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GARCÍA, MIGUEL, Nathaniel Dorsky. Devotional Cinema at: Cinema Comparat/ive Cinema, n.1, 2012, pp. 108-110 DOWNLOAD ARTICLE / BIBLIOGRAPHY One of the biggest challenges of art has always been how to convey ineffective, anything we cannot describe or arrest through language, down to everything we cannot achieve
with words. Sometimes these words can be used as a stepping stone – as in benjamin péret's question that Buñuel remembers in his memoirs: 'Isn't it really true that mortadellas are made blind? To me, this statement in the form of a question is as true as the truth of the Gospel. Of course, for some, the relationship between blindness and
mortadella might be a bit absurd, but to me it is a magical example of a completely irrational sentence that bathes sharply and mysteriously under a glimmer of truth. (BUÑUEL, 1982: 190) His entire work seems to be contained in this landscape of relationships — enlightened by an unanswered question — that opens up in front of every
reader. His force comes from the inability to explain or describe him. But you can also suppress any relationship with language. Nathaniel Dorsky's cinema will talk like that, with images and time, without language and sound, about inefficient truths that no one would have thought there was access to and, therefore, could never be shared.
Before the beginning of China Devotional, Dorsky tells an anecdote that might sound familiar and is quickly strengthened by its conceptual rapproofing with religionism: upon leaving the viaggia screening in Italia (Roberto Rosellini, 1954) all audience members left the room in complete silence, and in the elevator that brought them to the
street, the awkwardness of sharing space with strangers disappeared completely. The film acted as a kind of secular communion by showing that certain intimate and unspeakable truths were seen and communicated, and eventually shared, by the filmmaker. In this way of explaining the spiritual connection through the behaviors seen in
the elevator and even in the writing style of the book, we also see How Dorsky participates deeply in the purely American form of thought, which may have been started by R.W. Emerson in the mid-nineteenth century when he was godfather to transcendentalism, which focused on familiar and simple things. And just as Devotional
Cinema's prose at no point hides its oral source (it's a revision of the John Sacret Young Lecture at Princeton University) and handles high terms using that casual tone, its author believes that the search for spiritual sensibility must always take place in terms of the near and usual things. These elements can't just be materials to build
something — all the theoretical structure needs to be built to shed light on that matter or protect it. That way, everything he shoots in his cinema Holy. A shirt, a glass or a handful of sand, objects that may have lost value, worn down by societal pressures about what must seem important to us. In another of the book's most memorable
passages, we are invited to look into our own hands and reflect on the complexity and variety of actions they can perform, in all the peculiarities of this versatile tool, and in its aesthetic beauty. The reader suddenly reconfigures the relationship with the hands that unwittingly held the book moments before, just as Dorsky tries, through his
cinema, to restore real value to things registered by his camera, oblivious to the value of the exchange that accompanies them and adulterously (in economic terms within a capitalist society, but also cinematography when dealing with those objects placed in front of the camera without actually being observed. What is sacred is always
untouchable, immensely for itself. The need to underline that, coloring ideas, would be a violation. To turn it into a symbol of another thing would mean to despise it; to use it as material for extraterrestrial discourse, to impose external meaning would be to use it, to reduce it to a bad position of contrivance for a greater end. In the
introduction to his excellent interview with Nathaniel Dorsky, Scott MacDonald reminds us of an interesting controversy: 'A few years ago, Stephen Holden claimed that for American Beauty (1999), Sam Mendes borrowed an image (and a whole beauty aesthetic) from Nathaniel Dorsky's Variations, in which the camera marveled at the
plastic shopping bag blown by the wind(New York Times , October 9, 1999). Dorsky remembers receiving a call from someone in the production of American Beauty, asking how Mendes might see the film, though he is not convinced that his shot has been borrowed. (MACDONALD,2006:79-80) Instead of another discussion about
commercial cinema's debts to the American avant-garde, it might be more interesting to focus on what this shot looks like in this new life. The scene quickly attracted a lot of attention and became the film's most honest image: a shot of a plastic bag (whose movements, of course, were much different and more spectacular than those in
Dorsky's bag: it goes up and down and turns somersaults) introduces a character with the question: Do you want to see the most beautiful thing I've ever shot? and followed by an evocative piano song by Thomas Newman. The character moves on, explaining what a special moment it is and specifying what it means for him: That's the day
I realized he's been behind things this whole life. . . . So there's the same shot on the surface, but only there, no more relationships - maybe that's why Dorsky quickly denied direct Throughout his text, Dorsky constantly refers to other images that share, in all the levels we discussed, these same principles in the context of narrative
cinema. The office worker's hat that filmed Oza, or the handkerchief of the woman filmed by Ford, are neither sublimated nor are they a symbol of something that could transform them; These objects would in any case be those that are so powerful that they can make a difference, awaken emotions. His ideas are so clear and firm that,
with only a list of films mentioned in his book, the reader could imagine both the ideas he defends and the kind of cinema he creates; Perhaps with the same kind of inexplicable, slippery security that Buñuel applauded. Compiling and enjoying these films, Dorsky shows the coordinates of the dedicated cinema to which his films also
belong. In the final step of the montage, the sacred objects of his cinema are connected with preserving this mystery of an unspeakable relationship (and perhaps, in order to explicitly tell his message, Mendes decided to leave alone this shot of a plastic bag), which, however, allows its effect to be felt by the same power of changing the
verse of the poem, that is, the stroke of the brush and a certain color in the abstract image. Ozu films his mother hugging his song, then cutting into a chimney spewing black smoke.   BUÑUEL BIBLIOGRAPHY, Luis (1982); We último suspiro. Éditions Robert Laffont, U.S. Paris. DORSKY, Nathaniel (film). Spiritual cinema. Tumba press.
Berkeley. MACDONALD, Scott (film). Critical Cinema 5. California press, Berkeley. Page 2 LANGLOIS, HENRI, On a screening of Ozu in: Cinema Comparat/ive Cinema, n.1, 2012, p. 11 DOWNLOAD There are many movies that attract only a small minority of people. The tragedy of all cinémathèques is that they are trapped between
public taste and the need to shape that flavor. Most are therefore forced – as we will say – to lag behind public taste instead of flaming a way to do so. Take Ozu, for example. It took time for people in Paris to realize that he deserved the reputation he enjoyed in Japan. Just a few years ago the prevailing opinion was 'Mizoguchi and
Kurosawa are geniuses, but Ozu, yes, well...' Every time a film from Ozu was shown, there were only ten or twenty people in the audience. Thanks to a certain persistence in showing his films, and the retrospective we dedicated to his work, he realized that he was an outstanding filmmaker who finally dawned. I was captivated by his
genius while teaching about contemporary cinema. I was talking about Japanese cinema and as usual took with me some rolls of film to illustrate what I was saying. And suddenly I realized that what I was saying had nothing to do with what I saw anymore. In the presentation of extracts from Mizoguchi and Kurosawa and Ozu I was the
first two at the expense of the third, while I discovered that Ozu had practically demolished the other two. Sandwiched between Mizoguchi and Kurosawa, Ozu's reel revealed his genius, a genius not immediately available, however, because Ozu is full of delicate shades and his films make up a lot of stories. Five years ago, the audience
found this Jaapanian intimistic oppressive because it had neither the brilliance nor the charm of Mizoguchi, and by charm I mean the true, mythological charm of Destiny, not the charm of a beautiful woman. Ozu, however, is life. His films possess this extraordinary quality inherent in American cinema: the purity of life. There is an aesthetic
element to Mizoguchi, although the arabesque she accompanies is so consumed that she manages to serve the subject, so that when someone creeps into the world of film, at first he does not realize how consciously skilled he is. Then comes a flash of illumination and one realizes the extent to which the Mizoguchi film was composed.
Kurosawa's film was also put together, albeit differently. Be that as it may, all compositions include artifice. Except with Ozu. His characters are perfectly distilled, yet living things. Excerpt from Nogueira, Rui and Zalaffi, Nicoletta, 'Seventh Heaven: Interview with Henri Langlois', Vision and Sound, 41:4, autumn 1972, p. 182 – 193 Page 3
DOUCHET, JEAN, Godard Science at: Kino Comparat/ive Kino, n.1, 2012, pp. 46-49 DOWNLOAD ABSTRACT / KEYWORDS / ARTICLE / FOOTNOTES / BIBLIOGRAPHY / ABOUT THE AUTHOR What I find most striking at Jean-Luc Godard's 1979 lecture at Cinémathèque Suisse de Lausanne1, Switzerland on film programming, is not
only his focus on image comparison but also the images he compares. Interest dwells in countering what he says is an image of an immortal work of cinema history with another image of a lesser-known film, perhaps even a film Godard himself has never seen. Why this relationship? Godard wanted to continue André Bazin's inquiry into
the question 'What is cinema?'. How's that? Making all the well-codified structures of cinema explode and, from the resulting elements, out of these atoms, finding all the possibilities of cinema. In a certain way, Jean-Luc Godard is someone who can only create by destroying, or 'de-structuring', if you like. His inquiry deviates from the well-
formed elements, belonging to the greatest films, as well as the smallest nothings. He was interested in the construction of a cadre or raccord in Serguéi Eisenstein or Dziga Vertov – two filmmakers who were obsessed with him – as well as in the professional abilities of a bad filmmaker. Why collect two absurd shots? Just because we
wouldn't get anything from them? Some things are so bad that they can give way to something else. Godard's strength is to dismantle the whole. the system and, in particular – in spirit, mind and, finally, works – the very constitution of cinema: to take cinematography as an optical and photographic device, which registers changes in light
on the film bar. Think Little Soldier (Le Petit soldat, Jean-Luc Godard, 1963): photography is true; The movie, true 24 times a second. The film is celluloid – it's on the film tape to have those 24 pictures taken per second. Once powered by an engine, the images will generate another movement, that is, the illusion of movement. But the film
itself consists of 24 images per second, each separated from the previous one, and the next by a small barrier, a small band. Such observation leads Godard to believe that assembly is the most basic element within the entire cinematic apparatus; it is the core of the constitution of cinema itself. Cinema is not about continuity or illusion
created by the mechanical construction of continuous movement; it's a sequence of discontinuous moments and moments that create cinema.  This concept radically changes the whole concept of cinema. It's not like it hasn't been thought about before. From D. W. Griffith to Soviet filmmakers, many have previously thought about this
issue before Godard. But they didn't come up with a concrete idea of what to do with that knowledge. How to get a purely physical phenomenon, how to work with the physicality of cinema – how to work on physical through physics. If Godard is such an important figure, it's because he was the first filmmaker to become aware of his time:
the twentieth century. Other forms of art have previously acquired this consciousness. Painting, literature, even music, quickly took on theories of contemporary scientific knowledge. The film, on the other hand, perpetuated what it had learned over the last years of the previous century. His conception of continuity, dramaturgy, storytelling,
etc. To remain unaware of the fact that cinema belonged to the same era as the theory of relativity and quantum physics was to make a huge mistake in what we can do with cinema and what cinema can contribute to the twentieth century. From that point on, the cinema will only work with discontinuity and permanent rupture. Through
editing, and by this principle of directing, all elements of cinema begin to play a role in his work. Since continuity no longer exists, there can no longer be a dominant discourse. Just as in quantum physics, all elements become scattered, and not the idea of perseverance follows, but the idea of lack thereof. What emerges is the
consciousness of a world that no longer has a single line. It is necessary to work on different and different lines. That's exactly what Godard did, based on cinema itself as he did It's a montage. The first line is a picture belt; others, words; third, sounds and noise; fourth, music, etc. When these are constant lines, they progress at the same
time and develop in parallel and in sync; however, after realizing that these are separate lines, there is no reason — and this is another theory, what we might call the 'perseverance theory' — why sound should be used to qualify the image, as it has been for so long. Therefore, a new conception of cinema is born, one that can understand
the relationship between these lines only as one of independence: each line has its freedom and is considered on equal terms with respect to the other. We can 'play' with them, let one suddenly dominate the other... Multiple aspects that prevent progressive construction. Evolution no longer exists, just a fraction of a series of moments.
Not even moments: the relativity of time and space can also be challenged. Godard said: 'I'm not an artist, the National de la recherche scientifique (National Centre for Scientific Research) should pay me.' Godard is a scientist. He is an artist, certainly, but an amazing artist who applies the current situation of science to an instrument,
cinematography, more reverent of his eyes than any other to be completely fashionable. To a large extent, this shift in mentality puts all previous cinematography in a bubble. Even if classical cinema continued and perpetuateed the nineteenth century – and thus its power because it enabled the development, from the last century, of a
series of things that have not yet had the opportunity to be developed – when classical cinema is viewed under a new lens, that is, modern science, it cannot be done with it in the same way. And yet cinema itself was the bearer of its fundamental truth — these 24 elements per second.  Cinematography, that is, the way cinema is
conceived, has changed radically from this point onwards and, even after Godard, it will continue to change. No one can dare to do what Godard does—he's unique—but one can talk about an expansive wave. Even if it's only at the level of space and time research, it's unstoppable. The cinema works in an identical and permanent space
– a shot, a canvas of a certain format that remains unchanged from the first to the last image that gets in shape in it. But it's an identical being with no continuity. Aleatory distribution that does not carry benefits, but spells. Hence his interest and his potential. Given the exploitation of a completely fragmented world, classical cinema can no
longer be made or seen in the same way, and one ends up putting everything in an envelope. He can still be admired, just as parthenon or Diego Velázquez paintings can still be admired. There's no reason to stop doing that. But such perfect deeds were perfect in relation to their time, they have expressed their era and are connected to
the philosophical and scientific thought of their own time, but they do not correspond to the present. Today we have to secede from them. But we're actually moving on. We break with the acquired conception of the universe as a whole and challenge civilization itself. Godard is a great filmmaker of decadence. For him, one civilization has
died and another must be born. And this new civilization must feed from the previous one, but without reproduction: it must turn it into something else. Godard is not wrong about the diaries in his lecture any2. The film review didn't even try to do the job, she's pleased because she's working on a dichotomy called 'I Like/Don't Like', which
never had any interest. Even when faced with classical cinema, there were many of us who really thought about that cinema. There was criticism at the time: on a small scale, the task was done. But very few critics can rise to the cause of the work that would require it now, the reflections that would require it. That's what Godard says
himself. Given the basic disassion, today cinema is reduced to a picture, not only in a series of images – since this is still the case – but also on confronting images, visual and aural. What will his 3D work, Adieu au langage (Jean-Luc Godard, Goodbye Laguageu, 2013)? If the sense of smell existed in cinema, Godard would have used it.
To exploit dialogue among the plots of cinema. The nature of the image is under constant transformation. A picture that doesn't in itself carry another picture is just a picture, alone. FUSNOTE 1 / This lecture stemmed from an invitation sent by Freddy Buache to Jean-Luc Godard to participate in the discussion held at Cinémathèque
Suisse, together with Buache himself, Ivor Montagu and Jean Mitry. The theme Godard was supposed to address was the relationship between the works done by Cinémathèques and Godard's own conception of the formal Mass en scène history of cinema. This symposium was held at the end of the Annual Congress Fédération
Internationale des Archives du Film (FIAF), held from 30 May to 1 June 1979 in Cinémathèque Suisse de Lausanne on the occasion of the anniversary of the Congress in La Sarranz in 1929. Shortly afterwards, Cinémathèque Suisse published a transcription of the lecture – unsigned and interrupted before its completion – in his magazine
Travelling (Laussane), nº 56-57, 1980, p. 119-136. However, the transcription version to which I refer is quoted in the bibliography below. 2 / I quote below some excerpts from the lecture, which are not compiled in chronological order, but according to their own 'editing', hoping that the words that are composed here take on a new
meaning: Me, the history of cinema will be the history of two conspiracies. One: a talkie conspiracy against a neut film, from the birth of the latter. Second plot: words that could have helped a neut film to... Conspiracy against the fact that history will not be written... we will find a way to prevent history from apologizing—otherwise it would
be too powerful, too, because when one learns to tell one's own history, then, there is. I don't know... The world is changing! And I wonder if the people who work at Kinoteka are even interested in the question..., are there other people who also deal with this aspect, the aspect of film production related to its preservation. Conservations
are, well, things more or less cans, but what is the interest in impeccable preservation since we see that, at the end of the day, what is it that is kept? Picture! What is interesting is to preserve the relationship between the two images. It's not that important to keep the film, as long as we keep three photos of Vertov's film and three photos of
Eisenstein's film, we'd know what happened: that would be the role of the magazine.' SUMMARY In a lecture held at Cinémathèque Suisse, Jean-Luc Godard ponders the relationship between cinematic cinemas and his own work on the history of cinema. In this way, the question about programming can be formulated as follows: which
images to compare? In his quest to continue the work initiated by André Bazin on the ontology of cinema, Godard seems to have opted for the principle of 'disassociation', namely breaking the mechanism of cinema into atoms, a principle derived from previous inquiries found in the editing theories of filmmakers such as Dziga Vertova or
Sergei Eisenstein. For Godard, it's a sequence of discontinuous moments that create cinema. The novelty lies in the fact that this method would lead Godard to work on the physics of cinema, substituting the concept of 'evolution' for that of 'fractions' and 'instant' for the relativity of space and time. This way of finding a form appropriate to
the study of the history of cinema through editing finds a parallel in the practice of film programming as a form of comparative cinematography. KEYWORDS Jean-Luc Godard, Cinémathèque Suisse, Soviet editing, comparative cinematography, discontinuous editing, film physics, spatial-temporal relativity, the principle of fragmentation of
images. BIBLIOGRAPHY GODARD, Jean-Luc (1979). Les cinémathèques et l'histoire du cinéma. BRENEZ, Nicole (ed.), Documents (p. 286-291), Paris. Éditions du Centar Georges Pompidou. JEAN DOUCHET Jean Douchet studied philosophy at the Sorbonne in Paris, where he specialised in Maurice Merleau-Ponty, Gaston Bachelard,
Daniel Lagache and Étienne Souriau. He is a film critic and historian and has since been a professor at the Université de Vincennes He later taught at the Université de Jussie and université de Nantes. From 1999 to 2007 he was director of studies at the Institut des Hautes Études Cinématographiques (IDHEC), professor of film history,
screenplay and film analysis at La Femis (École National Supérieure des Métiers de l'Image et du Son) and former presdient Collège d'Histoire de l'Art Cinématographique, all in Paris. In 1957 he began writing for cahiers du cinéma and art magazine (until 1962). Among many other books he published Alfred Hitchcock (Cahiers du cinéma,
1967), L'Art d'aimer (Cahiers du cinéma, 1987), Gertrud de Carl Th. Dreyer (Yellow Now, 1988), La Modernité cinématographique in question. Le Cinéma muet des années parlantes (Cinémathèque Française, 1992), Nouvelle vague (Cinémathèque Française/Hazan, 1998) and La DVDéothèque de Jean Douchet (Cahiers du cinéma,
2006). Page 4 When thinking about the possibilities of comparative cinema, it may be worth stopping the word 'comparison' before thinking about 'cinema'. If a peasant is able to predict a storm just by looking at the bark of a tree, and if Eskimo can name three hundred different shades of white, what can moviegoers see in the expression
of recorded eyes? After seeing so many close shots, are we learning to compare and recognize on our faces what we couldn't see before? Do we acquire, through cinema – both through the function of the camera and the telescope and the microscope, how would Vertov have it – plus a sensibility that allows us to see emotion in disguise?
If it wasn't like this, cinema would just be a decorative medium, but never a form of thought, or a way of connecting distant images, to bring together images of cinema and images of the world.  Comparative cinematography would then consist in monitoring that connection, those secret threads that connect cinematic images and project
them onto images of our own lives; for example, the way cinema allows us to see and think about politics and love. In this first issue we wanted to take the viewer experience and projection as the point of departure, after Langlois' ideas about programming as a klice or a possible form of editing. Our first interpretation of the film is marked
by the space and context in which it is programmed. Some film curators apply critical meaning and think thoroughly about this space, with an essayist perspective, if you will: they are interested in the associations and comparisons that can appear, often unexpectedly, between different films, as in a kind of test where one looks through a
microscope expecting something to become visible. We have solved this issue in two different ways: some of the articles in this issue study the work of certain film curators – such as Nicole Brenez, Alexander Horwath, Carlos Muguiro, Matoš Cabo or Federico Rossin – who establishes formal connections in a given period or historical
issue – such as Russian post-Vertov cinema, French avant-garde cinema or collective cinema; while other articles examine how certain journals have made their politics and their elective affinity visible through film programmes, the same way they have morphed from text to image. We decided to use the jean-Luc Godard conference at
Cinémathèque Suisse in 1979 as a conceptual basis for this edition, where he talked about preliminary ideas that would later materialize in Histoire(s) du cinéma (Jean-Luc Godard, 1988/98).  Digital tools have enabled us to work with images, movies and sounds extracted from cinemas using one and the same tools as writing –
computers. Furthermore, the digital archive is increasingly diverse (no one quite accustomed to navigating the internet will be surprised when moving from a Hollywood film to a music video and avant-garde work) and therefore new constellations are constantly being created that differ importantly from canonical history. This seems to be
an opportune time to launch a publication on comparative cinema, or at least a time when we have adequate media to test godfather ideas - 'seeing means comparing'. This publication is dedicated to the memory of Domènec Font. We need to explain what editing is. Let's think of a picture, like Mnemosyne, and then in another, a painting,
Melancholy. In the middle, since it is impossible to unite the images, there is an empty space, and in this gap comes the third, invisible image, real. I believe strongly in invisible images. Aby Warburg would disagree, and if Godard listened, he would compliment me and say: This is a montage!. Editing has nothing to do with the union, or
the fusion of images. Because the images are as autonomous as Leibniz's monads. Between them, there are chasms: above and below, on the side, we can see horizons. The goodness of public media is that viewers fill these empty seats and realize the montage. The greater the contrast between the images, the easier it is for the third
element to appear: epiphany.' Alexander Kluge (KLUGE, 2010: 299-300) II 'It was 1973 during Restrospektive Rossellini. The premiere, in the packed Gran Auditorio de la Fundação, with Rossellini and Langlois among the audience, we projected Rome, the Open City (Roma, città aperta, 1945), which was then forbidden and I ended up
listening to the biggest demonstration I had ever experienced in a cinema space. When discussing the event, Langlois said: Very soon something will happen in your country. I thought he was naïve and, tired of hearing prophecies like this, I didn't give him much credit. A few months later it happened on April 25th. I asked him later. That's
what he said. Oh, you know, mute cinema taught me a lot of things. João Bénard da Costa (DA COSTA, 1986:35) KLUGE BIBLIOGRAPHY, Alexander (2010). 120 historias del cine. Buenos Aires: Black Tea. DA COSTA, João Bénard 50 years of French cinematheque 1936-86 Lisbon: Portuguese Cinematheque. Portuguese.
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