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Abstract: The idea of texture in cinema speaks of a desire to touch and be touched by the film, a sensuous bringing together of two bodies (the film and the spectator) which suggests a need for what Mark Paterson calls a felt phenomenology. (Paterson 2007) For a director like Tony Scott, film is always a matter of sensation and in Déjà Vu (2006) we see how he employs texture in order to touch and affect his audience. Through the use of a futuristic device which is able to see four days back in time on a huge screen, Scott is able to weave together past and present through the intense use of superimposition, spatial montage and same-frame relations.

By contrasting film stock with digital video, Scott distinguishes past from present through different levels of light, color saturation and contrast, making the past look and feel different from the present. A textural analysis will attend to the very materiality of past and present as differently mediated; the past — represented by digital video — carries a different affective density in the way we desire to reach out and touch it, to be present in the past. The graininess overlaid the digital video to give it a past-like patina adds to the sensuousness of the texture of the past in contrast to the richer colors of the present. This paper proposes to discuss elements of time as expressed through texture and how the past and present feel differently due to these different textures.
I believe that cinematic texture is the desire to touch and be touched by the film, which opens up a question of immediacy and haptics. The sensation of texture is one part of our affective engagement with the film. Theoretically, I position myself within the tradition of cinema as sensation, drawing here primarily on Mark Paterson’s notion of a felt phenomenology and the workings of haptics in our aesthetic experience. Tony Scott’s Déjà Vu (2006) provides a good example of how texture works as a way to ground our experience, as well as a way of talking about how sensation becomes haptic through the density of texture. Scott’s time travel film is signficant for its use of diegetic screens; screens which remediate the human body through texture understood as light, graininess and flatness.

We find many images of Carlin and Carrie overly in the same frame but due to their temporal separation although it is a twoshot they do not share the same camera-subject distance, so that although we in these shots have Carrie often in extreme close-ups, Carlin is more often in a medium shot or a medium-long shot.

The compositional nature of these shots inevitably lead us to consider the facework discussed by many film theorists from Béla Balász to Deleuze and onward. This relation and its representational practices are clear enough and we see how Carlin becomes infatuated with Carrie in these shots, thus proving Balász’s argument that one perceives the close-up with the heart not the eye. (Balázs 1970, 56) In much the same vein, Gilles Deleuze argues for a strong sense of affect in any close-up, which is always the face for Deleuze. (Deleuze 2005, 90) The difference in Deja Vu is the clear fact that the close-up is mediated through the time window and its screen which Carlin watches intently and the audience through him.

The time window, however, expresses a desire for immediacy, which means that the purpose of the media technology is to disappear as Bolter and Grusin put it in Remediation. (Bolter and Grusin 2000, 21) The desire for immediacy is always a desire to conflate to temporalities into one — that of the audience’s time and the image’s time. This desire is literalized with the time window device, as is the case with much science fiction, but it is also narrativized as the desire for immediacy becomes integral to solving the terrorist act as well as Carlin’s desire to be with Carrie. The desire for immediacy is thus the desire to reach out and touch Carrie, to be in her presence, to have access to her as an immediate experience. Much of the explanation of the time window centers on the fact there is actually a co-presence in space as well as time, thereby tying this desire for presence neatly together.

Yet for all the desire of immediacy and presence, Carrie’s face is mediated and quite clearly so. The time window is clearly an example of hypermediacy, remediating the computer desktop metaphor of windows onto the cinematic image. Spatial montage is employed to bring Carlin and Carrie close together in two-shots and same-frame relations, despite their temporal distance. The mise en scene of the time window scenes thereby encapsulates both spatial distance, temporal distance and desire for immediacy. Taking an embodied view of spectatorship reveals how aspects of image grain, light and flatness become signficiant elements for a felt phenomenology of the tactile image. Such a view proceeds from the argument that the emotional intensity of the images cannot be separated from the emotional intensity of the response, but rather insists that there is a porous boundary between cinematic image and spectator body — we feel the image, we do not simply see it.
Grain
The primary mode of felt sensation in Déjà Vu is the grain of the image which is evident in the time window. The texture of the time window’s image is what reveals that we are looking back into time, that what we see is not present but viewed across time and not as is usually the case with surveillance cameras across distance. This material dimension of the image, the way the resolution cannot quite match the rest of the cinematic frame is how the mise en scene crafts and shapes the temporal distance, yet it is also the way that the spectator engages with the two different images in the frame. As Mark Paterson points out, “In that space where material ends and sensation begins, tangibility arises.” (Paterson 2007, 96) The image of the time window has a different tactile quality due to its lower resolution, the way we sense that it is a mediated image.

The textural, material change in the image produces a set of intensities and sensations that shape and modulate the spectator’s experience of the bodies passing through it. The extreme close-ups of Carrie are always with Carlin in the same shot, giving us not simply a sense of scale but also a difference in texture; the texture of presence and the texture of distance. The graininess and low resolution of the time window’s image suggests a sense of depixellation, a disintegration of the image. Although Carrie is visible, she is also slowly disappearing which is evoked through a change in texture. On a narrative level, Carrie is disappearing, of course, since time is slipping away from Carlin and his team

This tactile sense of image grain becomes a way of opening up the concept of mise en scene from being not simply the objects and bodies put into the frame but how these objects and bodies pull us as spectators into the frame in a corporeal way in what Anne Rutherford calls a move of “sympathetic vibration or resonance.” (Rutherford 2013) we feel Carrie’s body different due to the image grain, which we know evokes time running out — this is part of the intensity of the time window’s texture. The materiality of the image therefore relates to the corporeality of the spectator, which we also see in Carlin’s reaction to the images of Carrie. The image grain should be seen as parallel to what Paterson argues for in terms of painting, where every brushstroke and touchmark on the canvas are physical points of the translation of sensation, of affect. (Paterson 2007, 88) The image grain is a physical encounter with the world, and carries a sense of conflation, a desire for Carlin to reach out and touch Carrie, much in the same way that she physically touches him.
Light
There are several shots of Carlin where Carrie is superimposed over him or where the light from the time window plays over Carlin’s face like a caress. This becomes a way for the film to bring the two future lovers together in a way that suggests intimacy. Not only does this create a same-frame relation pre-empting their relationship, the light spilling over Carlin’s face is the equivalent of a touch. From the point of view of an embodied sense of haptics, we can literally see how light is not simply a means of linking sight and visibility, instead light is a medium of sensation. We are literally touched by light and Carlin is touched by Carrie in this manner.

It is the texture of light that is particularly significant for Carlin and Carrie’s relationship, primarily the color yellow. Consider the fact that Carlin looks at Carrie at a moment when they are spatially and temporally co-present; in the morgue. While he agrees with the coroner that she is beautiful, he does not respond to her face. This necessity is underlined by Carrie’s father who gathers up a collection of photographs of Carrie that he gives to Carlin. Carlin protests that it is unnecessary but it is important for the father — he needs her to matter to Carlin. Significantly, all these images have a distinctive yellow tone to them.

In fact, I would go so far as to say that it is the texture of Carrie’s images which become signficant for Carlin, the yellow light becoming part of how he sees her. Notice how the morgue photograph has a yellow shade about it that we do not see in the morgue scene itself. At the end of the film, when the non-time traveling Carlin meets Carrie after his time-traveling self has died, we see the same yellow color shine on them in their only same-frame relation in this last scene of the film. The golden tone bring them together again, and we know that they will become lovers again. Again we find the material dimension of the image, its texture, is what generates an embodied sensation for the spectator. Not only does the narrative suggest that Carlin and Carrie will be together, the texture of light reinforces this mood.

We find here a tactile association in our apprehension of the image, even if it works subliminally. As Paterson argues, “That texture, color and light are interwoven into the fabric of perception, a continual synthesis of sensory modalities, is an unremarkable everyday occurrence for the aesthetic (touching, feeling) body.” (Paterson 2007, 94) Light and color consistently play a part in our apprehension of the world, and throughout the film, the warm yellow color is associated not only with the past but also with the shots where Carlin and Carrie are close together. When Carlin travels back in time and rescues Carrie from the terrorist Oerstadt, we find the same yellow color when Carrie nurses Carlin’s wounds. We even find a similar play of the nested images and frames within frames that we found back in the sequence with the time window, thus creating a distinct spatial relation as well that I will return to shortly.

The warm golden yellow becomes an integral part of the film’s sensation; we associate the color yellow with a haptic sense of the past, the way the past feels in other words. So when Carlin and Carrie have their last same-frame two-shot, all the emotional and affective sensations of the entire film are brought into that one shot. This shot becomes overdetermined in the way that it resolves the tension of whether or not the two lovers will remember each other and be together in the future. We can constrast this sense of yellow with the hard, bright light of Carrie’s sorrow over having lost Carlin as he is pulled under by the car, unable to escape because he saved Carrie. The color of the image colors our mood and so yet again ties together the materiality of the image with our corporeal response.
Flatness
The last aspect of texture I will deal with here is that of depth. The use of digital video to film all the time window sequences create a distinctive flatness of the image, which is not simply a matter of shallow depth of field and a lack of deep, vibrant colors but also a completely different sense of distance and relation. The entire concept of the time window is that we can surveil time rather than space; indeed space becomes trivial as long as we are within the range of the time window. Inside this zone, space becomes surmountable and in this sense flat — every point in space is next to every other point in space. That is even the scientific explanation of the time window: time is bent together spatially.

Space is consistently overcome by the movement of the camera which seems to have no limits in terms of where or how fast it can go. Wherever they want to look, the time window can take them there within seconds. In this sense, the Newtonian laws of physics are rendered meaningless — there is no sense of spatial distance for the time window, only temporal distance is a limit. Instead, we are transported into a post-cinematic space of intensive affects. What matters is not a coherent, stable sense of self or even a sense of point of view. Any point of view may be achieved at any time. The time window creates what Steven Shaviro has termed a possibility space which can only be mapped cognitively and affectively. (Shaviro 2010, 135)

Precisely such a possibility space reveals how sensations are generated through the texture of the film’s image. It is not a question of an extensive spatialty of measures and distances which is the optical regime but rather a question of an intensive spatiality of affects which is the haptic regime. Closeness is no longer a matter of distance but a matter of intensity, a sense of touch. We find such a sense of touch and collapse of difference in the mise en scene itself, in the way that the frame is dominated by screens and how temporal relations are expressed spatially. This is what Lev Manovich has termed spatial montage, where several images appear on the screen at the same time. (Manovich 2001, 322) The montage becomes a matter of conflating different temporalities into one, which is what we can define as immediacy but also disturbs the typical foreground-backgrund relation of cinema.

Antonia Lant discusses foreground-background relations as a way of creating a haptic cinema. She points to a sensuality of emergence (Lant 1995, 63) an animation of the picture plane into volume in early cinema. For Scott’s film we see how this emergence into volume becomes a form of hypermediacy, the sensuality of mediation, the sensuousness of touching the image of the other. The procedural part of Deja Vu, where Carlin and the FBI team investigate the past through its images are filled with extreme close-ups of Carrie with Carlin in the foreground obsessively looking at her and her environment.

Rather than the flatness of early cinema based on photography, we find in Deja Vu a move towards the post-cinematic of basing cinema on the multiple windows of the computer desktop; like many other of Scott’s films screen proliferate and dominate the diegetic frame, obviously suggesting surveillance extantly but certainly also speaking to a culture immersed in multiple windows of engagement at the same time.

We are woven into in Déjà Vu because of the insistence of attraction and presentation over a stable representation; the devices for this fragmenting representation are many - fluid camera work, blending of frames and spaces, spatial montage, juxtapositions and superimpositions. All these devices converge in a sense of haptics, a desire to reach out and touch the images — both for Carlin but also for us. The explanation of the time window is precisely the folding of space in touching itself across time.

This fluid nature of the image and the mobile frame means there is no immediately stable point of view for us to engage with the movie; texture becomes the way we differentiate between layers of time. These layers are not established in shot-reverse shot rhythms but rather through a texture of mediation; a grainy overlay for the images of the past, the color yellow to suggest emotional intensity and spatial montage to create physical proximity. Texture becomes a way into the cinematic image, a way to talk about affect, materiality and our relationship with the image which goes beyond narrative structure, composition and suture. Although this has been an excursion into only one film, I believe that the strength of texture as a concept has shown to be the way that its etymological origin as weave helps us realize how different aspects of a film unifies unexpectedly. For Déjà Vu this weaving together was the different temporalities into one affective stream but for other films this weaving will be different.
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