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Abstract
When asked in an 1984 Photogenies magazine questionnaire ‘Does photography teach 

you something about cinema? Or vice versa?’, Angès Varda responds: “Photography 

QHYHU�FHDVHV�WR�LQVWUXFW�PH�ZKHQ�PDNLQJ�ͤ OPV�����HYHU\�LPDJH�EHFRPHV�D�PHPRU\��DQG�DOO�

PHPRULHV�FRQJHDO�DQG�VHW̹��7KH�ODWH�ͤ OPPDNHU�JOHDQV�DQG�UHYLYHV�D�IDLOHG�ͤ OP̵V�LOO�IDWHG�

amber inscriptions from their mortal coils and boxed obsolescence. For the space of 

Grande Salle concert hall, she recycles the cabane du cinéma (cinema shack) motif from 

her previous work, building a large scale box with walls comprising strips of photographic 

FLQHPD̵V�PRULEXQG�'1$�� WKH�ͤOP� UHHO��'LXUQDO� UK\WKPV�GUDZ� IOHHWLQJ� LPDJHV� WKURXJK�

ͤOWHUHG�DQG�HSKHPHUDO�OLJKW̱WKH�VRODU�SHQFLO�VKDSLQJ�WLPH��$V�OXPLQRXV�ZDYHV�EUHDFK�

the glass panes of the gallery, the transparent celluloid strips come to life, shivering and 

DZDVK��%HJLQQLQJ�ZLWK�KHU�ͤOP�̸7KH�%HDFKHV�RI�$JQªV̹��DQG�HOLFLWLQJ�H[DPSOHV�IURP�KHU�

ODWHU�JDOOHU\�ZRUN��WKLV�SDSHU�ZLOO�HODERUDWH�WKURXJK�YLVXDO�DQG�ͤOP�WKHRUHWLFDO�WH[WV��WKH�

LQWHUVHFWLQJ�PDWHULDO�DQG�PHGLXP�VSHFLͤF��RQWRORJLFDO�DQG�SKHQRPHQRORJLFDO�RSHUDWLRQV�

between the image and its projection, screens and contemporary installation. Varda’s 

intervention interrogates and elucidates the metaphysical and immanent relations of 

the image, charting irresolvable temporal paradoxes of the liminal interval: a thawing 

RU�PHOWLQJ�]RQH�EHWZHHQ�WKH�IUR]HQ�LQVWDQW�RI�WKH�SKRWRJUDSKLF�VWLOO�DQG�WKH�ͤHU\�IOX[�RI�

post-photographic and cinematic modulations.

Within her perceptual, affective, and pictorial multi-media poetics, Varda registers 

oscillations within and beyond the instantaneous image through various framing 

GHYLFHV̱WKH�SK\VLFDO�DQG�ͤJXUDWLYH�WKUHVKROGV�EHWZHHQ�UHDOLW\�DQG�IDQWDV\��SUHVHQFH�

and absence; dwelling and dying. Frames are ensconced within the logic of a continual 

re-framing and images caught in time, flickering resurrections.

.H\ZRUGV� intermediality, cinematic, heterochronies, liminality, Agnès Varda.
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I. THRESHOLDS

The Beaches of Agnès� �������EHJLQV�DV�D�YLVXDO�HSRQ\P��RQ�D�EHDFK��We 
EHJLQ�ZLWK�IUDPHV��)UDPHV�DQG�PLUURUV��$ORQJ�D�VKRUH��ZH�VHH�WKH�UHIOHFWLRQ�
of a mirror in a frame, framed by the camera, reflecting another mirror, 

DQRWKHU� IUDPH�� DQG� RQ� DQG� RQ�� $Q� LQͤQLWH� UHJUHVVLRQ�� D� VSLUDO�OLNH� PRYHPHQW��
WKH�PLUURU̵V� DXWRPDWLF� LPDJH�PDNLQJ�DQG� IUDPHV̵�PDNHVKLIW� DSHUWXUHV��$�mise 
en abyme� RI� UHIOHFWLRQV� �)LJXUH� ���� &RXFKHG�ZLWK� DQ� LQͤQLWH� ORRS�� WKH� VSLUDOOLQJ�
evokes a snail shell or the self-similar curving form of a nautilus. The late French 
ͤOPPDNHU�� SKRWRJUDSKHU�DQG� YLGHR� LQVWDOODWLRQ�DUWLVW�� $JQªV�9DUGD� ������������
̱� D� SURPLQHQW�PHPEHU� RI� WKH� /HIW� %DQN� JURXS� RI� )UHQFK�1HZ�:DYH� GLUHFWRUV�
ZKR�EHJDQ�KHU�FDUHHU�ͤUVW�DV�D�SKRWRJUDSKHU�̰� IUDPHV�KHU�RSHQLQJ�VFHQH� LQ�D�
FRQWLQXXP�RI�LQͤQLWH�UHIOHFWLRQV�RI�LQͤQLWH�VXUIDFHV�

In The Beaches of Agnès�RSHQLQJ�VHTXHQFH��RQH�RI�WKH�IHZ�IHDWXUH�OHQJWK�
ͤOPV�RI�WKH�ODWWHU�SDUW�RI�KHU�FDUHHU�DV�D�FLQ«DVWH��9DUGD�RSHUDWHV�ZLWKLQ�LQWHQWLRQDOO\�
DPELJXRXV� WKUHVKROGV�� LQ�EHWZHHQ� DQG� OLPLQDO� VSDWLR�WHPSRUDOLWLHV�� :LWKLQ� KHU�
perceptual, affective, and pictorial multi-media poetics, Varda registers oscillations 
ZLWKLQ�DQG�EH\RQG�WKH� LQVWDQWDQHRXV� LPDJH�WKURXJK�YDULRXV�IUDPLQJ�GHYLFHV�̱�
WKH�SK\VLFDO�DQG�ͤJXUDWLYH� WKUHVKROGV�EHWZHHQ�SKRWRJUDSK\�DQG�FLQHPD�� UHDOLW\�
DQG�IDQWDV\��SUHVHQFH�DQG�DEVHQFH��GZHOOLQJ�DQG�G\LQJ��0RYLQJ�IURP�WKH�VSDFH�
RI� EODFN�ER[� FLQHPD� WR� WKH�ZKLWH� FXEH�JDOOHU\�� 9DUGD̵V� ͤOPLF� DQG�SKRWRJUDSKLF�
interventions elicit and elucidate the metaphysical and immanent relations of the 
LPDJH��FKDUWLQJ�LUUHVROYDEOH�WHPSRUDO�SDUDGR[HV��WKHUHE\�HIIHFWXDWLQJ�WKH�OLPLQDO�

Figure 1.
Agnès Varda, ͤOPVWLOO The Beaches of 
Agnès, 2008.
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LQWHUYDO��D�WKDZLQJ�RU�PHOWLQJ�]RQH�EHWZHHQ�WKH�IUR]HQ�LQVWDQW�RI�WKH�SKRWRJUDSKLF�
VWLOO� DQG� WKH� ͤHU\� IOX[� RI� PRYLQJ� LPDJH�� SRVW�SKRWRJUDSKLF� DQG� FLQHPDWLF�
modulations1.

/LPLQDOLW\�ͤQGV� LWV�HW\PRORJLFDO� URRW� LQ� WKH�PDWHULDO�ZRUOG��7KH�/DWLQ� URRW�
limen denotes an architectural structure, a threshold2. Consider the threshold a kind 
RI�LQGLVVROXEOH�KLQJH��D�ZD\�RI�KROGLQJ�WRJHWKHU�ZKDW�LV�GLVSDUDWH�RU�GLVFRQWLQXRXV��
$QWKURSRORJLVWV� DQQH[HG� WKH� WHUP� OLPLQDOLW\� WR� DUWLFXODWH� WKH� RIWHQ� ̸DPELJXRXV�
DQG�LQGHWHUPLQDWH̹�SDVVDJHV�EHWZHHQ�VRFLDO�DQG�FXOWXUDO�VWDWHV�LQ�WUDQVIRUPDWLRQ�
RU�WUDQVLWLRQ��SDUWLFXODUO\�PHWDPRUSKRVHV�ZKLFK�EHFRPH�ULWXDOL]HG3. A passage or 
WKUHVKROG�LV�D�VSDFH�LQ�EHWZHHQ��DQ�LQWHUPHGLDWLRQ�RU�LQWHUUXSWLRQ��ERWK�ERXQG�\HW�
H[FOXGHG�E\�WKH�WHUPV�RU�SDUDPHWHUV�ZKLFK�GHͤQH�DQG�FRQGLWLRQ�LWV�H[LVWHQFH�

$� WKUHVKROG� LV� DQ� LQWHUFHSWLRQ�� LW� GLVUXSWV� WKH� XQLPSHGHG� IORZ� RI� KDELW��
tradition, geometry or linear temporality. Social psychologist Paul Stenner posits 
liminal zones endure through a play of terms in suspension of the rules, a kind 
RI�VHFUHW�ZRUOGLQJ�RU�HQIROGLQJ�̸D�ZRUOG�ZLWKLQ�D�ZRUOG̹�WKDW�HPHUJHV�̸ZLWKLQ�DQG�
EHWZHHQ̹�LQFRPPHQVXUDWH�RU�LQFRPSRVVLEOH�ZRUOGV�E\�WKH�WHPSRUDU\�LQWHUUXSWLRQ�
of established and accepted boundaries of “ordinary spatio-temporal reality”4. 
6XVSHQVLRQ� IDFLOLWDWHV� D� QHZ� \HW� SUHYLRXVO\� LPSRVVLEOH� XQLRQ�� RSHQLQJ� XS� DQ�
XQPDSSDEOH� LQWHUYDO� ̸EHWZL[W� DQG� EHWZHHQ̹�. Converging outlines become the 
VZHOO� RI� LQWHUYDOOLF� SXOVDWLRQV�� D� SHUSHWXDOO\� XQJUDVSDEOH� SUHVHQW� IURP� ZKLFK�
contours re-emerge scarcely recognizable and illegible as nebulous fog�.

$V� PXFK� SRUWDO� DV� LQWHUYDO�� ERWK� IUDPH� DQG� VXUIDFH�� WKH� PLUURUV� ZKLFK�
proliferate throughout The Beaches of Agnès�UHIOHFW�DQG�H[WHQG�D�ZRUOG�RI�RSWLFDO�
DSSHDUDQFHV��7KH�GHOLQHDWLQJ�IUDPH�RI�WKH�PLUURU�DV�D�VXUIDFH�RU�ZLQGRZ�VXJJHVWV�

Figure 2.
Agnès Varda, ͤOPVWLOO The Beaches of 

Agnès, 2008..
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ERWK�GLYLVLRQ�DQG�FRQQHFWLRQ�EHWZHHQ�GXDOLWLHV�LQWHUQDO�DQG�H[WHUQDO��SULYDWH�DQG�
public. Reflective surfaces often symbolise the capacity to envision and envisage 
truth, reality, or portend alternative times through the medium of a physical 
VXEVWUDWH�� 0LUURUV� FDQ� DOVR� VLJQLI\� LQͤQLW\� RU� HWHUQLW\�� GRXEOLQJ� DV� LQWHULRULVHG�
RU�VSLULWXDO� UHIOHFWLRQ�� ,Q�RQH�VFHQH��9DUGD��ZLWK�KHU� IDFH�REVFXUHG�DV�VKH� ORRNV�
WKURXJK� WKH� YLHZͤQGHU� RI� D� FDPHUD� JUDVSHG� EHWZHHQ� KHU� KDQGV�� DQFKRUV� WKH�
FDPHUD̵V��DQG�E\�H[WHQVLRQ��KHU�RZQ��IRFXV�ZLWKLQ�D�SURS�PLUURU��DQG�LQ�GRLQJ�VR��
WZLVWV�WKH�DV\PPHWULFDO�DQG�LPPRELOL]LQJ�FXW�RI�WKH�OHQV��RU�ͤOPPDNHU̵V�SXUYLHZ���
redirecting movement through a series of self-perpetuating spirals. In another, 
WKURXJK�D�IUDPH��VKH�IDFHV�WKH�FDPHUD�ZLWK�KHU�RZQ�FDPHUD�VWLOO�REVFXULQJ�KHU�
face, the audience becoming the reflective mirror (Figure 2). The frame elongates 
a tunnel of indivisible movements perpendicular to the pictorial plane, returning 
through itself its symmetrical inverse.

The mirrored gaze mirroring its gaze becomes gestural. The act of looking, 
modulated through recursion, reflects through the audience, reflected back 
through the camera, reflected back by the mirror interface, reflected through Varda 
in a fractalising series of self-(ef)facing portraits — an image of herself in the 
YHU\�SURFHVV�RI�KHU�ͤOPLQJ�KHUVHOI��DG�LQͤQLWXP��)LOP�WKHRULVW�-HQQ\�&KDPDUHWWH�
VXJJHVWV�LQ�̸ͤOPLQJ�KHUVHOI�ͤOPLQJ��>VKH@�EHFRPHV�ERWK�D�ͤOPLQJ�VXEMHFW��D�ͤOPHG�
VXEMHFW� DQG� D� VFUHHQ� LPDJH� >RU� PLUURU@� ̱� D� ͤOPHG� REMHFW̹��� 9DUGD� LQWHQVLͤHV�
WKH� FRQGLWLRQV� EHWZHHQ� ͤOPLQJ̵V� VFRSLF� DQG� VSHFXODU� UHJLPHV� EHFRPLQJ� DQ�
LQWHUVXEMHFWLYH�]RQH��6KH�GHVWDELOLVHV�WKH�DFW�RI�ORRNLQJ�DV�DQ�LQWHUPLQDEOH�UHDGLQJ�
EHWZHHQ�WKH�VWDWLF�JLYHQ�DQG�WKH�PRPHQWXP�RI�WUDQVLWLRQ��%\�GLYXOJLQJ�WKH�LQGLFHV�
RI�LOOXVLRQ�RU�UHSUHVHQWDWLRQ��VKH�LQYROYHV�YLHZHUV�LQ�WKH�JDPELW�RI�ͤOPLF�YLUWXDOLW\�
RU�VLPXODFUD��DV�VKH�VLWXDWHV�KHU�RZQ�ERG\�LQ�WKH�IUDPH�DV�D�IUDPH��&KDPDUHWWH�
DVVHUWV�WKLV�QHJRWLDWLRQ�LV�WKH�HWKLFDO�GLPHQVLRQ�RI�9DUGD̵V�JD]H��D�UHIXVDO�WR�EH�
placed at the summit in a hierarchy of gazes, actively and intimately decentering 
KHUVHOI�ZLWKLQ�D�ͤHOG�RI�DQLPDWH�DQG�LQDQLPDWH�UHODWLRQV��DV�RQH�DPRQJ�PDQ\8.

The panoply of frames and framing props and devices embedding non-
FDPHUD�FXWV�DQG�LPDJHV�ZLWKLQ�WKH�PDLQIUDPH�RI�ͤOPLF�VSDFH�GRXEOH�DV�ͤJXUHV�RU�
RSHUDWLYH�REMHFWV�H[SRVLQJ�WKH�DUWLͤFH�DQG�ORJLF�RI�UHSUHVHQWDWLRQ�DOZD\V�DOUHDG\�
DW�ZRUN��$FFRUGLQJO\��9DUGD̵V�PRYLQJ�LPDJH�JUDPPDU�DQG�PRQWDJH�OHVV�̸GLDOHFWLF̹�
than triptych or polyptych9. Her prodigious use of multiple image structures 
LQ� PXOWLSOH� VFDOHV� RI� ͤOPLF� DQG� SKRWRJUDSKLF� LQVWDOODWLRQ� LV� RQH� RI� VWUDWHJLF�
UHFRQͤJXUDWLRQ�RI�SLFWRULDO�DQG�VSDWLR�WHPSRUDO�ORJLF�DQG�SRVVLELOLW\��:KHQ�ELQDU\�
RU� G\DGLF� VWUXFWXUHV�DSSHDU�̱�EH� LW� WKURXJK�PHGLXP�RU�PRQWDJH�� WHFKQLTXH�RU�
VXEMHFW�̱�GLYLVLRQ�EHFRPHV�JHQHUDWLYH��$Q�LQWHUQDO�PRYHPHQW�HPHUJHV�ZKHUHLQ�
UHODWLRQV�DQG�PHDQLQJ�SUROLIHUDWH�DQG�DUH� UHFRQͤJXUHG� WKURXJK� LPEULFDWLRQ�DQG�
transgression rather than strict delineation, mutual opposition, cancellation or 
displacement. An architecture of contemporaneous multiplicity, poly-image and 
SRO\SW\FK�IUDPHZRUNV��ZKHWKHU�FRQWDLQHG�ZLWKLQ�RQH�DQRWKHU�RU�GLVSOD\HG�VSDWLDOO\�
DV�D�VHULHV�RU�IULH]H��UH�RUJDQLVH�DQG�H[SDQG�DQ�DOWHUQDWLYH�VSDWLR�WHPSRUDO�ͤHOG�
REOLTXHO\�WKURXJK�DPSOLͤFDWLRQ�DQG�PXOWLSOLFDWLRQ�
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Media theorists Richard Grusin and Jay David Bolter describe remediation 
DV� WKH� WHQGHQF\� IRU�QHZHU�PHGLD� WR� ̸UHIDVKLRQ̹�ROGHU�RU�REVROHVFHG�PHGLD�DQG�
modes of representation10�� ,Q� 9DUGD̵V� ZRUN�� UHPHGLDWLRQ� �UH�FRQVWUXFWV� QHZ�
SDVVDJHV� ZLWKLQ� DQG� EHWZHHQ� PHGLD�� L�H�� LQWHUPHGLDO�� :KHUHDV� LQ� ̸WUDQVSDUHQW�
immediacy” the medium divests itself of obvious presence to ensure near real-
WLPH� VXEOLPLQDO� H[SHULHQFH�� DQ� LPPHUVLYH� ̸WUDQVSDUHQW� LQWHUIDFH̹� FRQFHDOLQJ�
its operation as a medium, hypermediacy employs “multiple representations 
LQVLGH� >̿@�D�KHWHURJHQHRXV�VSDFH̹11�� �9DUGD̵V� IRUPDO�V\QWD[�DQG�XQXVXDO�XVH�RI�
IUDPLQJ� LQGH[HV� WKLV� KHWHURJHQHLW\�� ̸WKH� ORJLF� RI� K\SHUPHGLDF\� >̿@� IUDFWXULQJ� RI�
WKH�VSDFH�RI� WKH�SLFWXUH�DV�D�K\SHU�FRQVFLRXV�UHFRJQLWLRQ�RU�DFNQRZOHGJHPHQW�
of the medium”12. Hyper or meta media-conscious dilates the collapsed real-time 
RI� ͤOPLF� LPPHGLDF\̵V� VLPXODWHG� WUDQVSDUHQF\�� D�GRXEOH� H[SRVXUH� UHYHDOLQJ�RQH�
PHGLXP�RU�UHSUHVHQWDWLRQ�DOZD\V�DOUHDG\�FRQWDLQHG�RU�LQIRUPHG�E\�DQRWKHU��7KLV�
̴̸GRXEOHG̵� IHDWXUH� >̿@�ZKLFK� WR� IXQFWLRQ�DV�DUW�PXVW�VRPHKRZ�IROG�EDFN�RQ�DQG�
UH�HQWHU�LWVHOI̹�GLVWLQJXLVKHV�̸EHWZHHQ�LWVHOI�DQG�VRPHWKLQJ�OLNH�UHDOLW\̹�RU�RUGLQDU\�
VSDWLR�WHPSRUDOLW\��UHFLSURFDOO\�LPEXHV�KHU�DXGLRYLVXDO�DUW�ZLWK�WKH�FRRUGLQDWHV�RI�
WKH�LPDJH�RI��LWV�RZQ��WKRXJKW��DQ�LQWHUPHGLDWH�WLPH�]RQH13.

In the essay “Of Other Spaces”, philosopher Michel Foucault conceptualises 
intermediate and interstitial zones as heterotopias��FLUFXLWV�EHWZHHQ�WKH�DFWXDO�DQG�
virtual constantly renegotiating moving parameters, sites of reflection, of memory, 
LPDJLQDWLRQ� DQG� VSHFXODWLRQ�� )RXFDXOW� H[WHQGV� WKLV� QRWLRQ� WR� WLPH� WKURXJK� WKH�
concept of heterochrony positing, “Heterotopias are most often linked to slices 
LQ� WLPH� >̿@� WKH\� RSHQ� RQWR� ZKDW� PLJKW� EH� WHUPHG�� IRU� WKH� VDNH� RI� V\PPHWU\��
KHWHURFKURQLHV�>���@�D�VRUW�RI�DEVROXWH�EUHDN�ZLWK�>̿@�WUDGLWLRQDO�WLPH̹14. Heterotopias 
DQG�KHWHURFKURQLHV�LPSDUW�D�VLPXOWDQHRXVO\�SK\VLFDO�DQG�SV\FKRORJLFDO�SUR[LPLW\�
DQG�GLVWDQFH��SUHFLVHO\�WKH�DIIHFWLYH�DQG�DPELJXRXV�VWDWHV�FRQMXUHG�E\�SKRWRJUDSK\�
ZKLFK�GHORFDOLVHV�DQ� LPDJH�ZUHVWHG� IURP�D�VSHFLͤF� WLPH�DQG�VSDFH��SURSHOOLQJ�
LW�RXW�RI�MRLQW�DQG� WKHUHE\�PDNLQJ� LW�SHUFHSWXDOO\�DYDLODEOH� WR�VXEVHTXHQW� WLPHV�
DQG� VSDFHV�� ,Q� FLQHPDWLF� H[SHULHQFH�� LW� LV� LQWHUYDOOLF� FRQFXUUHQFH� RI� D� VKDUHG�
DEVWUDFWLRQ�ZH� DUH� VZHSW� XS� LQ�� WKH� SDWWHUQV� RI� OLJKW� DQG�PRYLQJ� LQWHUUHODWLRQV�
before us dissolving into simulacra, yet constantly negotiating the incursion of the 
obdurate materiality of a screening substrate.

9DUGD̵V� RHXYUH� SUROLIHUDWHV� WKURXJK� LQWHUVWLWLDO� VWDWHV�� KHWHURWRSLDV� DQG�
attendant heterochronic openings, both conceptual and material. Repurposing 
DQG�UHPHGLDWLQJ�ROGHU�PHGLXPV��KHU�SHUVRQDO�DUFKLYH�RI�SKRWRJUDSKV�DQG�ͤOPV�
UHFRPELQH� DQG� DUH� UHDQLPDWHG�� EHFRPLQJ� ERWK� VXEMHFW� PDWWHU� DQG� WKH� OLWHUDO�
PDWHULDO�RI�KHU�ODWH�FDUHHU�ZRUN��5HIHUULQJ�KHUVHOI�WR�WKH�FRQVWUXFWLRQ�RI�FLQHPDWLF�
ZRUOGV�DV�cinécriture�RU�FLQ«�ZULWLQJ��9DUGD̵V� IRUPDOLVW� WHFKQLTXHV�� �UH�IUDPLQJV��
SRO\�LPDJH� PRQWDJH� DQG� PHGLXP�FRQVFLRXV� SRHWLFV� RI� ODWH� ZRUN� HOLFLWV� QHZ�
possibilities for the technologically reproduced picture, mediated space-time 
and archived memory in the contemporary���� %HWZHHQ� DQG� EH\RQG� LPDJHV��
KHWHURWRFKURQLF� VXWXUHV�� DQG� OLPLQDO� LQWHUYDOV�� IUDPHV�DUH�HQVFRQFHG�ZLWKLQ� WKH�
logic of a continual (re)framing images caught in time, flickering resurrections.
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II. THE AFTER LIVES AFTER IMAGES

=JRXJRX�� 9DUGD̵V� EHORYHG� IHOLQH�� GLHV� PDQ\� GHDWKV� LQ� WKH� DIWHUOLIH� RI� LPDJHV��
=JRXJRX�ͤQGV�DW�OHDVW�D�QLQWK�OLIH�LQ�KHU�DIWHUOLIH�DIWHU�GHDWK�PRXUQLQJ��SHUIRUPHG�
through an eclectic video installation and recording, assembled in three-dimensions. 
3URMHFWHG� LPDJHV�PDQLIHVW�D�FRQWHPSRUDU\�XSGDWH�WR�WKH�̸IXQHUDU\�SRUWUDLW�̹�Le 
Tombeau de Zgougou� ������� LV� YLUWXDOLVHG� WD[LGHUP\�� D� VSHFWUDO� HIͤJ\� �)LJXUH�
����7KH�̸JUDYH̹��D� ORRSLQJ�SURMHFWHG�YLGHR�� LV�FRQWLQXRXVO\�UHVXUUHFWHG��WUDYHOOLQJ�
WKURXJK�LQWHUQDWLRQDO�PXVHXP�FLUFXLWV��2QH�RI�WKH�LQVWDOODWLRQ̵V�SHUPDQHQW�VLWHV��
La Cabane du Chat���������ZDV�D�FRPPLVVLRQ�IRU�WKH�)RXQGDWLRQ�&DUWLHU�LQ�3DULV��
%XLOW�IRU�WKH�H[WHULRU�JDUGHQ�� LW�KRXVHV�WKH�YLGHR�SURMHFWLRQ�ZLWKLQ�D�ZRRGHQ�DQG�
iron cabane or shack.

2QH� VHTXHQFH� RI� WKH� YLGHR� ORRS� LQYROYHV� D� WLPH�ODSVH� SHUIRUPDQFH�
ZKHUHLQ�9DUGD�FRYHUV�=JRXJRX̵V�JUDYH�ZLWK�D�FRORUIXO�FROODJH��7KH� UHFRUGLQJ� LV�
the performed action edited through stop-motion-like animation. An automatic 
FROODJH�RU�PRQWDJH��ZLWKRXW�YLVLEOH�KXPDQ�LQWHUYHQWLRQ��DUUDQJHV�DV�LI�E\�PDJLF��
Across an actual dirt ground (physically recreated in the cabane), a kaleidoscope of 
SURMHFWHG�VKDGRZV��VWRQHV��VKHOOV��DQG�SDSHU�IORZHUV�VXSHULPSRVH�WUDQVSDUHQWO\�
DV� ZKLPVLFDO� PXVLF� QDUUDWHV�� WKH� UHDO� JURXQG� DQG� VLPXODWHG� LPDJH� EHFRPLQJ�
LQGLVFHUQLEOH�� =JRXJRX� LV� SURMHFWHG� DV� YDULRXV� ̸VWLOO̹� YLGHR� SRUWUDLWV�� 7KH� FDW�
VHTXHQFHV�HYHQWXDOO\�]RRP�RXW�WR�RWKHU�IDPLOLDU�PRWLIV��IURP�D�WUHH�ZLWK�D�XQLTXHO\�
ODUJH�SDSHU�IORZHU�WR�WKH�VHD���ULVLQJ�XSZDUGV�WR�DQ�DHULDO�HOHYDWLRQ��SDQQLQJ�WKH�
HQYLURQPHQW�RI�WKH�EXULDO�VLWH�RQ�1RLUPRXWLHU�LVODQG�EHORZ�

9DUGD̵V� FDWV� SHUYDGH� KHU� ZRUN�� EHFRPLQJ� PRWLIV�� LFRQV�� DQG� V\PEROV�
ZKLFK� WUDQVFHQG� WKH� PHGLXP�� DQLPDWH� DQG� VKDSH� KHU� WDEOHDX[�� \HW� DIIRUG� D�
UHVSRQVLYHQHVV� WR� DQ� RXWVLGH�� ,Q� WKHLU� SHFXOLDULW\� DQG� IDPLOLDULW\�� UHIOH[LYLW\� DQG�
LQWHUWH[WXDO� UHVRQDQFH�� WKH\�RSHQ�XS�WKH�VSDFH�QRW� IRU�HPSW\�XQLYHUVDOV�EXW� IRU�
JHQHURXV� LQYLWDWLRQ� DQG� H[SDQVLYH� FRPPXQLW\�� 7KURXJK� WKH� =JRXJRX̵V� FKDUQHO�
LPDJH��VKH�DUWLFXODWHV�RQH�RI�FLQHPD̵V�HDUOLHVW�RULJLQ�VWRULHV��FULWLF�DQG�FLQHPD̵V�
SURWR�WKHRULVW� $QGU«� %D]LQ̵V� DVVHUWLRQ� WKDW� FRPPXQDO� DQG� FROOHFWLYH�PRXUQLQJ�
ritual begets the plastic arts��. Bazin posits, Egyptian mortuary ritual catalysed 
the antidote for an enduring primeval desire, namely, the need to stave off the 
ͤQDOLW\�RI�GHDWK�E\�WUDQVIRUPLQJ�DEVHQFH�LQWR�SUHVHQFH��WKURXJK�̸HPEDOPLQJ�WKH�
dead” or preserving time against its passing and disintegration��. This material 
�UH�SUHVHQWDWLRQ��D�̸ODVW�ZRUG̹�DJDLQVW�GHDWK̵V�FRPSOHWH�REOLWHUDWLRQ��DUULYHV�DV�DQ�
DUWHIDFW��DUW�ZKLFK�PDNHV�D�IDFW18.

7KH�LPDJH�DV�DUHIDFW�PDQLIHVWV�WKH�GHVLUH�IRU�WHPSRUDO�SUHVHUYDWLRQ�ZKLFK�
precedes any advent of camera technology19. Bazin claims this impulse is re-
LQVFULEHG�ZLWKLQ�WKH�YHU\�PDWUL[�RI�WKH�DSSDUDWXV̵V�RSHUDWLRQ��HQFRGLQJ�WKH�JHQHWLF�
PDWHULDO� RI� FLQHPD̵V� SKRWRJHQLF� LQKHULWDQFH� DQG� SKRWR�JUDSKLF� LQVWLQFW20. The 
RULJLQ�RI�FLQHPD��ZKLFK� LV�SKRWRJUDSK\�DQG�WKHUHE\�GHDWK��%D]LQ�GHFODUHV�� LV� LWV�
destination21��7KH�VHHGV�RI�FLQHPD̵V�XOWLPDWH�GHVLUH�̱ �WKH�IXOO�LOOXVLRQ�RI�PRYHPHQW�
RU� OLIH� ̱� DUH� ͤUVW� SODQWHG� LQ� GHDWK� ULWXDO�� DV� DEVHQFH� PDGH� SUHVHQW� SUHVHQFH��
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/LNHZLVH��9DUGD�EHJLQV�ZLWK�DQ�HQGLQJ�ZKLFK�LV�DOVR�D�EHJLQQLQJ�
)RU�=JRXJRX̵V�ͤOPLF� OLIH��PRUWDOLW\�DV�FRGD�RU�ͤQDO�IUDPH�RSHUDWHV�QHLWKHU�

DV� UHVROYLQJ�GHQRXHPHQW�QRU� ͤQDOLW\�ZKLFK�ZRXOG� IXQFWLRQ� LQ�PXWXDO� H[FOXVLRQ�
RI�OLIH��8QOLNH�WKH�H[FOXVLRQ�RI�WKH�OLIH�GHDWK�FRQWUDGLFWLRQ��WKH�QRQ�OLIH�QRQ�GHDWK�
GRXEOH�QHJDWLYH� LV� REOLTXHO\�JHQHUDWLYH22�� 7KH�QRW�TXLWH�OLIH� EXW�QRW�TXLWH�GHDWK�
RI�=JRXJRX̵V�SURMHFWHG�LPDJH�LV�WKH�̸GHDG�WLPH̹�RI�WKH�WRPE�DUW��$V�OLIH�FRQWUDFWV�
DQG�UHFHGHV��WHPSRUDOLWLHV�H[SDQG�DQG�SUROLIHUDWH��7KH�SURMHFWHG�̸GLVWLOOHG̹�YLGHR�
ensemble makes “space past” present23.

The installation choreography synchronizes physical body, psychological 
LQWHULRU��DQG�VSLULWXDOLVHG�VSDFH��PDNLQJ�FR�H[WHQVLYH�SURIDQH�DQG�VDFUHG��/LIH̵V�
RUGLQDU\�OLPLWV�LQ�DEH\DQFH��WKH�YLGHR�UHYHUVHV�WLPH̵V�DV\PPHWULF�DUURZ�RI�HQWURSLF�
GLVVROXWLRQ�� :H� HQWHU� WKURXJK� WKH� KXW̵V� WKUHVKROG� SRUWDO�� WKH� YLGHR� SURMHFWHG�
GLUHFWO\�RQWR�WKH�SK\VLFDO�ZDOO��HQWDQJOLQJ�YLUWXDO�LPDJH�DQG�DFWXDO�VWUXFWXUH��7KH�
IUDPHZRUN�RI�WKH�FDEDQH�LQWHUFHSWV�WKH�OLQHDU�SURJUHVVLRQ�RI�WKH�H[WHULRU�ZRUOG̵V�
VSDFH�DQG� WLPH��'LVRULHQWHG� YLHZHUV� LPPHUVH�ZLWKLQ� WKH� FLUFXLWRXV� ORJLF�RI� WKH�
ORRS��D�GHFHDVHG�FDW�DV�DQLPDWHG�LFRQ�LV�UHVXUUHFWHG�DQG�UHDQLPDWHG�PXOWLSO\LQJ�
QRQ�GHDWK�LQ�XQEURNHQ�ORRSLQJ�ZKLFK�HOLGHV�EHJLQQLQJ�RU�HQG24.

When Varda refers to the video loop in Varda by Agnès (2019), a self-

Figure 3.  
Le Tombeau de Zgougou, 2006. 

Installations by Agnès Varda in The 
Complete Films of Agnès Varda. 

Criterion Collection, 2020.
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UHIOH[LYH� PHGLXP�FRQVFLRXV� VXEWLWOH� HPSKDVL]HV� WKH� WHPSRUDO� UHYHUVLELOLW\� RI�
WHFKQLFDO� LPDJH�UXQWLPH��)LJXUH�����7KH�YLGHR�DUWHIDFW�UHSOD\V�DV�DQ�LQGH[�RI� LWV�
RZQ�PHGLDWLRQ��WLPH�IUR]HQ�GHIURVWV�DQG�WKDZV�WKURXJK�GHFRPSUHVVLRQ�E\�YLUWXH�
RI�RQJRLQJ��UH�SURMHFWLRQ��,Q�WKH�cabane�� WKH�KHDW�RI�SURMHFWRU�OLJKW�GLVVROYHV�WKH�
frozen moment into a pool of flickering duration, like the flame of a religious candle, 
alit for a certain eternity. The invisible and absent are virtual yet (re)materialised 
and reconstituted as transparent and transient but perceivable images. Death and 
OLIH��EHIRUH�DQG�DIWHU�� WKH� LQWHUYDO�EHWZHHQ��7KURXJK�9DUGD̵V� WHQGHU�DQG�PDJLFDO�
EXULDO�LQFDQWDWLRQV��=JRXJRX�WKH�FDW�OLYHV�RQ�LQ�IOLFNHULQJ�LPDJHV�DIWHU�GHDWK�

7ZHQWLHWK�FHQWXU\�WKHRULVW�5RODQG�%DUWKHV�DUWLFXODWLRQ�RI�WKH�LQKHUHQW�SDVW�
that is made present by the photograph, the disturbing and uncanny contraction 
ZKLFK�GHORFDOLVHV�WLPH�\HW�VWLOO�FRQWDLQV�D� WHPSRUDOLW\�ZLWKLQ� LWV�VWLOOHG� IUDPH�� LV�
SDUWLFXODUO\�PRYLQJ�KHUH��0RUHRYHU��ZKHQ�%DUWKHV�ZULWHV��̸WKH�3KRWRJUDSK�ZDV�DQ�
LPDJH�ZLWKRXW�FRGH�>���@�GR�QRW�WDNH�WKH�SKRWRJUDSK�IRU�D�̴FRS\̵�RI�UHDOLW\��EXW�IRU�DQ�
emanation of past reality��D�magic��QRW�DQ�DUW��>̿@�7KH�SKRWRJUDSK�SRVVHVVHV�DQ�
HYLGHQWLDO�IRUFH�>̿@�LWV�WHVWLPRQ\�EHDUV�QRW�RQ�WKH�REMHFW�EXW�RQ�WLPH�̹�KH�HFKRHV�
Bazin��. For Bazin, the trace of the past is imprinted in the photograph, like a 
ͤQJHUSULQW��. It is time itself that is embalmed, like an insect caught in amber, or a 
relic, or a fossil inscribing eons of earthly rhythms and movements, forces shaping 

Figure 4. 
Le Tombeau de Zgougou, 2006. 
Filmstill, Varda by Agnès, 2019.
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and molding thereof��.
9DUGD� DSSURSULDWHV� WKLV� ORJLF� IRU� ZKDW� EHFRPHV� HIIHFWLYHO\� D� WRPE�FXP�

PDXVROHXP� FRPSULVLQJ� LPDJHV�� /LNH� 0DJULWWH̵V� LQIDPRXV� SDLQWLQJ� RI� D� SLSH�
(Ceci n’est pas une pipe��� LW� LV� QRW� =JRXJRX� RU� KHU� UHSURGXFWLRQ�� EXW� LW� LV� KHU�
UHSUHVHQWDWLRQ�DOEHLW�YLUWXDOLVHG��UHDQLPDWHG�DQG�UHYLWDOLVHG��9DUGD̵V�GHFRQVWUXFWHG�
DQG� GHFRPSUHVVHG� FRQWHPSRUDU\� ̸IXQHUDU\� SRUWUDLWV̹� HYLQFH� WKH� SRZHU� RI�
UHSUHVHQWDWLRQ�WKDW�LV�ERWK�GRFXPHQWDWLRQ�DQG�ͤFWLRQDO��SDUWLDOO\�UHDO�DQG�SDUWLDOO\�
(re)constructed, time that is static and moving, both dead and alive. Whether 
WKH\�ͤ[�DQG�UH�SUHVHQW�ZKDW�LV�̸FDXJKW�LQ�WLPH̹�E\�D�SKRWR�VHQVLWLYH�PHGLXP��RU�
LI�WKH\�HQFRGH�WKURXJK�GLJLWDO�YLGHR�VHQVRUV��WKH�SHUIRUPDQFH�WLPH�RI�SURMHFWLRQ�
WUDQVJUHVVHV�WKH� OLPLWV�RI�SDVW�DQG�SUHVHQW�� LPEULFDWLQJ�WKH�YLUWXDO�ZLWK�WKH�UHDO��
PHPRU\�ZLWK�SHUFHSWLRQ�

1RWDEO\�� WKHVH�VKDUHG�VSDFHV�DQG�H[SHULHQFHV�RI�FROOHFWLYH�DQG� LQGLYLGXDO�
�UH�HQDFWPHQWV�RI�PRXUQLQJ�ULWXDO�LQ�YLUWXDO�HQVHPEOH�HYRNH�WKH�SRZHU�RI�LPDJHV�
WR� HIIHFWXDWH� DQG�� DV� WKH� ODWH� FULWLF� DQG� ZULWHU� 6XVDQ� 6RQWDJ� ZULWHV� UHJDUGLQJ�
SKRWRJUDSK\�� WR� ̸WHVWLI\� WR� WLPH̵V� UHOHQWOHVV� PHOW̹28. Sontag elaborates, “All 
photographs are memento mori. To take a photograph is to participate in another 
SHUVRQ̵V��RU�WKLQJ̵V��PRUWDOLW\��YXOQHUDELOLW\��PXWDELOLW\��3UHFLVHO\�E\�VOLFLQJ�RXW�WKLV�
PRPHQW�DQG� IUHH]LQJ� LW�� DOO�SKRWRJUDSKV� WHVWLI\� WR� WLPH̵V� UHOHQWOHVV�PHOW̹29. The 
̸IXQHUDU\�SRUWUDLW̹�LV�D�NLQG�RI�PRYLQJ�SKRWRJUDSK��ZKLFK�LV�WR�VD\��WKH�UHFRUGLQJ�
FDPHUD̵V�ͤ[HG�SRVLWLRQ�FUHDWHV�D� ̸WLPH�H[SRVXUH̹� OLNH� IUDPLQJ��GHOLPLWHG�E\� WKH�
FXW� RU� ͤHOG� RI� YLVLRQ� WKH� FDPHUD� OHQV� LV� DIIRUGHG30�� 9DUGD� GLVWHQGV� =JRXJRX̵V�
IXQHUDU\�SRUWUDLW�DV�D�ORRS�VR�WKDW�LW�H[FHHGV�LWVHOI�ZKLOH�VWLOO�PDLQWDLQLQJ�LWVHOI�LQ�D�
FRQWLQXDO�VWDVLV��LWV�FRQWUDFWV�\HW�GLVWHQGV��IUHH]HV�\HW�WKDZV��PHOWV�DQG�OLTXHͤHV��
Yet, the “performance space” of the installation intercepts the tautology of the 
ORRS�� PDNLQJ� LW� FR�H[WHQVLYH� ZLWK� WKH� H[WUDQHRXV� GXUDWLRQ� RI� YLHZHUV� DQG� RII�
screen life31��$Q�LQWHUYDO�RSHQV�EHWZHHQ�SHUFHSWLRQ�DQG�DFWLYH�UHFROOHFWLRQ��ZLWKLQ�
DQG�EH\RQG�WKH�HQYLURQPHQW�RI�WKH�LQVWDOODWLRQ��WKLV�LV�=JRXJRX�DIWHU�OLIH�DIWHU�WKH�
image, relentlessly melting.

III. (UN)DYING TIDES

6FUHHQV� EHFRPH� ZLQGRZV�� EHFRPH� VXUIDFH� IXOO� RI� VXUIDFHV̱WKH\� VKDSH� WKH�
SXUYLHZ�RI�RXU�V\QWKHWLF�DQG�PHGLDWHG�SHUFHSWLRQ�WKURXJK�DQ�DSSDUDWXV��:H�VHH�
WKURXJK�WKHLU�DXWRPDWLF�DSHUWXUH�RU�PDNHVKLIW�YLHZͤQGHU�DQG�LPPHUVH�ZLWKLQ�WKHLU�
SURMHFWHG�ZRUOG�SODQHV�̱�WKH\�PDNH�DEVHQFHV�YLVXDOLVDEOH�WKRXJK�GLDSKDQRXV32.  
7R� WKHVH� VSHFWUDO� SUHVHQFHV�� RXU� RZQ� DEVHQFH� UHJLVWHUV�� EHFRPLQJ� IHOW33. The 
recorded spaces and surfaces of past times through cinema and photography 
DUH�UHFRQVWLWXWHG�WKURXJK�RSWLFDO�SURMHFWLRQ̱D�UHFRQVWUXFWLRQ�ZKHUHLQ�H[LVWV�DQ�
DSSDULWLRQDO�RVFLOODWLRQ�EHWZHHQ�SHUFHSWLRQ�DQG�PHPRU\��SUHVHQFH�DQG�DEVHQFH�

&RQFHUQLQJ�WKH�LQWHUIDFH�RU�LQGHͤQLWH�WKUHVKROG�EHWZHHQ�GHDWK�DQG�PHPRU\��
the decaying body and the eternal image, philosopher Stanley Cavell astutely 
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UHPDUNV�RQ�DEVHQFHV�PDWHULDOLVHG�DQG�HIIHFWXDWHG�E\�D�SKRWRJUDSK��̸ 3KRWRJUDSK\�
PDLQWDLQV� WKH� SUHVHQWQHVV� RI� WKH�ZRUOG� E\� DFFHSWLQJ� RXU� DEVHQFH� IURP� LW�� 7KH�
UHDOLW\�LQ�D�SKRWRJUDSK�LV�SUHVHQW�WR�PH�ZKLOH�,�DP�QRW�SUHVHQW�WR�LW��DQG�D�ZRUOG�
,� NQRZ�� DQG� VHH�� EXW� WR� ZKLFK� ,� DP� QHYHUWKHOHVV� QRW� SUHVHQW̹34. Photography 
HYLGHQFHV�DQ�LQWHUPHGLDWH�KHWHURFKURQ\�ZKLFK�EUHDNV�ZLWK�FRQYHQWLRQDO�WLPH��DQ�
DEVHQFH�ZKLFK�LV�SUHVHQW��D�SUHVHQFH�ZKLFK�LV�DEVHQW��UHDO�DQG�\HW�WKH�YLUWXDO�ORFXV�
ZKHUHE\�ZH��H[SHULHQFH�RXU�RZQ�DEVHQFH��.

9DUGD�FRQWLQXDOO\�QHJRWLDWHV�WKH�LQH[WULFDELOLW\�RI�WKHVH�GXDOLWLHV��FRQFUHWLVHG�
PRVW�DFXWHO\�EHWZHHQ�GZHOOLQJ�DQG�G\LQJ��7KH�WLWXODU�UHIHUHQFH�LQ�WKH�LQVWDOODWLRQ�
Les Veuves de Noirmoutier (The Widows of Noirmoutier���������WKH�LVODQG�ZKHUH�
VKH�DQG�KHU�ODWH�EHORYHG�-DFTXHV�'HP\�RIWHQ�VSHQW�WLPH��LV�ERWK�WKH�VXEMHFW�DQG�
ORFXV��1RLUPRXWLHU�LV�LPEXHG�ZLWK�WKH�SDVW�̱ �KHU�PHPRULHV�RYHUOD\��YDSRURXV�OLNH�D�
WUDQVSDUHQW�SURMHFWLRQ�DFURVV�WKH�SUHVHQW��7KH�LVODQG�LV�D�IUDPH�DQG�VLJQ��D�ORFDWLRQ�
DQG�LQWHUORFXWRU��D�OHQV�DQG�VLWXDWLRQ��(YHU\�SODFH�LV�DOZD\V�WZR��DQG�ODQGVFDSHV�
WKHPVHOYHV�DUH�VXQGHUHG�LQ�IUDJPHQWV��ERWK�SDVW�DQG�SUHVHQW�LQWHUZHDYH�DQG�FR�
H[LVW��7KH�GRXEOLQJ�RI�SODFHV�ͤJXUHV�SURPLQHQWO\�LQ�KHU�RHXYUH��WKURXJK�PRWLIV�DQG�
V\QWD[��6KH�UHFRPELQHV�WKH�SLHFHV��EXLOGLQJ�D�VHQVH�RI�WKH�SODFH�LQ�WKH�SUHVHQW��

Figure 5. 
The Widows of Noirmoutier, 2004. 
Installations by Agnès Varda in The 
Complete Films of Agnès Varda. 
Criterion Collection, 2020.
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WKRXJK�WKH�SDUWV�VOLJKWO\�PLVPDWFK��1HYHU� IXOO\�DQ�H[DFW�UHSURGXFWLRQ�RU�UHSOLFD�
RI�HLWKHU�SDVW�RU�SUHVHQW�DORQH�� IUDJPHQWV�DUH�DOZD\V�DQ� LQFRPSOHWH�DQG�SDUWLDO�
UHSUHVHQWDWLRQ�RU�ͤFWLRQDO�UHFRQVWUXFWLRQ��3ODFHV�HQIROG��LQIROG�ZLWK�RWKHU�SODFHV��
RWKHU�VSDFHV�DQG�RWKHU�WLPHV�̱ �D�SDVVDJH�DORQJ�D�PQHPRQLF�ODE\ULQWKLQH�ZKHUHE\�
location itself demarcates and holds together a composite of disparate parts.

The Widows installation — originally conceived for Foundation Cartier — is 
D�GRFXPHQWDU\�GLVSOD\HG� LQ�D�VTXDUH�SRO\SW\FK�DUUDQJHPHQW��D� IULH]H�RI�ͤIWHHQ�
FRQFXUUHQWO\�SOD\LQJ�UHFWLOLQHDU�VFUHHQV�XSRQ�D�ZDOO��)LJXUH�����7KH�VPDOOHU�VTXDUH�
VFUHHQV� VXUURXQG� DQG� IUDPH� WKH� ODUJHVW� UHFWDQJOH�� ZKLFK� GLVSOD\V� D� SURMHFWHG�
ORRS�RI�D�YLGHR�RI�WKH�ZLGRZV�DOO�WRJHWKHU��(DFK�VHSDUDWH�VFUHHQ�FRUUHVSRQGV�WR�D�
VLQJOH�ZLGRZ�DV�ZHOO�DV�D�VLQJOH�VHDW�LQ�WKH�DXGLHQFH��(DFK�ZLWK�LWV�RZQ�LQGLYLGXDO�
KHDGSKRQH�VHW�ZKLFK�FDQ�EH�OLVWHQHG�WR�LQ�DQ\�RUGHU��,Q�WKH�FHQWUDO�ͤ OP��WKH�ZLGRZV�
RI�VDLORUV�̱�DOO� LQ�EODFN�DWWLUH�̱�ZDON� LQ�D�FLUFOH�RQ�D�EHDFK��RQH� IROORZLQJ�DIWHU�
DQRWKHU�� ULWXDO�OLNH� LQ� WKHLU�PRYHPHQWV��7KHLU� HQFLUFOLQJ�VXJJHVWV�DQ�DEVHQFH��D�
EODFN�HPSW\�EHQFK�RU�WDEOH�LQ�WKH�FHQWHU��$W�ͤUVW�JODQFH��WKH�WDEOH�PLJKW�SHUKDSV�
DSSHDU� WR� HYHQ� EH� D� SHGHVWDO� IRU� D� PLVVLQJ� VFXOSWXUH� �RU� FRIͤQ��� DEVHQFH� UH�
PDWHULDOLVHG�RU�UH�SUHVHQFHG�E\�YLUWXH�RI�DQ�DUFKLWHFWXUDO�VXSSRUW�H[SRVLQJ�ZKDW�
is not there. This conspicuous elision or redaction is nearly invisible yet framed by 
LWV�YHU\�QRQH[LVWHQFH�XSRQ�WKH�KRUL]RQWDO�SOLQWK�

(YHU\� ORVV� EHFRPHV�DQRWKHU� IUDPH�RU� DSHUWXUH� DV� HDFK�ZLGRZ�HPERGLHV�
RU�LQGH[HV�GLIIHUHQW�SRLQWV�DORQJ�WKH�MRXUQH\�RI�PRXUQLQJ�̱�RQH��D�UHFHQW�ZLGRZ��
DQRWKHU�VSHDNV�DERXW�KHU�RYHU�WZHQW\�\HDU�ORVV��7KH�ZLGRZV�DUH�DFFXVWRPHG�WR�
WKH�WHPSRUDO�UK\WKPV�DQG�GHPDQGV�RI�OLIH�LQ�UHODWLRQVKLS�WR�ZDWHU��7KHLU�OLYHOLKRRGV�
DUH�FLUFXPVFULEHG�ERWK�E\�WKH�IRUFHV�EHWZHHQ�VN\�DQG�VHD��WLPH�DQG�VSDFH��FOLPDWH�
DQG�UHVRXUFHV��SDWWHUQV�DQG�FKDQJH��5HJXODU�GLXUQDO�F\FOHV�DOWHUQDWH�ZLWK�RIWHQ�
XQSUHGLFWDEOH�HYHQWV�DQG�HOHPHQWV��GHͤQLQJ�DQG�UHGHͤQLQJ�WKH�VKDSH�RI�WKHLU�SDVWV�
DQG�OLYHV��$V�SHRSOH�ZKR�OLYH�E\�WKH�UK\WKPV�RI�WKH�VHD��WKH\�H[LVW�DW�WKH�FRQMXQFWLRQ�
of planetary ecology and the demands of the local and global economy.

9DUGD� XVHV�PHWRQ\PLF� FXWV� DQG� IUDJPHQWDWLRQ� WR� IRFXV� RQ� WKH� ZLGRZV̵�
KDQGV� DQG� JHVWXUHV�� &ORVH�XSV� HPSKDVLVH� WKHLU� IDFHV� DQG� H[SUHVVLRQV� GXULQJ�
HDFK� LQGLYLGXDO�WHVWLPRQ\��7KHVH�JHVWXUHV�DQG�H[SUHVVLRQV�DUH�IHOW�DQG�SUHVHQW��
HDFK�YLHZHU�OLQNHG�WR�RQO\�RQH�LQGLYLGXDO�VFUHHQ��WKHUHE\�XQIROGLQJ�D�RQH�WR�RQH�
FRUUHVSRQGHQFH� DQG� SHUVRQDO� FRPPXQLFDWLRQ� VKDUHG� EHWZHHQ� RQH�ZLGRZ� DQG�
one spectator. The separate conversations are embedded among a collective. The 
gallery room creates a sense of both community and separation. This evinces the 
VHQVH�RI�PRXUQLQJ�ERWK�DV�D�FRPPRQ�\HW�LVRODWLQJ�H[SHULHQFH��7KH�KHDGSKRQHV�
FDQ�EH�SDVVHG�DURXQG�RU�YLHZHUV�FDQ�SK\VLFDOO\�VZLWFK�VHDWV��WKH�RUGHU�RQH�YLHZV�
incidental or contingent. In the absence of a set of headphones, one hears only 
WKH�YLROLQ�DQG�PRYHPHQWV�RI�WKH�ZDYHV��WKH�VRQLF�H[SHULHQFH�RI�WKH�RFHDQ�IURP�
WKH�FHQWHU�VFUHHQHG�ͤOP��7KH�ZDYHV�PDUN�RU� LQIOHFW� WLPH��ERWK�YLVXDO�DQG�DXUDO��
WKH�SDWWHUQ�RI�WLGHV̵�HEE�DQG�IORZ��$PELHQW�QRLVH�ZLWKLQ�WKH�JDOOHU\�VSDFH�DQG�UHDO�
WLPH�DXGLR�IUDJPHQWV�EHFRPH�HQWDQJOHG�ZLWK�WKH�SUH�UHFRUGHG�VRXQGWUDFNV�DQG�
GLDORJXH��VRXQG�ZDYHV�RYHUOD\��GLIIXVH�WKURXJKRXW�
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7KH�SKRWRJUDSKLF�IRUP�LPSDUWV�ZKDW�DUW�FULWLF�DQG�WKHRULVW�7KLHUU\�GH�'XYH�
VXJJHVWV�� ̸WLPH� H[SRVXUH�� RI� ZKLFK� WKH� SKRWR�SRUWUDLW� LV� D� FRQFUHWH� LQVWDQFH�
>���@�ZKHWKHU�DOLYH�RU�GHDG��WKH�SRUWUDLW� LV�IXQHUDU\� >���@� LW� OLEHUDWHV�DQ�DXWRQRPRXV�
DQG�UHFXUUHQW�WHPSRUDOLW\��ZKLFK�LV�WKH�WLPH�RI�UHPHPEUDQFH̹��. Varda mobilises 
WKH�JHQUH�RU� IRUP�DQG� UHFRQͤJXUHV� LW� WR�EHFRPH�PRUH� WKDQ� LWVHOI��9DUGD̵V� WLPH�
̸FROOHFWHG̹� SRUWUDLWV� �WLPH�H[SRVXUH� SKRWRJUDSK�OLNH�� DQG� WLPH� ̸FRQVWUXFWHG̹�
SRUWUDLWV� �LQGLYLVLEOH� WLPH�RI� WKH�ͤ[HG�FDPHUD̵V� ORQJ� WDNH�� DUH� UH�SUHVHQWHG�DQG�
IUDPHG� ZLWKLQ� WKH� WDQJLEOH� SK\VLFDOLW\� RI� D� ZLQGRZ�OLNH� VFUHHQ�� 7KH� LQWLPDWH�
moving image portrait distill an image of each deceased sailor through the framing 
ZLQGRZ�RI�HDFK�ZLGRZ̵V�WLPH�RI�UHPHPEUDQFH�

:LWKLQ�HDFK�ZLGRZ�VFUHHQ��YDULRXV�V\PEROLF�HSKHPHUD�PDWHULDOLVH�DQG�UHIHU�
WR�WKH�LVODQG�DQG�WKH�EHORYHG��7KH�ZLGRZV�LQFOXGH�PDQ\�VWLOO�SKRWR�SRUWUDLWV�DQG�
other snapshot-like artefacts to evidence the lives of their beloved sailors, both as 
temporal punctures and symbols. Like a Russian doll, there are funerary portraits 
QHVWHG� ZLWKLQ� WKH� IXQHUDU\� SRUWUDLW� LQWHUYLHZ� LWVHOI�� $� ̸WDEOHDX[� SRVW�PRUWHP�̹�
they are a (re)constructed picture of the deceased, an amalgam of fragmented 
yet materialised vestiges of time past. The documentation of a real emotive 
WHVWLPRQ\�DQG�WKH�̸HSKHPHUD�REMHFWV̹�DV�̸PHPRU\�WUDFHV̹�LV�WUDQVFULEHG�WKURXJK�
WKH�UHFRUGHG�WLPH�RI�WKH�ͤOPHG�LQWHUYLHZ��. Peter Wollen suggests physical states 
DQG�HOHPHQWV�DV�DQ�DSW�PHWDSKRU�WR�LOOXVWUDWH�WKLV�WHQVLRQ�EHWZHHQ�WKH�SLHUFLQJ�
LF\� ̸WLPH�ZLWKRXW�GHFD\̹� UHFHVVLRQ�RI� WKH�SKRWRJUDSK� LQ� FRQWUDVW� WR� WKH�S\UHWLF�
̸LQFHVVDQW�PRWLRQ̹�ZKLUOLQJ� IODPH�RI�ͤOP38�� (ODERUDWLQJ�XSRQ�%DUWKHV̵�QRWLRQ�RI�
GHDWK�DQG�WKH�SKRWRJUDSK��GH�'XYH�IXUWKHU�H[SOLFDWHV�WKH�GLPHQVLRQ�RI�PRXUQLQJ�
LPPDQHQW�WR�HYHU\�SKRWRJUDSK��ZKHWKHU�D�VQDSVKRW�RU�WLPH�H[SRVXUH��+H�VXJJHVWV�
WKH�IXQHUDU\�SRUWUDLW�HVSHFLDOO\�EHFRPHV�D�̸FRQVROLQJ�REMHFW�̹�RU�LQ�)UHXG̵V�ZRUGV��
̸WKH�ZRUN�RI�PRXUQLQJ�>HPSKDVLV�LQ�RULJLQDO@”39��7KLV�SURFHVV�LQYROYHV�̸FDWKH[LV̹�
RU�D�WUDQVIHU�RI�LQWHQVLYH�LQYHVWPHQW��WKH�ORYH�DQG�PHPRU\��DIIHFWLRQ�RU�̸OLELGLQDO�
affect” for the beloved transferred in the absence of said beloved or presence 
WRZDUGV�D�VXEVWLWXWH�YL]��7KH�LPDJH40. 

7KH�SDVW�ZRUOG�RI�VXUIDFHV�RU�RSWLFDO�DSSHDUDQFHV�WUDQVFULEHG�DQG�ͤ [HG�ZLWKLQ�
WKH�VXUIDFH�RI�WKH�SKRWRJUDSK�LV�̸K\SHU�FDWKHFWHG̹�DV�̸PHPRU\�DQG�H[SHFWDWLRQ̹�
GLVDQFKRUV�IURP�LWV�RULJLQDO�REMHFW�DQG�LV�UHGLUHFWHG��DIͤ[LQJ�WR�DQRWKHU�REMHFW�ZKLFK�
VWDQGV�LQ�WKH�DEVHQFH�RI�WKH�RULJLQDO�UHIHUHQW�RU�REMHFW�RI�GHVLUH41. The process itself 
UHFDOOV��RQFH�PRUH��%D]LQ̵V�DVWXWH�LQVLJKW�LQWR�WKH�RULJLQ�RI�WKH�SODVWLF�DUWV��QDPHO\�
SKRWRJUDSK\̵V� IXOͤOPHQW�RI�DQ� LQQDWH�SV\FKRORJLFDO�GHVLUH�RU�QHHG�ZKHUHE\� WKH�
IXQFWLRQ�RI� WKH�SKRWRJUDSK� LV� OLNH�PXPPLͤFDWLRQ̱D�VXUURJDF\�ZKLFK�SUHVHUYHV�
ZKDW�SDVVHV�DQG�PDNHV�SUHVHQW�ZKDW�LV�DEVHQW42��'HDWK�DQG�PXPPLͤFDWLRQ��WKH�
LPDJH�DQG�PRXUQLQJ��&UXFLDOO\��KRZHYHU��GH�'XYH�VXJJHVWV�LQVRIDU�DV�ZH�FRQIHU�
DQ�̸LQGH[LFDO�QDWXUH̹�DFFRUGHG�WR�SKRWRJUDSK\��̸WKHUH�LV�VRPHWKLQJ�OLNH�D�SURFHVV�
WKDW� RFFXUV�ZLWKLQ� WKH� VHPLRWLF� VWUXFWXUH� RI� WKH�SKRWRJUDSK� >���@� SKRWRJUDSK\� LV�
SUREDEO\�WKH�RQO\�LPDJH�SURGXFLQJ�WHFKQLTXH�WKDW�KDV�D�PRXUQLQJ�SURFHVV�EXLOW�
LQWR�LWV�VHPLRWLF�VWUXFWXUH��MXVW�DV�LW�KDV�D�EXLOW�LQ�WUDXPD�HIIHFW��>̿@�7KH�UHIHUHQW�
RI�DQ�LQGH[�FDQQRW�EH�VHW�DSDUW�IURP�LWV�VLJQLͤHU̹43. Each operation is a temporal 
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DQG�VHPLR�PDWHULDO�LQGH[��7KH�̸VXSHUͤFLDO�VHULHV̹�RU�ORQJ�H[SRVXUH�SRUWUDLWV�VWDQG�
LQ�DV�VXEVWLWXWHV�IRU�ZKDW�LV�DEVHQW�RU�GHDG��WKH�̸UHIHUHQWLDO�VHULHV̹�RU�VQDSVKRWV�
LQGH[�D� IUDFWLRQDO� VKDUG�RI� D� UHDOLW\�ZKLFK� LV� DOZD\V�DOUHDG\� ORVW� WR� WKH� LQVWDQW��
LQGHͤQLWHO\44.

De Duve continues, “This particular surface temporality of photography is 
FRQJHQLDO�ZLWK�WKH�HEE�DQG�IORZ�RI�PHPRU\�>WKH�IXQHUDU\�LPDJH�RU�SRUWUDLW@�GRHV�
QRW�OLPLW�LWV�UHIHUHQFH�WR�WKH�SDUWLFXODU�WLPH�ZKHQ�WKH�SKRWRJUDSK�ZDV�WDNHQ��EXW�
DOORZV� WKH� LPDJLQDU\� UHFRQVWUXFWLRQ�RI�DQ\�PRPHQW�RI� WKH� OLIH�RI� WKH�SRUWUD\HG�
person”��. Each photograph is a privileged moment, a landmark, yet the liminal 
LQWHUYDO�FUHDWHG�EHWZHHQ�SKRWRJUDSKV�DOORZV� IRU�RXU�PQHPRQLF�DQG�SHUFHSWXDO�
participation and for indetermination����9DUGD̵V�PRYLQJ�LPDJH�̸PHPRU\�SRUWUDLWV̹�
DSSHDU�WR�DIͤUP�WKH�LQKHUHQW�PRXUQLQJ�SURFHVV�HPERGLHG�ZLWKLQ�WKH�LPDJH̱WKH�
̸WZR�RSSRVLWH�OLELGLQDO�DWWLWXGHV�̹�WKH�ORVV�RI�WKH�UHDOLW\�ZKLFK�WKH�LQVWDQW�LQVFULEHV��
DV�ZHOO�DV�WKH�UHVXUUHFWLRQ�RI�ZKDW�KDV�SDVVHG�RQ����6LJQLͤFDQWO\��KRZHYHU��9DUGD�
RYHUULGHV�WKH�̸ VWDVLV̹�RI�ERWK�RSHUDWLRQV��̱ �VKH�WKDZV�IUR]HQ�LQVWDQWV�RU�PHPRULHV�
DQG�PHOWV�WKH�ZD[�PRUWXDU\�IUDPHV��FDWDSXOWLQJ�FROG�PDWWHU�EDFN�LQWR�ͤHU\�RUELW�

7KH� DSSHDUDQFH� RI� SKRWRJUDSKV� LQ� HDFK� PRYLQJ� LPDJH� LQWHUYLHZ� PDNH�
multiple temporalities synchronous. The “time of the photographs” enduring 
SUHVHQFH�ZLWKLQ�D�ͤ OP�LV�DQ�HPERGLHG�SDUDGR[48. Like a zombie, “the moving picture 
RI� WKH�PRWLRQOHVVQHVV�VXEMHFW�̹� WKLV� LQVWDOODWLRQ� LV�D�FLQHPD�RI� WKH�XQG\LQJ�� WKH�
persistence of the undead49��7KH�SDVW�DQG�WKH�EHORYHG�YLUWXDOO\�LQWHUWZLQHG�WKURXJK�
the performance of recollection. The runtime inscribed by the nonhuman camera 
DSSDUDWXV��ZLWQHVV� WR� WKH� UHVXUUHFWLRQ�RI�PHPRU\�E\� HDFK�ZLGRZ̵V� UHFRXQWLQJ��
V\QFKURQL]HV� ZLWK� HDFK� VXEVHTXHQW� YLHZHU̵V� SV\FKR�SHUFHSWXDO� DSSDUDWXV��
7KURXJK�HDFK�FRUUHVSRQGLQJ�KHDGVHW��WKH�H[WHQVLRQ�DQG�DPSOLͤFDWLRQ�PHPRU\�DV�
D�SURFHVV�WKURXJK�WKH�ULWXDO�RI�PRXUQLQJ�LV�IHOW�DQG�ZLWQHVVHG�

A collectivity coalesces through the individuals brought into the communal 
H[SHULHQFH��D�NLQG�RI�ͤOPLF�VHDQFH��7KH�HQVHPEOH�VROLFLWV�DQG�HOLFLWV�RXU�VHQVRU\�
apparatuses, the luminal virtuality of sights and sounds become affectively 
HPERGLHG�� EHFRPLQJ� DQRWKHU̵V� PHPRU\�� /LW� DFURVV� WKH� SRO\SW\FK� RI� PXOWLSOH�
screens, the “partial determined form of reference,” both memory and moving 
LPDJHV�DXWRPDWH�WKH�QHHG�IRU�D�FRQWH[WXDOLVDWLRQ�DQG�VSHFWDWRULDO�SUHVHQFH�IRU�
perception, misalignment and permutation��.

1RW� XQOLNH� DQ\� DWWHPSW� WR� UHPHPEHU� WKH� SDVW� RU� UHFRQVWUXFW� ZKDW� LV�
DEVHQW�� LQ� WKLV� LQVWDOODWLRQ� WKH�YLHZHUV�ͤOO�ZLWKLQ� WKH� ODFXQDH�RI� UHSUHVHQWDWLRQV��
DQ�DOZD\V�LQVXIͤFLHQW�DWWHPSW�WR�UHSUHVHQW��D�� OLIH� LQ�ZKROH�WKURXJK�PRVDLF��WKH�
DOZD\V�LQFRPSOHWHQHVV�RI�ERWK�VXEMHFWV�DQG�WUDFHV��PHPRU\�DQG�LPDJHV��:H�DUH�
VXPPRQHG� VSHFWDWRUV� RU�ZLWQHVVHV��:H� OHW� WKH�ZLGRZV̵� DXUDO� WHVWLPRQLHV� DQG�
WKHLU� IDFHV� LQVFULEH� WKURXJK� XV� DQG�ZLWKLQ� XV� WKH\� UHYHUEHUDWH� DQG� LQKHUH�� 7KH�
cinematic unfolding of virtual movements continues. It subsists in the gallery 
space and allotted interval for the installation, simultaneously lingering and liminal, 
FR�H[LVWLQJ�ZLWKLQ�XV�DQG�RXU�VHQVRULXP��:H�FDUU\�WKHLU�WHVWLPRQ\�LQ�RXU�HPERGLHG�
PHPRU\��HYHQ�RQFH�ZH�H[LW�WKH�JDOOHU\��ORQJ�WKHUHDIWHU�
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VI. LUMINOUS LAMENT

When asked in an 1984 Photogenies�PDJD]LQH�TXHVWLRQQDLUH��̸'RHV�SKRWRJUDSK\�
WHDFK� \RX� VRPHWKLQJ� DERXW� FLQHPD"� 2U� YLFH� YHUVD"̹�� $QJªV� 9DUGD� UHVSRQGV��
̸3KRWRJUDSK\� QHYHU� FHDVHV� WR� LQVWUXFW�PH�ZKHQ�PDNLQJ� ͤOPV� >���@�every image 
becomes a memory, and all memories congeal and set >HPSKDVLV�LQ�RULJLQDO@”��.  
)XUWKHU��LQ�D������WH[W�IRU�KHU�DUW�H[KLELWLRQ�DW�'RPDLQH�&KDXPRQW�VXU�/RLUH��VKH�
YRLFHV�DQ�XQXVXDO�HQWKXVLDVP��QHDU�IHWLVKLVWLF�QRVWDOJLD�IRU�WKH�ͤOP�UHHO�DQG�LWV�
ER[��̸0\�QRVWDOJLD�IRU����PP�FLQHPD�ͤOPV�WXUQHG�LQWR�D�GHVLUH�WR�UHF\FOH�WKHP�>���@�
$�UR\DO�DUFK�PDGH�RI�HPSW\���PP�ͤOP�ER[HV�LQYLWHV�XV�WR�PDNH�RXU�ZD\�LQWR�WKH�
kingdom of the VHFRQG�OLIH�RI�ͤOPV >HPSKDVLV�LQ�RULJLQDO@”��.

7KH�ͤOP�ER[̱ZKHUH�PHPRULHV�DUH�VHW�WR�FRQJHDO̱LV�KDXQWHG�ZLWK�JKRVWO\�
WUDFHV�RI� WKH� LQVFULEHG�PDWWHU�ZKLFK�ZLWKLQ� LW�RQFH�FRLOHG�DQG�GZHOOHG�� ,W� LV� WKH�
KROORZ� GUXP�KRPH� �RU� FRIͤQ�� RI� FLQHPD̵V�PDWHULDO� DQG� SKRWRJUDSKLF�'1$�� WKH�
FHOOXORLG� ͤOP� VWULS�� (YHU� WKH� JOHDQHU�� 9DUGD� JLYHV� ͤOP� D� VHFRQG� OLIH� DQG� VHFRQG�
KRPH��TXLWH�OLWHUDOO\��7KH�ODWH�ͤOPPDNHU�JOHDQV�DQG�UHYLYHV�D�IDLOHG�ͤOP̵V�LOO�IDWHG�
DPEHU�LQVFULSWLRQV�IURP�WKHLU�PRUWDO�FRLOV�DQG�ER[HG�REVROHVFHQFH�

Near the end of The Beaches of Agnès�� 9DUGD� FRQMXUHV� D� OLPLQDO� DQG�
LQWHUPHGLDO� ]RQH� RI� H[FKDQJH� EHWZHHQ� SKRWRJUDSK\� DQG� FLQHPD�� 6KH� TXHULHV��
̸:KDW�LV�FLQHPD"�$�OLJKW�VRXUFH��FDSWXUHG�E\�LPDJH�HLWKHU�GDUN�RU�FRORXUIXO̹��. The 
IODW��LPPDWHULDO�DQG�WZR�GLPHQVLRQDO�GLDSKDQRXV�PRWLRQ�SLFWXUHV��WKH�FHDVHOHVV�
IORZ� RI� SURMHFWHG� SKRWRJUDSKLF� FLQHPD�� LV� UH�PDWHULDOLVHG� LQ� WKUHH� GLPHQVLRQV�
ZLWKLQ�DQ�DUFKLWHFWXUDO�IUDPHZRUN�IRU�WKH�VSDFH�RI�WKH�*UDQGH�6DOOH�FRQFHUW�KDOO�
designed by architect Jean Nouvel. The installation, Ma cabane de l’échec���������
FRPSULVHV��������IHHW�RI�FHOOXORLG�VWULSV�KXQJ�IURP�WKH�QLQH�UHHOV�RI�KHU�ͤOP�WKDW�
flopped, Les Créatures� ������� �)LJXUHV� ��� ���� 7KLV� ̸FDEDQH� GH� FLQªPD̹� �FLQHPD�
VKDFN��UHWXUQV�WKH�H[KDXVWHG�PRYLH�WR�OLIH�WKURXJK�D�VSDWLDOLVHG�DQG�SKRWR�JUDSKLF�
logic.

+HUH�DW�WKH�HQG��ZH�UHWXUQ�WR�WKH�EHJLQQLQJ̱FLQHPD̵V�SKRWRJUDSKLF�RULJLQ�
is its destination��. The cabane� LV� D� ER[��PXFK� OLNH� D� FDPHUD� REVFXUD�� WKRXJK�

[Left] Figure 6.
View of installation Ma cabane de 
l’échec, 2006.

[Right] Figure 7.
Agnès Varda, ͤOPVWLOO The Beaches of 
Agnès, 2008.
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LWV� ZDOOV� DUH�PDGH� RI� XQZRXQG� DQG� VWLOOHG� UHHOV� RI� WUDQVSDUHQW� SKRWRFKHPLFDO�
LPDJHV��7KH�URWDWLRQV�RI�WKH�HDUWK�RQ�LWV�D[LV�NHHSV�WLPH��WKH�GLXUQDO�DQG�FLUFDGLDQ�
WUDQVIRUPDWLRQV�DUH�QDWXUH̵V�LOOXPLQDWLQJ�LQFDQWDWLRQ��7KH�KRPH�PDGH�RI�LPDJHV�
EHFRPHV�LWV�RZQ�SURMHFWRU��UK\WKPV�GUDZQ�E\�WKH�̸VRODU�SHQFLO̹�VKDSLQJ�WLPH��. As 
OXPLQRXV�ZDYHV�EUHDFK� WKH�JODVV�SDQHV�RI� WKH�JDOOHU\�� WKH� WUDQVSDUHQW�FHOOXORLG�
VWULSV�FRPH�WR�OLIH��VKLYHULQJ�DQG�DZDVK��%DWKLQJ�WKH�VSDFH�LQ�D�GDQFH�RI�FRORXUV��
JRVVDPHU�HSKHPHUDO�OLJKW�ZHDYHV�LQWHUYDOV�RI�IOHHWLQJ�LPDJHV�WKURXJK�WKH�YHUWLFDO�
VHTXHQFHV� RI� SKRWRJUDSKV�� 6HDWHG�ZLWKLQ� WKLV� VFLQWLOODWLQJ� DERGH�� $JQªV� 9DUGD�
looks at the camera and remarks, “In here, I feel like cinema is the house I live in. 
,W̵V�OLNH�,�KDYH�DOZD\V�OLYHG�WKHUH̹��.

$JQªV�GLHG�RQ�WKH�GD\�RI�WKH�'RPDLQH�&KDXPRQW�VXU�/RLUH�LQDXJXUDWLRQ�
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