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ABSTRACT IN INGLESE

Deconstructing the Obviousness of the Objects. Conversation with 
Remo Bodei
edited by Daniele Dottorini

What distinguishes an object from a thing? An ‘object’ is usually con-
sidered with indifference; it is something to use, to buy or to sell. A ‘thing’ 
instead is an object upon which (intellectual, emotional, etc.) meanings have 
settled. Dealing with the world by looking for things and not for objects 
increases the range of our perception and makes our lives richer. The arts, 
from literature to painting up to cinema, is the practice par excellence to 
promote a confrontation with reality intended as ‘things’. The artistic prac-
tice, indeed, undermines the obviousness of the objects and articulates now 
forms of reality. This process produces in the beholder of a work of art a 
displacement, an experience close to the Freudian uncanny.

 

Photographs
Antonio Costa

Withn the system of signification of cinema, photographs – meant as 
paper objects inside frames or randomly disposed in the diegetic space – are 
used in several different ways. Besides the instrumental one, it is possible to 
identify other narrative, plastic, symbolic functions of photographs. Pointing 
out the narrative function of photographs means also to capture its plastic 
and symbolic value. By taking into account the relationship between the 
photographic and the cinematic regime, the essay analyses each of these 
values in a wide range of films.

The Thing Seen from the Thing. Merleau-Ponty (Lacan) and An-
tonioni
Felice Cimatti

According to Heidegger’s The Fundamental Concepts of Metaphysics, 
the stone is an entity ‘without world’. At the other end of Heidegger three-
partition of entities we find the human, who is ‘world-forming’. Between 
these two is the animal, which is the ‘world poor’; the animal is an entity 



216 FATA MORGANA

which is neither a man nor a stone. The starting point of this paper is a critical 
discussion of such partition. Following, the article shows how the concept 
of ‘thing’ is inadequate to criticize the metaphysics of the subject, while 
Merleau-Ponty’s concept of ‘flesh’ is used to put forward a non-humanistic 
concept of ‘thing’. In the last part, the paper argues that Antonioni’s Pro-
fessione reporter is probably the best example of a cinema of the real, that 
is of a cinema of the thing.

Cinema of the Universe. Matter and Image from Bergson to Deleuze
Giulio Piatti

In Matter and Memory, Henri Bergson theorizes a universe of images 
that exists before the subject; after almost ninety years, following Bergson, 
Gilles Deleuze defines cinema as a non-centered set of movement-images. 
Through the study of Dziga Vertov’s Kinoglaz, of Michelangelo Antonioni’s 
desolate shots and Alain Resnais’ sheets of memory, this paper aims to 
highlight the main points of a cinema-thing, where ontology and aesthet-
ics (creation and construction) coincide with a virtual plan of immanence 
conceived as the impersonal genesis of every reality.

The Reverse of Things in the Work of Gianikian and Ricci Lucchi
Cosetta Saba

The complexity entailed in the word ‘thing’ in relation to the notion of 
image is addressed here not so much in terms of the emergence of the pun-
ctum, or of the flashing of the dialectical image, while in relation to what 
the ‘shipwreck of language’ causes within the immanence of historical time, 
which Michel Foucault addresses in the Preface to the The Order of Things 
(1966). The word ‘thing’ historically relates to the reality and the ontology 
of reality in terms of its construction/deconstruction and epistemic partition. 
The work of Yervant Gianikian and Angela Ricci Lucchi has always dealt 
with the unveiling of the real, beginning with the act of collecting ‘things’ 
such as objects, postcards, letters, diaries, photographic plates, photographs, 
film archives. The collection is a work on the real, is one of the practices 
of transformation of objects into things in terms of pure affection. What 
triggers the act of collecting is precisely the ontological distinction between 
‘object’ and ‘thing’.
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The Imprinting of Things. Theory and History of Photo-gram
Caterina Martino 

The author draws the historical and theoretical pathway of the photo-gram 
– the image made without a camera, also known as cameraless photography 
– from the first imprints by contact of the 19th century to avant-garde artists 
of the 20th century, from the photo-grams made in Italy to contemporary 
art. The photo-program has established itself as a practice on the margins of 
photography and its aesthetic value is given by a heuristic and experimental 
approach on the action of writing with the light.

Images and Things
Andrea Rabbito

Baudrillard writes that ‘images have passed into things’, while he finds 
himself near with Horkheimer’s and Adorno’s thought according to which 
the film is interpreted by the spectator as the ‘extension of reality’. Such 
particular phenomenon, determined by the spread of new images, brings 
back some specific aspects of the knowledge based on similarity described 
by Foucault in The Order of Things. It also calls into question what hap-
pened with the coming of modernity, that is the separation between things 
of nature and signs of language.

The Meaning of Many Things
Anton Giulio Mancino

The (cinematic) Italian horizon of the Seventies and beyond was firstly 
characterized by science fiction and then by the Lacanian ‘paradigm of the 
Thing’, what Žižek defines as a ‘mysterious and undead alien object falling 
from the universe, a non-human but nevertheless living object often able 
to have its own evil will’. A system of communicating vessels reflects the 
often mysterious and unknowable events of various kind of ‘Things’: from 
‘Cosa Nostra’ to terrorism, in films such as Perchè si uccide un magistrato, 
Todo Modo, Identificazione di una donna, La Cosa and Buongiorno, notte.

Abstract in inglese
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The Aesthetics of the visagéité
Francesca Scotto Lavina

The practice of reification of the face in films allows to articulate a dia-
lectic of affectivity by means of the cinematic language as well as of the 
manipulation of the image of the face. This process configures the thing-
in-itself of the facial image in relation to figurative and non figurative data 
through different aesthetics of the visagéité: the aesthetic of (phenomeno-
logical) inter-subjectivity based on microphysiognomy and psychoanalytical 
identification; the aesthetics of the void; anamorphic aesthetics based on the 
different representations of the (Lacanian) exceeding void of the Thing-face; 
the aesthetic of figural forces going beyond the figurative data, on which, 
by contrast, the aforementioned aesthetics relies on. 

The Thing in Stop-motion. Animation Cinema 
Alberto Boschi

In its general introduction, this essay establishes a theoretical framework 
on the notions of stop-motion animation, 3-D animation and metamorpho-
sis. The object of analysis is here represented by films produced through 
‘transformations’, that is by operating changes – between one frame and the 
following one – to the material used in the working process. Such films are 
to be considered technically different both from traditional animated car-
toons, where the illusion of movement is obtained through the substitution 
of the cells, and from those films made with real objects or puppets, where 
animation is obtained through the repositioning of objects themselves. A 
special attention is also paid to old and recent films that develop the stop-
motion technique using modelling clay.  

The Rear of Things in Antonio Pietrangeli’s Cinema
Rosamaria Salvatore 

The expressive relevance accorded to objects is an essential feature of 
Antonio Pietrangeli’s cinema. This essay analyses the multiple functions 
implied in their staging. Sometimes objects have a narrative function, 
whereas on other occasions they point out temporal shifts. They frequently 
qualify the characters, assuming a symbolic meaning, especially as far as 
the loss of confidence of female figures’ experience is concerned. The essay 
investigates relevant moments in order to analyze how objects’ evocative 
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strength might reveal sensory processes, existential paths or, as in Adriana’s 
case in Io la conoscevo bene, might connote a terrifying and excessively 
close relation to Jacques Lacan’s definition of Das Ding.

Action camera. The Eye of the Anthropocene?
Francesco Zucconi

Leviathan (2012) by Lucien Castaing-Taylor and Véréna Paravel is a 
film about offshore fishing, shot in particularly risky conditions through a 
special technical equipment: durable and impermeable shooting lights and 
the so-called ‘action cameras’ (GoPro cameras). The Hobbesian figure of 
Leviathan mentioned in the title echoes the contractual and commercial 
power of the techno-capitalist device capable of operating a reification of 
nature in the open sea for the purposes of consumption. To such figure the 
monstrous character of the Old Testament is opposed: Leviathan is a sea 
monster, a figure of chaos that is against the establishment and is capable of 
fleeing any attempts of capture. The work carried out by the two American 
filmmakers seems to deal with the twofold meanings of the sea monster, 
giving the film the status of an ethical and political meditation on the natural 
history of the emergence of humanity: an ethical and political reflection on 
the Antropocene, a term which identifies the geological epoch corresponding 
to the emergence of Homo sapiens. But there is more: the film is also an 
aesthetic celebration of the great potentialities of action camera in explo-
ring the relationship between humans and the environment. The search for 
control as a way of subordination and reification; the inexhaustibility and 
the abyss; the forces of origin and of chaos. Can the action camera be hence 
intended as the eye of the Anthropocene?

The Mechanics of the Ballet and the Drama of Objects
Rossella Catanese 

The film Ballet mécanique by Fernand Léger and Dudley Murphy (1924) 
represents a model in the realm of European Avant-garde as well as an inte-
resting case study on the representation of lifeless matter. Ballet mécanique 
is an exploration of images of the mechanic era through close-ups, repeti-
tions, oscillations and peculiar views of objects. Even if the canons of the 
cinematic language were not well defined yet, in the 1910s and 1920s the 
need to invent a different form of cinema was emerging among the artists of 
the European Avant-garde movements, foreign to the commodified circuit 
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of production/representation. If reification is one of the leitmotifs of 20th 
century modernism, just like the Futurist theme of ‘the lyrical obsession 
with matter’ (dramas of objects, ‘unreal reconstructions of the human body 
on film’), here Futurism is dealt with as the first theoretical hint of Avant-
garde’s imagery.

Vertov, Commodities and Their Secret
Agnese Azzarelli 

The image of a doll behind a shopping window in Vertov’s film Man with 
a Movie Camera becomes here a pretext for a broader investigation on the 
relationship between Russian Avant-garde and things, as well as on the one 
between Vertov and the complex system of commodities and production. In 
which deceit does the portrayed simulacrum partake? What is the reason for 
such an enquire on the world of commodities, and most of all, what is the 
leeway of such an intimately revolutionary artistic activity on that world?

Raíces. The Thing as a Pre-Columbian Ruin
Giovanni Festa

The essay considers the Ruin (in its pre-Columbian variant) as a Thing, 
because it refers to a second world, able to produce two great effects: the first 
is to be the place of the Origin: the Thing-Ruin allows a peculiar experience 
of remembrance and relation between the Past and the Present; the second 
is its ability to come to life, producing a ‘time of crisis’. The essay analyzes 
two episodes from Benito Alazraki’s Raíces (1953), in particular the first, 
which acts as a prologue, and the last, titled ‘La Potranca’.

On the Carillion of Ensayo de un crimen
Stefania Schibeci

This essay focuses on the role of the carillon in Luis Buñuel’s Ensayo de 
un crimen in order to study the ‘thing’ from different perspectives. First of 
all, the film elicits insights on the difference between ‘object’ and ‘thing’, 
as introduced by Remo Bodei: ‘the music box’ is given to little Archibaldo 
de la Cruz by his mother as an exchange object to prevent him from nag-
ging so that she can go to the theater. But the child immediately considers 
the music box as a thing, projecting onto it his hidden desires and nearly 
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endowing it with magical powers. As a result, the carillon becomes the 
real protagonist of the film and the drive of the story. As it happens with 
many other surrealist objects, for Archibaldo the music-box becomes a 
fetish-object thanks to which he succeeds in sublimating the forces of eros 
and thanatos, bound to be constantly frustrated. The music of the carillon 
reminds Archibaldo of others fetish-objects (typical of Buñuel cinema) such 
as legs, shoes or nylons, and eventually persuades him to unsuccessfully 
transform into Barbablu. Moreover, the carillon, with its timeless refrain, 
becomes the vehicle for portraying symbolic images, primarily the one of 
lost childhood, seen by Archibaldo as the age of purity.

Baudrillard and the Photographic Thing
Marcello Walter Bruno

In the history of photography there were many cases of social documen-
tation, from Jacob Riis to Lewis Hine, from the Farm Security Administra-
tion to the Photo League, up to the photographic reportages by Magnum 
Photos. But what does it mean that society can be photographed? This issue 
arises not only when the photographer ‘makes sociology’ (in the sense of 
documenting something that is immediately subjected to public opinion and 
institutions), but especially when the sociologist him/herself takes a picture. 
This is the case of Jean Baudrillard, who claims to talk about photography 
as an inexperienced and occasional apprentice, almost as a tourist who tends 
to delete any humanized form from the scenario.

There is Some-Thing Anyway. On Ceylan’s Uzak
Domenico Spinosa

By referring to the concept of symbolic form through which, within the 
neo-Kantian context, the philosopher Cassirer discusses the problem of the 
thing, this paper presents a reading of the film Uzak (2003) by the Turkish 
director Nuri Bilge Ceylan. The essay stresses how a thing as a pack of 
cigarettes can be considered as a formal synthesis of the entire emotional 
experience that the two protagonists, the cousins Yusuf and Mahmut, find 
themselves sharing. To support such interpretation, the essay also makes 
reference to the reflections of the psychologist Hugo Münsterberg and of 
the director Andrei Tarkovskij.
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The Man Without a Past: Live Traces of Unusual Objects
Francesco Verona 

Starting from Remo Bodei’s and Antonio Costa’s studies on objects, the 
essay examines the role of discarded or recycled items in The Man Without 
a Past (2002), analyzing the way in which they move beyond their overt 
narrative and instrumental function. Seen through Kaurismäki’s original and 
ironical gaze, as the film moves forward, these objects undergo a process of 
transformation which brings them back to life. A process of transformation 
that is parallel to the one occurring to the protagonist: the objects, consi-
dered as living things, play an active role on human beings portrayed on 
the screen by giving them the chance to establish social and emotional ties. 

Things Reduced to Objects: The Wolf of Wall Street 
Nicola Stefani 

The Wolf of Wall Street reflects the rampant hedonism of the young bro-
kers of the Eighties: an euphoric variant of the American way of life. ‘Things’ 
from being simple objects rise to the value of status symbols. Cars, clothing, 
yachts, helicopters are some of the fetish objects represented in the film. 
Coherently with the fast-paced and lush imagery put forward, Scorsese uses 
a language able to bring such objects on the big screen. The moral ambiguity 
pervades the film within the dialectic between things and objects, i.e. films 
and industrial products, the regime of materiality and immateriality.

Gravity: the Tangible Consistency of Space
Dario Cecchi

This paper analyses a sequence from Gravity (2013) by Alfonso Cuaròn, 
where the use of 3D is significant. On one side, the sequence actualizes 
Eisenstein’s pathos of images, by putting forward an enlarged modality of 
editing – not between images, but between long takes and factors of verti-
calization of the image derived by the use of new technologies – within the 
framework of embodiment theory. On the other, 3D allows us to rethink the 
question coming from Phenomenology and Hermeneutics about the pos-
sibility of thinking new (‘mundane’, though extra-terrestrial) modalities of 
human existence.
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