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THE PHILOSOPHY OF FILM AND FILM AS PHILOSOPHY 

Tom McClelland 

 

Abstract 

There are two respects in which the medium of film and the discipline of philosophy 

intersect. First, the philosophy of film asks philosophical questions about the nature of 

film. Second, the notion of film as philosophy (FAP) proposes that films themselves can 

contribute to a range of philosophical debates. FAP raises some troubling conceptual 

problems. How is it possible for film to contribute to philosophical debate? And, if it 

is possible, why should we turn to film for those contributions rather than to 

traditional academic sources? I address these problems with a “Socratic Model” of the 

role of film in philosophical debate. I argue that the representational limitations of 

motion pictures are compatible with film acting as a “midwife” for philosophical 

insights in its audience. Furthermore, where a film facilitates insights into the 

philosophy of film, I argue that it can be better positioned to prompt those realisations 

than an academic text. I put this model into practice with an account of the 

philosophical value of Hitchcock’s Rear Window, which invites its audience to 

consider moral and epistemic issues surrounding the activity of film viewing. 
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Russellian account of the metaphysical status of conscious experience. His first 

paper in the philosophy of film explored the relevance of Being John Malkovich (1999) 

to the metaphysics of mind. 

 

 

LAYERING IMAGES, THWARTING FABLES:  

DELEUZE, RANCIÈRE AND THE ALLEGORIES OF CINEMA 

Agustin Zarzosa 

 

Abstract 

This essay evaluates Jacques Rancière’s apparently devastating critique of Gilles 

Deleuze’s film philosophy. In “From One Image to Another,” Rancière offers two 

arguments about Deleuze’s distinction between the movement-image and the time-

image. First, Rancière questions whether this distinction could correspond to the 

historical distinction between classical and modern cinema. Second, Rancière claims 

that this distinction remains allegorical to the extent that Deleuze derives it from 

film fables. 

I claim that Rancière’s arguments involve a perspective foreign to Deleuze’s 

ontology. Rancière’s first argument overlooks that Deleuze evokes history to explain 

not a development in the natural history of images but our lack of belief in the 

action-image. Rancière’s second argument relies on the assumption that fable and 

image entertain a dialectical—rather than an expressive—relationship. In evaluating 

Rancière’s criticism of Deleuze, I offer an alternative account of these two apparent 

contradictions in Deleuze’s film philosophy. 
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THE TWILIGHT OF THE INDEX 

Temenuga Trifonova 

  

Abstract 

The “digital turn” has prompted a renewed interest in the relationship between film 

and photography reflected in a return to questions of indexicality and a rethinking 

of medium specificity away from the idea of medium as a material or physical 

support. This paper explores the growing ambivalence surrounding the notion of 

indexicality as it manifests itself in contemporary “cinematic” photography (Barbara 

Probst, Uta Barth, and Jeff Wall), which, I argue, imposes a time of reading by means 

of self-reference that exposes a single moment’s difference from itself (Probst), by 

means of extending the present moment into a “long now” (Uta), or by means of 

enlarging the scale of the image and narrativizing it (Wall). “Cinematic” 

photography seeks to reclaim the cinematic within the photographic from within 

the twilight of indexicality: rather than putting us in a deep historical relation with 

time, it self-consciously reflects on indexicality, automatism, and duration. 
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SEMIOTIC IMAGES 

Flore Chevaillier 

 

Abstract 

Julia Kristeva’s work on cinema has generated inquiries focusing on the figures of 

the Abject and feminine bodies. Yet, these inquiries do not emphasize Kristeva’s 

conception of the Semiotic as a part of filmic signifying processes, and thus narrow 

the Kristevan field of studies in film. In this essay, I undertake her Semiotic model in 

relation to an avant-garde film, Calendar (1993) by Atom Egoyan, and a traditional 

Hollywood movie, Jurassic Park (1993) by Steven Spielberg, to expand Kristevan 

interpretations of film. Both films ask questions about aesthetic contemplation and 

about the consumption of images, thereby commenting on the nature of the viewer’s 

role while featuring semiotic moments. In Egoyan and Spielberg’s works, the 

Semiotic reaffirms some of the symbolic messages, but also disrupts their order, 

which allows critics to address matters of pleasure and commodification in more 

complete and complex ways.  
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“BIOPOLITICS ON SCREEN”:  

AERNOUT MIK’S MOVING-IMAGE INSTALLATIONS 

Gabriella Calchi-Novati 

 

Abstract 

In this paper I propose that the moving-image installations Vacuum Room (2005), 

Scapegoats (2006), Training Ground (2006), and the most recent Shifting Sitting (2011), 

produced by Dutch artist Aernout Mik, are performative instances of current 

biopolitical concerns. These video installations represent what is supposed, and, 

more crucially, is always expected to be unrepresentable, namely what Zygmunt 

Bauman calls “constant uncertainty,” which can be considered one of the by-

products of biopolitics. It is because of this uncertainty that we feel hopeless in 

relation to the political status quo and we are made believe, as Bauman contends, 

“that everything can happen but nothing can be done”. I argue that these works, 

when considered “as-philosophy,” or “philosophy-in-motion,” function as a series 
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of conceptual paradigms that illustrate the main thesis of this paper, namely, that 

these very same installations, seen through Giorgio Agamben’s philosophical lens, 

are in fact biopolitics on screen.  
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PARA UMA TEORIA DO CLICHÉ 

Leonor Areal 

 

Abstract 

We call cliché an image whose shape is repeated and therefore becomes 

recognizable. Films live upon clichés and create clichés — simple images that are 

easily retained. Clichés are essential forms of perception and cognition, like gestalt. 

The cliché is a mixture of an image, an idea and an emotion.  
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The aim of this essay is to research and define what is a cliché and also to 

demonstrate its importance inside the process of film semiotics. Could we say that a 

cliché is a visual sign? This theory presents the hypothesis that — for cognition 

reasons — cliché is the embryo of a cultural sign, which could be developed inside a 

semiotic theory of film. 
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TÉCNICAS CINEMATOGRÁFICAS E ACTOS MENTAIS: 

THE PHOTOPLAY DE HUGO MÜNSTERBERG 

Teresa Pedro 

 

Abstract 

This paper analyses Münsterberg’s The Photoplay in the light of the relation between 

mind and film, aiming to clarify the parallel between mental acts and 

cinematographic techniques such as it is drawn by the author. It criticises the 

interpretation of this relation as an “analogy,” stressing that the term used by 
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Münsterberg to characterize this relation is not “analogy”, but “objectivation”. In 

this context, it is argued that in determining what the “objectivation” of mental 

processes in cinematographic techniques in The Photoplay means, the principal aim 

of the book should be remembered: the defense of the aesthetic character of film. In 

conclusion, Münsterberg’s goal is not, as suggested by Noël Carroll, to elucidate the 

function of cinematographic techniques through an analogy with mental processes, 

but to show that the distinctive aesthetics of film relies on the production of the 

perception of a world structured by mental acts. 
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