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Immanence as Disturbance in High Definition Cinema

“everything that is switchable also becomes feasible”
Friedrich Kittler (2010: 226)

Near the end of his second cinema book, The Time-Image from 1985, French phi-
losopher Gilles Deleuze famously muses about the new electronic images, which
will eventually replace analogue, photomechanical film. He states:

The electronic image, that is, the tele- and video-image, the numerical image coming into
being, either had to transform cinema or to replace it, to mark its death. […] The new im-
ages no longer have any outside (out-of-field), any more than they are internalized in a
whole; rather, they have a right side and a reverse, reversible and non-superimposable,
like a power to turn back on themselves. They are the object of a perpetual reorganization,
in which a new image can arise from any point whatever of the preceding image. […] And
the screen itself, even if it keeps a vertical position by convention, no longer seems to refer
to the human posture, like a window or a painting, but rather constitutes a table of infor-
mation, an opaque surface on which are inscribed “data.” (1989: 265)

1 Outside as lack and the lack of the outside

In order to fully grasp Deleuze’s claim, one has to recapitulate what is meant by
this “outside” of the cinematic image, of which the electronic image supposedly
is devoid. In his earlier book, The Movement-Image, Deleuze describes the out-of-
field [hors-champ] of the cinematic image as designating, on the one hand, what
is simply outside the frame (the natural extension of the space only partially de-
picted on screen), while, on the other hand, also testifying to a “disturbing pres-
ence, one which cannot even be said to exist, but rather to ‘insist’ or ‘subsist,’ a
more radical Elsewhere, outside homogenous space and time” (1997: 17).

Looking for examples for this disturbing second aspect of the out-of-field as
an ominous presence lurking at the borders of the image, one might think imme-
diately of those mysterious scenes in the modernist cinema of Michelangelo
Antonioni. Time and again, characters in Antonioni’s films disappear completely,
when they are stepping outside the frame, like Anna in L’Avventura (1960), who
gets lost on a tiny island, which in reality would be impossible to escape; or, like
the two lovers in L’Eclisse (1962), who promised to meet at their usual spot in the
city, but never show up. In both cases, it seems like the characters got swallowed
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by that “radical Elsewhere outside homogenous space and time.” As I have ar-
gued in a different context, this movement into that absolute outside could be
seen as an encounter with what Lacan calls “the real,” that frightening void,
which resists both imagination and symbolization (Binotto 2009). The real, un-
derstood as lack, makes itself felt as that invisible outside, situated beyond
the border of the frame.

The electronic images, however, as they are, according to Deleuze, devoid of
any out-of-field, are therefore – to borrow the Lacanian phrase – lacking the lack
itself. What is felt here as a disruption, is no longer what is absent from the
image and can be felt as insisting in the out-of-field. Rather, what is disruptive
in and about the electronic image, is its suffocating plenitude. Instead of not
enough, the electronic images seem to show far too much. While Antonioni’s
films were concerned with a melancholia for that which transcends the film
image, the electronic images are governed by the no less disturbing maniacal
paranoia of immanence. In contrast to its photochemical precursors, electronic
images are no longer oriented towards an outside, which they can never capture;
rather, they are obsessed with their own plenitude and their internal, immanent
“perpetual reorganization.” This, at least, is the philosopher’s claim.

2 Transformation image

While Deleuze in his texts on film rarely discusses specific technical aspects of
filmmaking, his thoughts about digital imaging, as vague and far-fetched they
may seem on first sight, are in fact very aptly describing the actual technological
properties of these new images. In ascribing to the electronic images a “power to
turn back on themselves,” he is quite accurate in delineating what really takes
place in the cathode ray tube (CRT), which first produced these electronic im-
ages. Indeed, CRT is by its very technology bound to turn the images “back on
themselves,” by constantly destroying and reconstructing them. In analogue
film projection in cinema we were shown every frame of the film strip as a com-
plete picture, following one after another. The cathode ray tube in a TV, however,
never shows the pictures as a whole. Instead, it dissolves the image into lines,
which the wandering dot of the cathode ray writes onto the TV screen’s surface.
While analogue film was projected image by image, electronic video is written
line by line.e It is only due to our inert visual perception that we believe we

� This can be made visible by filming TV screens with ultra slow motion. See for instance the
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see complete images on TV, when in fact we have been shown nothing but frag-
ments. This lack of detail is also the reason why Marshall McLuhan would list
television among those “cool media,” which ask for a large amount of audience
participation:

The TV image is not a still shot. It is not photo in any sense, but a ceaselessly forming con-
tour of things limned by the scanning-finger. The resulting plastic contour appears by light
through, not light on, and the image so formed has the quality of sculpture and icon, rather
than of picture. (McLuhan 2001: 341).

It is due to this completely different technology of electronic imaging that theo-
rists such as Yvonne Spielmann have raised the question of whether what we see
on a CRT monitor can even be called an image:

The status of the image changes in video: it is electronically recorded, transferred to anoth-
er device, and finally transmitted to a monitor. In fact, it can properly described as image
only if we keep in mind that the electronic image is a constantly flow of signals. […] So
video is best understood as “transformation image,” that is, because of the line-signal proc-
ess, video produces an image that is constantly undergoing transformation. (Spielmann
2006: 57–58).

Although there are, of course, crucial technological differences between the
video images produced by CRT and those produced by computers, and seen
on liquid-crystal displays (LCD), Spielmann’s definition of the electronic image
as transformation image holds true for both. Also in digital formats, the image
is broken up into lines, this time into rows of pixels, played back on an LCD
screen line by line. The electronic images produced both by CRT as well as
LCD are never static, even if (due to progressive scan, increased refresh rate of
the screen and backlight strobing) they may look more and more stable to us.
Even if the screen shows us a still image, the computer is constantly rewriting
this same image, pixel by pixel onto its screen. Electronic images, therefore,
are in a constant process of taking and losing shape. The analogue logic of se-
quencing complete images one after another thus gives way to a logic of morph-
ing, where one images melts into the other. As Garrett Stewart puts it: “In post-
filmic cinema, no image precedes the one we see – or follows from its sequence.
All is determined by internal flux [of the single frame]” (Stewart 2007: 6).

Paradoxically enough, it is precisely this internal flux that ensures the imma-
nence of the electronic image. Since the electronic image is in a constant process

video “TV screen refresh in Slow motion @ 10,000 FPS in UltraSlo”:<https://www.youtube.com/
watch?v=lRidfW_l4vs> (accessed 3 January 2016).
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of change, it can become everything. Deleuze’s seemingly contradictory claim
therefore also means that the electronic images neither have an outside, nor
can be internalized in a whole. Never complete, the electronic image shows (po-
tentially) everything at once. The outside is always already included in the fluc-
tuating inside of the image.

While these internal fluctuations were strikingly (and often painfully) visible
in early TV and video experiments (Spielmann 2008: 131–224), as for example in
the art installations by Nam June Paik or the films by Steina and Woody Vasul-
ka,b the advent of more detailed digital film images, shot and viewed in high def-
inition, lets us forget the digital image’s fundamental instability.While video ex-
periments, such as those mentioned above, highlighted the fractures and
disruptions inherent to electronic imaging, the vast majority of contemporary
commercial movies use high definition digital images, not to disrupt but to en-
hance and stabilize cinema’s illusionism.

However, I would argue that high definition in fact intensifies the disruptive
aspect of digital imaging, precisely by trying to conceal it. There is an inherent
paradox to the fact, that for rendering the digital image more detailed, one
has to increase its pixel density. The extremely sharp images thus produced
are in fact more pixelated, more fragmented and cut up than ever. Similarly,
higher refresh rates of modern computer monitors, TV screens, or digital projec-
tors, which make the images appear sharper, are in fact interrupting the flow of
signals at an even higher rate: the faster you turn the image on and off, the crisp-
ier it looks. Be it pixel density or refresh rates, the price for the illusion of stabil-
ity is an increase of fragmentation, and of transformation.

Taking this into account, I want to show how recent commercial movies,
such as those by Michael Mann or David Fincher, seem not so much interested
in camouflaging the instability of the digital film image, but rather are exposing
it, both on the level of their narrative, as well as in their aesthetics. These movies
are, in my view, perhaps less obvious than the above mentioned prototypical ex-
amples of experimental video, but certainly no less radical in their deconstruc-
tive exposing of the electronic image.

� See for example the Nam June Paik films under <https://www.youtube.com/watch?v=
VEAUjFLSqXY> (accessed 13 January 2016), or Steina & Woody Vasulka, Noisefields (1974),
<https://www.youtube.com/watch?v=wbn00MgqURk> (accessed 13 January 2016).
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3 Nothing but cover

In contrast to most of his contemporary filmmakers, which in post-production
give an analogue look to their digitally shot movies, Michael Mann has, since
his early experiment with digital filmmaking in the short-lived TV series Robbery
Homicide Division (2002–2003), and the movie Collateral (2004), opted for an
aesthetics that aggressively exposes its digital nature. Mann thus fits perfectly
Simon Rothöhler’s claim that “HD is most interesting and advanced, both aes-
thetically, as well as a reflection of our hyper-mediated times, when the digital
image is set in striking contrast to any traditional system of ‘cinematic quality’”
(Rothöhler 2013: 26–27).

Michael Mann’s underrated magnus opum Miami Vice (2006), despised both
by critics and audience for its un-filmic digital look, has probably gone the far-
thest in terms of investigating the disruptive aspect of high definition. The film’s
jarring visual appearance is ultimately matched by its storyline. Like the digital
images, which consist in a continuous transformation of data, so too are the
movie’s protagonists, the two undercover police detectives Sonny Crockett and
Riccardo Tubbs, constantly on the move. It is not just that they are always driving
around in fast cars, speed boats, and private jets, but their personalities also
seem completely unanchored, always adapting to the different situations they
find themselves in. Even when they are not passing themselves off as drug traf-
fickers or pimps, but revert to their supposedly true identity of vice cops, they are
nothing but simulations. The tragic irony of these undercover agents is thus that
underneath their cover there is nothing at all. Or as Riccardo Tubbs phrases it:
“There is undercover and then there is ‘Which way is up?’” By playing their
roles as well as they can, they have lost themselves within the make-believe.
The “internal flux” of the digital image, which Garrett Stewart talks about,
also defines the characters and their ever-shifting identities. For Crockett and
Tubbs there is no kernel of identity, hidden behind their masquerade. Like the
images, the characters have no “outside.” What you see, is what you get. But
what you get is never a whole, and rather only a simulation.

As Lev Manovichs has pointed out, in digital cinema:

the very distinction between creation and modification, so clear in film-based media
(shooting versus darkroom processes in photography, production versus post-production
in cinema) no longer applies […], since each image, regardless of its origin, goes through
a number of programs before making it to the final film. (Manovich 2002: 302)

So too, the characters, as seen in Miami Vice, presented in a digital format, be-
come indistinguishable from these avatars, which were completely designed on a
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computer. And in fact, they are. Simply by the capturing and storing of their
image digitally, the characters have become victims of what Fredrick Kittler high-
lighted as the fundamental process of the computer per se: “the successful re-
duction of all dimensions to zero” (Kittler 2010: 227). In Miami Vice this process
of reduction is mirrored in the way Mann films his characters, just as French film
theorist Jean-Baptiste Thoret described with such precision:

The use of HD allows Mann to forge a dense image, often opaque and viscous, which deep-
ens the backgrounds and engulfs the foregrounds. Thus, the characters gain in definition
what they lose in contour, and thus in identity – visually, they free themselves with diffi-
culty from the background and seem ceaselessly threatened with dissolution. (Thoret 2007)

Ivo Ritzer has similarly argued succinctly that: “The ecstatic-exhibitionist fixa-
tion on surface phenomena in Miami Vice mirrors the loss of identity. Mann
shows how individuality is literally reduced to pixel values.” (Ritzer 2011:
64–65). By thus rejecting the traditional filmic look, Mann’s Miami Vice disclo-
ses its true nature, in that of both its characters and of its own mediality.What is
experienced by the viewer as irritation of his or her viewing habits is a way to lay
open what is actually going own, narratively as well as technologically.

4 Ghost Image Machine

One scene of Miami Vice may serve as a particularly revealing example for this
self-reflexivity of the film’s visual and narrational argument: Crockett and Tubbs,
disguised as traffickers, are smuggling a drug load from Columbia into the Unit-
ed States, using small A-500 airplanes. The gorgeous shots of this flight sequence
obviously serve as a showpiece for the stunning, crisp look of HD. At the same
time, however, it is this very richness in detail and almost painful sharpness that
make these shots look like they were not actually captured in nature, but created
on a computer (fig. 1 bottom). This unclear status of what we are seeing, an ac-
tual plane or just a digital simulation, is also a concern on the level of the story:
in order to enter the States without being picked up by the radar, Crockett and
Tubbs have to fly their jet in close proximity to another, officially registered air-
plane, so that the radar of air control would only pick up the signal of this sec-
ond plane. However, for a short moment, the officer on duty sees two signals on
his radar monitor (see Fig. 1 top), but when he alerts his chief, the second signal
has disappeared. It must have been “a ghost,” the chief tells the radar officer, not
knowing how apt this characterization is: indeed, the two protagonists in their

176 Johannes Binotto

Bereitgestellt von | UZH Hauptbibliothek / Zentralbibliothek Zürich
Angemeldet

Heruntergeladen am | 08.07.19 12:05



jet are nothing but ghosts, digital signals without substance, just a blip on the
radar monitor.

It is significant to note that the apparatus we are shown in this scene, the
radar monitor, is in fact one of the earliest devices to implement the cathode
ray tube, and which, in fact, to this day still uses this same technology. Follow-
ing McLuhan’s famous rule, stated already in the first few pages of Understand-
ing Media, that “the ‘content’ of any medium is always another medium” (McLu-
han 2001: 8), the film includes as a content the older electronic medium of radar,
in order to explain the newer electronic medium of HD. Thus, in this sequence,
the film reflects upon its own technological condition: in analogy to the dubious
signals on the air control’s CRT-monitors, where one can never be sure if they
indicate an actual object, or just electrical noise (i.e., ghosts), the HD images
of Mann’s film are likewise exposed as being just electronic data, fragmented
and corruptible. The crucial distinction between simulation and representation,

Fig. 1: Miami Vice
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between signal and noise, collapses. The film’s HD images of the plane in the sky
and its counter-shot, the CRT radar monitor in front of the air control officer, mir-
ror and comment on each other. They form a closed-circuit and thus, a self-ref-
erential mise-en-abyme (see Fig. 1).

This closed-circuitry of electronic images, which ultimately refer to no exter-
nal reality (no outside) but only to their own technological condition, is the key
to the film’s claustrophobic narrative: everyone and everything is constantly
changing, but nothing is getting anywhere. The electronic signal, captured in
closed-circuits, only moves in loops. So too, every gesture, every event, every
character in this film, seems from the beginning like a repetition. What we get
are copies of copies, without original. It is fitting, though, that the film starts
in medias res and ends without any big revelation. Things just continue, the
flow of signals goes on, in circles, leading nowhere. The pixels remain the
same, and just get re-switched over and over and over, with no final result.
Deleuze’s claim, that electronic images no longer have any outside, haunts the
story, which does not develop, but runs in circles.

5 Lost island of the real

According to Garrett Stewart, there remains a nostalgia for that which lies out-
side this vicious circle: “In the age of digital generation rather than the chemical
registration of images, there is, […] a growing nostalgia for the real itself” (Stew-
art 1999: 238). As I would argue, this real that one has nostalgia for in the digital
age is also the Lacanian real, that radical beyond, which in Antonioni’s films
could still be felt insisting in the outside of the frame. Another scene in Miami
Vice may be symptomatic for this longing for the outside: in the midst of a brief-
ing, Sonny Crockett looks outside the window and glances at the horizon. As
Jean-Baptiste Thoret points out:

It’s a moment of existential solitude characteristic of Mann’s cinema (silence on the sound-
track, gaze lost on the horizon) that already indicates the desire of the character to extricate
himself from the flux, to reinvent lost time. Sonny is the desire of an elsewhere, the perpet-
ual will to disconnect from the world, mentally as well as physically, as the escapade at
Havana testifies. […] Sonny embodies in his turn the Mannian imaginary of a mental and
geographical extension, of a utopic elsewhere that the film will never realize but whose
simulacrum it will fabricate (Havana). (Thoret 2007)

The “utopic elsewhere” (the out-of-field in Deleuze) evaporates by visiting it. In
Antonioni’s L’Avventura, Anna disappeared from the island into that realm of the
real, and was never found again. In Miami Vice, however, we are driving with
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Sonny Crocket to that promising island of Havana, only to find out that it is a
simulacrum as well. There may be that “micromoment […] of a different tempo-
rality” (Lie 2012: 240–244), which Sulgi Lie discusses in regard to that moment
in the Havana sequence, when the film image freezes for a moment. But, I would
argue, even this micromoment of bliss turns out to be a deception. In digital cin-
ema, even freeze frames do not really stand still, but continue to be computed,
continuously. The lack of the real, be it as out-of-field or temporal interruption, is
lacking. The digital HD image knows neither pause, nor escape.

In this case, it is also striking how the film ends: in the final shot of Miami
Vice, we see detective Sonny Crockett walking towards the hospital, in which one
of his partners is recovering from a shoot-out. We see Sonny enter the building,
and, the moment he disappears, the film cuts to black. The end. Sonny is not
moving outside the frame, not walking into some mysterious out-of-field, but
is going right into the image in front of us. He remains in there – reverted
back into that flow of convertible data, which knows no outside but only its
own perpetual reorganization. It is this that we experience as disturbing in
Miami Vice, and probably in digital cinema per se: not the experience of a
lack, but the sense of the digital image’s inescapable immanence. We do not
get out, we get in.

Picking up on Ludwig Jägers definition of media disruption, “as that mo-
ment in the course of a communication which causes a medium to lose its (op-
erational) transparency and to be perceived in its materiality” (Jäger 2012: 30), I
would argue that the HD cinema of Michael Mann is just such particular case,
one in which disruption is perceived not so much as a moment in which the me-
dium’s operational transparency is interrupted, but one where it is totalized. Or
to put in other words: what we experience as so disturbing about the constantly
reorganized images inMiami Vice is precisely the impossibility to bring this proc-
ess of perpetual reorganization to a halt. Iteration becomes irritation.

6 Second order observations

Such a claustrophobia of immanence also haunts the digital images in the more
recent films by David Fincher. In his film The Girl with the Dragon Tattoo (2011),
the journalist Mikael Blomkvist investigates the assumed murder of Harriet Vang-
er, who disappeared forty years ago. In one scene of the film, Blomkvist sits in
front of his laptop, staring at photos that show Harriet for the last time before
her disappearance. The moment is marked as a fundamental breakthrough in
Blomqvist’s investigation, since, by looking closely at the photographs of Har-
riet’s face, he detects anxiety, implying that she must have been confronted
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with an imminent threat at that moment the pictures were taken. Although only
forty seconds in length, Fincher is here quite obviously quoting the famous, over
ten minutes-long sequence from Michelangelo Antonioni’s Blow-Up (1966), in
which the photographer Thomas, by investigating the snapshots, taken of a cou-
ple in a park, believes to have stumbled upon a crime scene (see Fig. 2). Once
aware of this intertextual reference, one might also note that the pictures
Blomkvist is looking at were, according to the narrative, taken in 1966, that
very same year in which Blow-Up hit the cinemas.

Apart from the striking difference in length between the two scenes, their dif-
ferent media setting is significant, for obvious reasons: while Antonioni’s protag-
onist discloses the secrets of his photos by pinning them on the wall of his stu-
dio, and putting them into a meaningful order, Fincher’s Mikael Blomkvist scans
the analogue photographs, and views them as a digital slideshow, which runs in
loops on his computer. Both protagonists, by arranging pictures into sequences
and putting them into a syntactical relation to one another, are in fact making
movies. Antonioni’s Thomas, however, is making an analogue film, in which
the images are clearly separated from one another, like the individual frames
on the filmstrip. In Fincher, on the other hand, the film made out of the set of
photographs is a digital one, where the distinction between the individual
shots is blurred, and in which one image is morphed into the next. Indeed,
the slideshow on Blomkvist’s computer, with its morphing effects, illustrates per-
fectly Deleuze’s claim about the electronic image as one “in which a new image
can arise from any point whatever of the preceding image” (Deleuze 1989: 265).
Both scenes end with the same gesture: the characters, struck by what they have
just discovered by viewing their images, turn away, and look over their should-
ers, as if in search of that last piece of the puzzle. This turning away and looking
over the shoulder in Antonioni addresses the off-screen-space. The gaze of the
photographer is directed towards that mysterious out-of-field, with which Anto-
nioni’s films are so concerned (see Fig. 2 right). In the digital counter-example of

Fig. 2: Blow-Up
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Fincher’s film, however, there is no such outside. What Blomkvist sees over his
shoulder, and which the film immediately puts into view in form of a long-shot,
thereby showing the complete scenery, is nothing but the cabin Blomkvist cur-
rently sits in (see Fig. 3 right). However, the film set of the cabin, as Fincher re-
vealed in interviews, was all fabricated digitally. The room, Blomkvist sits in, is
nothing but a computer simulation.

Blomkvist’s gesture of turning away from the computer screen is thus re-
vealed to be all the more futile. The digital images he looks at are not just restrict-
ed to the LCD-monitor of his laptop, but in fact surround him. The pictures on
Blomkvist’s laptop, crudely pixelated as they were, revealed their digital nature
immediately (see Fig. 3, left). The CGI-fabricated set around him, rendered in
high definition, may not so easily be exposed as a simulation. Nonetheless,
the two views are ultimately are the same, different only in regard to their
pixel density. And when Blomkvist turns around, it is in fact the digital image
that “turns back on itself” (Deleuze 1989: 265).

The situation is strikingly similar to the one discussed above from Miami
Vice. In that scene, showing the radar monitor becomes a recursive procedure,
through which the film can bring into view its own electronic images. According-
ly, the computer monitor in The Girl with the Dragon Tattoo points towards the
film’s own digital simulations. Radar and laptop allow for what in system theory
would be called a “second order observation”: by watching the characters look-
ing at electronic images and misinterpreting them, we get a sense for our own
(mis�)cognition of the two film’s digital imagery. To quote Elena Esposito:
“Every observer cannot see his own blindness, but he can see the blindness of
others, and he is thus observing a phenomenon, that also concerns himself.
Thanks to second order observation, he can see his own blindness, and he
can see, up to a point, that he does not see.” (Esposito 2005: 296).

Fig. 3: Dragon Tattoo

Closed Circuits 181

Bereitgestellt von | UZH Hauptbibliothek / Zentralbibliothek Zürich
Angemeldet

Heruntergeladen am | 08.07.19 12:05



7 Gone?

This self-reflexive closed-circuit between film technology and film narrative is
brought to a further extreme in Fincher’s next film Gone Girl (2014). Also shot
digitally, the film tells the story of Nick Dunne, who becomes the primary suspect
in the sudden disappearance of his wife, Amy. As the story unravels, we begin to
realize that everything we thought to be true is an illusion. The supposedly
happy marriage of Nick and Amy is a fraud, and so, as we ultimately find out,
is the alleged kidnapping of Amy. The film’s story is a mirage, and so too are
the digital images with which it is told. At the end of the film, the couple is
shown as being guests in a TV show, talking about how they were reunited. It
is supposed to be an image of happiness and marital bliss, but we as an audi-
ence know that it is all a facade. Interestingly enough, however, the way Nick
Dunne talks about his relationship with his wife in front of the TV cameras is sur-
prisingly honest: “We communicate, we are honest with each other, we are part-
ners in crime.” Only the couple and we, the audience, get the double-entendre:
indeed, these two people are partners in crime, and indeed they are honest with
each other, each of them being aware of their mutual hatred. It is of course cru-
cial to note that this charade is taking place on television, the first medium to
process electronic images on a large scale. The scene is edited such that Fincher
switches between shots taken within the TV studio and shots taken from the TV
screen, in some of which we even see the logo of the talk show in the lower right
corner (see Fig. 4).

Again, as in the examples discussed above, the film uses this insertion of a
different kind of digital imagery into its own digital images as form of a recursive

Fig. 4: Gone Girl
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re-entry, through which the film’s own digital condition can be thematized. The
two formats, TV image vs. HD film image, differ only gradually, both following
the same digital logic. It is thus also fitting that with some of the shots we are
unsure if they show a direct recording, or the recording of the TV screen. In
the digital format the recording and the recording of a recording become indis-
tinguishable. What holds true for the relationship between Nick and Amy, also
applies for the film’s form: there are only copies, only electronic simulations,
only facades, but nothing behind them.

The final image of Fincher’s film shows us Amy Dunne, looking up and star-
ing directly into the camera.We remember that it is the same shot with which the
movie started. However, if we look at the first and the last image of Gone Girl side
by side, we will notice a subtle difference between the two. The last image is not
just the mere repetition of the first, but its subtle revision (see Fig. 5).

Fig. 5: Gone Girl
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The first and final shots are just two states within this “perpetual reorgani-
zation,” which, according to Deleuze, is so particular for the electronic transfor-
mation image. The film has literally come full circle. It is as if it took the whole
movie in order to let the electronic image “turn back on itself.” Opening and end-
ing thus could be regarded as a simile of the unstable electronic image as such.
The two shots of Amy Dunne are nothing but one digital image, with a refresh
rate of two hours, twenty-three minutes and forty-four seconds.

What Fincher’s film expands over its whole length, and thus makes tangible,
happens on contemporary HD screens up to 240 times per second, depending on
the screens refresh rate. A film like Gone Girl only brings to the surface what is
happening on the surface of electronic screens all the time: nonstop mutation,
disfiguration in milliseconds, high speed simulation. Furthermore, what we ulti-
mately find out about the female protagonist Amy Dunne may also serve as a
paradoxical motto for the disturbing immanence of high definition:

She was never really here.
She was never really gone.
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