Vol.XlI comparative cinema

Alan Salvadd-Romero No 20
Carolina Martinez-Lopez

113-137
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One of the manifestations of collapsology in contemporary visual culture can be found in
the apocalyptic visions of mainstream media, based on spectacle of nature. However, it is
also possible to find alternative visions that reveal the complexity of the relationships that
human beings establish with the planet, perspectives that could help reverse the effects
of collapsology, as defined by Pablo Servigne and Raphaél Stevens. The aim of this article
is to analyze a number of experimental films that effectively represent environmentalist
discourses and forms, thereby offering alternatives to the catastrophist imaginaries
characteristic of certain mainstream productions and omnipresent in the media. Beyond
the filming of nature, these films adopt a phenomenological and kinesthetic perspective in
order to explore different possibilities of cinematographic language and technology.
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From the minerality of the planet to
the texture of the digital
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% Jacques Perconte’s premise
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< Mont Blanc (2020) makes his

< Q environmentalist stance clear. With the
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accelerating the melting of the
glaciers, the artist (indirectly) poses
the question: Will we be the last to
have the chance to see the peaks of
Mont Blanc? To answer it, Perconte
begins his film with a daguerreotype
of the mountain taken in 1854 by
John Ruskin and Frederick Crawley:
Aiguilles, Chamonix. The texture

of the picture, with its stains and
imperfections, evokes André Bazin’s
ontology of the photographic image
(1975, 23-31), the idea that what

we see represented is the trace of a
moment, the record of a (geological)
time emulsified in the image. An abrupt
cut then takes us suddenly from the
photographic texture of that image

to endless rows of meteorological
data on Mont Blanc: weather, latitude,
height, and so on. In the era of big
data, it is worth noting that our
understanding of environmental
issues is often mediatized by the kind
of data presented on the screen here
with a vertical logic, literally showing
us a “mountain of data” that scrolls
quickly upwards before our eyes to
the sound of the blustering winds on
the mountain peak (Fig. 6). In short,
we see two languages, analog and
digital, representing a single motif of
nature:the mountain. But rather than
establishing a distance between one
and the other, Perconte creates a kind
of visual correspondence between
them. He turns the environmental
issue into a representational issue,
establishing a relationship between
the geological evolution of Mont Blanc
and the evolution of the images that
have represented it. The rise of the
digital is thus highly significant for
the representation of collapsology.

Having presented this initial
dialogue between geological time
and digital texture, Perconte goes
on to present some cartographic
views showing Mont Blanc and its
surroundings on a map of the territory

whose printed imagery seems to take
on a life of its own. The aerial view of
the map serves as a counterpoint to
the soundtrack (cow bells tinkling)
that seems to offer a more horizontal,
almost “ground level” view.

Following this cartographic view,
we are taken fully into the question
of the minerality of the mountain and
the materiality of the image with a
dialogue between opposites, playing
with tensions mainly on the basis
of the apparently inorganic nature
of the digital and the organicity of
nature, which takes shape through the
deconstruction of the image. Thus, for
example, the spectacular sequence
of an avalanche that concludes the
film evokes a decomposition, creating
different levels of abstraction that
at times, as contradictory as it may
seem, makes the snow appear as if it
were an oil painting of a sky (Fig. 7).
For Vincent Deville (2022), in this film
Perconte creates a geology of images
that posits a dialogue between the
geological history and the history of
the images themselves, by means of
a parallel between the pixel and the
mineral elements of the mountain.
Similarly, a parallel is also established
between the compression of the images
and the snow tumbling down the
mountain, which is presented almost
alchemically as a living being thanks
to an organic use of digital technology,
as we can see in the sequence where
a vertical pan up to the peak of Mont
Blanc gradually breaks down into
pixels that translate the minerality of
the million-year-old rocks. And at the
same time, the soundtrack evokes the
roar of the sea or of the tumbling snow,
in a natural movement which, like a
Leviathan, shakes the very foundations
of the Earth. Perconte depicts the
tectonic shifts that gave the mountain
its shape, rising up like a wave of stone.

Perconte’s attitude towards the
environment being filmed is also
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informed by two aspects mentioned
before: decentering and kinesthesia.
In the case of Avant l’effondrement du
Mont Blanc, to be able to reveal the
different space-time in which nature
exists, the filmmaker, as he explains
in an interview with Della Noce (2022),
connects with the mountain on an
inner journey to stillness. Indeed, the
dialectic of mobility and immobility
(or “quietude” and “inquietude”),
which is key for representing an
eternal state of becoming that fuses
past, present, and future, is perfectly
represented in the sequence where
the shot of the snowy peaks of

Mont Blanc unexpectedly enters an
airplane. Quietude is represented

by the “humble” and contemplative
mood of the artist, who allows the
plane itself to choose the framing:
“My attitude is not to look through
the lens; | look only at the beginning,
Mont-Blanc is in the image, then the
plane does the rest, | hold the camera
(2022, 227). This “quietude” stands

in opposition to the economic “in-
quietude” of these kinds of “tourist”
mountains that tumble down (2022,
227), revealing another of the tensions
Perconte plays with in his work.

[...]

DOI:10.31009/cc.2023.v11.i20.07



comparative cinema

Translation by Martin Boyd

Funded by European Union-NextGenerationEU, Ministry of Universities and Reco-
very, Transformation and Resilience Plan, through a call from Universitat Pompeu
Fabra (Barcelona).

134

2

0-ROMERO & CAROLINA MARTINEZ-LOPEZ

Imaginaries of Collapsology in Experimental Film

1/ The term “Anthropocene” was coined in the early 1980s by the ecologist Eugene
Stoermer of the University of Michigan to refer to the evidence of the transformative effects of
human activity on Earth. It gained currency in the year 2000 when the Nobel prizewinner Paul
Crutzen argued that the time had come to baptize a new geological epoch with this name.

-

2/ Itis interesting to note that this French term can in fact be translated into English as
either “breakdown” or “collapse.”

3/ “If biopolitics was the management of the lives of populations with the objective of
maximizing capitalist profits and national purity, necropolitics was its negative operation:
the processes of capture, extraction, and destruction carried out during colonial modernity”
(Preciado 2022, 117). Unless otherwise stated, all the quotes from sources which are not in
English have been translated by Martin Boyd.

4/ This is why a significant proportion of this “collapsology cinema” uses audiovisual
techniques and devices that operate in opposition to the idea of acceleration, making
“slowness” and contemplation central pillars of their aesthetic (Martinez-Lépez 2023a).

5/ The term dispositive is used here to refer to “a schema, a dynamic play of relations
which articulates discourses and practices with one another, and can be described with
reference to three terms that in each case need to be entirely redefined and understood in their
reciprocal relations: the spectator, the machinery, the representation” (Albera & Tortajada 2015,
44).

6/ In an interview for Variety, Emmerich talks about Twentieth Century-Fox’s reaction

to the ending to The Day After Tomorrow: “When they finally saw the movie, they had a little
trouble with it. They said, ‘Oh, my God, there is no real happy ending.’ It was there on the page,
but it really hit them when they saw it. | said, ‘Guys, | can’t make this a happy ending because if
humanity keeps going like this, there will be no happy ending’” (Donnelly 2019).
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7/ The term “ecocinema” was coined by Scott MacDonald in 2004 to define a type

of cinema that provides “something like a garden—an ‘Edenic’ respite from conventional
consumerism—within the machine of modern life, as modern life is embodied by the apparatus
of media” (2004, 109). However, it should be borne in mind that the definition and delimitation
of the term is still being discussed and debated in both audiovisual studies and ecocriticism
due to the growing interest in this field. A valuable contribution to this evolution that helps to
contextualize existing studies of ecocinema is Ecocinema Theory and Practice (Rust, Monani &
Cubitt 2013).

8/ The most revealing films made by Jean Epstein on the islands of Brittany are
Finis Terrae (1929), Mor’vran (1930), L'Or des mers (1932), Chanson d’Ar-mor (1934), and Le
Tempestaire (1947).

comparative cinema

9/ Slow motion would also be one of the most oft-used techniques by Maya Deren—a
profound admirer of Epstein—in her films. Deren used it like a microscope to reveal a nature of
reality that was invisible to the naked eye. For more on Deren’s work and style, see El universo
dereniano. Textos fundamentales de la cineasta Maya Deren (Deren & Martinez, 2020).

10/ It is unclear which version of Ali Baba and the Forty Thieves the film reel contained;
Reble himself is not even sure that this was in fact the film, as he mentions in the comments
included on the website of the film’s current distributor, Light Cone (Reble n.d.).

11/ The way that the images act on the spectator in this case recalls the effects produced
by the Dreamachine (1960), the expanded cinema device created by Brion Gysin and lan
Sommerville.

12/ For further information, see Carolina Martinez-Lépez, “Una aproximacién al cine
coreografico de las pioneras norteamericanas” (2023b).

13/ “Organicist” here refers to the “principle of organicity” derived from Gestalt theory,
organismic theories in psychology and general systems theory in biology and physics, where
it designates the phenomenon evidencing a process of evolution that increases the degree of
organization possessed by open systems (Von Bertalanffy 1979).

135 14/ The concept of the “poor image” is used here in the sense given to it by Hito Steyerl
(2014, 33-48).

15/ In the exhibition Sunset. Ein Hoch auf die sinkende Sonne [Sunset: Hooray for the
Sinking Sun] (Kunsthalle Bremen, 2022), there was an explanatory poster beside the video
installation featuring Cecchetti’s film, where the curator Annett Recker expresses this idea.

16/ In this respect, it is also interesting to consider Rosi Braidotti’s proposals for a new
post-human world (2015).

References

Albera, Francois, & Maria Tortajada. 2015. “The Dispositive Does Not Exist!” In Cine-
Dispositives: Essays in Epistemology Across Media, edited by Albera & Tortajada, 21-44.
Amsterdam: Amsterdam University Press. https:/doi.org/10.1515/9789048523443

Bazin, André. 1975. ;Qué es el cine? Translated by José Luis Lopez Munoz. Madrid:
Rialp

Braidotti, Rosi. 2015. Lo Posthumano. Translated by Juan Carlos Gentile Vitale.
Barcelona: Gedisa.

Coccia, Emanuele. 2021. Metamorfosis. La fascinante comunidad de la vida.
Translated by Pablo Ires. Madrid: Siruela.

Imaginaries of Collapsology in Experimental Film

Article

Deleuze, Gilles. 2001. Cinema 1: The Movement Image. Translated by Hugh Tomlinson
& Barbara Habberjam. London: Continuum.

2023

Della Noce, Elio, & Lucas Murari. eds. 2022. Expanded Nature: Ecologies du cinéma

No.20 ALAN SALVADO-ROMERO & CAROLINA MARTINEZ-LOPEZ

Vol. Xl

DOI:10.31009/cc.2023.v11.i20.07


https://doi.org/10.1515/9789048523443

expérimental. Paris: Light Cone Editions.

Della Noce, Elio, & Jacques Perconte. 2022. “Etre avec les oiseaux. Les explorations
numériques de Jacque Perconte.” In Expanded Nature: Ecologies du cinéma
expérimental, edited by Elio Della Noce & Lucas Murari, 223-33. Paris: Light Cone
Editions.

Deren, Maya, & Carolina Martinez (ed). 2020. El universo dereniano. Textos
fundamentales de la cineasta Maya Deren. Cuenca: Publicaciones de la Universidad de
Castilla-La Mancha.

comparative cinema

Deville, Vincent. 2022. “La montana de lo real a lo virtual en la obra de Jacques
Perconte.” Unpublished talk in the cycle Paisatges i cossos virtuals en la cultura digital,
organized by Alan Salvadé. Universitat de Girona.

Donnelly, Matt. 2019. “Roland Emmerich Sounds Off on Hollywood’s Avoidance
of Climate Change in Its Movies.” Variety, 31 October. https://variety.com/2019/film/
features/roland-emmerich-climate-change-1203387590/ [access: August 30, 2023]

Dusinberre, Deke. 1976. St. George in the Forest: The English Avant-Garde. London:
Afterimage Publishing.

Epstein, Jean. (1946) 1974. “Lintelligence d’une machine.” In Ecrits sur le cinéma,
vol. 1, 255-334. Paris: Seghers.

Gibson, James J. 1986. The Ecological Approach to Visual Perception. New York:
Psychology Express.

Guattari, Félix. 1989. Les Trois Ecologies. Paris: Ed. Galilée.

136 Fay, Jennifer. 2018. Inhospitable World: Cinema in the Time of the Anthropocene.

Oxford & New York: Oxford University Press. https:/doi.org/10.1093/
050/9780190696771.001.0001

Haraway, Donna J. 2016. Staying with the Trouble: Making Kin in the Chthulucene.
Durham: Duke University Press. https:/doi.org/10.2307/j.ctv11cw25q

Lopez Silvestre, Federico. 2004. El paisaje virtual. El cine de Hollywood y el
neobarroco digital. Madrid: Biblioteca Nueva.

MacDonald, Scott. 2004. “Toward an Eco-Cinema.” Isle: Interdisciplinary Studies in
Literature and Environment 11(2): 107-32. https://doi.org/10.1093/isle/11.2.107

Martin, Adrian. 2011. “Turn the Page: From Mise en scéne to Dispositif.” Screening
the Past 31: 1-15. http:/www.screeningthepast.com/2011/07/turn-the-page-from-
mise-en-scene-to-dispositif/ [access: September 01, 2023]

Martinez-Lopez, Carolina. 2023a. “El cine en presente continuo de Kelly Reichardt.
;Larespuesta esta en los bosques?” In Lo que dura una pelicula: una antologia sobre
slow cinema, edited by David Ferragut & lona Sharp-Casas, 221-40. Barcelona: Laertes.

.2023b. “Una aproximacioén al cine coreogréafico de las pioneras
norteamericanas.” Temas 113 (January—March): 117-23.

Narine, Anil. ed. 2015. Eco-Trauma Cinema. New York: Routledge. https://doi.

Imaginaries of Collapsology in Experimental Film

No.20 ALAN SALVADO-ROMERO & CAROLINA MARTINEZ-LOPEZ

% org/10.4324/9781315762814

;E Pick, Anat, & Guinevere Narraway. eds. 2022. Screening Nature: Cinema Beyond the
Human. New York: Berghahn Books. https://doi.org/10.1515/9781782382270

> ™

ﬁ S Preciado, Paul B. 2022. Dysphoria mundi. Barcelona: Anagrama.

) ~

>

DOI:10.31009/cc.2023.v11.i20.07


https://variety.com/2019/film/features/roland-emmerich-climate-change-1203387590/
https://variety.com/2019/film/features/roland-emmerich-climate-change-1203387590/
https://doi.org/10.1093/oso/9780190696771.001.0001
https://doi.org/10.1093/oso/9780190696771.001.0001
https://doi.org/10.2307/j.ctv11cw25q
https://doi.org/10.1093/isle/11.2.107
http://www.screeningthepast.com/2011/07/turn-the-page-from-mise-en-scene-to-dispositif/
http://www.screeningthepast.com/2011/07/turn-the-page-from-mise-en-scene-to-dispositif/
https://doi.org/10.1515/9781782382270

comparative cinema

137

Article
No.20 ALAN SALVADO-ROMERO & CAROLINA MARTINEZ-LOPEZ

Vol. Xl

Imaginaries of Collapsology in Experimental Film

2023

Quintana, Angel. 2009. “En las fronteras del documental y la ficcion: las peliculas
bretonas de Jean Epstein.” Archivos de la Filmoteca 63: 79-97.

Reble, Jirgen. n.d. “Aus den Algen.” Light Cone. https:/lightcone.org/en/film-1307-
aus-den-algen [access: September 08, 2023]

Rodowick, David Norman. 2018. What Philosophy Wants from Images. Chicago:
University of Chicago Press. https:/doi.org/10.7208/chicago/9780226513225.001.0001

Rosen, Elizabeth K. 2008. Apocalyptic Transformation: Apocalypse and the
Postmodern Imagination. Lanham, Maryland: Lexington Books.

Rust, Stephen, Salma Monani, & Sean Cubitt. eds. 2013. Ecocinema Theory and
Practice. New York: Routledge.

Salvadd, Alan. 2013. “Estética del paisatge cinematografic: el découpage i la imatge
en moviment com a formes de representacié paisatgistica.” Doctoral thesis, Universitat
Pompeu Fabra.

Servigne, Pablo, & Raphaél Stevens. 2015. Comment tout peut s’effondrer. Petit
manuel de collapsologie & I'usage des générations présentes. Paris: Editions du Seuil.

Seymour, Nicole. 2018. Bad Environmentalism: Irony and Irreverance in the Ecological
Age. Minneapolis: University of Minnesota Press. https:/doi.org/10.5749/j.ctv65sz3q

Steyerl, Hito. 2014. Los condenados de la pantalla. Translated by Marcelo Expésito.
Buenos Aires: Caja Negra Editora.

Tsing, Anna L. 2015. The Mushroom at the End of the World. Princeton & Oxford:
Princeton University Press.

VanDerBeek, Stan. 1966. “Culture: Intercom and Expanded Cinema. A Proposal and
Manifesto.” Film Culture 40 (Spring): 15-18. Available at http:/www.stanvanderbeek.
com/_PDF/Culturelntercom1,2,3_PDF_LORES.pdf [access: September 01, 2023]

Vaneigem, Raoul. 2022. Retour a la vie. Montreuil-Sous-Bois: LInsomniaque.

Von Bertalanffy, Ludwig. 1979. Perspectivas en la Teoria General de Sistemas:
estudios cientifico-filosoéficos. Translated by Antonio Santisteban. Madrid: Alianza
Editorial.

Walliss, John, & James Aston. 2011 “Doomsday America: The Pessimistic Turn of
Post-9/11Apocalyptic Cinema.” Journal of Religion and Popular Culture 23:1 (April): 53—
64. https://doi.org/10.3138/jrpc.23.1.53

Whitehead, Alfred North. 2021. Proceso y realidad. Vilahur, Girona: Ediciones
Atalanta.

Youngblood, Gene. 1970. Expanded Cinema. New York: P. Dutton & Co., Inc.

How to quote Salvad6-Romero, Alan & Carolina Martinez-L6pez.
2023.“Imaginaries of Collapsology in Experimental Film.” Comparative

Cinema,Vol. XI, No. 20, pp. 113-137. DOI: 10.31009/cc.2023.v11.i120.07



https://lightcone.org/en/film-1307-aus-den-algen
https://lightcone.org/en/film-1307-aus-den-algen
https://doi.org/10.7208/chicago/9780226513225.001.0001
https://doi.org/10.5749/j.ctv65sz3q
http://www.stanvanderbeek.com/_PDF/CultureIntercom1,2,3_PDF_LORES.pdf
http://www.stanvanderbeek.com/_PDF/CultureIntercom1,2,3_PDF_LORES.pdf
https://doi.org/10.3138/jrpc.23.1.53



