures” in glossary 
64 Henri Bergson only touched on (somewhat critically) the role of cinema in 
human perceptions of time and movement as film itself was in still in its 
infancy. 
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philosophy of time in relation to cinema; but 

beyond that- it just wouldn’t be cause to 

throw everything away and follow a terrorist 

to Region3. 

 

Benjamin’s face lights up. Putting the photo under her nose again, 

he points out a big poster glued to a wall behind Richter’s head. It 

advertises a seminar as follows: Deleuze tracks down the rise of the 

mnemonic in film, returning to Henri Bergson’s late 19th century work 

‘Matter and Memory.’65  

 

 
 

  BENJAMIN 

So, Marcelle, when you read his work properly 

it’s obvious. Listen to this;  

‘For memory,’ Deleuze writes, ‘is clearly  

no longer the faculty of recollections,’66 

Deleuze theorises that memory because of 

cinema, has become a ‘plane of immanence,’67 So 

for Deleuze it’s as if memory has become the 

operating system of time within our perception 

of cinema. 

 

Marcelle stomps a foot on the floor, and puts on a voice of 

authority, mocking Benjamin’s attempted indoctrination. 

 

                               
65 Henri Bergson, Matter and Memory. Paul N. and Palmer (trans). London, 
Macmillan, 1911. p.124. 
66 Deleuze, The Time-Image. op.cit., p.207. 
67 “Immanence,” transcendental, present within and throughout something. 

60. Gerhard Richter 
with political 
banner 
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  MARCELLE 

But perhaps it’s also a membrane where the 

virtual-past melds indiscernibly with the 

continual-present, this plane displacing the 

rationale of chronological time, reducing all 

time to a degree zero. 

 

  BENJAMIN 

Jesus, you’re just so fuckin’ perverse 

Marcelle! So you’ve done your research- but I 

have a little more to say on this subject. 

 

Benjamin goes over to Marcelle and sits down at the computer, 

shoving her out of her chair. He brings up on the screen footage of 

an old house in an ordinary-looking suburban street. 

 

 

                        
 

 BENJAMIN 

There are two specific sites in Region3 that 

you should check out on your arrival 

Marcelle; an old cinema- and then there’s 

also a house in the suburbs. You’ll find the 

man you’re after there. I’ve got good sources 

to say so. 

 

Marcelle is subdued and stands back a little. Benjamin extracts more 

images of Richter and Deleuze together at the conference. 

  

  BENJAMIN 

61. Gerhard Richter’s 
Atlas, panels 620 & 
621 
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Mind you, he’ll never succeed in restoring 

memory by painting. ‘For contemporary man the 

representation of reality by film is 

incomparably more significant than that of 

the painter.’68 

 

Marcelle gets frustrated with Benjamin, jumps up and walks over to 

the front door, as if she’s going to leave, because Benjamin is such 

a know-it-all. 

 

  MARCELLE 

How can you be certain that painting doesn’t 

restore memory? 

 

  BENJAMIN 

‘Painting simply is in no position to 

present an object for simultaneous collective 

experience.’69 

 

Marcelle comes back close to the desk with a retort. 

 

  MARCELLE 

They were powerful once. People used to come 

in droves to see those 19th century History 

paintings in the museums. 

 

  BENJAMIN 

‘Although paintings began to be publicly 

exhibited in galleries and salons, there was 

no way for the masses to organise and control 

themselves in their reception.’70 

 

                               
68 Walter Benjamin, ‘The Work of Art in the Age of Mechanical Reproduction,’ 
Illuminations. H. Arendt (ed.) and H. Zohn (trans.). London, Fontana/Collins, 
1970. p.227. 
69 ibid., p.228. 
70 ibid., p.228. 
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Rising out of his seat at the computer, Benjamin grabs Marcelle 

around the waist. She struggles, but he drags her laughing to the 

bed in the far corner of the room. 

 

FADE OUT TO BLACK: 

 

DISSOLVE TO: 

 

INT. LEER JET - DAY  16 

 

Marcelle is on a totally futuristic CCS jet. She has Richter’s Atlas 

on her lap. She’s flicking distractedly through the pages and taking 

notes. Stops, and is daydreaming whilst looking intently at an image 

of Richter playing with two children in a tree. Without realising it 

Marcelle starts to experience the state of Atavis... She thinks she 

is dreaming. The photo of Richter in the Atlas incites Marcelle’s 

flashback. 

 

 62. Gerhard Richter in a tree 
 

DISSOLVE TO: 

 

EXT. RICHTER’S GARDEN - DAY  17  

 

Black & white flashback sequence, sixteen years ago. The footage is 

blurry, but we can just determine that it is of a younger Richter up 

in a tree. Some children are LAUGHING. 

 

  MARCELLE (V.O.) 
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According to Deleuze, Bergson’s ‘Matter and 

Memory’ laid bare cinema’s relationship to 

mnemonic perception- and although I didn’t 

know it, I myself was already inside this 

cinematic realm of perception.  

 

The image of Richter starts to break up, and then fade away. 

 

  MARCELLE (V.O.) 

Borrowing from Bergson, Deleuze conceives of 

the metaphysics of memory as having two 

extremes: the extension of the ‘sheets of 

past’ and the ‘contraction of the actual 

present.’71 And Deleuze added that the 

coexistence of these extremes is the evidence 

of time itself.72 

 

FADE TO BLACK: 

 

DISSOLVE TO: 

 

INT. MARCELLE’S ROOM (IRVING STREET) - NIGHT 18 

 

  
Marcelle is in Region3, trying to sleep off the journey. She is 

tossing under the sheets in a bad dream. Waking up suddenly, 

Marcelle knows that she’s in a strange, new place. 

 

                               
71 Deleuze, op.cit., p.105. 
72 ibid., (paraphrased) p.105. 

63. Plan of Marcelle’s 
apartment 
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  MARCELLE (V.O.) 

Feeling that I had ‘lost all sense of the 

place in which I had gone to sleep, and when 

I awoke in the middle of the night, not 

knowing where I was, I could not even be sure 

at first who I was; I had only the most 

rudimentary sense of existence.’73 

 

                   

 

Marcelle gets up from bed, walks across the room and looks, with 

melancholy, out across the sea and fiery dawn sky. 

 

  MARCELLE (V.O.) 

                               
73 Marcel Proust, ‘Swann’s Way,’ Á la recherche du temps perdu. C.K. Scott 
Moncrieff (trans), London, Chatto & Windus, 1961–1976. p.5. 

64. Marcelle’s apartment, 
Irving Street, Region3 
65. View from 
Marcelle’s apartment 
across the sea. 
From Gerhard 
Richter’s Atlas, 
panel 192 
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‘But then the memory- not yet if the place 

in which I was, but of various other places 

where I had lived and might now very possibly 

be- would come... and would gradually piece 

together the original components of my 

ego.’74 

 

CUT TO: 

 

INT. MARCELLE’S ROOM – NIGHT  19 

 

Later on the same night- just after dawn 

 

CLOSE UP- Back of Marcelle’s head. Marcelle is sitting at the 

computer, looking unsettled. Distractedly scratching a bare arm- the 

sleeve pushed up. Seems to be searching for something on the 

computer. 

ZOOM: in over Marcelle’s shoulder...to something Marcelle holds in 

her right hand - a tiny metal case. Slowly Marcelle starts inserting 

metal pins (digital memory chips) under her skin, in her wrists, and 

the nape of her neck. 

 

PAN: on to the computer screen 

 

Marcelle flicks through pages of reports on the computer, suddenly 

she stops on a particular report and selects to view footage of the 

Great Fire. 

 

CUT TO: 

 

CLOSE UP: of the full-screen newsreel reports of the fires,75 and a 

reporter commentating off-screen. 
 

                               
74 ibid., p.6. 
75 Refer to the video in the Burning Memory Exhibition, 2001. 
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 66. 
 

  LOCAL REPORTER (V.O.)  

Four years ago disaster struck Region3. This 

region had seen a fire of immeasurable 

proportions; it was called The Great Fire. 

The whole place was in ashes. This disaster 

disconnected many of the people from CCS 

cinemas for a matter of three months or more. 

During these unsettled times, some of our 

opponents took advantage of the situation to 

attack the equilibrium CCS provides. 

 

The frequency ruptures, (like static interference- very similar to 

what we saw in Richter’s mind when he was at the easel). After a 

second the footage continues normally.  

 

 

Marcelle gets up, and starts to pace the apartment. Slams her fist 

into a wall, and then looks happier. 

 

  MARCELLE 

Ha! This is going to be my chance to unleash 

some pent-up bullshit on the world... 

 

The Reporter is still talking on the screen in the background. 

 

  LOCAL REPORTER  

The CCS was under the greatest pressure to 

keep up the status quo. A country that CCS 

knew to be the toughest, in the most remote 
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corner of the world, a place where people did 

not believe in anything much- except for the 

vicious sun. 

 

Marcelle stops pacing to look at the screen, which has caught her 

eye. On the screen the camera has pulled in on black & white footage 

of a burning house collapsing.76 Marcelle appears mesmerised by this 

image.  

 
The voice of the Reporter continues in the background. 

 

  LOCAL REPORTER   

The main problem has been that The Great 

Fires occurred in the isolation of Region3. 

However, the masses are unaware of the after 

effects, and some victims have suffered 

traumatic flashbacks that are totally 

inexplicable to them. CCS has identified this 

phenomenon as Atavism - a kind of neural 

reversion, never seen before. 

 

  MARCELLE (V.O.) 

I’d been at CCS so long I couldn’t remember 

anything else- and Freud was bloody right- 

I’d been trained for this moment. Inside, I 

was screaming for action. 

                               
76 Refer to the painting by Lily Hibberd in the Burning Memory exhibition, 
‘Collapse (of dreams)’ 2001. 

67. Lily Hibberd 
Collapse (of dreams) 
Burning Memory 2001 
Oil on canvas 
137 x 137cm 
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Marcelle snaps out of her reveries. 

 

  MARCELLE 

This is crap. Old news. God, I’m really on 

my own here. 

 

Marcelle reaches over to switch off the screen. 

 

CUT TO: 

 

EXT. UNIVERSITY CAMPUS - DAY 20 

 

Mid-morning that same day. Marcelle is undercover as a young, female 

student. She is following a crowd piling into a lecture theatre. 

 

 

CUT TO: 

 

 

 

INT. LECTURE THEATRE - DAY  21 

 

Marcelle is seated and is listening to Dr Deleuze present his 

lecture. Strangely, he is talking about Deleuze as if it was someone 

else. 

 

 DELEUZE 

As for Deleuze, he credits the.... “Time-

image” as ‘following a deeper memory, a 

memory of the world directly exploring time, 

reaching in the past that which conceals 

itself from memory.’77 
 

                               
77 Deleuze, op.cit., p.39.   
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   68. Sunset Boulevard  
      (Billy Wilder 1950) 

 

Deleuze presents fragments of films on a big screen: Citizen Kane, 

The Lady from Shanghai, Sunset Boulevard, and others.78 

 

  DELEUZE (O.C.) 

We have seen the evidence of this 

intensification of memory in the cinema 

itself. Where, in classical cinema, the past 

could only exist in the form of flashbacks, 

now we see that since the films of Alfred 

Hitchcock,79 filmic representation has become 

inextricably woven with the faculty of 

memory. 

          
          
 

  DELEUZE (O.C.) 

Such famous films as ‘Citizen Kane’  

(Welles), ‘Sunset Boulevard’ by Billy 

Wilder,’ The Lady From Shanghai’ (Welles), 

                               
78 See filmography for details on these movies 
79 Refer to Hitchcock, (Alfred) in biography appendix 
 

69. Vertigo  
(Alfred Hitchcock 
1958) 
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Fellini’s ‘81/2,’ ‘Vertigo’ by Alfred 

Hitchcock, and Sam Mendes’ ‘American Beauty,’ 

are each great examples of the Film Noir 

genre of cinema.80 In Film Noir, the story is 

most commonly predicated on the reveries of 

the central character’s recollection of a 

past experience, with most archetypal of Film 

Noir narrators in fact being already dead.81 

 

 

         
         

 

 

 

 

As Deleuze once quoted Federico Fellini,82 ‘We are constructed in 

memory.’83 Deleuze continues to speak, and Marcelle talks into data 

recording device, documenting the lecture (which is shown at CCS 

later).  

 

                               
80 Refer to “Film Noir” in the glossary 
81 For individual descriptions of these films, see the listings in the 
filmography. 
82 Federico Fellini (1920–1993), fashionable and influential Italian film 
director of the mid 20th century (the most renowned of his films was La Dolce 
Vita of 1959). 
83 Gregory Flaxman, The Brain is the Screen: Gilles Deleuze and the 
Philosophy of Cinema. London, University of Minnesota Press, 2000. p.32. 

70. Citizen Kane  
(Orson Welles 1941) 

71. Citizen Kane  
(Orson Welles 1941) 
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  DELEUZE (O.C.) 

Where Bergson questioned the mechanisms of 

cinema, Deleuze purports that cinema has 

revealed to us an intrinsic perception of 

time.... or, in Deleuzean terms, ‘A whole new 

subjectivity.’84 

 

Marcelle’s drops her recording device. She is astounded at the 

boldness (or foolishness of Deleuze) in exposing himself in this 

way. People notice her, and stare as she continues talking into the 

device- it looks like she’s speaking to herself. 

 

  MARCELLE 

It’s not co-incidental. The frequency 

ruptures are being detected on this campus, 

and here’s this professor Deleuze, talking 

about the other Deleuze. 

 

Deleuze looks up at Marcelle as if he is speaking to her. 
   

 

 DELEUZE (V.O.) 

There are also those films where the subject 

under question is the faculty of memory 

itself like, Visconti’s ‘Death in Venice’ 

1971, ‘Total Recall’ of Paul Verhoven 1990. 

Moreover, recently we have seen the 

72. 81/2   
(Federico Fellini 
1963) 
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possibility of technology’s ultimate 

superiority over human memory proposed in 

films such as; ‘Johnny Mnemonic’ 1995, ‘Fight 

Club’ 1999, and ‘Memento’ 2001.85 

 

 
 

Cinema’s prerequisite since Hitchcock is the presumption that 

‘viewers do not manufacture mental images on the basis of what they 

are immediately given to see, but on the basis of their memories, by 

themselves filling in the blanks and their minds with mental images 

created retrospectively, as in childhood.’86 

 

  MARCELLE 

Shit- he’s noticed me.  

 

Deleuze turns off the projector and stands silhouetted against the 

screen, and then continues talking. Marcelle starts to get ready to 

follow him as he finishes the lecture. 

 

    

 

  DELEUZE 

So we see, that cinema is becoming 

increasingly concerned with how we remember, 

                                                                                        
84 Deleuze, op.cit. p.47. 
85 See filmography for more details on these films 
86 Paul Virilio, ‘A Topographical Amnesia,’ The Visual Culture Reader. 
Mirzoeff, N. (ed.). London, Routledge, 1998. p.110. 
 
 

73. Deleuze’s 
lecture 
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what it is that we remember– and asking, 

should trust our memories at all? 

 

PAN: to a young, male student Buchloh, whom Marcelle has just 

noticed is seated just in front of her. 

  

CUT TO: 

 

EXT. LECTURE THEATRE - DAY  22 

 

On the way out of the lecture theatre, Marcelle grabs Buchloh by the 

arm. Buchloh is suspicious, but cagily diverts Marcelle’s attention 

whilst Deleuze leaves the auditorium.  

 

  BUCHLOH 

 What do you want- and anyway, who are you? 

 

  MARCELLE 

You can call me Marcelle- listen, I’m new to 

this place, and I want to know about the 

frequent references being made here to the 

work of Dr Gilles Deleuze. Is there any 

particular reason for this connection? You 

see, I am an old student of his from Paris-  

 

  BUCHLOH  

Yes, yes- it is such a coincidence- they 

have the same name. I think they used to know 

each other- that is before the first Deleuze 

disappeared. Still our professor continues to 

speak on the cinema. The point of difference 

is that the first Gilles Deleuze specified 

the conditions of cinema’s detour (its 

transformation from the movement-image to the 

time-image) as hinging on the tumult of the 

Second World War (trauma and the Great Fire) 

and the desecration of faith in the image as 
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a result...87 For the man you see here, these 

things are part of history. 

 

 
 

DISSOLVE TO: 

 

EXT. UNIVERSITY CAMPUS - DAY 23 

 

Marcelle tries to follow Deleuze, through winding old passages, but 

loses him after he turns a corner. 

 

She is suddenly aware that she is on her own, even though there are 

still a handful of students, they are disappearing rapidly into 

various doorways. No one even notices her. 

 

CUT TO: 

 

EXT. UNIVERSITY CAMPUS - DAY 24 

 

Marcelle follows Deleuze, using some of her special instincts 

(mnemonic abilities, which have not been fully understood by 

                               
87 The effect of World War II on the photograph is further chronicled in 
Roland Barthes’ Camera Lucida: Reflections on Photography, op.cit. 
 

74. World War II 
German occupation of 
European nations 
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any of the CCS experts). Finds Deleuze’s office, in the 

‘Augustine Quarter.’  
 

 75. Augustine Quarter of the campus 

 

It’s the oldest part of the campus, with rough sandstone buildings, 

and cobbled cloisters. She can see through the leadlight window 

chaotic stacks of paper. 

 

Marcelle leans on the wall. She can smell/feel him, but there is no 

sign of the man himself. Marcelle looks up at what is right in front 

of her. She sees a paper notice on which is written: ‘Subjects 

Required for an Experiment on Memory’ and rips it off the wall. 

 

INT. LABORATORY - DAY  25 

 

Deleuze and Richter are alone in the bleak, white laboratory. It’s 

very run-down, with broken shelves and peeling paint. A flickering 

fluorescent light is going off and on over their heads. Richter is 

fiddling with a computer, and Deleuze sits with his head in his 

hands. 

  

  RICHTER 

‘In my picture atlas… I can only get a 

handle on the flood of pictures by creating 

order since there are no individual pictures 

at all anymore.’88 

 

Deleuze, under mental pressure, bursts out of his silence, 

interrupting Richter. 

                               
88 Gerhard Richter, ‘Gerhard Richter and Jan Thorn-Prikker, Ruminations on 
the October 18, 1977 Cycle, Parkett 19 (1989). p.143. 
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  DELEUZE 

 It was very strange today- 

 

Richter looks up at Deleuze, pausing tentatively, irritated at being 

cut off in mid-sentence. 

 

  RICHTER 

 What? 

  DELEUZE 

It’s going to sound paranoid, but I‘m sure 

someone was following me on campus today. 

 

Richter’s whole body becomes alert- he senses danger. 

   

  RICHTER 

Shit! It’s probably a CCS tracker. We’ll 

have to be very careful. If they have noticed 

something about our operation we could be 

captured and cleaned-up very easily, rather 

like when the ‘Baader-Meinhof’ terrorists 

were arrested.89 

 
 

                               
89 Refer to “RAF” in the contexts appendix 

76. Gerhard Richter 
Arrest 2, 1988 
October 18, 1977 
Oil on canvas 
92 x 126cm 
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The history of Richter’s ‘October 18, 1977’ paintings of the Baader-

Meinhof incident, involved a group of young radical, German 

terrorists, the Red Army Faction (or RAF). The infamous incident 

arrived at its tragic and inevitable end in Stuggart-Stammenheim 

prison on the 18th of October 1977, when three of the faction, were 

found dead in their cells. In the convoluted mess and cover-ups, the 

cause of death was never made clear, but remained shrouded in 

conspiracy: suicide, murder- disguised murder. This occurrence 

coincided with a pre-existing sentiment in Germany, landing in a web 

of myths and confusion about the political identity of their nation. 

 

Deleuze goes over to a tiny surveillance screen that observes his 

office. Nobody is there. He wipes his sweaty forehead with his 

sleeve. Comes back to where Richter is standing on the other side of 

the computer. 

 

  DELEUZE 

This is nowhere more poignant than in post-

war Germany where the ties to identity and 

cultural memory were at some point cut adrift 

in order to drown the trauma of Fascism.90 

For you, Gerhard Richter, this loss of memory 

is a source, not only of retrospective 

mourning, but as you have said yourself, a 

reason to ‘reconstruct remembrance.’91 

 

  RICHTER  

I fear we are about to have a whole range of 

troubles- I knew they would find us 

eventually. 

 

 DELEUZE 

 Who? 

                               
90 Refer to “Fascism” in the glossary 
91 Buchloh, op.cit., p.127. This quote is taken from Buchloh’s comparison of 
Aby Warburg’s Atlas with Richter’s and the contrasting historical 
circumstances, with Richter’s work being primarily a post-war retrospective 
work. 
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  RICHTER 

The trouble comes from the past... I was 

once involved in a really bad situation, so I 

can sniff the threat in the wind. But now, 

you probably should forget what I’ve just 

said. Leave the security of our operation to 

me.  

 

It had been some time since the CCS had used force against the 

people. They’d found more subversive ways to control them. The 20th 

Century had seen so much destruction, so much loss.  
 

    
 

War had brought a crisis of identity to representation and also the 

cinema that hastened its break with human perceptions of filmic 

devices. 

 

CUT TO: 

 

EXT. CITY STREETS - DAY  26 

 

Later in the same day, Marcelle heads towards Richter’s house. 

77. The trauma of 
Fascism 
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She is guided by the photograph that Benjamin gave to her before she 

left CCS. She has a black tracksuit on and it is such a hot day that 

the asphalt is melting and she‘s sweating.  

 

  MARCELLE (V.O.)  

As the Baader-Meinhof series indicated, 

Richter manipulates the instinctual linkages 

we have to images of the past. 

 

CUT TO: 

 

INT. RICHTER’S HOUSE - DAY  27 

 

It’s a 50’s style generic home. Marcelle is noiselessly forcing a 

window. She slips in through a small gap- and rolls onto the floor. 

 

 
 

78. Plans and images of 
Gerhard Richter’s house, 
from Richter’s Atlas 
panel 480 

79. Photos of 
Richter’s house from 
the Atlas panel 626 
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Marcelle stops and sniffs the air for inhabitants, then gets up, 

confident that nobody is in the house. The sweat on her face has 

already dried, but she takes a deep breath of relief, as it’s much 

cooler out of the vicious sun. 

 

Marcelle walks through the silent house. Turns into the entrance 

hall and is looking at the front door with piles of mail stuffed 

under it.  

 

  MARCELLE (pissed off) 

Shit! This bloke hasn’t been here for 

fucking ages, days– even weeks. 

She darts angrily around the room and starts shuffling through 

the neat piles of paper on the sideboard. She opens draws, and 

then forces a locked one with a knife. 

 

She thinks she hears a noise- stands frozen like a deer. 

 

It’s very quiet. Looking down at her hand she notices it is 

resting on a photograph. It is rare to see this kind of photo- 

it looks like something from police archives. 

CLOSE UP- looking at photo in the light of the window, 

Marcelle sees it is of a dead woman. Hung, shot and laid-out.92  

                

 

Suddenly she remembers it from the Baader-Meinhof images in 

the Atlas. She spreads out the pile of papers all over the 

                               
92 One of the “police archive” photos of the “RAF” that Richter used to paint 
the series October 18, 1977. 

80. Police photos of 
Meinhof and Baader’s 
bodies after their 
deaths and the images 
published in Stern and 
Diese-Woche magazines. 
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table, and then she finds another photo- it’s the one of 

Richter in a tree with the children. 

 

Marcelle starts to make a realisation about Richter and the Atlas- 

that Richter has adopted the Atlas as a way to find Atavis. 

  MARCELLE 

The ‘Atlas’ develops the significance of the 

photo as a record of the actual trace of a 

real moment in time, beyond the mobilisation 

of virtual93 memory that enables the viewer 

to engage in a form of time travel. 
 

This ready-made of collective memory94 exists in the ‘Atlas,’ where 

he returns to the photo in ordinary, everyday use. The display of 

such an archive refers to a habit we have of storing photos in an 

album. The images we collect tending to be of a personal nature, and 

particularly those that trigger valuable memories.  

 

She tries to remember what she saw in her mind in the flashback from 

the Atlas on her flight, but it is all very vague. Marcelle mumbles 

to herself- and keeps on searching for more clues. 

 

  MARCELLE  

Richter’s archive points not only to an 

assumed objectivity95 of the photo as a 

mechanical document, but that the ‘captured 

moment’ is not only perceived as actual- but 

is virtual, as memory is in time. What we 

bring to the images, by a forced mode of 

contemplation, is the primacy of our 

subjective96 associations. 

 

She finds nothing else, so Marcelle takes the two photos, hiding 

them under her clothes and goes to leave the house.  

 

                               
93 See “virtual” in glossary 
94 See glossary for more on “collective memory” 
95 See “objectivity” in the glossary 
96 See “subjectivity” in the glossary 
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CUT TO: 

 

INT. LABORATORY - DAY  28 

 

Buchloh is in the memory chamber in the laboratory. It is a glassed 

in room, with two big screens, and a hospital bed. He is strapped 

down and has many wires attached to his head, neck and hands. 

  

The memory chamber is Richter and Deleuze’s key to Atavis. The room 

isolates the person from all other media, which normally infiltrate 

via frequencies or “mnemonic syphoning”. The chamber allows the 

subject to strengthen their capacity to remember for themselves. 

Richter and Deleuze believe that this situation will stimulate, the 

already functioning, component of the mnemonic cortex in the victims 

of The Great Fire. They plan that Buchloh will form the capacity to 

generate and store his own version of events. 

             
               82. The Great Fire 

 

Buchloh is in the chamber. The isolation triggers his mnemonic 

cortex, and images of the Great Fire are projected all over the big 

81. Buchloh in the 
Memory Chamber 
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screens. He cries out and then falls silent, passing out, as Richter 

and Deleuze race in to drag him out. 

 

  MARCELLE (V.O.)  

Richter’s archive attests to this ancestry 

of 20th century visual memory at the most 

fundamental level. The ‘photographic image in 

general was now defined as dynamic, 

contextual, and contingent, and the serial 

structuring of visual information implicit 

within it emphasised open form and potential 

infinity.’97 
 

 

CUT TO: 

 

INT. RICHTER’S HOUSE - DAY  29 

 

Still inside the house, Marcelle connects to Buchloh’s frequency as 

he is the memory chamber, but she can’t work out what she is 

experiencing, as images flash through her mind. They are pictures 

from her past that she cannot recognise. Marcelle panics and runs 

out the door. 

 

 MARCELLE (V.O.) 

The ‘Atlas’ embodies the “becoming”98 of a 

time-image in visual culture; the opening of 

our perception to the temporal and mnemonic 

dimensions that cinema has conferred on the 

photographic image, and hence, the culture of 

remembering. 

 

CUT TO: 

 

INT. MARCELLE’S ROOM (IRVING STREET) – DAY  30 

 

                               
97 Buchloh, op.cit., p.131. 
98 See “becoming” in the glossary 
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Late in the afternoon, Marcelle is frantically searching for the 

meaning of the Atlas. She searches for a definition of the word and 

finds a page in the CCS archives. Marcelle reads out the text, 

scrolling down the screen, as the camera zooms in to the images. 

 

 MARCELLE (O.C.) 

In 1925 an obscure art historian, Aby 

Warburg embarked on the ‘Mnemosyne Atlas.’ 

Warburg apparently intended to construct ‘a 

model of historical memory.’99 

  

 

 

 

 

 

 MARCELLE (V.O.) 

This was done through the assemblage of over 

sixty panels that displayed hundreds of 

photographs arranged according to a series of 

mnemonic, pathetic, and dramatic (traumatic) 

formulas. At that time, the ambition to 

define memory was not an isolated act. 

 

                               
99 Buchloh, op.cit., p.124.  
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   83. Warburg’s Mnemosyne Atlas, panel 178      84. Warburg’s Mnemosyne Atlas, panel 179  
  MARCELLE 

Warburg’s ‘Mnemosyne Atlas’ was only one of 

several projects of that era, attempting to 

reason with the changing nature of memory. 

The ‘Passagen-Werk’100 of Walter Benjamin, 

Marcel Proust’s ‘The Remembrance of Things 

Past,’101 and the influential writings of 

Henri Bergson are prominent examples.102  

 
 

                               
100 Refer to “Passagen-Werk” in the glossary 
101 Marcel Proust, Á la recherche du temps perdu. C.K. Scott Moncrieff 
(trans), London, Chatto & Windus, 1961–1976 
102 See biography for more on Marcel Proust and Henri Bergson 

85. Warburg’s 
Mnemosyne Atlas, 
panel 155 
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Whilst reading, Marcelle traces her shaky fingers over the embossed 

cover of the Atlas. She is trying to take in all of the information, 

but is so wound up that she ends up going to the freezer, and swills 

straight from an icy vodka bottle. In the foreground, the text on 

Marcelle’s computer screen keeps on scrolling down.  

 

All three of these major 19th century writers, took on the immense 

task of reconciling time with memory. Benjamin attempted this 

through the embodiment of the ‘Flâneur’103 who wanders the city in 

the mode of ‘reception in a state of distraction.’104  
 

                          
This is not dissimilar to the reveries of Proust’s narrator,105 who, 

in reliving the past in the present by means of memory, purports to 

triumph over time, or as Kristeva states, ‘for Proust time is to be 

psychic time.’106 Bergson’s work107 broke scientifically with 

traditional Western concepts of time (as a series of measurable 

instants), to conclude that ‘real duration’ (or humanly subjective 

time) is qualitative, dynamic and unpredictable. 

 

  MARCELLE (V.O.) 

                               
103 See “flâneur” in the glossary appendix 
104 Walter Benjamin, ‘The Work of Art in the Age of Mechanical Reproduction,’ 
Illuminations, op.cit., p.233. Benjamin’s phrase for the flâneur’s form of 
spectatorship, or engagement with the world of the late 19th century. 
‘Reception in a state of distraction, which is increasingly noticeable in all 
fields of art and is symptomatic of profound changes in apperception, finds in 
the film its true means of exercise.’  
 
105 Refer to Proust’s narrator in A la recherché du temps perdu (1913-1927) in 
the contexts appendix. 
106 Julia Kristeva, Proust and the Sense of Time. London, Faber and Faber, 
1993. p.4. 
107 Refer to Henri Bergson in the biography 

86. Shop windows of 
Paris in the 
1890’s, such as the 
“Flâneur” would 
have gazed at 
distractedly. 
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Collectively, these works indicate an 

extraordinary shift in human perception that 

occurred at the turn of the last century. 

Furthermore, they serve to reveal to us now 

the cause of this shift since it occurred at 

the very moment cinema began to dominate 

collective experience. 

 

DISSOLVE TO: 

 

LONG SHOT: Marcelle throws the book at the wall, in anger at what 

she can’t understand. She flops down onto the floor, overwhelmed, as 

a flyer falls out of the Atlas and drifts to the floor. It is the 

one that she tore from the wall outside Deleuze’s office. 

 

Marcelle sees it out of the corner of her eye. A few seconds later 

realises what it is and jumps up to grab it. Mumbling and swearing 

under her breath, Marcelle scours the page for a lead. 

  

 MARCELLE 

I don’t believe it. There’s a phone number! 

 

Dialling the telephone number, the line rings out, then cuts to an 

answering service. It’s Deleuze’s voice. 

 

  DELEUZE (O.C.) 

Ummm, yes- if you are enquiring about the 

subject experimentation- leave your telephone 

number and we will contact you in due course. 

  

  MARCELLE 

 Shit! 

 

Marcelle slams down the receiver, grabbing a weapon from her bag, 

shoving it into her pants, she runs out the door. 

 

  MARCELLE (V.O.) 
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It was true then, that in ‘the interwar years 

of this century, movies truly belonged to the 

masses,’108 and the masses belonged to the 

movies. 

 

CUT TO: 

 

INT. LABORATORY - NIGHT  31 

 

It is getting late, just on nightfall. Richter stops in the middle 

of taping up Buchloh’s arm, ready for another session in the 

chamber. He has sensed danger, and is looking around the room as if 

he can see beyond the walls. 

 

 87. Buchloh under  

              mnemonic isolation 

 

  RICHTER 

I sense a presence- there’s an agent nearby. 

Deleuze help me with Buchloh. Quickly get up- 

(to Buchloh) we should get out of here- now! 
 

Richter pulls all the wires out of the computer sockets, and Deleuze 

helps carry the weakened Buchloh. They leave the laboratory using a 

hidden exit. Climbing through a hole behind a cupboard, they head to 

a hideout in an underground passage. 

 

FADE OUT: 

 

 

 

 

 

                               
108 Andrew Dudley (ed.), The Image in Dispute: Art and Cinema in the Age of 
Photography. Austin, University of Texas Press, 1997. p.5. 
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PART THREE: 
Blurred Vision: The Crystal Image 

 

 

‘The incompleteness of an event is no longer a mark of representational 

disunity but of unity at another level - the promise that the next shot 
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will complete it. Such a set of practices produces the fiction that there 

is indeed a pro-filmic event - an event that is whole and independent of 

this particular representation.’ 

James Lastra109 

 

 
 

 

DISSOLVE TO: 

 

EXT. DELEUZE’S OFFICE - NIGHT 32 

 

It’s twilight and Marcelle has arrived at Deleuze’s office, which is 

(above ground) outside- the laboratory. Looking through the window, 

she cannot sense or see anything to determine where they are. 

 

                               
109 James Lastra, ‘From the Captured Moment to the Cinematic Image,’ The 
Image in Dispute. Andrew Dudley (ed.). op.cit., p.287. 

88. Gerhard Richter 
Hanged, 1988 
October 18, 1977 
Oil on canvas 
210 x 140cm 
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  MARCELLE 

It is a bizarre trick, one that uses loss to 

invoke desire and expectation; however, it is 

this very device that opens the viewer to an 

apprehension of the sublime.110 

 

Forcing the door to his office, the alarm goes off. She runs, 

jumping a huge wall, as students gather bewildered, around the 

broken door. 

 

DISSOLVE TO: 

 

INT. CCS BOARDROOM - NIGHT  33 

 

The lights are low. The whole board is present, except Freud. Ruele 

is setting up a large-screen projection. And is mid-way through 

explaining his plot to bring down Marcelle. 

 

  RUELE 

Just watch this report that Marcelle has 

recorded, detailing the information she’s 

gathered on a suspect. 

 

The footage starts. The room falls silent as it runs- it is Marcelle 

in Deleuze’s lecture.  

 

CLOSE UP: on the big screen.  The video shows Deleuze in the 

distance, beyond the heads of the auditorium crowd. Marcelle’s voice 

is close to the microphone. 

  MARCELLE (O.C) 

I have significant details to relay, limited 

time, and this is rarefied information. 

Follow the links to Deleuze in the case 

history and you will receive the full context 

of this report. I am at this moment 

infiltrating a lecture on film, being 
                                                                                        
 
110 I employ this word ‘sublime’ more in relation to subliminal rather than 
spiritual realms, see “sublime” in the glossary appendix. 



 80 

presented by Dr Deleuze. To summarise his 

speech; he is describing the concept of the 

‘crystal-image,’111 which in ‘Cinema 2,’ is 

defined as a formula for the cinematic image 

that has become the combination of a 

perceived reality (the seen image) with its 

virtual replicant (the time it refers to, or 

purports to exist within), which exists in 

another temporal dimension.  

 

The video footage zooms in on Deleuze, who is speaking. 

 

  DELEUZE 

‘The actual image,’112 Deleuze claims, 

‘itself has a virtual image113 which 

corresponds to it like a double or a 

reflection.’114 This formula attempts to 

explain the nature of contemporary cinematic 

vision as a conduit of time. The “actual 

image” we see before us on the cinema screen, 

existing in the passing present, and the 

virtual image being a reference to the past.  

 

Ruele is fuming, and starts to talk OVER the video footage. 

 

 

 

 

  RUELE 

Marcelle is in big trouble, and she is 

taking too many risks. We have decided to 

send her partner, Benjamin to replace her.  

 

CUT TO: 

                               
111 See “actual-image” in the glossary 
112 See “crystal -image” in the glossary 
113 See “virtual-image” glossary 
114 Deleuze, op.cit., p.68.   
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EXT. ON THE STREET - NIGHT  34 

 

Marcelle is walking back, exhausted from the laboratory and talking 

to herself, trying to work out the meaning of Deleuze and Richter’s 

operation, and figure out where they are hiding. 

 

  MARCELLE (V.O.) 

The crystal is the existence of these two 

different aspects within the same represented 

object, in the same place and time frame of 

the film. The crystal being transparent 

enables the spectator to realise two 

diverging times in one instant, whereby as 

Deleuze proclaimed, ‘The crystal reveals a 

direct time-image.’115 

 

As she walks through a pitch-black park, her CCS link sounds. 

Marcelle opens up the line. 

 

  BENJAMIN (O.C.) 

See beyond the big elm trees, the telephone 

booth? 

 

  MARCELLE 

 Yeah- o.k. I’ll go pick it up. 

 

CUT TO: Marcelle is on the telephone in the booth, listening to 

Benjamin talking. 

 

In the work of Richter we see the evidence of memory at work because 

of paintings’ apparent (or obvious) subjectivity,116 whereby the 

viewer maintains psychological control over their engagement with 

the subject represented. ‘The painting invites the spectator to 

contemplation; before it the spectator can abandon himself to his 

                               
115 ibid., p.98.  
116 Refer to “subjectivity” in glossary 
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associations. Before the movie frame he cannot do so. No sooner than 

his eye has grasped a scene than it is already changed.’117 

 

  BENJAMIN 

You are in a dangerous position, for perhaps 

you cannot tell what reality is. Like the 

Proustian reverie, or the 19th century 

flâneur, ‘the similarity of one thing to 

another which we are used to, which occupies 

us in a wakeful state, reflects only vaguely 

the deeper resemblance of the dream world in 

which everything that happens appears not in 

identical but in similar guise, opaquely 

similar one to another.’118 You’re just too 

close to Atavis, Marcelle. It’s going to suck 

you in. 

 

Marcelle gets so angry with Benjamin that she drops the phone and 

starts to walk away just leaving him hanging on the end of the line. 

Then she has second thoughts, and goes back, picking up the 

receiver.  

 

  MARCELLE  

 Piss off! Just leave me alone! 

  

She hangs up on him. 

 

  MARCELLE (V.O.) 

I knew he was right, that was the problem. 

But, ‘these shifting and confused gusts of 

memory never lasted for more than a few 

seconds; it often happened that, in my brief 

spell of uncertainty as to where I was, I did 

not distinguish the various suppositions of 

which it was composed.’119 

                               
117 Walter Benjamin, ‘The Work of Art in the Age of Mechanical Reproduction,’ 
Illuminations. op.cit., p.231. 
118 Walter Benjamin, ‘The Image of Proust,’ Illuminations. op.cit., p.200. 
119 Marcel Proust, ‘Swann’s Way,’ Á la recherche du temps perdu. op.cit. p.7. 
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Marcelle immediately dials another number on the phone. 

 

  MARCELLE 

Buchloh, It’s Marcelle- you know from Paris- 

that you spoke to in Deleuze’s lecture last 

night. 

  

  BUCHLOH (muffled) 

 Oh- how did you get my number? 

 

  MARCELLE 

It’s on the noticeboard mate. Look, just meet 

me at the history department lecture at 

eight. My number is 776 504 If something 

holds you up, call me back. 

 

CUT TO: 

 

INT. ART HISTORY LECTURE - NIGHT 35 

 

 
 

Buchloh does not turn up in the lecture. Marcelle sits there looking 

around for him, whilst the lecturer embarks on his passionate 

dissertation on post-war German art. 

 

 

DISSOLVE TO: 

 

 

 

                                                                                        
 

89. “The Lecturer” 
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INT. CCS OFFICE - DAY  36 

 

Freud and Anselm have discovered the CCS vendetta, and their plot to 

remove Marcelle. Freud is at his window, looking out over the city. 

Anselm is working through a massive pile of reports, and patiently 

listening to Freud. 

 

  FREUD 

Let us pretend that we had lost everything 

in the Great Fire. If we were just ordinary 

people, how would we deal with the pain? 

Surely, our sense of reality would change. 

 

‘For a traumatised population, in the aftermath of the First World 

War, the Kammerspiel120 cinema altered the conditions of invention of 

artificial memory.’121 

 

  FREUD 

In Region3, we have this problem, multiplied 

by 1,000’s. We have developed a complex and 

abstract vision of cinematic experience in 

our times, and very few ordinary people are 

aware of this. Only one man has ever come 

close to the truth. We thought he was 

eliminated after writing a book called 

‘Cinema 2.’ One of the fundamental aspects of 

this book is the relation of memory to time 

and how it has changed over the duration of 

the 20th century. 

  

  ANSLEM 

Freud, surely our main concern is for the 

safe return of Marcelle. 

 

 

                               
120 Kammerspiel, a 1920’s group of film producers who, through a 
topographical system of memory theory, presented films using familiar objects 
as memory triggers. 
121 Paul Virilio, A Topographical Amnesia, op.cit., p.110. 
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 FREUD 

And what to do about Marcelle- (Pausing) I 

take it her self-destruction is immanent? I 

don’t want to lose her, but there is an 

aspect to the Atavis case, which connects 

Marcelle to the past. 

 

FREUD is becoming more distraught, as he senses the operation is 

going astray. He turns away from the window. 

 

  FREUD 

Deleuze once made the analogy of the palace 

of mirrors in ‘The Lady from Shanghai’ (1948) 

by Orson Welles, in which exists the ‘perfect 

crystal-image where the multiple mirrors have 

assumed the perceived actuality of the two 

characters, who will only be able to win it 

back by smashing them all, finding themselves 

side by side and killing each other.’122 As 

if it were a dual of illusion versus reality. 

 

           
 

                               
122 Deleuze, op.cit., p.70.  

90. Production 
still from The Lady 
from Shanghai 
(1948) Orson Welles 
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DISSOLVE TO: 
 

EXT. OLD CINEMA - DAY  37 

 

It is the next day, and Marcelle has tracked down Richter’s studio 

in the old cinema, but can’t get inside.  

 

                91. 
 

  MARCELLE (V.O.) 

The indiscernibility of Richter’s blurred 

image123 operates on two historical levels; 

photos blurred as a sign of loss, and in the 

contemplative tradition of Romantic landscape 

painting.124 One of the most significant 

features of painting has always been its 

ability to translate other modes of 

representation (fluidity is inherent to its 

materiality). This potential puts the 

possibility of interpretation in the hands of 

the painter.  

 

Marcelle climbs the brick wall, and a fire escape. She looks through 

the windows, but she can only see the big screen, all of the broken 

seating, and dust. 

                               
123 See “blurred” in glossary 
124 See “Romantic landscape painting” in the glossary 
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DISSOLVE TO: 

 

EXT. RICHTER’S CAR ON THE STREET - DAY  38 

 

Richter has followed Marcelle to the studio. As she leaves he then 

loses her. He dials a number on the telephone in his car. 

 

  RICHTER 

Buchloh, that woman you stood up yesterday, 

I want you to meet with her, return her call, 

and take her to the laboratory to see 

Deleuze. 

 

CUT TO: 

 

INT. CITY CINEMA - NIGHT  39 

 

    
 93. City cinema entrance         94. City cinema foyer 

 

LONG SHOT: It is just after 6pm, in a new cinema foyer. 

   

92. Interior 
of the 
abandoned 
cinema 
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 95. Marcelle at the register  
    in the cinema foyer 
 

M.O.S. (NO SOUND) 

 

Buchloh meets with Marcelle amongst the crowds, we can see them 

talking but not actually hear what they are saying.  
 

  MARCELLE (V.O.) 

By imitating the appearance of photographic 

look,125 Richter incites a presentiment of 

the image, or a trace126 of the past.  

 

The image appears loaded the very second we look at it, and yet in 

the same instant we are denied the component of the representation 

that led us in the first place to believe in it, its faithfulness to 

reality, because, as far as photos are concerned, the blur normally 

indicates a loss, or failure in the capture, of information. This 

notion is epitomised by the amateur photographer’s shaky hand, and 

badly framed or under-exposed holiday snaps. 

 

                               
125 A very fashionable subject and approach to painting in contemporary art 
today. Melbournians will note the numerous exhibitions of 2001: Painting: An 
Arcane Technology, in the Ian Potter Museum of Art; (painting) at Monash 
University Gallery; and Glacier in RMIT’s Storey Hall. 
126 See “trace” in the glossary. 
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CUT TO: 

 

INT. DELEUZE’S LABORATORY - NIGHT 40 

 

Buchloh is taking Marcelle to the underground laboratory.  

They enter the room, and Buchloh is walking very slowly looking 

worried. Deleuze does not look up from his papers. 

 

  BUCHLOH 

Dr. I have a student for a new subject, 

Marcelle. She is very persistent- and it’s 

meant to be o.k. with the boss. Umm I should 

go now, I’ll be back later. 

   

Buchloh backs out of the room, leaving Marcelle to get tested by 

Deleuze, who seems unconcerned by Marcelle’s suspicious arrival on 

the scene, offering her a seat. 

 

  DELEUZE 

So Marcelle, let us take down some of your 

medical details. 

 

But Marcelle is trying to wean information out of the unsuspecting 

Deleuze. 

 

 MARCELLE 

96. Images of New York 
from Gerhard Richter’s 
Atlas, panel 462 
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I know you are paying good money to us for 

these experiments, but how does it actually 

work? I want to know about the risks I am 

taking. 

 

Deleuze tries to dismiss her concerns, as he starts to guide her to 

the memory chamber. 

 

 DELEUZE 

Any observation of film involves exposure 

time and, hence also involves some degree of 

memorisation.127 

 

Deleuze starts to run the tests on Marcelle, attaching all sorts of 

wires and tapes to her body. 

   
 

A machine prints out a whole lot of numbers, which Deleuze runs 

over, at first slowly and then getting more rapid, suddenly he 

stops, pushing his chair out loudly as he gets up to go over to 

Marcelle. 

 

  DELEUZE 

My crazy God! What’s this? Your frequency is 

off the charts. This is madness- I have never 

seen such results- you have regained Atavis. 

Do you know what this means?  

 

Marcelle raises her head from the bed and looks at him in disbelief. 

                               
127 Paraphrased from Virilio’s The Vision Machine, op.cit., p.62. 

97. Marcelle in the 
Memory Chamber 
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‘We need only to say that any meditation on life is a meditation on 

psychic life.128 Then everything becomes clear at once: it is the 

psyche’s drive that possesses the continuity of duration.’129 

 

CUT TO: 

 

INT. MARCELLE’S ROOM – DAY   41 

 

The sun is rising over the ocean. Marcelle arrives back home 

exhausted.  Benjamin is there. Sitting in a dark corner, looking 

guilty and torn apart. 

 

                          

   

  BENJAMIN 

  I have come to replace you. 

 

  MARCELLE 

 That’s what you think. 

 

  BENJAMIN 

‘Since Freud’s “Psychopathology of Everyday 

Life,”130 things have changed. This book 

isolated and made analysable things which had 

                               
128 See “psychic” in the glossary 
129 Gaston Bachelard, Air and Dreams: An Essay on the Imagination of 
Movement. Dallas, Dallas Institute, 1988. p.256. Also see glossary for 
Deleuze and Bergson’s concept of duration, or ‘durée.’ 
130 Sigmund Freud, The Psychopathology of Everyday Life, London, Ernest Benn, 1966. 

98. View from 
Marcelle’s 
apartment, Region3 
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heretofore floated along unnoticed in the 

broad stream of perception. For the entire 

spectrum of optical, and now acoustical, 

perception the film has brought about a 

similar deepening of apperception.’131 

 

  MARCELLE (V.O.) 

Freud believed that Benjamin was going to 

save me from getting too involved, but in 

reality the others at CCS had decided to 

eradicate me. I knew those bastards would 

betray me. 

  

Benjamin has recovered his confidence and is being a smart-arse. 

Looking out to sea, he throws the shells from some nuts out the 

window, and cockily brags about his knowledge. 

 

  BENJAMIN 

It will come as no surprise that Richter 

makes reference to Caspar David Friedrich,132 

the German Romantic Painter, in his own 

notes.133 For if we consider the formal 

structures of Friedrich’s painting Monk by 

the Seashore, (1809) the parallels become 

apparent. Herein the tactic of Richter’s blur 

has this second historical aspect, the 

‘dialectic of the gaze,’134 or a tension 

between two visual elements.  

 

                               
131 Benjamin, The Work of Art in the Age of Mechanical Reproduction, op.cit., 
p.229. 
132 See Caspar David Friedrich in the biography appendix 
133 Gerhard Richter, ‘Letter to Jean-Christophe Ammann, February 1973’ 
Gerhard Richter: The Daily Practice of Painting, op.cit., p.81. 
134 Jean-Philippe Antoine, Gerhard Richter. Paris, Editions dis voir, 1995. 
p.75. 
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In Friedrich’s case, the picture creates its tension through an 

invitation to contemplation via the Monk’s perspective (who has his 

back to us). With the monk peering out to sea, the painted surface 

of the sky we look at suddenly flattens in an impassable, dark, 

opaque grey, that denies access to the “beyond.” So in fact the view 

solicited remains an enigmatic mystery. 

Marcelle throws daggers with her eyes at Benjamin and interrupts his 

monologue. 

  MARCELLE  

Listen arsehole, I’ve nearly solved the 

Atavis case, and you are just trying to take 

all the credit for cracking it- so you can 

get fucked! 

 

Marcelle grabs Benjamin at knifepoint, and drags him kicking out of 

her room onto the street, slamming the door in his face. 

 

Benjamin is enraged. Shouting at her, he takes a rubbish bin and 

throws it at the house, smashing a window. 

 

  BENJAMIN 

You’ll be replaced, and I’ll see that your 

spoilt arse has nothing left of it before 

today is over, even if I have to kill you 

myself. 

99. C.D. Friedrich 
Monk by the Seashore, 
1809, Oil on canvas 
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She realises that he is deadly serious, and that he might be the one 

sent to kill her. She retreats away from the window.  

 

Back in her room the screen on her computer is flashing, but 

Marcelle is so crapped off she ignores it and goes to the freezer 

for a drink. 

 

CUT TO: Marcelle asleep a few hours later on the couch with mess 

everywhere and the empty vodka bottle on her chest. 

 

PAN: To the screen, where a local reporter is giving her a 

classified report on the suspicious fires in Region3. A location is 

given for a housefire that will be burning tonight. 

 100. CCS local reporter 
CUT TO: 

 

EXT. IRVING STREET – NIGHT  42 

 

Marcelle has been asleep all day and now it is night. She’s running 

down the street in the dark, with the waves of the nearby sea 

crashing.   

 

DISSOLVE TO: 

 

EXT. BURNING HOUSE - NIGHT  43 

   

‘It’s a densely populated area, with houses every few metres hidden 

in the trees. Through the dense smoke you can see a number of homes 
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burnt to the ground. Horse, sheep, and goats run panic stricken in 

the face of the fire.’135 

 

 
 

Marcelle is at the front of the housefire, but there is more of it 

roaring over the treetops to the left, coming her way. And it’s 

cracking and popping in the distance, like gunfire.136 

 

Marcelle is suspicious about who is really starting these fires.  

 

A second later she sees BUCHLOH in the shadows of the fire. She 

draws up close to him, and whispers in his ear. 

 

  MARCELLE 

 What the fuck are you doing here Buchloh? 

 

  BUCHLOH 

Haven’t you ever seen a housefire before? 

They’re beautiful. 

 

  MARCELLE 

 Personally, I find them terrifying. 

 

                               
135 David Johnston reporting live on the Ash Wednesday fires for Channel 10 
News, February 16, 1983. 
136 Paraphrase of David Johnston, reporting the Ash Wednesday fires for 
Channel 10 News, February 16, 1983. 
 

101. Lily Hibberd 
Vicious Flicker 
Burning Memory, 2000 
Oil on canvas 
84 x 84cm 
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She looks straight at the fire, but suddenly the flames leap out at 

them, jumping over the road like a tornado. 

 

                   
 

  MARCELLE 

 God! Come on. Get behind this wall! 

 

They jump a wall and then realise the fire is coming at them with 

even greater force. They run across a field and shelter in the lee 

of a big old stone house, down in the back of it. 

 

That second the fire went right up, 30 metres into the sky over the 

top of the house. They huddle together against the wall. One minute 

the air is white with heat, and the next second it was full of 

flying fire, flames flying through the air.137 

 

  BUCHLOH  

Shit! My heat is burning right through my 

clothes!! 

 

Marcelle pulls out a flask of water and chucks some water over 

Buchloh, then she shoves the flask at him. 

 

  MARCELLE 

 Here- drink the rest. 

 

                               
137 Paraphrased from an un-named eyewitness account of the Ash Wednesday 
fires, seen on home-video footage of unknown source. 

102. Lily Hibberd 
Fire Swept 
(northerly wind) 
Burning Memory, 2000 
Oil on canvas 
51 x 51cm 
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And just as suddenly it’s all black. They can breathe again. The 

fireball just went right over the top and left them. They get up and 

can’t believe they’re still alive as the fire goes roaring away down 

the gully in front of them.138 

   

  BUCHLOH 

 Mate, I’ve never seen it that bad. 

 

  MARCELLE 

I thought you would have seen the Great 

Fire, being a subject in the experiments of 

Dr Deleuze.  

 

  BUCHLOH 

 -I don’t know what you mean. 

 

  MARCELLE 

Don’t act dumb. I know more than you think. 

Anyway, now you have two choices; you can 

take me to Richter’s studio, or I can force 

you to. 

  

Marcelle starts walking back to the road. 

 

 

CUT TO: 

 

 

 

INT. RICHTER’S STUDIO - NIGHT  44 

 

                               
138 ibid. 
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Buchloh and Marcelle discuss Richter’s work, as they walk past the 

pictures lined around the studio walls, and stacked in rows. 
 

  
 

The October 18, 1977 Cycle139 is as ambiguous as Richter’s comments. 

Both the image and the painter’s political aspect are concealed in 

such a way that we interpret the paintings indirectly, 

subjectively,140 and in time. The fifteen works in the cycle have a 

temporality that confronts us twice over, didactically. The two 

trajectories of this double-crossing are: the history of the images, 

and the manner in which they have returned. 
 

 

  BUCHLOH 

                               
139 See contexts 
140 See “October 18, 1977” in the glossary 

103. Images of Richter’s 
studio. Gerhard Richter 
Atlas 
Panel 501 

104. Gerhard Richter’s 
studio 
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As for the manner in which the images 

returned, it was in 1987, more than ten years 

after the events, when Gerhard Richter 

started to paint the series. 
 

                  
 

Seated in front of the easel, the housefires I’m painting are 

burning holes in my eyes. I keep going, and they are actually quite 

beautiful, the intense colours on white canvas. After several hours- 

suddenly the illusion takes effect. One night, as I painted, I saw 

in my mind images from the past. Looking so intently into the fire- 

was an incredibly powerful experience- it seemed to dredge up things 

from my unconscious. The flashbacks were clear and frequent from 

then on- until the work was finished. A year later, I have forgotten 

what I saw, I only know that the fires were activating a deeper 

memory, and I’m not sure what I saw was that pleasant.141 

 

  BUCHLOH 

At the time of making the work Richter wrote, 

‘the death of the terrorists and all the 

connected events before and afterwards 

amounted to a monstrosity which made an 

impact on me and which has preoccupied me 

ever since, even when I repress it, like a 

piece of unfinished business.’142 

 

                               
141 A personal account of making the paintings for Burning Memory. 
142 Gerhard Richter, ‘Letter to Stephan Germer’ in Gerhard Richter. London, 
Tate Gallery, 1991. p.38.  

105. Lily Hibberd 
Beckoning 
(disbelief) 
Burning Memory, 2001 
Oil on canvas 
51 x 51cm 
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Marcelle is standing in front of a black and white portrait of a 

woman.143 Buchloh recounts to her a memory of something Richter wrote 

to him about the paintings.   

 

 

 

  MARCELLE 

I think his intrigue was not to uncover the 

truth of this apparent crime, but to deal 

with its repression in the past. It is 

precisely because the whole debacle was 

repressed like a bad memory that the Baader-

Meinhof paintings have such a specific and 

powerful index to Germany’s past.  

 

Buchloh removes a sheet from over a row of stacked paintings, 

uncovering a series of fourteen pictures of a housefire.  

 

  MARCELLE 

Moreover, Richter’s images were some of the 

first pictures to be seen by the public as 

many of ‘the snapshots from which the artist 

painted are confidential documents from 

secret police archives.’144  

 

 

                               
143 Portrait of Ulrike Meinhof, Youth Portrait, 1988, by Gerhard Richter. 

107. Youth Portrait 
(Ulrike Meinhof) 1988 
October 18, 1977 
Oil on canvas 
72.4 x 62cm 
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It is curious that the paintings in the Burning Memory series evoke 

the most interesting responses from people who are not artists. Why 

the pictures work more mnemonically for the visually uninitiated, is 

probably because the generic subject matter works more like a movie 

for them, in which there is a conjuring up their of own subjective 

associations with fire, rather than being conceptualised 

(objectified) in terms of art.145 

  

  BUCHLOH 

How have you found out all of this stuff 

about the paintings? Do you suspect that 

Richter is trying to deal with issues greater 

than the loss memory? 

 

Marcelle’s eyes glue on Buchloh’s. She feels suddenly as if she is 

very close to this man who has already attained some kind atavism. 

Whilst, replying to him, she allows her hand to let go of one of the 

fire paintings and it falls to the ground. 

 

Richter digs up an historical event that refers not only to a 

momentary incident, but also to Germany’s collective memory; which 

in this instance amounts to a complex. 

 

 

                                                                                        
144 Luc Lang, ‘The Photographer’s Hand,’ in Gerhard Richter, Paris: Editions 
dis voir, 1995. p.39.  
145 This statement is based on the exposure I have given the paintings to a 
variety of audiences. 

107. Gerhard Richter in his 
studio with the Baader-
Meinhof photographs 
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They both hold the fallen picture to see if it has been damaged. As 

they stand looking at the painted housefire, suddenly there is the 

Atavis connection between them. Their frequencies connect, and they 

see each other’s memories. 

 

  MARCELLE 

In painting the photos, Richter intended 

that, the story should not be forgotten, but 

be given its appropriate meaning, and also 

that the images might provoke ‘something more 

like grief,’146 even international mourning.147 
 

 
 

  MARCELLE (V.O.) 

In addition to the power of Richter’s subject 

matter in history, the ‘October 18, 1977’ 

cycle’s physical construction is manifestly 

                               
146 Gerhard Richter ‘Conversation with Jan Thorn-Prikker,’ Gerhard Richter: 
The Daily Practice of Painting, op.cit., p.189.  
147 There is an even greater tendency with recent trends of globalisation for 
a community’s traumatic suffering to be felt and grieved internationally. 
Since World War II the proliferation of media has allowed crimes of humanity 
to be broadcast globally and immediately to every person’s home. Hence, we 
have seen a greater sense of shock, outrage, and public mourning develop as a 
common response to such events as Lady Diana’s accidental death, the recent 
terrorist attacks on New York’s World Trade Towers, etc.  

108. Richter 
with the 
Baader-Meinhof 
photos 



 103 

cinematic; in which the paintings take the 

form of a filmic (or narrative) sequence.148  

 

       

 

 

 

 

Buchloh comes out of it first. He shakes Marcelle’s shoulders. 

 

  BUCHLOH 

 You were in the Great Fires! 

 

Marcelle starts to scream. 

  

  MARCELLE 

No- no! I have never seen a housefire until 

today- these images are from the past- my 

memories have been stolen! Who took them? 

 

Marcelle rolls around on the floor, trying to tear herself away from 

the images she is seeing of her past. 

 

Buchloh is frightened, and is holding Marcelle down as she goes into 

a fit of rage, throwing anything she can get hold of around the 

studio. 

 

  MARCELLE 

They deceived me- I have, like everyone 

else, had my memories erased- when I trusted 

them, Freud as a father, and Benjamin my 

                               
148 See “sequence” in glossary 

109. Gerhard Richter 
Dead, 1988 
October 18, 1977 
Oil on canvas 
62 x 73cm 

110. Gerhard Richter 
Dead, 1988 
October 18, 1977 
Oil on canvas 
62 x 62cm 

111. Gerhard Richter 
Dead, 1988 
October 18, 1977 
Oil on canvas 
35 x 40cm 
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partner! Fuck them all- I see them die- all 

of them destroyed...  

 

  

  
 

Marcelle collapses on the floor unconscious. Buchloh starts to carry 

her out. 

  MARCELLE (V.O.) 

In ‘Confrontation 1, 2 & 3’ all of the panels 

maintain the same format. In each painting, 

the image transforms slightly as Grudrun 

Ensslin turns to her side. The illusion is 

one of an unreeling149 across a surface 

through the technique of blurring.150  

 

This expansion of time in the sequence is concurrently, the frozen 

moment; and the fleeting caught in the passing. The figure of a 

young woman, already dead, walks, living before us. Like a 

premonition or a flashback to the past, we have returned to the 

historical moment with Ensslin. 

                               
149 See “unreeling” in the glossary 
150 See “blurring” in glossary 

112. Confrontation 1 
October 18, 1977 
Oil on canvas 
112 x 102cm 
1988 
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CUT TO: 

 

EXT. CITY STREETS – NIGHT  45 

 

Buchloh drags the half-conscious Marcelle who has directed him back 

to Irving Street. An electrical storm is sending lightening into the 

sea, as Buchloh gets Marcelle’s keys out to open her door. 

 

EXT. MARCELLE’S ROOM - NIGHT 46 

 

Buchloh puts Marcelle fully dressed into bed. He goes to leave her, 

but she takes his arm, and he sits down. 

 

CUT TO: Marcelle and Buchloh asleep together in bed. 

 

  MARCELLE (V.O.) 

The Baader-Meinhof series played on 

accumulated and preconceived notions of the 

image, tapping into a nervous system of 

cultural givens. So that essentially, these 

works ‘take effect as specific acts of memory 

[or remembrance] against the prevailing 

repression.’151  

 

Richter’s lineage through painting restores a route to the 

recollection of this historically traumatic event, which is consumed 

                               
151 Benjamin Buchloh, Gerhard Richter: October 18, 1977, (exhibition 
catalogue). Frankfurt/Main, Portikus, 1989. p.58. 
 

113. Gerhard Richter 
with Youth Portrait 
(Ulrike Meinhof) 
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cinematically- that is because it is virtually reconstructed in our 

minds, and accepted as part of our own memory. 

 

DISSOLVE TO: 

 

EXT. IRVING STREET – NIGHT  47 

 

Benjamin is outside smoking and watching as the dawn breaks. He is 

jealous and angry. Benjamin contacts the CCS on his video 

communicator. 

 

 

 

  BENJAMIN 

Marcelle is harbouring one of them in her 

apartment- she’s too involved. 

 

 RUELE 

Just do what you have to do ... 

 

DISSOLVE TO: 

 

EXT. IRVING STREET - DAY  48 

 

Benjamin silently breaks in to Marcelle’s room. 

 

  
 115. Elevation of Marcelle’s apartment 

114. Benjamin 
outside Marcelle’s 
apartment 
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CAMERA STAYS OUTSIDE- but we hear everything happening inside 

Marcelle’s room. Benjamin is announcing his mission in a doomsday 

preacher tone.  

  

  BENJAMIN (O.S.) 

‘Then came film and burst this prison-world 

asunder by the dynamite of the tenth of a 

second, so that now, in the midst of its far-

flung ruins and debris, we calmly and 

adventurously go travelling. With the close-

up, space expands; with slow motion, movement 

is extended.’152 
 

CUT TO: 

 

EXT. MARCELLE’S ROOM – DAY  49 

 

The sun has just risen and Marcelle is ready for Benjamin. As he 

climbs through the window, she leaps up and puts a gun at his 

temple. Marcelle then forces him outside again through the door. 

   

  BENJAMIN 

‘The adjustment of reality to the masses and 

of the masses to reality is a process of 

unlimited scope, as much for thinking as for 

perception.’153 

 

CUT TO: 

 

EXT. MUDDY RIVER – DAY  50 

 

                               
152 Benjamin, The Work of Art in the Age of Mechanical Reproduction, op.cit., 
p.229. 
153 ibid., p.217. 
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 116. the muddy river 
 

Marcelle has taken Benjamin to the edge of a muddy river.154  

And is letting him make one more speech, which Benjamin is making 

the most of, standing with his chest puffed out, prepared to die 

heroically. 

 

 

  BENJAMIN 

‘During long periods of history, the mode of 

human sense perception changes with 

humanity’s entire mode of existence.’155 

 

He starts to say more, but Marcelle is strangling him, he stops 

talking, and once he ceases breathing, she pushes him off into the 

thick, marshy mud below, which swallows him up. 

 

Buchloh, who had followed them, crosses over the bridge. 

 

 117. Buchloh crosses the bridge 
 

                               
154 Melbourne’s “Yarra River,” see glossary appendix 
155 Benjamin, op.cit. p.216. 
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  BUCHLOH 

No I don’t think you tell me what just 

happened here- listen Marcelle- I’m just 

fucking scared, but I do know that I can 

trust you. 

 

  MARCELLE 

I’ll explain all of this later, however, 

right now I think we should get to the 

laboratory and hide out for a while.  

 

CUT TO: 

 

EXT. CITY STREETS - DAY  51 

 

Buchloh and Marcelle are running like rabbits to Deleuze’s 

laboratory. 

 

DISSOLVE TO: 

 

EXT. DELEUZE’S LAB - DAY  52 

 

Richter arrives at same time as Marcelle and Buchloh. He quickly 

forces them both inside, and seems to already be fully aware of the 

rupture caused by Buchloh and Marcelle’s connection.  
 

 

118. Richter 
outside the 
laboratory 
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INT. DELEUZE’S LABORATORY - DAY 53 

 

M.O.S. (without sound) 

Deleuze is asleep on data read outs. Richter shakes him awake. 

Buchloh starts rushing around in readiness for the memory chamber. 

 

We see Deleuze finding out what has happened, he stands up, and 

steadying himself on Richter’s arm, his face shows true shock. 

 

  DELEUZE 

Yes, Buchloh must now go to the chamber and 

reveal Atavis. 

 

Buchloh stops running around. 

 

  RICHTER  

It’s too dangerous. Armed forces will have a 

fair idea about what we are doing by now, and 

we can’t hold them off here. We have to go to 

the studio.   

 

CUT TO: 

 

INT. RICHTER’S CAR - DAY  54 

 

  MARCELLE  

Why are you sacrificing so much? You could 

have a normal life- you can’t change the way 

of the world. 

 

  RICHTER 

My life was never normal Marcelle - and it’s 

more like revenge anyway. 

 

The car suddenly serves down a small laneway. 

 

  RICHTER 
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 There’s an agent on us! 

 

CUT TO: 

 

EXT. DESERTED CITY STREETS – DAY 55 

 

Car chased by armed local agents. They lose a few cars and one is 

crashed into a wall.  

 

A few get their tyres shot  out, by Richter’s little spikes he 

throws out the window. 

 

CUT TO: 

 

EXT. HELICOPTER - DAY  56 

 

Aerial shot of the chase from the helicopter.  

 

 

CUT TO: 

 

 

INT. RICHTER’S CAR - DAY   57 

 

Marcelle realises from the chase that Richter is on a mission to 

destroy the CCS. 

 

  MARCELLE 

 Why don’t you kill me now, Richter? 

 

  RICHTER 

Well, because I have a more important task 

for you, Marcelle. 

 

 MARCELLE 

Oh, I understand. In fact, it’s obvious that 

I am the one who should be sacrificed now- 

you know that CCS will come for me next. 
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Only, why couldn’t you have done it yourself- 

I mean release Atavis through your paintings? 

  

 

  RICHTER 

No, no I can’t do it. The paintings only 

work on me, and Deleuze cannot chart my 

frequencies so the chamber is too dangerous 

for such an experiment.  

 

The car swerves around a corner. 

 

 MARCELLE 

And why do you keep on fighting CCS- hasn’t 

there been enough killings? Who do you have 

sympathy for? 

 

  RICHTER 

‘With the death that the terrorists had to 

suffer. They probably killed themselves, 

which for me makes it more horrible. Sympathy 

also with the failure, with the fact that an 

illusion of being able to change the world 

had failed.’156 

 

The car pulls up. The streets are deserted.  

 

CUT TO: 

 

INT. RICHTER’S STUDIO - DAY 58 

 

Deleuze is setting up the equipment, whilst Richter locks all the 

doors and entrances to the site. Buchloh is meant to be watching 

Marcelle, but doesn’t see that she’s a gun from her skirt. Marcelle 

pushes Buchloh out of the way and points the gun at Richter. 
 

                               
156 Thorn-Prikker, October 18, 1977 Cycle, op.cit., p.135. 



 113 

           

 

  MARCELLE 

What an amazing man, (sarcastically) a 

genius- you are Richter! You’re going to use 

Marcelle as a weapon against her own forces.  

 

Deleuze and Buchloh back up into a corner, but Richter stands his 

ground. 

 

  RICHTER 

Yes- yes we are. And it’s to release Atavis 

to the world, to regain a generation of lost 

memories. 

 

Marcelle screws up her face and turns the gun onto one of Richter’s 

paintings, firing a shot, which destroys the face of one of the 

portraits. 

 

  MARCELLE 

Fuck all of you!! If you think that I’m 

going to save the world for your pathetic 

119. Marcelle with the 
gun 
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cause- you’re goddamn wrong. I am going 

release Atavis- not to save this stupid 

world- but to destroy CCS. Connect me up you 

idiots. They’ll be here for me soon, and it’s 

better for me to know when I’m dying. 

 

By eradicating the possibility of a fixed reading of the work, 

Richter forces us to retrieve answers for ourselves. The blur 

achieves a specific state of distraction. This is due to a duality 

of process that runs in a circuit through the physical nature of the 

blur, and its significance in the history of painting, photography, 

and film. 
 

                  
   

  MARCELLE (V.O.) 

When Richter suggests that in the ‘blurry 

painting you can perceive any number of trees 

you wish,’157 He is directing us towards a 

conception of the image as an open invitation 

to reverie, a wandering through time.  

 

CUT TO: 

 

INT. RICHTER’S STUDIO - DAY 60 

 

                               
157 Gerhard Richter, ‘An Interview with Irmeline Lebeer’, in L’art vivant, 
February 1973. p.15.  

120. Gerhard Richter 
Atlas, panel 427 
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They have had to wait 10 minutes for the right frequency to open. 

Everyone is on edge. Marcelle has recovered from her speech, is 

strapped into the bed, and is twisting anxiously. 

 

The moment Gerhard Richter discovered the blur it seems that he had 

found a subterfuge, or device to resolve the problem of the crisis 

of the painted image in perception. This technique sets up a paradox 

that diffuses the unresolved debate of illusion158 versus reality. 

  MARCELLE 

I want my vengeance on CCS. I have been 

betrayed. 

 

Deleuze and Richter connect Marcelle to the channels. Her body 

shakes with the shock. 

  

  DELEUZE 

‘From the outset filmic time was given as a 

time to which one submits and simultaneously 

as an acknowledged, identified time: unable 

to escape the time of projection, we 

nevertheless accept this time, recognise it 

as our own, and experience it as such. So 

what we are about to show the world, is a 

reality they have not missed, and may not 

recognise.’159  

 

Marcelle opens her mind to all frequencies, and we see the images in 

her mind on a screen start to break up, flickering. She is slipping 

into a state of delusion, and we see her own memories start to 

dominate. 

 

  MARCELLE 

They will see. I am prepared to show them 

how many lies we have been told. Put the 

                               
158 See “illusion” in the glossary 
 
159 Jacques Aumont, ‘The Variable Eye, or the Mobilization of the Gaze,’ The 
Image in Dispute, op.cit., p.245. 
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transmitters on Deleuze, I’m ready, and there 

is no time for doubts. 

 

    
 

Through the dialectical construction of the blurred image, Richter 

forces a detour in the reception of his work, whereby we recognise 

the subject, struggle with the veracity of the image, and hence 

waver in our belief. In this way, we see painting through the 

crystal - now as it was, and then as we see it now. 

 

 

CUT TO: 

 

 

INT. CINEMAS ALL OVER THE WORLD – DAY & NIGHT 61 

 

The world stops as Atavis is broadcast in every cinema. It is 

beautiful there are no CCS frequencies – leading to some people 

having their own memories come back straight away. 

 

121. Gerhard Richter 
Man Shot Down 1 1988 
October 18, 1977 
Oil on canvas 
100.5 x 140.5cm 
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        122. Cinema spectators 
    observing Atavis being broadcast 

 

The surface effect melts down the relation of the virtual (past 

image) to the real (actual-image) so that we are trapped in a 

vertiginous wavering of the image that is precisely the dimension of 

the Deleuzean crystal-image.  

 

  MARCELLE (V.O.) 

The representational image and illusion 

coalesce, as Richter allows the resolution of 

the picture to exist dialectically, wavering 

between form and dissolution as if the work 

itself was in the process of crystallising. 

 

CUT TO: 

 

INT. CCS HEADQUARTERS – NIGHT 62 

 

All CCS channels have frozen. Freud stands in front of a computer 

and knows that he must kill Marcelle. 

 

  FREUD 

Richter reinstates the practice of painting 

in the field of visual culture by tapping 

into a stream of consciousness160 that was 

once inherent to painting, the ability of the 

painted image to incite greater perceptual 

experience. So now he brings atavis to the 

people- but he will never have Marcelle. 

                               
160 Refer to “stream of consciousness” in glossary 
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He slowly opens a sealed case, and takes out a small strip of metal. 

The data of her own memories were erased when she was adopted and 

are stored in a metal strip. 

 

He inserts it into the computer and the file opens up, pictures 

downloading to the channel, but sending with them an overload that 

will destroy her. 

 

  FREUD 

‘The magical loss of self in a gaze... much 

more than mere surface appearance would 

indicate, are the driving force of a visual 

modernity where cinema and painting 

converge.’161 

 

Freud shakily presses send. 

 

CUT TO: 

INT. RICHTER’S STUDIO - NIGHT 63 

 

  RICHTER 

‘I never found anything missing in a blurry 

painting. On the contrary, one sees much more 

in it than in a sharp image. A landscape 

painted with exactitude requires you to see a 

number of trees sharply differentiated, while 

in a blurry painting you can perceive any 

number of trees you wish.’162  

 

Marcelle suddenly convulses. The Atavis frequency stream breaks up. 

 

Deleuze and Richter don’t know what is happening. Marcelle opens her 

eyes and looks at Richter. Her memories are being projected on the 

wall. Her body twists and she screams. 

   

                               
161 Aumont, op.cit., p.244. 
162 Richter, ‘An Interview with Irmeline Lebeer,’ op.cit., p.15. 
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  RICHTER 

-It’s killing her. CCS is returning all of 

her memories to her mnemonic cortex in one 

killer dose. 

 

The apparition of the painted image in contemporary imagination is 

one that simulates both remembrance and dreams; it no longer rests 

nor exists in isolation. What transports the viewer is far greater 

than their subjectivity, or a kind of suspension of disbelief. 

Rather there has been a complete turn-around in the order of 

perception. 

 

 

 

Richter freezes as he sees the memory of his house burning through 

Marcelle’s eyes. He hears his own voice crying out for his daughter. 

Richter falls down beside her, and frantically starts tearing off 

the wires connected to her body. 

 

As Marcelle starts to turn deadly white, she looks to Richter 

    

  MARCELLE 

 -Is that you, Dad? 

 

Richter takes her in his arms. 

 

123. Lily Hibberd 
Housefire (burning) 
2000 
Burning Memory 
Oil on canvas 
31 x 31cm 
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The impact of cinema has had consequences for the image in all forms 

of representation, and the nature of painting’s relation to cinema 

is complex and multifaceted. However, it is clear the experience of 

film has changed spectatorship and that the way we perceive images 

has been altered, as Deleuze has explained through his 

conceptualisation of the time-image. 

 

CLOSE-UP: 

The photo inside Marcelle’s clothes falls to the floor and Richter 

picks it up.  

 

ZOOM:  

It is the photo from the Atlas of Richter in the tree, and is also 

of Marcelle as a child. 

 

Richter weeps as the camera circles out overhead. 

 

  MARCELLE (V.O.) 

In the end, it was Richter‘s practice that 

truly embodied our transformation. His work 

is the ultimate realisation of our becoming 

into a temporalised relation to history and 

memory, and thus, it is evident with Gerhard 

Richter that the attendant visual culture of 

the time-image is manifest in painting. 

 

FADE OUT TO BLACK- 

 

FADE IN END TITLES 
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CHARACTER PROFILES 

 
Three main characters: 
Marcelle, the narrator 
Gilles Deleuze 
Gerhard Richter 
 
Marcelle 
A “Nikita” kind of CCS professional. Highly trained to operate for the 
CCS. Does not know that she has been chosen for her talents, which lie 
in the fact she can perceive the mnemonic status of a person. Even 
before her modifications, had her own individual mnemonic cortex, 
which was developed in a lab situation. She is trial technology, not 
all areas of her ability have been tested. The primary role of 
Marcelle is to retrieve data from unsuspecting deviants. Starts out as 
a cold, hard professional, and ends up as a woman betrayed, 
impassioned and finally liberated by the truth. 
 
Gerhard Richter 
An agent of CCS who discovered a key truth about the organisation and 
consequently betrayed them. A painter, in a world where painting has 
not existed for at least one hundred years and there are few who even 
know what it is. Elusive, impenetrable, ritualistic, extremely 
perceptive, and mostly suspicious of others. Arrogant, but never 
shaken, he has no fear of truth. Richter is the man who discovers the 
mnemonic core of the past and restores the capacity to personally 
engage in remembering a traumatic or suppressed event. He hardly 
speaks about his thoughts at all. Has flashbacks to a housefire that 
he is convinced is a different kind of memory. He was under strict 
surveillance for CCS he is one of the only cases of ‘Atavis’ ever seen 
by CCS, and is the main source of the ruptures that they are 
detecting. 
 
Richter’s paintings are mostly the work of the real-life man, but are 
sometimes the paintings from Burning Memory by the author of this 
story. 
 
Gilles Deleuze 
A University Lecturer in Philosophy and Film Theory, who was convinced 
by Richter to join him in the quest for ‘Atavis.’ Deleuze is weak in 
his theoretical ventures, but without realising it he is breaking 
ranks with convention. Daggy and clumsy, blurting out things 
unintentionally. Likeable, approachable, unsuspecting, thoughtful, but 
a little slow to come to conclusions. The truth is a rude awakening 
for this researcher, whose world is very much about abstraction and 
theories without consequence, so the work of the ‘Atavis’ theory 
thrives on the clear thinking of Richter. All research is guided by 
the overseers of the University, who receive approval from above 
(CCS). Staff are discouraged from following their own paths of 
research, if the ideas they are engaging in are not approved of. He 
has a following at the University of younger “different thinkers,” 
however he has learnt to develop his research in secret, and the new 
information he reveals to his students is unintentional. He is being 
watched closely by CCS. 
 
Deleuze’s theories are the same as the eminent real-life philosopher 
(see biography appendix); focusing on cinema’s transformation of human 
perception. In the screenplay Deleuze is working to establish whether 
there is difference between the memories we all have and the kind that 
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Richter experiences in his flashbacks. The most important evidence 
they have is the victims of the Great Fire and particularly the case 
of Buchloh. Deleuze has spent twelve months building a chamber which 
isolates the subject from external frequency influences. 
 
Freud  
(Sigmund Freud) 
The father figure of CCS, and particularly to Marcelle, whom he 
adopted as a young girl. He is the chairman of CCS, and is the only 
person to legitimately possess his own memories. He also comes across 
as a thespian type, camp and emotional, controlling and yet 
sentimental.  
 
Benjamin  
(Walter Benjamin) 
Marcelle’s partner at CCS and her lover. In the end he is also her 
replacement agent, and is sent to destroy her in Region3. 
 
Buchloh  
(Benjamin Buchloh) the key subject in the research of Deleuze and 
Richter, and Marcelle’s connection to awakening memory link to 
‘Atavis.’ 
 
Anselm  
(Anselm Kiefer) 
CCS (comic) assistant to Freud. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
FACTUAL BIOGRAPHY 
 
Walter Benjamin 
(1892-1940) German cultural critic, born in Berlin in July 1892 into a 
prosperous Jewish family. Made his living as a literary journalist, 
until driven from Germany in 1933 by the political triumph of the 
Nazis. He then went to Paris, where he immersed himself in Surrealism 
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and the study of Baudelaire. The best-known titles in his literary 
legacy are, The Concept of Art Criticism in German Romanticism, One-
Way Street, and The Work of Art in the Age of Mechanical Reproduction, 
and the unfinished Passagen-Werk. 
  
Henri Bergson 
(1859-1941) French philosopher, his philosophical work primarily dealt 
with human perceptions of time, imagination, and memory. ‘Bergson 
showed that the scientific study of movement, by concentrating 
principally on spatial referents, led to the putting all phenomena of 
motion in geometrical terms without ever coming into direct contact 
with the power of becoming which is expressed in movement.’163  Bergson 
published a large range of works, the most influential of which were 
Creative Evolution, Duration and Simultaneity, Matter and Memory. Much 
of his thinking was influenced by the writings of Saint Augustine 
(refer below to the entry on Augustine). Bergson’s philosophy has 
significantly affected subsequent thinkers. Novelists such as Marcel 
Proust, William Faulkner; to psychologists like Jean Piaget, were to 
profit significantly from his explorations of duration, 
conceptualisation, and memory.164 
 
Benjamin H.D. Buchloh 
Born in West Germany, Buchloh migrated to America, and established a 
career in the mid-sixties as a political writer and art critic. Holds 
the position of Professor of Art History at Columbia University (USA). 
Buchloh’s recent work has initiated a different approach to the 
artistic practices of the post-war period by situating them more 
explicitly in the context of the trauma of the destruction of 
bourgeois culture in World War II and the Holocaust experience. A 
recent book project, a study of the German painter Gerhard Richter, 
explores these questions of broader historical framework in greater 
detail. Buchloh’s primary methodological and theoretical interests are 
in Frankfurt School critical theory and aesthetics. He is the author 
of three significant essays on Richter’s series October 18, 1977: 
Gerhard Richter: October 18, 1977, (exhibition catalogue); Gerhard 
Richter’s “Atlas”: The Anomic Archive; and Divided Memory and Post-
Traditional Identity: Gerhard Richter’s Work of Morning. Buchloh is 
also a close friend of Gerhard Richter. 
 
Gilles Deleuze 
(1925-1995) Professor of Philosophy at the University of Paris. 
Deleuze’s philosophical writing has progressed from works in the 
history of philosophy (on Hume, Kant, Bergson and Spinoza), to works 
in critical philosophy and ‘unconventional’ literary criticism 
(Différence et répétition and Logique du sens). His major works, such 
as Différence et répétition (1969), Nietzsche and Philosophy  (1966), 
and Bergsonisme (1966), illustrate his radical view of philosophy. In 
the nearly twenty years since publication, Deleuze’s philosophical 
books about cinema have proven as influential as they are enticing, 
that takes place in the philosopher’s immense and diverse oeuvre. 
Deleuze wrote two volumes on the cinema, the first, The Movement-Image 
was published in France in 1983, and the second, The Time-Image 
(1985). Each volume can be read on its own as dealing with a separate 
aspect of the cinema, classical and modern, pre-and post-war, movement 
and time. Together they constitute what is considered one of the 
finest contemporary reflections on modern cinema. 
 

                               
163 Gaston Bachelard. Air and Dreams: An Essay on the Imagination of 
Movement. Dallas, The Dallas Institute, 1988, p.255. 
164 Robert Audi, The Cambridge Dictionary of Philosophy. Cambridge, Cambridge 
University Press, 1995. p.72. Paraphrased from entry on Henri Bergson. 
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Sigmund Freud 
(1856-1939) Austrian psychiatrist, author, and founder of 
psychoanalysis. ‘Freud’s central contribution to psychology was his 
discovery of the role of that unconscious mental processes play on the 
mental life of human beings. Freudian psychoanalysis explains the 
place of the unconscious in mental life through a developmental 
account of the human being. The development of language skills that 
emerge in conjunction with the infant’s growing mastery over bodily 
processes allows the human being to subordinate his desires to beliefs 
about the world and thus to defer the apparent gratification of 
desires in imagination in favour of finding some measure of actual 
satisfaction in reality. This deferment of instinctual gratification 
involves repression and the formation of the unconscious.’165 
  
Caspar David Friedrich 
(1774-1840) The most purely Romantic of German landscape painters, and 
in his vision of the great forests, one of the purest of European 
Romantics. He was particularly interested in the expression of effects 
of light and of the seasons, but his feeling for the haunted silence 
of the woods has no parallel. 
 
Sir Alfred Hitchcock  
(1899-1980)  
British film director, in Hollywood more or less since 1940. His name, 
his profile, and his lugubrious voice are a trademark around the world 
for suspense thrillers with a touch of imprudence, using techniques 
which are purely cinematic; though of course he frequently fell below 
his own high standards. He has any number of notable epigrams, such 
as, “ There is no terror in a bang, only in the anticipation of it.”166 
  
Friedrich Wilhelm Nietzsche 
(1844-1900) German philosopher and cultural critic. Most influential 
in his conceptualisation of the “death of god” and the advent of 
“nihilism,” at a ‘time in history when traditional religious and 
metaphysical ways of thinking were on the wane, leaving a void that 
modern science could not fill, and endangering the health of 
civilisation.’167 Nietzsche’s main concern was to create a kind of 
philosophy that would overcome this nihilism, and reinterpret life.  
 
Marcel Proust 
(1871-1922) French novelist. ‘It was this man of the nineteenth 
century who inaugurated the modern aesthetic, and established a 
completely new form of temporality.’168 The well-known term 
‘Proustian,’ is a reference to Proust’s method, in Á la recherché du 
temps perdu (1913-1927), of reliving the past in the present by means 
of memory, and thus purporting to triumph over time. His work is in 
the form of a memoir- autobiographical, but not a chronology of his 
life. ‘The philosophy of Proust’s time allows the emergence of a 
notion of involuntary intelligence that imaginatively articulates the 
sensibility wherein the depths of memory are to be found.’169 His 
personage of the narrator allows Proust to wander in and out of 

                               
165 Richard Allen. Projecting Illusion: Film Spectatorship and the Impression 
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166 Paraphrased from p. 197. Walker, John. Halliwell’s Who’s Who in the 
Movies. London, Harper Collins, 1999. 
167 Robert Audi. The Cambridge Dictionary of Philosophy. Cambridge, Cambridge 
University Press, 1995, p.532. 
168 Julia Kristeva. Proust and the Sense of Time. London, Faber and Faber, 
1993, p.3. 
169 ibid., p.90. 
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fantasy and personal recollections at will.170 
 
Gerhard Richter 
Born in 1932, ‘Richter grew up with German National Socialism. His 
hometown, Dresden lay in rubble when he was 13.When he was admitted to 
the Art Academy in Dresden at age 20. Shortly before East German State 
locked in its citizens, Richter moved to West Germany.’171 He is now 
one of the foremost painters of his generation. A great deal has been 
written about the bewildering heterogeneity of his work over the past 
thirty years, his seemingly wilful and defiant movement between 
abstract and figurative modes of representation and his use of a 
variety of methods of applying paint to canvas. Central to his work is 
a strong set of values, which throughout his career he has expressed 
in extensive notes and writings, and in provocative and memorable 
public declaration in which he shows himself the master of the 
paradoxical statement. 
 
Saint Augustine 
(354-430) Born in Numidia, Algeria. Saint Augustine was a Catholic 
Bishop of Hippo (Algeria). Prior to his conversion to Christianity (in 
387) he went to Rome in 383, and received an appointment in Milan 
where he came under the influence of Neo-Platonism. His enormous 
influence on the doctrines of Western Christianity owes much to his 
skill and perseverance as a philosopher. His major philosophical work, 
Confessions,172 claims that time is independent of motion, that 
subjective time provides an absolute standard for measuring motion 
that time consists in a distension of the soul. His written output was 
vast, 113 books and treatises, over 200 letters and more than 500 
sermons. Among the Christian controversies, which he entered into with 
great zest and skill, were some that involved the major philosophical 
themes of time and free will.  
 
 
 
 
 
 
HISTORICAL CONTEXTS 
 
Ash Wednesday, 16th of February 1983 
One of the worst disasters in Victoria’s history, it was a night of 
fear for thousands across the south-eastern corner of the continent 
and a day that brought destruction and death to communities all 
through Victoria and South Australia. Fire destroyed homes and bush 
and killed dozens of people. The bush, tinder dry after the toughest 
drought in memory, was waiting to burn. It was a day the fire fighters 
dreaded, with hot northerly winds, and it was oppressively hot, the 
air already full of smoke and ash.173 
 
‘Home after home burnt to the ground. Abandoned by the owners and the 
fire fighters, the fire raged out of control, and the destruction 
unbelievable. When the wind died down a little, it would leave the 
whole countryside lit up with burning homes.’174 

                               
170 For more on Proust’s narrator see contexts appendix. 
171 Ulf Erdmann Zeigler. ‘The Sons Die Before their Fathers,’ German Art from 
Beckman to Richter. Cologne, Yale University Press, 1997, p.374. 
172 Saint Augustine. The Confessions Book II. R.S. Pine-Coffin (trans.). New 
York, Penguin Books, 1961. 
173 Paraphrased from William J. Carter, Trust the Dreams. Melbourne, Spectrum Press, 
1988, p.174. 
174 Live account of the Ash Wednesday fires by an un-named news reporter. 
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Atlas 
Atlas is Gerhard Richter’s archive of collected photographs. ‘In 1964 
Richter began amassing onto panels photographs he had collected over 
the two previous years, sometimes as potential sources for his 
paintings and sometimes on their own account. Eight years later these 
and subsequent related panels were exhibited in Utrecht, Holland. 
Since then Richter has continued to supplement his picture album. 
Recently updated, it now is comprised of almost six hundred panels and 
some five thousand photographs.’175 
 
Atlas is not quite as homogenous as its first panels would seem to 
predict. While they contain mostly amateur snapshots together with 
reproductions from newspapers and popular magazines, these categories 
were rapidly expanded to include portraits, pornographic imagery, and 
pictures of famous historical figures and events- Hitler and 
concentration camp survivors among them. In addition, the artist’s own 
photographs, working sketches, and seemingly casual views and vistas 
soon infiltrated the increasingly heterogenous array. 
 
That Atlas would serve other functions than simply those of a 
repository for storing memorable images became evident when sketches 
for installations, plans for public commissions, technical drawings 
for domestic furnishings, and collages of hypothetical settings on a 
truly monumental scale were added. More recently, large sequences of 
almost serially produced landscapes, travel vistas, and still lifes 
have been incorporated, suggesting that once the piece grew, the 
artist began to orchestrate it in terms of an overall composition, 
establishing larger rhythmic conjunctions, and references among the 
parts, and instituting a stricter, grid layout.176 
 
 
 
C.C.S. 
Central Cinema System, the organisation that has control of all the 
cinemas across the world. They came to hold this power out of 
necessity- the dominance of media in the 20th century had seen humans 
evolve out of using their own memories, to become completely reliant 
on provisional, make-believe stories. Over many, many years, a part of 
the brain had evolved to prefer the memories supplied by the media, to 
those from real experience. As human perception stands, it is 
impossible for anyone to see the difference between real memories and 
fantasy. People have known mental frequencies that their memories 
function on, and as far as we know it, the public role of CCS is to 
keep these frequencies stable. Through its frequency channels, CCS 
provides collective memories to every person on the planet.  
 
To retain global order and stability, the CCS centralise the 
frequencies, and cinemas. They also repress the truth of this human 
condition, to protect all from the few who would seek to restore the 
past, (which would create chaos, as no-one knew how to remember for 
themselves). This control is for the good of all, as it would be 
disaster for a world of individual difference to truly exist now, 
moreover common history is creating balance throughout the world. 
 

                               
175 Lynne Cooke, Atlas of Gerhard Richter, 2001. Dia Center for the Arts, 
<http//www.diacenter.org/exhibs/richter/essay.html> (3/09/01). 
176 These two paragraphs are paraphrased from Lynne Cooke’s Atlas of Gerhard 
Richter, ibid. 
 



 128 

Only one man is capable of storing and retrieving memories, and he 
(Freud) has become the leader of CCS. He has allows only a few others 
to share this knowledge, such as Anselm and the CCS board.  
 
CCS has agents who are employed to keep media frequencies intact, 
however the board members are the only people fully aware of the power 
that CCS. So CCS, through their centralisation of all out-going 
information, have a monopoly on memory, and can decide what it really 
is that people should know.  
 
The only catalyst for change is the potential of traumatic disasters 
to cause ruptures. The current times have seen a particular region of 
the earth undergo “The Great Fires”. The CCS have conducted all the 
usual programs of rehabilitation, but there are still problems. The 
idea is to maintain the status quo through subtle manipulation and 
apparent freedom of choice, so that the organisation exists publicly 
as an inert organisation of cinemas, and media. 
  
R.A.F: The Red Army Faction 
The ‘Baader-Meinhof’ incident involved a group of young radical 
terrorists, the Red Army Faction, whose idealism saw its inevitable 
end in Stammenheim prison, Stuttgart Germany on October 18, 1977, when 
three of the faction, including Andreas Baader, were found dead in 
their cells. In the convoluted mess and cover-ups, the cause of death 
was never clear, but remained shrouded in conspiracy: suicide, murder, 
disguised murder. This occurrence coincided with a pre-existing 
sentiment, landing in a web of myths and confusion about the political 
identity of West Germany.  
 
‘Ulrike Meinhof had been found hanging in her Stammenheim cell (May 
19, 1976) shortly before she and the others were sentenced to life 
terms. Her death was ruled a suicide, as were those of Baader, 
Ensslin, and Raspe the following year (October 2, 1977), although 
there was widespread suspicion that the four had been murdered.’177  
 
‘The Vietnam War, what it had all originally been about, was over. The 
subject of National Socialism was no longer a taboo. With the RAF, it 
was now nearly only a matter of the prisoner situation, the logistics 
if those gone underground and the effect of the “actions” on possible 
recruits. Since 1977, the RAF was a gigantic semantic short circuit, 
whose burning cables reach into the present.’178 
 
October 18, 1977 
A series of 15 paintings by Gerhard Richter. The history of the 
paintings was the Baader-Meinhof incident that involved a group of 
young German radical terrorists, the Red Army Faction (see entry on 
RAF). ‘What clearly distinguishes October 18, 1977 from the other 
groups [of Richter’s paintings] is the painter’s specific emotional 
affinity- and in addition to him, that of his audience- to the persons 
portrayed and their lives. They are extremely prominent... Although, 
there are connections- as people who were violently brought to an end, 
they remain in collective memory.’179 
 
‘Of the 15 paintings, six are about the deaths of Andreas Baader, 
Gudrun Ensslin, and Jan Carle Raspe in the high-security wing in 
Stuttgart-Stammenheim and the cells in which they (more precisely, 

                               
177 Robert Storr, Gerhard Richter: October 18, 1977. New York, The Museum of 
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178 Ulf Erdmann Ziegler, ‘How the Soul Leaves the Body,’ German Art from 
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Baader and Ensslin, one of this night’s dead. It could be meant 
indirectly, that Arrest also refers to Andreas Baader because he was 
arrested in the same situation in Frankfurt/Main, as was Holger Meins. 
Four paintings from the cycle, however, refer to Ulrike Meinhof, who 
had taken her own life in the night from May 8 to 9, thus more than 
one year before her three comrades. Her Youth Portrait not only moved 
the entire cycle out of the juridical-political context, but anchored 
it in the biography and history of the Federal Republic [West 
Germany].’180 
 
‘His subject is painting in confrontation with omnipresent visual 
worlds, the way mass media generally depicts them, and he criticises 
history painting today by subjecting it to the philosophy of history. 
Richter’s cycle can be understood as an expression of “historical 
mourning,” applicable not only to the terrorists who died in 
Stuttgart-Stammenheim, but also to the losses of a democracy, to the 
young Federal German Democracy’s wasted historical chance of a 
maturing process at the moment of its being threatened.’181 
 
The Great Fires 
In the story of ‘Atavis’ these are the massive fires that swept 
through Region3 some four years ago. Many thousands of lives 
were lost and the damage to cinemas caused CCS frequencies to 
rupture across the region. The people also suffered traumatic 
flashbacks along with their loss of CCS supply.  
 
The Great Fires is also a reference to the massive fires in southern 
Australia of Ash Wednesday, 16th of February 1983. 
 
World War II 
(1939-1945) 
Hitler’s accession to power added a new dimension to international 
politics in 1933. By 1938 Germany had annexed Austria, and dismembered 
Czechoslovakia unopposed, but when German troops invaded Poland in 
1939, England and France declared war. After the fall of Poland Hitler 
waited until mid-1940 to launch an attack on the Norway, Denmark and 
then France. All of whom were overrun, except Britain who refused to 
concede defeat. The Battle of Britain saw the projected invasion of 
Britain thwarted, and instead Hitler turned on Russia.  
 
German armies were at Moscow’s doorstep, when Italy’s war on Greece 
and Yugoslavia faltered, along with the United State’s entering the 
war in 1941, causing a diversion of troops to the African front. 
Germany pulled out of the east after July 1943, and in 1944 Anglo-
American landings in northern France opened the Second Front. A Soviet 
offensive was launched in January 1945, and by April Berlin was under 
assault. On April 30 Hitler committed suicide, and on May 7 Germany 
surrendered unconditionally.  
 
The human costs were appalling: 15 million military and 35 million 
civilians had perished, 20 million of whom were Soviet citizens. Some 
6 million Jews were exterminated in concentration camps or otherwise. 
Many German and European cities were reduced to rubble, with 25 
million Russians left homeless.182 
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182 Paraphrased  from Barraclough, G. The Times World Atlas of History. 
London, Angus & Robertson, 1982. p.132. 
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Burning Memory 
An exhibition by the author Lily Hibberd, to be held in November 
2001. The show consists of 14 oil paintings and a video, 
installed in a small self-contained gallery space with black 
walls. 
 
The paintings depict a housefire in various states of being. The sizes 
of the canvases vary greatly, as does the scale of each image within 
the frame. The effect of these compositional devices is one of a 
psychological re-enactment of the action and intensity of the 
housefire burning. The aim of the work is to create an experience that 
is relative to cinema’s use of the image to manufacture the sensation 
of immersion into the time and space of the story.  
 
In Burning Memory we see the evidence of paintings ability to grasp us 
in a psychological grip that is quite different from film, but as 
powerful as our experience in the auditorium. 
  
The black & white video in Burning Memory is 2 minutes long and 
continuously looped. It is a collection of short cuts of footage 
from films, and newsreel and personal videos of generic 
housefires burning. 
The role of this short, looped video is as an archive. The function is 
to set a time frame in the memory of the viewer. Each cut is familiar, 
taken from a mixture of film, newsreel, and historical footage. 
 
The audio in Burning Memory is a low sound of crackling fire, with a 
backing track of remote piano music. 
 
Proust’s Narrator 
The narrator is the central character and storyteller in Marcel 
Proust’s Á la recherche du temps perdu.183 This appellation is the 
third person of Proust himself. ‘Proust managed to put the shattered 
fragments [of this disturbing epoch] in the form of his narrator, who 
experiences love and society in accordance with a number of themes 
which we may think of as archaic, but are in fact our very own, 
because of their polarized and discontinuous logic.’184 Here Julia 
Kristeva’s insightful definition of the narrator’s embodiment of his 
memories is the termed as the ‘felt time of our subjective 
memories.’185  
 
Walter Benjamin (who was in fact the first to translate Proust into 
German) also made much of the Proustian mode in an essay of 1929, The 
Image of Proust, in which he wrote, ’Is not the involuntary 
recollection, Proust’s memoire involuntaire, much closer to forgetting 
than what is usually called memory?’186 So Proust’s ‘remembrance of 
things past’ has no temporal logic other than the mind’s instinctual 
linkages and reveries where, in Benjamin’s words, the ‘similarity of 
one thing to another... reflects only vaguely the deeper resemblance 
of the dream world in which everything that happens appears not in 
identical but in similar guise.’187 
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70. Citizen Kane  
Orson Welles 1941 
Mulvey, Laura. Citizen Kane. London, British Film Institute, 1992. 
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GLOSSARY OF TERMS188 
 
Actual-image 
Deleuzean term for the filmic image of the object in reality, the same 
as the image perceived when the object is seen in life. 
 
Amnesia 
Loss of memory. 
 
Atavis 
Atavism, n. (biological) the recurrence in a descendant of some 
physical character, or mental trait, derived from a remote ancestor 
rather than from the immediate progenitors. 
 
Associational form 
A type of organisation in which the film’s parts are juxtaposed to 
suggest similarities, contrasts, concepts, emotions and expressive 
qualities. 
 
Backlighting 
Illumination cast onto the figures in the scene from the side opposite 
to the camera, creating a thin outline of highlight on those figures. 
 
Becoming 
The post-modern notion of time as a transcendental, or the synthesis 
of temporal flows, which Gilles Deleuze, following Henri Bergson, 
conceived as the “crystal of time.”  A concept further developed in 
Becomings: Explorations in Time, Memory, and Futures, edited by 
Elizabeth Grosz. London, Cornell University Press, 1999. 
 
Blur/blurred image 
When something is out of focus, creating the appearance of ambiguity, 
or softness to an image. Usually associated with camera lens range, 
and often with poor, amateur photography. In painting it is another 
story, for the practice ‘begins with the formless to reach form’189 It 
is often appropriated for subtle, fluid effects that avoid the use of 
line or hard edges. 
 
Cinematic 
A term for any technique, or apparent stylistic association with the 
apparatus of cinema, mostly referring to narrative or structural 
similarities and bases. 
 
Cinematography 
A general term for all manipulations of the filmstrip by the camera. 
 

                               
188 The following texts were sourced, and paraphrased to compile this 
glossary 

a) David Bordwell and Kristin Thompson, Film Art: An Introduction. New 
York, The McGraw-Hill Companies Inc., 1997. 
b) Alan Bullock and Oliver Stallybrass, The Fontana Dictionary of Modern 
Thought. London, Fontana/Collins, 1977.  
c) Peter and Linda Murray, The Penguin Dictionary of Art. Middlesex, 
England: Penguin Books, 1976. 
d) Henry Cecil Wyld, The Universal Dictionary of the English Language. 
London, Routledge, 1979. 

189 Luc Lang, ‘The Photographer’s Hand,’ Gerhard Richter. Paris, Editions dis 
voir, 1995. p.35. 
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Close-up 
A framing where the scale of the object shown is relatively large; 
most commonly a person’s head seen from the neck up, or an object of 
comparable size that fills most of the screen. 
   
Collective memory  
Phenomena in which a group of people (normally a large community or 
society) share the same memories. These memories usually consist of 
historical or mythical versions of events in the past. Upheld by 
monuments and memorials, and more often than not, related collective 
remembrance to collective forgetting.190 
 
Crystal-image 
The uniting of an actual image and a virtual image to the point where 
they can no longer be distinguished. 
 
Cut 
In filmmaking, the joining of two strips of film together with a 
splice. 
 
Deep focus 
A use of the camera lens and lighting that keeps both the close and 
distant planes being photographed in sharp focus. 
 
Dissolve 
A transition between two shots during which the first image gradually 
disappears while the second image gradually appears; for a moment the 
two images blend in superimposition. 
 
Duration 
In a narrative film, the aspect of temporal manipulation that involves 
the time span presented in the plot and assumed to operate in the 
story. Also how many minutes in time the footage is at screening. 
 
Durée 
A basic irreducible phenomenon of movement, which Deleuze, following 
Henri Bergson, relates to us in Cinema 1. According to Deleuze, 
‘However much you divide and subdivide time, movement will always 
occur in a concrete duration [durée].’191 Bergson himself ‘remained out 
of intellectual fashion from World War II until Deleuze’s recent 
reclamation of Bergsonism. Deleuze provides a detailed exegesis of 
Bergson’s description of duration in Matter and Memory, delineating 
memory as the “virtual coexistence” of the past in the present, and 
duration as the contemporaneity of the present and past...’192 
 
Establishing shot 
A shot, usually involving a distant framing, that shows the spatial 
relations among shots 
 
Fascism 
Movement of far right political organisation in Germany mid-20th 
century. 
 

                               
190 A concept stated by Edward S. Casey in Remembering: A Phenomenological 
Study. Indianapolis, Indiana University Press, 2000. p.xiii. 
191 Gilles Deleuze, Cinema 1: The Movement-Image. London, Althone Press, 
1983. p.1. 
192 Anne Freidberg, Window Shopping: Cinema and the Postmodern. Los Angeles, 
University of California Press, 1993. p.127. 
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Filmic 
An approach that can be identified as a trait relating to film or its 
aesthetic and technological effects, and particularly the mechanical 
or material qualities of the filmic medium.  
 
Film noir 
‘Dark film,’ a term applied by French critics to a type of American 
film, usually in the detective or thriller genres, with low-key 
lighting and a sombre mood. 
 
Flâneur 
The notion of the flâneur emerged in the writings of Walter Benjamin 
in the late 1800’s. The flâneur is one who wanders and absorbs the 
sights of the city streets in a “state of distraction,” akin to the 
cinematic spectator. Flânerie is historically situated as an urban 
phenomenon linked to the new aesthetic of reception found in movie-
going. Moreover, in the context of ‘architectural and social history, 
cinematic spectatorship can be described as emerging from the social 
and psychic transformations that the arcades, and the consequent 
mobility of flânerie produced.’193 In the words of Anne Freidberg, ‘the 
imaginary flânerie of cinema spectatorship offers a spatially 
mobilised visuality but also, importantly, a temporal mobility.’194  
 
Flashback 
An alteration of story order in which the plot moves back to show 
events that have taken place earlier than ones already shown. 
 
Focus 
The degree to which the light rays coming from the same part of an 
object through different parts of the lens reconverge at the same 
point on the film frame, creating sharp outlines and distinct 
textures. 
 
Frequency 
A term used in physics for the number of times a wave repeats itself 
in a given time. Also in common use as a description of the 
transmission or broadcast of radio stations and television networks of 
their information at specific frequencies. 
 
Frequency ruptures 
The disturbance of frequencies in the world setting in the story of 
Atavis. The frequencies are similar to those transmitted in radio-
waves to broadcast television and radio. In the time of Atavis 
however, the frequencies are sent directly to the recipient’s mind (as 
well as to the cinemas), and are administered and controlled by CCS 
(the Central Cinema System). 
 
The rupture of the CCS frequencies is most often caused by the 
traumatic disasters. In the era of Atavis, they had seen Region3 
undergo the devastation of “The Great Fires”. The CCS conducted all 
the usual programs of rehabilitation, but there were still frequency 
ruptures. 
 
Genres 
Various types of films that audiences and filmmakers recognise by 
their familiar narrative conventions. Common genres are drama, 
thriller, action, and sci-fi. 
 

                               
193 ibid., p.68. 
194 ibid., p.3. 
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Illusion 
Any visual image, which represents the appearance of something so 
convincingly that, the image is taken for the real thing. 
 
Immanence  
Transcendental, present within and throughout something. 
 
Jump cut 
An elliptical cut that appears to be an interruption of a single shot. 
Either the figures seen to change instantly against a constant 
background, or the background changes instantly while the figures 
remain constant. 
 
Long shot 
Framing where the scale of the object shown is small. 
 
Memory 
The faculty of retaining mental and physical impressions in, and of 
recalling them to the mind 
 
Mnemonics 
The art of aiding the memory, or a system of rules, and methods for 
helping improve the memory 
 
Montage 
The splicing together of two separate strips of film/footage. Also an 
approach to editing developed by the Soviet filmmakers of the 1920’s. 
It emphasises dynamic, often discontinuous relationships between shots 
and the juxtaposition of images to create ideas not present in either 
shot by itself. 
 
Montage sequence 
A segment of film that summarises a topic or compresses a passage of 
time into brief symbolic or typical images. Frequently dissolves and 
cross-fades are used to link the images in the montage sequence. 
 
Movement-image 
The a-centred set (ensemble) of filmic elements that act and react on 
each other. The accretion of a sequence of still images, shown in such 
a way so as to create the illusion of movement for the cinematic 
spectator. 
 
Objectivity 
State of consideration based on objective or external reality. 
 
Off-camera (O.C) 
Action in film that is heard or implied but is not visible, being 
outside of the frame of the camera. 
 
 
Painting 
The application of a fluid medium (either water or oil-based) that 
suspends a pigment or colour, the specific location and manipulation 
of which, results in an image that can be either representational or 
abstract. 
 
Pan 
A camera movement, with the camera body turning to the right or left. 
On the screen it produces a mobile framing that scans the space 
horizontally. 
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Passagen-Werk 
The last work of Walter Benjamin, unfinished because of his own death 
by suicide in 1940, was an attempt to embody the inner, imaginary 
world of the Flâneur.195 ‘Benjamin’s method was almost cinematic, as if 
each quotation were a shot, “single in meaning and neutral in 
content,” until it was placed in juxtaposition.’196 In the Passagen-
Werk, the chief symbolic form is the Andenken. ‘Andenken translates as 
souvenir, but also as memory; memory was the commodity-fetish retailed 
in the arcade… The Passagen-Werk was to be a compilation of such 
shards of memory.’197  
 
Perception 
The facility of mental processing, which refers sensations to an 
object, which is recognised as identical with one, which has 
previously aroused similar sensations. Also being a faculty of 
perceiving or recognising such abstract qualities as truth, beauty, 
etc. 
 
Point of view shot (POV)  
A shot taken with the camera placed approximately where the 
character’s eyes would be. 
 
Proustian  
A reference to author Marcel Proust’s method, in A la recherché du 
temps perdu (1913-1927), of reliving the past in the present by means 
of memory, and thus purporting to triumph over time. 
 
Psyche 
Pertaining to the psychiatric realm of human functioning. 
 
Romantic landscape painting 
A tradition of painting dating back to the 17th century that represents 
the landscape as a means to convey ideals of beauty, and hence allude 
to themes such as wealth, religion or power. 
 
Sequence (filmic) 
The splicing together of a series of scenes, images or ideas in such a 
way that conceptual continuity is created. 
 
Spectatorship  
The act of watching, seeing, or looking at a performance, an action, 
or an event. 
 
Storyboard 
A tool used in planning film production, consisting of comic strip 
like drawings of individual shots or phases of shots. 
 
Stream of consciousness 
A phrase used to describe the ceaseless, chaotic, multi-levelled flow 
that characterises human mental activity. Bergson’s account of the 
mind (Matter and Memory, 1896) is greatly concerned with this, which 
influenced Marcel Proust’s A la recherché du temps perdu (1913-1927), 
which in turn, inspired Walter Benjamin’s Passagen-Werk. 
 
Subjectivity 
The state of awareness originating from the mind itself, not produced 
by something external to one’s own mind. 
 

                               
195 See entry under “Flâneur.” 
196 Freidberg, op.cit., p.50. 
197 ibid., p.49. 
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Sublime 
Of high moral, intellectual or spiritual value. In art terms, a work 
which appeals indirectly to these values. 
 
Temporalised/temporality 
Belonging to, or existing under, the limitation of time.  
 
Thespian 
An actor, or something connected with acting. From Thespis the 
supposed founder of drama. 
 
Time-image 
The placement of a cinematic image in the viewer’s mind that shows a 
separate place in time, whether past or future. ‘Following a deeper 
memory, a memory of the world directly exploring time, reaching in the 
past that which conceals itself from memory.’ Furthermore Deleuze 
states that, ‘the direct time-image always gives us access to that 
Proustian dimension where people and things occupy a place in time 
which is incommensurable with the one they have in space.’198 
 
Trace 
Mark made by something that has passed. Can be apparent, as in a 
physical remanent, or evidence of some earlier event or experience. 
 
Virtual 
An exact replica, or thing that performs the same role as the 
original. Is more recently used as a term for an experience that is 
almost the same as the real thing, but is more often than not a 
technological fantasy or re-creation, such as computer games, and 3D 
interactive video.   
 
Virtual-image 
A Deleuzean term for the meaning or placement in time of the filmic 
image in post-war use, where the image may evoke an entirely different 
set of ideas in the context of the cinematic sequence than it does 
autonomously. 
 
Voice-over (V.O.) 
Audio of a character; the sound of a voice being heard, without the 
simultaneous appearance of the narrator’s image. 
 
Unreeling 
An unfurling of a roll, the continuous action of which, produces the 
cinematic illusion of movement via the mechanical unreeling of the 
filmstrip. 
 
Yarra River 
The main river running through central Melbourne, Australia. The 
aboriginal name of the river is Yarra Yarra, which means little muddy 
river. 
 
 
 
 
 
 
 
 
 
 

                               
198 Gilles Deleuze, Cinema 2: The Time-Image, London, Athlone Press, 1989. 
p.39. 
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FILM ABBREVIATIONS  

 
P.O.V.  
Point of view. A shot taken from the point of view of the character 
represented, like those wobbly cameras they use when someone is 
breaking into an apartment in a horror movie.  
 
M.O.S.  
Without sound, apparently this comes from "Mit out sound." Used in 
mystery films when characters are staking out a joint, watching the 
bad guys pull off some drug deal and they can't hear what they are 
saying. 
 
CUT TO: 
A straight cut of footage from one scene to the next. 
 
DISSOLVE TO: The final shot of the previous scenes fades into the 
first shot of the next scene. This can be used to suggest the passing 
of time.  
 
FADE IN: Normally used at the start of films, with FADE OUT: used to 
end the movie. 
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C/U close-up 
 
MS medium shot 
 
LS long shot 
 
V.O. voiceover 
 
O.S. off screen 
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FILMOGRAPHY199 
 
AMERICAN BEAUTY 
(1999-American) 
C-121m. 
D: Sam Mendes  
Exceptional and original look at the American dream gone 
sour. Our main character is having a mid-life crisis. 
His wife, who forsaken him for a real estate career, 
seeks sexual fulfilment elsewhere. And their alienated 
teenage daughter is attracted to a strange young man 
next door. 
 
BARTON FINK 
(1991-American) 
C-117m. 
D: Joel Coen 
Barbed look at vintage Hollywood, with a quirky plot and 
character development. 
 
BLADE RUNNER 
(1982-American) 
C-118m. 
D: Ridley Scott  
In 21st century L.A., a former cop is recruited to track 
down androids that have mutinied in space and made their 
way to Earth. 
 

                               
199 Much of this text has been sourced from Leonard Maltin’s Movie and Video 
Guide 2001. Middlesex, England: Penguin, 2001 
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BRAZIL 
(1985-American) 
C-131m. 
D: Terry Gilliam 
Dazzlingly different look at a future society (cross 
between 1984 and A Clockwork Orange), where one hapless 
clerk clings to his ideals and dreams. 
 
CAPE FEAR 
(1991-American) 
C-128m. 
D: Martin Scorsese 
Released from prison after 14 years a self-educated 
madman seeks revenge on the lawyer who got him 
imprisoned. 
 
CITIZEN KANE 
(1941-American) 
B&W-119m. 
D: Orson Welles 
Story of a publisher’s rise to power, and the secrets 
kept from others 
 
THE CITY OF LOST CHILDREN 
(1995-French/Spanish/German) 
C-112m. 
D: Jean Pierre Jeunet 
A provocative fantasy about a wicked scientist who is 
unable to dream and goes about trying to steal them from 
children. 
 
CLOSE ENCOUNTERS OF THE THIRD KIND 
(1977-American) 
C-135m. 
D: Steven Spielberg 
Superb, sci-fi about UFO mystery that leads to first 
contact with alien beings. 
 
DARK CITY 
(1998-American) 
C-100m. 
D: Alex Proyas 
In a city where it is always night, aliens conduct 
secret experiments to learn what makes us human. 
 
DEATH IN VENICE 
(1971-Italian) 
C-130m. 
D: Luchino Visconti 
Study of an artist, his loves, his homosexuality and his 
continuous search for beauty. 
 
81/2 
(1963-Italian) 
B&W-135m.  
D: Federico Fellini  
Fellini’s unique self-analytical movie casts Mastroianni 
as a filmmaker trying to develop a new project, amid 
frequent visions and countless sub-plots. 
 
FARGO 
(1996-American) 
C-97m. 
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D: Joel Coen 
A twisted murder/comedy. 
 
LA FEMME NIKITA 
(1990-French/Italian) 
C-117m 
D. Luc Besson 
Slick, ultra-violent saga of a hedonistic young woman 
who runs with a punked-out gang- until she’s recruited 
by a French intelligence officer, determined to make her 
an undercover agent and “hit-man.”  
 
FIGHT CLUB 
(1999-American) 
C-139m. 
D: David Fincher 
A disaffected office worker whose life has turned grey 
finds unexpected release through violent fistfights, 
organised by a new “friend” who lives life on the edge. 
 
GLADIATOR  
(2000-American) 
C-154m. 
D: Ridley Scott 
Impressive tale from the days of the Roman Empire. A 
dedicated soldier defects, and winds up as a gladiator 
in the Roman Colosseum.         
 
HEAT 
(1995-American) 
C-172m. 
D: Michael Mann 
Dynamite cops and robbers saga, Pacino as an obsessive, 
super-smart L.A. detective on the trail of a high-tech 
high-precision robber De Niro. 
 
THE HUDSUCKER PROXY 
(1994-American) 
C-111m. 
D: Joel Coen 
A country bumpkin arrives in the big city and becomes an 
unwitting pawn in a scheme to ruin a thriving 
corporation. 
 
JOHNNY MNEMONIC 
(1995-Canadian) 
C-98m. 
D: Robert Longo 
In the very ugly future of 2021, a world-weary courier 
(who carries info in his head) takes one final run from 
Beijing to Newark, his storage capacity dangerously 
overloaded with volatile data sought by a huge, ruthless 
corporation.  
 
LA JETEE 
(1962-French) 
B&W-28m. 
D: Chris Marker 
A short film made up entirely of photographic stills. A 
man in an Armageddon-like dream sees the end in his 
future. ‘In Marker’s film, every image is a still 
photograph, and the formal tension between cinematic 
movement and photographic stasis is equally the subject 
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of the film. The story - told in a narration over a 
series of still images linked by dissolves, fades, and 
cuts - is about a man who is obsessed by a single image 
from his childhood...after the war the man is selected 
to travel through time because of his particular 
“obsession” with an image from the past.” The film 
suggests that because the man is “given to strong mental 
images,“ he has an eidetic record of memory and a 
special access to the past. The images that we see, 
frozen in photographic stasis, suggest that the 
photograph itself is a time-machine, a virtual passage 
to the past.’200 
 
THE LADY FROM SHANGHAI 
(1948-American) 
B&W-87m. 
D: Orson Welles  
The camera’s the star of this offbeat thriller, with the 
cast in a murder mystery about an Irish adventurer who 
is implicated in a bizarre series of deceptions, leading 
to the famous climax scene in the hall of mirrors. 
 
THE MATRIX 
(1999-American) 
C-136m. 
D: The Wachowski Brothers 
A computer hacker discovers the world he is living in is 
an illusion, controlled by the computers, which have 
taken over the world. 
 
MEMENTO 
(2001-American) 
C-110m. 
D: Christopher Nolan 
A man in an accident looses his ability to retain his 
memory of anything less recent than five minutes ago. 
His consequent struggle is to retain enough facts to 
find the truth of his past, and about the death of his 
wife, who he believes was murdered but cannot remember 
anything since that moment. 
 
NATURAL BORN KILLERS 
(1994) 
C-119m. 
D: Oliver Stone 
Satire of America’s fascination with outlaws. A 
hedonistic couple murder more than 50 people on their 
honeymoon 
 
PERSONA 
(1966-Swedish) 
B&W-81m. 
D: Ingmar Bergman 
A female patient withdraws into herself and becomes 
mute. Is cared for by a nurse, with whom the patient 
switches minds and personalities. Haunting and poetic. 
 
REBECCA 
(1940-American) 
B&W-140m. 

                               
200 Anne Freidberg, Window Shopping: Cinema and the Postmodern. Los Angeles, 
University of California Press, 1993. p.103. 
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D: Alfred Hitchcock 
Production of Daphne du Maurier novel of a girl who 
marries a British nobleman but lives in the shadow of 
his former wife. Only finds out the truth when the Grand 
Estate, “Manderley” is destroyed in a spectacular fire. 
 
REAR WINDOW 
(1954-American) 
B&W-112m. 
D: Alfred Hitchcock 
A man, confined to a wheelchair, witnesses out of his 
back window (through a pair of a binoculars) an apparent 
murder. 
 
ROSEMARY'S BABY 
(1968-American) 
C-136m. 
D: Roman Polanski 
Classic modern-day thriller. A young, unsuspecting wife 
whose husband becomes involved in a witches’ coven and 
their diabolical plans. 
 
THE SHINING 
(1980-American) 
C-142m. 
D: Stanley Kubrick 
Adaptation of Stephen King novel, with renowned eerie 
scenes. 
 
SOLARIS 
(1972-Russian) 
C-165m. 
D: Andrei Tarkovsky 
Mind-bending, metaphysical sci-fi about a psychologist 
who’s sent to a space station to investigate mysterious 
deaths and discovers supernatural phenomena 
 
STAGE FRIGHT   
(1950-American) 
B&W-110m. 
D: Alfred Hitchcock  
 
STAR TREK GENERATIONS 
(1994-American) 
C-118m. 
D: David Carson 
 
SUNSET BOULEVARD 
(1950-American) 
B&W-110m. 
D: Billy Wilder 
Legendary Hollywood black comedy about faded silent-film 
star Norma Desmond 
 
THX1138 
(1971-American) 
C-88m. 
D: George Lucas 
Futuristic tale in the 1984 vein about robot-like 
society where sex is forbidden and everyone looks the 
same. 
 



 155 

THE TRUMAN SHOW 
(1998-American) 
C-102m. 
D: Peter Weir 
Truman lives an ideal existence, until he realises he is 
the subject of a reality-style 24-hour-a-day TV drama. 
 
TOTAL RECALL 
(1990-American) 
C-109m. 
D: Paul Verhoven 
A 21st century tale of an ex-agent who learns of his 
past, his memory having been wiped by the power-hungry 
corporate man. 
 
2001: A SPACE ODDESEY 
(1968-British) 
C-139m. 
D: Stanley Kubrick 
A depiction of several encounters mankind has 
unwittingly had with aliens since the dawn of Man. 
 
VERTIGO 
(1958-American) 
C-128m. 
D: Alfred Hitchcock  
A haunting, dream-like thriller. Retired police 
detective, who has a fear of heights, is hired by old 
school chum in San Francisco to keep an eye on his wife, 
eventually falls in love with her. 


