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Crafty Cinephilia: 
The Scrapbook and 
Film History as Media 
Anamorphosis

Andrea Mariani

This essay focuses on a collection of scrapbooks 
of a cinemagoer from Udine, Italy, who recorded 
and collected visual materials about every 
screening he attended from ΄Ό΅Ή to ΄ΌΌΌ, day 
by day. I will discuss the scrapbook as a place 
where the materiality of film is re�configured 
in a complex way, arguing that the scrapbook 
is not just a mere “archive” but a potentially 
Ȋactiveȋ cultural object where non�e[plicit 
cinematic knowledge is passed on through 
interactions with and among the layers of 
material accumulated on each page. On the 
one hand, I will excavate the scrapbook not 
just as a product of social and cultural practice 
but also as an object that informs and shapes a 



��� particular cinematic knowledge (of film). On the 
other hand, I want to question how the gestures 
of the scrapbook maker incorporate a peculiar 
form of cinematic technicity.

Thisessayanalyzeshowfilmsarereconfiguredinscrapbooks,
stressinghowthemedia’smaterialityelicitsformsofreflexive
performativitythroughtheseobjects.Myobservationsbear
onatwofoldandintertwinedinspiration:ontheonehand,
theyarerootedinsomeelementsofDieterMersch’snegative
mediatheory(2013;2015),and,ontheotherhand,theytakeup
adialecticproposedbyMichaelPolanyiinhistheoryofthetacit
dimensionofknowledge:theproximalandthedistal (2009,10).1 
Scrapbooksandscrapbooking,asobjectsandasamediating
processinformedbyspecifictechnologicaloperations,respec-
tively,allowmetodiscusshowfilmsandfilmicknowledgeare
passedonthroughformsofapperception thatgobeyondthe
merememoryofviewingorexperiencingafilm.

RelyingonMersch’s(2016)emphasisonthemedial (ger.das 
Mediale),asa“structure”that“showswhat‘media’create,
represent,transferormediate”(Mersch2013,208),Iwillcontend
thatattendingtothematerialityunderlyingthefunctionsand
operationsofagivenmediaobjectunderminesclear-cutformu-
lationsofmediaboundariesandmediaconcepts.Furthermore,
the shift in perspective that I propose here aims to overcome 
exclusivediscourse-drivenapproachestomediaculturesand
practicesbyofferingamorenuancedand,atthesametime,more
radicalunderstandingofwhatamediaprocesscanreally“do,”

1 Polanyidefinesthesetermsinthefollowingpassage:“Thetwotermsoftacit
knowing,theproximal,whichincludestheparticulars,andthedistal,which
istheircomprehensivemeaning,wouldthenbeseenastwolevelsofreality,
controlledbydistinctiveprinciples.Theupperonereliesforitsoperations
onthelawsgoverningtheelementsoftheloweroneinthemselves,but
theseoperationsofitarenotexplicablebythelawsofthelowerlevel”(2009,
34).



���albeittacitly.Todothat,Ilookatminormediaformationsandthe
elementalstructuresofobjectsoperatingaccordingtotechno-
logicsthatrefertoamajorandbroadermediasystem.Ephemeral
film-related/filmobjectsopenanextraordinaryfieldofinquiry
andtheoreticalspeculationthathasyettobefullyexplored.

Ephemeraandscrapbookshavealreadyreceivedattentionin
culturalstudiesandrecenthistoriesofcinema.ToddGernes
definesthescrapbookas“apopularmediumofexpression
shapedbythehumanimpulsetocollectmaterialobjectsand
investthemwithmeaning,producing,inmanycases,what
KrzysztofPomianhascalleda‘semiosphere’”(2001,109).His
accountispartofasignificantliteratureaboutscrapbooksthat
stressestheirdiscursivevalueasapracticeandatechnologyof
culturalmemory(Anselmo2019;GruberGarvey2003;Wickham
2010).Thesymbolic,discursive,declarative,andsignifying
modesdominateculturalhistoriesoftheseobjectsandrelated
practices.Thesecharacteristicsareundeniablycrucialfeatures
ofscrapbooks.Nevertheless,thisessaywillinsteadinsistonthe
natureofthe“medial”2(Mersch2016)inthescrapbook,inves-
tigatingthe“underlyingmaterialities,dispositivesandperform-
ancesthataccompanymedialprocesses”(Mersch2013,208).To
emphasizethe“medial”inscrapbooksrequiresustounderstand
suchobjectsasnot yetmediaproper,but,instead,asmaterial
formationswhereculturalpracticesandtechnologicaloperations
transitionfromonemediaconfiguration(film)3towhatwecould
identifyasanur-mediumwherefilm’smaterialremainsare
reconfiguredas(potentially)endlesscirculationofdata).

Withsuchadefinition,Iinsistonanopen,transitorystateof
mediaandimplicitlydrawuponNiklasLuhmann’s(1995)notion

2 Merscharguesthatthe“medial”allowsforadifferentmodeofreflection,
distinguishingthematerialfromthesymbolic(2013,208–09).

3 The term configurationrecallsthestateofcinemaasamedium“inper-
manenttransformation,”asformulatedbyVinzenzHedigerandMiriamDe
Rosa(2017).



��� of form4 andFritzHeider’s(1927)differentiationbetweenmedium
andthing.Moreprecisely,inthescrapbook,Ihighlightthe
co-presenceofadefiniteformalconfiguration(thestructure
andfunctionalityofthealbum,theorderanddistributionof
theclippings)andanenvironmentinwhichthefilm’sdispersed
remains(materialandtechnological)areconveyedandactively
transformed.Inparticular,Ishowhowmultiplematerialities—the
film’s,thepaperalbum’s,orthemakers’gestures—aredrawninto
specificknowledgeperformances:anepistemologyinformedby
asub-conceptualintegrationofcinematictechnicity.AsKaterina
Krtilovawrites:“Merschstresses…[that]materialitycannot
andmustnotbedescribedassomethingsituatedin the sym-
bolicorder,forcedintoadiscourse,logic,orreasonableorderof
things,forcedtomeansomething”(2015,36).Accordingly,Iwill
discussmediareflexivitythatproceeds“across”theopposition
ofsymbolic/material(Krtilova2015,39).Indoingso,thisessay
willinterrogatetheperformativemodeofthematerialityofthe
scrapbook,againstoracrossthediscursivestrategiesimple-
mentedthroughit,asatacit,non-explicit(non-discursive)
dimensionofaparticularcinematicknowledge(ofthefilm).To
doso,IwillexcavatethescrapbookscraftedbyanItalianfilmfan
whoconnotedhisalbumswithasophisticatedhistoriographical
andencyclopediccharacter.

Framedness

ThescrapbooksIwilldiscusshereshowacomplexrelationship
betweenthefilmandthespectators’/scrapbookmaker’sges-
tures.Thescrapbookmaker’sgesturestakepartintheprocess
ofdisassemblingthefilmanditsdispositif by retaining parts of its 
remains,whetherintheformofavisualtrace(i.e.,astillorafilm-
relatedpicture),orintheformofmaterialdetritusorremediation
ofatechnicalelementofthecinematicapparatus(i.e.,the

4 ContrarytoLuhmann’sconceptionofform aspurelystructuralandsystemic,
Iwillfocusontheroleofmatterandmaterialityinshapingthemedial.



���framing,theprojection).Inthenextsection,Iwilldetailthese
dynamicsasformsofparticipationintacitcinematicknowledge.
However,beforedoingthat,Iwillreflectonthequalityofframed-
nessofthesescrapbooks.

Iunderstandframednessasthequintessentialmaterialquality
ofthescrapbookanddivideitintothreeoperativestages:the
mark,theerasure,andtheincrease.Themarkstandsforachain
ofgesturesthatisolatetheclippingfromthesource(bycuttingit
out),transferitsprofileintoanunmarked space (bypastingitinto
thealbum’sfolio),traceitscontours(oftenusingacolorpastel
asare-marker),anddifferentiatebetweenthatclippingandthe
restoftheemptypage(orotherclippings)bycreatingphysical
distance.5 

Thesecondoperativestage,theerasure, isstructurallylinkedto
the mark,althoughitopensitselfuptoacomplexmedialstate.
Theclippingintothescrapbookpageisobtainedbyeliminating
everythingbeyondthefigure’soutline(thebackground).This
actionprivilegesthedetail—theone,singleelement—andopens
ittofundamentallynewcombinationsinthescrapbook.As
wewillsee,theerasurestronglyimpactsthedefinitionoftacit
knowledgeoffilmandcreatesthemostcontroversialintermedial
effectswithcinema.Infact,ontheonehand,therotogravure
techniquethatproducesmostfilmmagazines—thesourceof
theclippings—allowsforsensorycontinuitywiththescreened
filmframe(Beegan2017).Itfacilitatesan effect of transientness,
astosaytracesofthetransitionoffilmmaterialelementsinto
thepaper:thisresultsinamaterializationofdebrisfromthe
dis-assemblageofthefilmasamedium(i.e.,a“graineffect”or
thepersistenceofhalftonecolours).Ontheotherhand,this
processerasesthelinktothefilmsourcetowhichtheclipping
refers.Theclippingdoesnotautomatically refer to the original 
film.Hence,theclippingisoftenself-evidentwithregardstowhat

5 Thisfeatureistheclosesttotheelementaryoperationsthatshapeaform in 
GeorgeSpencer-Brown’s(2008)andLuhmann’s(1993)writings.



��� itrepresentsbutitis“mute”inrelationtoitsorigins.AsIwilldis-
cussbelow,takingthememoryofafilmforgrantedismisleading.
Thisisbecausetheimplicitcinematicknowledgecapturedinthe
scrapbookisprimarilyproducedthroughtheremovalofthefilm’s
medialandnarrativespecificity.

The increaseismainlyrelatedtothegestureofpastingandaccu-
mulatingclippingsintothescrapbookfolio.Nevertheless,the
increaseisnotthesameasmontage.Theincrease still pertains 
totheframednessofthescrapbook:itisthree-dimensionaland
verticalratherthansequentialandlinear;itismaterialrather
thannarrative.Theincreaseenhancestheframe’sappearance
anditsthree-dimensionality;itelucidatestheframeasa
transitionalinfrastructurecharacterizedbythejuxtaposition
ofclippingsoverthesamespotortheirdistributionoverthe
surfaceofthesamefolio.Thereisnotemporalprogression
intheincrease;thereisonlyspatialgrowth.Theincreaseis
ascrapbook-specificfeaturethatbuildsuponthegestureof
markingandtheerasureofthesource.Accordingly,itexpands
thecombinatorypotentialitiesofthescrapbookasanenviron-
mentforreassemblingandtransformingthemediumoffilmand 
groundsthescrapbooksmedialprocess.Inthenextsection,Iwill
examinethecaseofanItalianfan’sscrapbooks,stressinghow
thesefeaturesinformfilm-relatedknowledge.Specifically,this
casestudywillhelpmediscusshowtacitcinematicknowledge
offilmcapturedinthescrapbookimpactsthefilmspectator’s
understandingofcinemahistoryandmedialityonanepistemic
level.

Limits of the Discourse

WalterFaglioniwasanItaliancinephileandafilmlover.From1926
to1999,across35diaries,hetooknoteofeveryfilmhewatched
inmovietheatres,cineclubs,orontelevision.Inthe1980s,he
startedorganizingthesedataandrelatedephemeraintosix
scrapbooks,inwhich,overdecadesanddecades,heaccumulated



���layersonlayersofclippings.Heproducedalbumsoneafter
theotherandcontinuouslyoverwrotethemwhilearticulating
increasinglysophisticatedcriticalandself-referentialconceptions
ofhisviewingandscrapbookingwork.

Withinthisexpressivedomain,Icandistinguishseveraldiscursive
andgenericregimes:

1)Chronicle.Everyalbumisorganizedbydecadeandfollowsa
linearchronology.Everyscreeningisreportedchronologically
yearbyyear,daybyday,andsomealbumsareevenorganizedin
alphabeticalorder,titlebytitle,yearbyyear.Healsoarticulated
asymbolicorderwithinthisliteraryregime,choosingdifferent
colorstoindicaterepeatviewingsandtounderlinefavoritesor
uncertainpleasures.Heevenspecifiedthescreeninglocations:
cinematheatres,cineclubs,ortelevision.

2)Insightsintofilmhistory:handwrittennotesaboutfilmgenres,
actors,andtrivia,aswellasacademic sourcesofinspiration.

3)Personalmemories.Heincludeshandwrittenpagesdescribing
memoriesofhisowncinemagoingexperiencethatalsowork
retrospectively.Forexample,heattemptstore-contextualize
somefilmscreeningswhichheattendedduringthefascistperiod
byoverwritingtheearlieralbums.

4)Criticism.Alternatinghisownhandwrittenessayswith
clippingsfromprofessionalfilmcriticsthathedisputedwithor
approvedof,hetriedhishandatfilmcriticism.6 

Theserationalizingeffortsformanall-encompassingorder.We
couldevenspeakofapanoramic knowledge,whichstrivestograsp
andcontrolabroadfield—spanningmorethan70years—putting
whatChristianKeathleycallsa“panoramicperception”(2006,

6 Thesediscursiveregimeshavebeenextensivelydiscussedfromacultural
historyperspectiveinBernabeiandMariani(2022).



��� 30)ofeachpicture7intoaproductivediscursiverelationwith
anall-encompassingunderstandingoffilmhistory.Accordingly,
montagehasacrucialfunctionwithinthisdiscursiveoperation:
itputsaseriesoffragmentsintoameaningfulsequence,
embracingdecadesupondecadesofmajorfilmdirectors’
filmographies,actors’performances,andtrivia.Itcreates“a
sequentialviewingexperience”(Levin1993,75)thatisalsoopen
toafilmhistoriographybothbespoke(relyingonFaglioni’sown
cinemaviewingexperience)andperfected(accordingtoFaglioni’s
personalcriticalopinions).8Inscrapbookafterscrapbook,
temporalityismeticulouslyandobsessivelypunctuatedand
recordedthroughexpressiveandinformativewritinganda
montageofclippings.Toacertainextent,thesescrapbooks’dis-
cursiveandsymbolicfluctuationstendtothepoleofthedistal in 
Polanyi’sdialecticsoftacitknowledge(2009,10).

Discursivestrategiesoperateasaconstant,anall-embracing 
background, fosteringunity,coherence,andevolution.Through
formsofdiscursivemontage,Faglionicreatesrecursive“jumps”
that connect contemporary screenings to memories of past 
viewingexperiencesofthesamefilm(mergingdecadesintoone
fragment)andrelateasinglefilmfragmenttoafilmdirector’s
entireoeuvreortoafilmgenre(situatingafilmintoachrono-
logicalsequencethatintendedtodemonstrateartisticprogres-
sionordecay).Healsoshowshowhispersonalcriticalviewpoint
haschangedovertimeandre-connectsittoaperiodinthepast
or,forinstance,whenheconnectsapictureofLouiseBrooks
in Pandora’s Box (Pabst 1929) toherportraitattheageof83
(scrapbookno.1).Thus,montagedominatesthescrapbook’scom-
positionfromthisdiscursiveperspective.Formingadistantlens
orderingeachfragmentintoatemporalsequence,itembodies

7 Thecinephile’s“definingmodeofvision”scrutinizes the surface of the mag-
nifiedfragmentassheorhelayersitontothescrapbook’sfolio.

8 Inacertainway,thisisalsoaformof“utopian”filmhistory,basedonacom-
plexbalancebetweenaninstitutionalcanon(attestedbythefilmcriticism
Faglioniexplicitlymentions)andhispersonaltaste.



211whatPolanyicallsthesecondtermofatacitknowledge,the
distal,inthecontextoffilm.

Materiality 

Withregardtotheirrepresentationalcontent,clippingsare
directlyrelatedtothediscursivelawsthatthecinephiletries
to regulate: they are illustrative,servingtorepresentthefilm
references.Nevertheless,thematerialityofthescrapbook,
suggestsanewperspectiveonthelogicunderpinningthe
processofcutting-outtheclippingsandthewaytheyarepasted
in.However,evenspeakingof“logic”threatenstotakeusback
toadiscursiveimpulse.Onthecontrary,itisthematerialside
of these clippings that I want to emphasize by focusing on the 
principlesofframednessdiscussedabove.Firstofall,these
pictures have already been experienced by the gaze of the cine-
phile.Theyhavealreadybeenseen(everyfragmentderives
from an already-watched film),andtheyhavealreadybeen
printed(infilmandlaterpaper,usuallythroughrotogravure).
Thispeculiarredundancyaccentuatesthe mark of the fragment 
and—accordingtoMersch—isaconditionforthe“perception
ofaframe”(2015,3).Itturnsthefragmentintoanactualiconic 
element.9InMersch’swords,thesefragments“arenotsomuch
disposedtoimpartsomethingtotheobserver,instead,they
rather show”(2015,2);they“epitomizeanactofexhibition,”10 
indicatingawaytoview,andsomakepatentthevisualper se, 

9 IrelyhereonMersch’sdefinitionofthe“iconic”:“Itis,however,theframing
dispositifthatinitiallyturnstheimage-likeintoanimageandproducesthe
duplicityof‘viewingsomethingasanimage’and‘observingsomethingin
theimage.’Everyborderismarkedwithadifference,anditconstitutesitself
alongthisdifference.Here,itcanbedesignatedas‘iconic’”(2015,3).

10 IoftenrefertothisexpressionbyFrancescoCasettiandAndreaPinotti,used
toquestionVilemFlusser’stechnicalimages.Iamstressingapre-cursive
affinitybetweentechnicalimagesas“mosaicsassembledfromparticles”
(Flusser2011,31),andthematerialqualityofthescrapbook’sframedness:
accordingly,technicalimages,asthescrapbook’sframedness,“literally
‘design’oursensibilityandouraction”(CasettiandPinotti2020,197).
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ratherthanmaking(other)thingsvisible.Stressingthemateri-
alityandmedialityofclippingmeansthatoneperceivesnot
justthethingsshownwithinthefragment(avisiblereminderof
afilmoranisolatedreferencetoanactor/actress)butinstead
seesthefragment“as”animageor,better,asathing“thatmakes
‘something’visible”(Mersch2015,2).

Furthermore,itisworthmentioningherehowthesimultaneous
juxtapositionofclippingsofmultiple,differentscales(evenwhen
pastedondifferentlayers)makeeachfragment’scontent—often
redundantandsometimeslostinvaguenesswithoutexplicit
captionsordiscursivecontextsprovidedbyFaglioni—excessive. 
Forexample,certainspreads—oftenwithoutanyexplicitverbal
statement—foregroundthemark andthemulti-scaleformat
of the frames as dispositifsor“openwindows”:theymanifesta
substantialsimilaritywithcomputerdesktopboxesandwindows
whilerecallinganoperationaltoolsetwhereeachsingle“window”
disclosesapotentialforhyper-expansion(seefig.1).

Accordingly,thisfirstmaterialfeatureofframednessopens
acomplexrelationshipwiththecinematicapparatus.The
clipping’soperationsresonatewithVilemFlusser’sdefinitionof
technical images,whichare“notmirrorsbutprojectors”(2011,
51).Morethanexpressionsofcontent,theseclippingsorcut-
upsareexhibitionsofmediaoperations:materialdisplaysofa

[Figure1]SpreadfoliofromScrapbookno.1(Source:Faglionica.1980,courtesyof

CentroEspressioniCinematografiche,Udine–WalterFaglioniCollection)



���disassembled,re-mediatedcinematicmedium.Thisisthefirst
featureofthescrapbook’stacitcinematicpower.

The fragments do not automaticallyrefertothefilmthey
originatedfromorrecoveraparticularfilmexperience.Thisis
thesecondmaterialfeatureofframedness.Supposewestop
thinkingaboutthesefragmentsdiscursivelyandtrytoletthem
speakasmaterialformations.Inthatcase,werealize,inMersch’s
words,thattheydonotreferto“thatthingwhichsurroundsthe
imageandseparatesitsinteriorfromtheexterior”(2015,3).This
is where the erasure operates: the markintensifiesthevacuum
aroundthefragment(theerasureofthegraphicbackground)
andthevoidofthefilmitderivesfrom.Fromthismaterialper-
spective,theframednessofthescrapbookisworkingagainst the 
memoryoffilm,stricto sensu.

Nevertheless,thiseffectdoesnotdependonthepresenceor
absenceofagivencaptionorotherexplicitreferencestothe
filminquestion:itisnotjustthelackofadescriptionthatblurs
thefragment’sreferencetothefilmitoriginatedfrom.Roland
Barthesstressedthischaracteristicinhistentativetheoryofthe
filmstill.Hiswell-knowntextconcerning“obtusemeaning”(1977)
isbasedonanin-depthanalysisoffilmfragmentsfromSergei
Eisenstein’sIvan the Terrible(1944).Notsurprisingly,heopens
hisargumentbydeclaringhisabsolutedisregardfortheexact
memoryofafilm,whetherdiscursively—“itmatterslittleifIam
unabletorememberthedetailsofthestoryexactly”(Barthes
1977,52)—ormaterially,whenherefersnottoexcerptsofthe
filmdirectlybuttostillsreproducedintheCahiers du cinéma 
(theyweretakenfrommagazines,preciselylikethescrapbook’s
fragments).Evenmoreradically,Barthesassumesthatframing
hasaninfrastructuralfunction,explainingthenexusbetweena
filmstillandthefilmitcomesfromintermsofapalimpsest.The
erasureissoradicalthatitdefersthereferenceofthefragment
towardsafilmthat“hasstilltobeborntheoretically”(Barthes
1977,67).



���

Thescrapbook’sframednessreliesonthissameprinciple:the
erasureaccentuatestheiconicvalueofthefragment,and,as
Bartheswasrighttoargueradically,itmakesevidenttheinfra-
structuralfunctionoftheframe,openingthedoortoapotentially
infinitere-assemblageofthefilm.Inaneloquentpassagefrom
thescrapbookFaglionidedicatedtothe1950s(Scrapbookno.
3),thecinephileassembledamulti-layeredfoliofocusedon
BillyWilder’sThe Seven Year Itch(1955)(seefig.2).Inthisfolio,
onemaydistinguishamongthreeoverlappinglayers.Thefirst,
ontheoutersurface,isascene(aphotogram)fromthefilm,
portrayingMarilynMonroeandTomEwellinahilariousand
seductivemomentwhenshefelloffofapianobench;thesecond
one,atamediumdepth,istheiconicphotographofMonroe
standingaboveasubwaygratewithherfamouswhite“flying

[Figure2]SinglefoliofromScrapbookno.3(Source:Faglionica.1980,courtesyof

CentroEspressioniCinematografiche,Udine–WalterFaglioniCollection).



215skirt”(apromotionalimagederivedfromtheshotofastreet
photographer);thethirdlayer—thedeepestandthelargest
one,coveringtheentirebackgroundofthefolio—isa“modern”
advertisementfromthe1980sinwhichamodelismimicking
Marylin’siconicgesture,withareddressandfalseblondhair
(withbrowneyebrows).

The reference to The Seven Year Itchisexplicit(andeven
verbalizedintheformofacaption).Nevertheless,theerasure
operatesprogressivelyandprofoundlytowardsamaterial
betrayaloftheoriginalreference:thefirstlayerisablackand
whitereproductionprintedonlow-costnewsprintpaper(while
thefilmwasshotinTechnicolorandwithaCinemaScopelens).
Thus,theeffectofmaterialtransientnessthatrotogravurewould
haveallowedforismissing.Thesecondfragmentdoesnoteven
belongtothefilm:asweknow,thesubway’s“deliciousbreeze”
sceneisastutelyedited,alternatingalowshotofMarylin’sfeet
andlegs(atkneeheight)andclose-upsofEwell’sandMonroe’s
faces.Thattotalshotisnevershowninthefilm;finally,thelast
layerrepresentstheabsolutematerialdetachmentfromthe
bodilypresenceofMarylinMonroe:theiconicvalueistrans-
ferred—foritsformalfunction—andtransubstantiatedonto
anotherbody.

Thethirdmaterialfeatureofframednessrelatestomontage.Ina
pioneeringtextabouttheculturalvalueofthescrapbook,Maud
Levin sees in the montage an integral mechanismthatdefines
thescrapbook,anditeveninformsanintermedialrelationwith
thecinematicmedium:“the[scrap]bookasawholefunctionsas
amontageaswell.Asasequentialviewingexperience,itcould
evenbecalledfilmic.Turningthepages,‘reading’thebook,intro-
ducedtheelementoftime”(Levin1993,75).IwouldcallLevin’s
accountofmontage“discursive.”Ontheonehand,temporality
inthescrapbookisshapedbymontage;therefore,asIdiscussed
earlier,montageinformsthe“distal”leveloftacitknowledgeof
film.Ontheotherhand,Isuggestthattheincrease is structurally 
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linkedtoPolanyi’sfirstterm,ortheproximal level of tacit 
cinematicknowledge.

AsIwroteabove,theincreaseisservedbythemarkandserves
theerasure.Theincreaseasavertical,additive,spatialgrowth
ofthefoliodoesnotcreateexplicitassociationsortemporalcon-
nections.Itratherenhancestheoutlineofthefragmentwithin
thespace—thatis,itenhancesitspresentness both in terms of 
atemporalbreakandintermsofanimagethat“ceasestobea
re-presentationofarealityitrefersto…,presentingitselfdirectly
asrealityintheflesh”(CasettiandPinotti2020,204).Theincrease
shapesanenvironmentwheremodesofvisualapperception
governedbymaterialelements,suchaperturesandprojections
definedbythegesturesofthemarkthatIhavepreviously
described,arerevealed,andthematerialremainsofthecinema

[Figure3]SinglefoliofromScrapbookno.2(Source:Faglionica.1980,courtesyof

CentroEspressioniCinematografiche,Udine–WalterFaglioniCollection).



���apparatus,moreprofoundlyandsubtlythanthethosedescribed
byLevin,areincorporated.Accordingly,theincreaserevealsthe
epistemic“tacitpower”ofthefragment.

Someofthemostaudacious,multi-layeredfoliosofFaglioni’s
scrapbooks(seefig.3)rendervisibletheerasureofthesource
(theoriginalfilmsdisappearina“mute”iconicpulpofpartial
framesandpicturefragments),and,simultaneously,theyallow
thefilm’stransformationsacrossmediatosurviveinresidual
materialformations,whereinframednessopenstoimmersionas
atechnicalillusionandawaytoaccessaformofnon-symbolic,
non-expressiveknowledge.

:hat Knowledge" 

Inthesescrapbooks,thematerialityofthecut-outsuncovers
epistemicfrictionsthatconjointhesymbolicanddiscursive
structureoftheseculturalobjects.Materialityputsforwardthe
detail,thefetishizationofaparticle.Theproximal,whichisa
magnifiedmodeofviewinganensembleofparticularities,cannot
beboundbythelawsandprinciplesofthecomprehensiveentity
itoriginatesfrom;thatis,thedetailcannotbegovernedbythe
discourseofthefilm.Rather,whatisprimarilyemerginghereis
theframingoftheparticular.Moreover,theframingfirstrefers
to the dispositif—thesystemofmaterialandnon-materialcon-
ditionsthatmarka“border.”Framing,asMerschwrites,“evolves
intoaprincipleofreflexivitythatdrawsattentiontosomething
whichisatthesametimeveiledbytheimage:thesceneofits
visualization”(2015,5).

Throughthematerialityoftheclippingsandtheparticularities
emergingthroughframedness,thescrapbookdrawsattention
to the mediality offilm,andcinemaasamediuminpermanent
transformation.Byfocusingonframedness,thedistaldis-
appears:thefilm’sdiscursiveaspectsdissolveintheincompress-
ibletangleoflinesandanglesinwhichanyspecificreferences
tothefilmareerased.The“comprehensiveentity”isnegated,



��� asMerschargues;instead,thepictorialandtheiconicmark
thepeculiarmaterialexperienceofthescrapbooks.Hepro-
posestheartistictechniqueof“anamorphosis,”originating
intheRenaissance,asametaphorforsuchamaterialand
speculativeapproachtothemedial.Anamorphictechniques
ofrepresentation“interveneintheconstructionofillusionby
simultaneouslyrevealingandconfirmingthesecretsoftheirpro-
duction”(Mersch2013,213),andagain:

[Anamorphosis]providesnorecognisablerepresentation;
rather,iterasesthatwhichisrepresentedanddissolvesthe
figureinordertohaveitemergeinanotherplace,namely
atanextremeangleofalmost180°…Thepicturehastobe
negated,ithastobedissolvedinanincomprehensibletangle
oflines,inordertocreateapuzzlethattheobservercan
experience,thesolutiontowhichhecanonlydiscoverifhe
looksatitfromtheside.(Mersch2013,214)

Andtherefore,“[i]nthiswayanamorphosiscreatesaparadoxical
figuralitythatbyappearingtoshownothing,showsthemedi-
alityofimageconstruction”(Mersch2013,215).Accordingly,I
arguethatthematerialityofthescrapbooks,theirtacitcinematic
dimension,opensupasimilarparadoxbasedonarupture
betweenthediscursiveandformalrepresentationoffilmhis-
toryandexperienceandameanstoexperiencethehistory
andmaterialityofthefilmbyvirtueoftheirdeliberatematerial
construction.

Amedia anamorphosisoperateshere.Structuringknowledge
throughtheincorporationofcinema’smaterialremains,thetacit
cinematicknowledgematerializedinthesescrapbooksproduces
animplicitdestabilizationofthegazethatintersectswiththedis-
cursiveknowledgeoffilm,producingaview“fromtheside.”

This article has been conceived within the collaborative project PRIN2022 Cine-

phemera. Ephemeral materials for the study of Italian cinema between the 1930s 

and 1960s (Project Code 20228MRWL2 PI Mariapia Comand), funded by UE-PNRR of 

the Italian Ministry of University Research.
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