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Between one death and the other, the absolute inside and the absolute 
outside enter into contact, an inside deeper than all the sheets of past, 
an outside more distant than all the layers of external reality. (Deleuze, 
1989, p. 208) 

 
It is mid-afternoon in Rome, and a baby carriage tended by a nanny is sitting 
in the middle of an empty street. A water sprinkler is heard operating close 
by. White apartment buildings are scattered throughout the background. The 
camera pans to the left, revealing the water sprinkler, a tower that looks like 
a mushroom cloud, and a park in the mid-ground. Is this a model for a new 
suburban district? Remarkably, a building under construction comes into 
view, and we wonder what model would also feature half-completed 
construction sites. This tour of a suburban district in Rome takes a stranger 
turn in the ensuing shots; a dilapidated collection of broken bricks and an old 
fence around a rusting barrel seem entirely out of place by this intersection of 
a modern neighborhood. Looking down the sidewalk against the fence, there 
are neatly packed rows of trees receding into the background, while a 
diamond-shaped sign marks the boundary between the sidewalk and the 
intersection. But where are the plastic figurines that simulate everyday life in 
their static poises, about to walk into a bus, pick up a briefcase, wave to a 
friend, or open the gate to a white apartment? 

Perhaps this is not a model district. This could also be location-scouting 
footage for a new film, a story about two lonely lovers who find each other at 
this unlikely intersection. Her name is Vittoria – early thirties, bourgeois 
Italian who resides in an apartment complex at Viale dell’ Umanesimo, 307. 
Favorite adventure: breaking free of her compartmentalized existence with a 
short plane ride over the city. And his name is Piero – slightly younger, a 
post-war Italian stockbroker who fears monotony and cannot appreciate the 
simple pleasures of a stroll in the middle of an empty street. Their idea of 
romance is unique. Rather than dining, visiting cafes, or taking road-trips, 
they are museum patrons of everyday public spaces, wandering about and 
looking less at each other than at the architecture framing them in their 
environment. 
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Figure 1. Opening shot of the final sequence in Antonioni’s L’Eclisse 
(1962) 
 
But, before pursuing this treatment any further, I should mention that 

this is neither a tour of a model suburban district, nor footage from a location-
scouting trip. This is rather the start of the notorious ending sequence of 
Michelangelo Antonioni’s L’Eclisse (1962), where Vittoria and Piero, the 
protagonists, were scheduled to meet at an intersection in the Esposizione 
Universale Roma (EUR) suburban and business district (Figure 1), but never 
show up.1 Unaffected, a montage of the intersection plays as if the characters 
were present, capturing instead other residents who had once been seen at this 
intersection, not to mention passersby who could be mistaken for the 
protagonists. The camera proceeds with a seemingly abstract deconstruction 
of the spaces within and surrounding the intersection, as tired as the spectators 
of the film are of waiting for the protagonists to arrive. However alienating 
and desolate this intersection seems, it once served as a meeting place that the 
couple stumbled upon during an exploration of the neighborhood. In fact, this 
already distant memory occurred just a mere twenty-seven minutes ago in the 
film’s screen time. 

27 min. prior, a kiss delayed: After following Vittoria around the EUR 
district, Piero attempts to warm himself up to her, but is confused with her 
enigmatic flirtatiousness. Not sharing her affinity for urban wandering, Piero 
runs out of patience, telling Vittoria that he would kiss her when they reach 
the other side of the intersection. Yet, they never kiss properly, as she keeps 

																																																								
1 Originally commissioned to serve as a world’s fair and an exhibition of pre-war Fascist 
progress, construction for EUR was halted when war began. By the time L’Eclisse was in 
production, the EUR had already been recoded from what urban cinema studies scholar John 
David Rhodes (2011) calls a ‘monumental blunder’ into a core for post-war (uneven) urban 
development and modernization. For a thorough examination of the historiographical 
contradictions and continuities between EUR’s pre- and post-war ‘myths,’ see ‘The Eclipse 
of Place: Rome’s EUR from Rossellini to Antonioni’ (Rhodes, 2011). 
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avoiding his attempts, until she decides to leave after throwing a stick into the 
barrel of water by the fence. 

23 min. prior, Piero is 15 min. late: In their second rendezvous, Vittoria 
arrives first, passing her time by observing the construction site bricks, gazing 
up at the edge of the construction site, and playing with the twig she threw in 
the barrel. Piero suddenly appears fifteen minutes late – according to Vittoria 
– and makes another attempt to be intimate. However, Vittoria is hesitant, 
more distracted by a stranger walking in the middle of the street, who she 
remarks as ‘having a pretty face.’ Not wishing to make the situation any more 
awkward, Vittoria appeases Piero’s unease by leaving with him for his 
apartment. 
 
Lurking Truths and Germinating Thoughts 
These meetings may seem unremarkable or are seemingly eventless, but at 
least the characters show up, unlike the final sequence, which film 
narratologist Seymour Chatman (1985) has described as ‘an establishing shot 
in reverse, a kind of disestablishing shot.’ (p. 80) In the final sequence, the 
story of their meetings at the intersection seems increasingly irrelevant as the 
montage strays farther from the narrative structures of the previous 
rendezvous scenes. But, what would be the purpose for such a bold maneuver 
in a non-experimental film, except to produce a hyper-stylized ‘aesthetics’ of 
urban alienation? According to Italian cinema scholar Laura Rascaroli and 
Rhodes (2011), aside from a ‘modernist’ reading of ‘alienation as one of the 
prime thematic preoccupations of an entire cultural artistic epoch,’ (p. 7) 
another popular critical lens in Antonioni scholarship is the sociological, 
which might interpret this scene’s extension of le temps-mort, or dead time, 
as an allegory of social demise in post-war bourgeoisie Italy. These are the 
most common interpretations for the unprecedented dissolution of the 
narrative, but Chatman (1985) keenly observes, ‘What is established is not 
‘the same place’ but the possibility that is in reality ‘another place,’ perhaps 
even an extradiegetic place’ (p. 125). Unfortunately, while the establishment 
of an ‘extradiegetic place’ within the diegesis is a fascinating contradiction 
that deserves further analysis, Chatman (1985) forecloses the critical potential 
of his statement by concluding that, ‘the intersection in L’Eclisse…is a void, 
not an intended place’ (p. 110). 

This work interrogates the claim that the intersection is a non-place by 
investigating the contradictions of Antonioni’s ‘impossible’ places, or spaces 
that have been lived in by the protagonists only to be deserted afterwards.2 

																																																								
2 There is a subtle but significant difference between an ‘impossible’ place and what 
Rascaroli and Rhodes (2011) have characterized as ‘uncanny’ spaces in Antonioni’s films, 
where ‘characters harbor the violent desire to separate themselves from the environment that 
contains them and in which (by which?) they feel scrutinized’ (p. 9). Whereas the ‘uncanny’ 
designates the pull a place exacts on characters – seemingly against their will – to return 
repeatedly to a defamiliarizing environment (Rascaroli & Rhodes, 2011, p. 8), the 
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Informed by the work of Italian studies scholar Karen Pinkus (2003) and 
Rhodes (2011), who have investigated the ways in which L’Eclisse’s 
neorealistic use of locations in Rome expose historiographical continuities 
between pre-war fascist and colonialist discourses with the post-war rewriting 
of fascism and colonialism as historical anomalies, I explore the constructions 
and transformations of ‘place-ness’ in Antonioni’s EUR beyond its 
sociological and modernist themes. Pinkus (2003), in particular, argues that 
the emptiness of EUR created from a ‘fading away of affect’ in the final 
sequence (p. 316) traces an Italian politics of disappearance, where the 
amnesia of decolonization is displaced into unplaceable domestic anxieties 
over the un-inhabitability of modernist suburban environments.3 Revising 
Pinkus’s claims that the process of forgetting history is reflected in 
L’Eclisse’s reduction of EUR into an uneventful space, this work will 
demonstrate how the narrative construction of space in the final sequence 
makes EUR an ‘impossible’ site of collective memory when its place-ness 
becomes fragmented – but not emptied – through multiply contending and 
ambivalent spatial politics. A simpler question thus underlies my analysis: 
what is the significance of a highly legible, ordered, and sequenced 
presentation of space where life continues without the presence of the 
characters who first motivated the appearance of this place? Drawing from 
Deleuzian concepts of film narratology, spatial theory, and architectural 
theories of narrative, I investigate whether the shift in spatial presentation 
between the first two meet-ups and the final sequence actually embodies a 
radically different epistemology of narrative space, or if this narrative 
bifurcation constitutes a progression of spatial themes already imbedded in 
the first two rendezvous.  

First, not unrelated to these contradictions between emptied space and 
once-inhabited place, is the close parallel between Antonioni’s screenwriting 
philosophy to the pursuit of spatial and architectural ‘truth.’ Antonioni 
commented after shooting La Notte (1961): 

 
I believe I’ve managed to strip myself bare, to liberate myself from the 
many unnecessary formal techniques that were so common at the time 
[…] So I’ve rid myself of much useless technical baggage, eliminating 
all the logical transitions, all those connective links between sequences 
where one sequence served as a springboard for the one that followed. 
The reason I did this was that I believe […] that cinema today should 

																																																								
‘impossible’ is an uncanny space without human protagonists, where the camera replaces the 
human actor to return to defamiliarizing – and be defamiliarized by – the shooting 
environment. 
3 Pinkus (2003) notes that by the early 1960s, Italy’s colonization of territories abroad had 
just ended, only to resurface in the expansionist policies and colonializing discourses of 
modernist urban planning, which sought to open and develop new spaces in rural Italy to 
accommodate for the rapidly rising urban population. 
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be tied to truth rather than to logic. And the truth of our daily lives is 
neither mechanical, conventional, nor artificial […]. (as cited in 
Arrowsmith, 1986, xiii) 
 
By illustrating themes of disconnection already lurking in the first two 

films of Antonioni’s tetralogy, this passage suggests that Antonioni’s 
philosophy for ‘reductive’ shooting reaches its truest form in L’Eclisse’s final 
sequence. At first glance, this statement regarding narrative truth is as 
counterintuitive as his construction of the space of the intersection; doesn’t 
the transformation of the character-driven narrative into a deconstruction of 
space become less ‘truthful’ and more mechanical? 

Clearly, Antonioni is not presenting a straightforward definition of 
narrative truth, either as a thorough documentation of everyday social reality, 
or as a neorealist sense of ontological truth in the photographic image. Rather, 
a narrative truth without ‘logical transitions’ can be truthful only insofar as it 
unveils the artifice of cinematic construction, much like social theorist Henri 
Lefebvre’s notion that truly honest architecture would reveal the façade of 
modernist architecture as a vapid style (Lefebvre, 1991). Significantly, 
Lefebvre’s stance on the epistemological dishonesty of modernist architecture 
is founded on his theory that ‘social space’ is not the accumulation of social 
products within a preexisting space, but is rather a process where space itself 
produces and is produced by social relations (Lefebvre, 1991). More 
specifically, the construction of social space entails an affective experience 
of space, or spatial practice, which not only shapes, but also provides new 
modes of social interaction.4 The production of social space is highly limited, 
then, when the uses, imaginations, and representations of space are regulated 
according to naturalized laws of rationality. This is especially true when 
interpersonal relationships – such as the one between the protagonists in 
L’Eclisse – have become ritualized as remnants of social life, where bodily 
interactions have been reduced to nothing but a series of visual gazes amidst 
wanderings within generic urban spaces. In other words, in an environment 
of alienated social interactions, the process in which the rationality of space 
is denaturalized and reconfigured through spatial practice becomes ‘truer’ 
than the interpersonal relationships themselves.5 

Beyond exposing the artifice of mechanical order, Antonioni himself 
likens narrative truth to an organic process, where ‘truth is the disclosure of 
the merely potential, as the oak is the dynamic truth of the acorn’ (as cited in 

																																																								
4 Spatial practice is only one mode in the production of space, a spatial triad that also includes 
representational spaces and representations of space (Lefebvre, 1991, pp. 38-39). 
5 In his materialist history of social space, Lefebvre (1991) deals at length with the reduction 
of social interactions to the purely rational, which he refers to as the illusion of transparency 
(pp. 27-30). In particular, he critiques the spatial philosophy of the Bauhaus, ‘global space,’ 
which veils the bodily and anthropological in favor of a visually abstracted and maximally 
ordered functionality: ‘The reading of a space that has been manufactured with a readability 
in mind amounts to a sort of pleonasm, that of a ‘pure’ and illusory transparency’ (p. 313).  
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Arrowsmith, 1986, xx). Likewise, classicist William Arrowsmith (1986) 
recounts in his translation of Antonioni’s collection of narrative sketches, 
‘‘I’ve always wanted,’ says Antonioni in one of these tales, ‘to make a 
mechanism not of facts, but of moments that recount the hidden tensions of 
those facts, as blossoms reveal the fact of a tree’’ (xx). In both examples, 
Antonioni’s ‘truth’ is not revealed merely by reducing a natural process to a 
sequence of causes and effects, but rather by metonymically associating 
between different orders of natural phenomena. Significantly, the dynamic of 
blossoms growing out of a tree is reminiscent of modernist architect Le 
Corbusier’s notion of the plan, an architectural concept that is said to 
‘generate’ an entire building or urban environment (Le Corbusier, 2007) from 
spatial relations between different geometrical orders. 

Yet, this metonymic operation is not completely analogous to the 
concept of how a blueprint expresses the ‘fact’ of the entire building. Indeed, 
Le Corbusier’s architecture seeks to efficiently manage life within 
constrained spaces that are either ignorant of, or opposed to the various 
contours of the natural environment.6 Unlike Le Corbusier’s autonomous and 
timeless mise-en-scene, a blossom is alive and ephemeral, embodying an 
interior state that is permeable to the exterior environment. Perhaps it is not 
so surprising, then, that Antonioni’s concept of truth in becoming is dubbed 
narrative ‘nuclei,’ also known as a ‘matrix,’ or ‘embryo’ by Arrowsmith:7 

 
The nucleus has a quantum of unknown, because unrealized, energy 
capable like a charged particle of combining with other material, then 
taking on mass and finally visible form. Or, like an embryo, a capacity 
for maturing and ripening, for revealing hidden genetic properties in 
a complex organism whose eventual nature cannot be predicted. The 
nucleus and embryo share what the ancient philosophers called 
entelechy: an immanent power of actualization, an inward propensity 
for self-revelation, or purposive essence. The energy of the nucleus 
may be dormant, abeyant, or latent, but it is there- a miniature 
cinematic potentiality awaiting that intervention by direction and 
camera that will thrust it toward full visual actualization. 
(Arrowsmith, 1986, vii-viii) 
	

Whether as material as an inspired moment of screenwriting that matures into 
stages of production and post-production, or as immaterial as a pure potential 
for change, Arrowsmith’s summary demonstrates how a ‘nucleus’ holds two 
primary properties. First, the nucleus differentiates between interior and 

																																																								
6 As architecture historian Beatriz Colomina (1996) describes, inhabitance in Le Corbusier’s 
architecture becomes of a form of framing the environment, than of living inside it. 
7 While Antonioni himself has not provided a name, much less a generic definition for these 
narrative sketches, Arrowsmith’s terminology is particularly illuminating in underscoring the 
sketches’ unifying narrative conventions. 
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exterior space, and is therefore physically bounded. Second, the tension 
between the interior and exterior allows the nucleus to transform, a process 
of change that expresses Antonioni’s ‘truth.’8 

Do these properties not sound familiar? Indeed, the space of the 
intersection in L’Eclisse is likewise physically bounded, undergoes changes 
in its narrative functionality, and also seems to arrive at the daunting ‘truth’ 
of a metaphorical eclipse in an extreme close up on a streetlamp in the final 
sequence. Following this analogy between the intersection and narrative 
nuclei suggests that even if the narrative motivations for this sequence are as 
unclear as the contents of Antonioni’s narrative nuclei, one may explore the 
narrative ‘truth’ of this sequence by investigating the mechanisms by which 
the ‘interior’ and ‘exterior’ of the intersection space are brought into tension. 
In other words, examining the motivation underlying the enigmatic 
construction of the intersection space is a question of identifying what defines 
the boundaries of the narrative nucleus, or the zones where the ‘interior’ 
comes into contact with the ‘exterior.’ To avoid straying into the mazes of 
metaphysical inquiry, I will ground this discussion by first exploring what 
constitutes the ‘interior’ and ‘exterior’ of the intersection in terms of its 
spatiotemporal location within L’Eclisse’s diegesis. 

In general, when the first locations of a film appear, the diegetic space 
has not yet been filled by the spectator’s cognitive projection of the overall 
geography of the film. In fact, what is physically depicted on-screen, as well 
as what is signified by the images first presented, may be said to construct the 
‘interior’ of this nascent filmic diegetic space.9 The remainder of the narrative 
would then constitute a process of thematic, spatial, and conceptual 
development, where this ‘interior’ is constantly brought into confrontation 
with what lies in the narrative ‘exterior,’ a domain of the presently unknown, 
unimagined, and the as-yet unrepresented. 

In Gilles Deleuze’s philosophical history of the cinema (Deleuze, 1986; 
Deleuze, 1989), such a ‘germination’ process is essentially that of thought 
itself. He writes, ‘The identity of world and brain, the automaton, does not 
form a whole, but rather a limit, a membrane which puts an outside and an 
inside in contact, makes them present to each other, confronts them or makes 
them clash’ (Deleuze, 1989, p. 207). In particular, Deleuze (1989) ties his 
conceptual framework to Bergsonian concepts of temporality by defining 
‘this membrane which makes the outside and the inside present to each other 
[as] memory’ (p. 207). Applying Deleuze’s discussion to the development of 

																																																								
8 Antonioni’s narrative sketches are not explicitly politicized, but notably, the modernist 
aesthetic tendencies of his narrative nuclei are shared by Italian Arte Povera contemporaries, 
whose aesthetics were developed in reaction to the excessive reification and alienation of 
artistic labor in Italy’s post-war economic boom. According to Pinkus (2010), Arte Povera 
practiced a mode of political praxis that also involved capturing the duration of material 
transformation and distillation that blurred the natural and the human, or ‘alchemy.’ 
9 Equally important, is what the lack of locations/objects in the on-screen space signifies. 
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narrative space, what lies in the ‘exterior’ of the immediate narrative space 
would have either occurred in the relative past, or in the relative future of the 
perceived present. 

Significantly, driving – and also being produced by – this constant 
expansion of the narrative universe, is Deleuze’s notion of the concept, which 
‘constitutes movement as continually integrating itself into a whole whose 
change it expresses, and as continually differentiating itself in accordance 
with the objects between which it is established. This integration-
differentiation thus defines movement as movement of the concept’ (Deleuze, 
1989, p. 210). In other words, the development of narrative, through the 
constant renegotiations between the contents of its ‘interior’ and the 
‘exterior,’ is the very concept of narrative space. Deleuze (1989) continues 
by noting that concept is complemented by the formation of the filmic image, 
where ‘similarity and contiguity determine the way in which we pass from 
one image to another’ (p.  210). Indeed, because shots are situated next to 
each other in a narrative sequence, any concept of the space signified in 
preceding shots is continuously developed and materialized in the images 
being currently presented. Thus, as narratives acquire visual representation 
through spatial development, images of space become narrativized to form 
what Deleuze calls the concept-image (Deleuze, 1989, p. 210). Concept and 
image go hand in hand in producing one another, as ‘the concept as whole 
does not become differentiated without externalizing itself in a sequence of 
associated images, and the images do not associate without being internalized 
in a concept as the whole which integrates them’ (Deleuze, 1989, p. 210). For 
the purposes of analyzing the narrative significance of the intersection space 
in L’Eclisse, I will call the concept-image of localized filmic space (e.g. a 
setting within the overall narrative space) a ‘contact zone,’ as this term 
presupposes the interaction between the ‘inside’ and the ‘outside’ of a 
location within narrative space. 

 
Spatial Discourse in Eventful Spaces 
The relationship between concept and the development of narrative space 
may seem analogous to the relationship between the ‘truth’ of becoming and 
the evolving narrative nucleus at the intersection in L’Eclisse, but more 
specifically – and less abstractly – the space of the intersection is the site of a 
crisis in plot-driven narrative continuity. Notably, the significance of a filmic 
space that exists even after its original inhabitants have departed, depends on 
the types of narrative events that usually populate a character-driven 
narrative. Again, Chatman (1985) has described the final sequence of 
L’Eclisse as being extradiegetic (p. 125), but such a designation is misleading 
if one counts the final sequence as an extension of the character-driven 
narrative. I argue that while the final sequence is peculiar from the standpoint 
of the typical maintenance of plot-driven narrative continuity – and certainly 
defies being categorized as constituting a sequence of ‘objective’ or 



Film-Philosophy 19 (2015) 
	

	
154 

‘subjective’ shots – a space revealed outside the original narrative context in 
which it was formed exposes the constructed nature of the narrative itself. 

As architect Bernard Tschumi (1996) theorizes, narratives are 
composed of events that occur in space, while movement by the spectator (or 
the subject) in space both creates new events and allows for interaction with 
already existing events (p. 162). From a phenomenological standpoint, then, 
an event may be defined as a specific moment in the filmic space-time created 
by a particular interaction of mise-en-scene elements either on-screen, or with 
objects implied to exist off-screen. This would immediately mean that such 
an event is ‘measurable,’ i.e. there exists a reference point from which the 
event could be observable. Otherwise, there would be no way of indicating 
that the event even exists. Indeed, the existence of an event cannot be known 
without some form of communication, or discourse, between the subject and 
the event. In other words, it is discourse that produces the event.10 
Significantly, this discourse occurs between the spaces constituting the 
reference frame – which I define to be the set of spectatorial reference points 
implied by the shape of the ‘interior’ of narrative space – inhabited by the 
subject, and the space where the event supposedly occurs.11 The final 
sequence of L’Eclisse is thus particularly intriguing as a sequence of ‘pure’ 
spatial discourses, since the apparent subject is no longer present.12 However, 
merely having knowledge of an event’s existence is fairly abstract; whether 
an event may have already occurred, is occurring, or will occur, is purely 
determined by the filmic discourses that construct the event (e.g. an event has 
occurred if a character mentions an event in a conversation, but the very 
image of its occurrence is an index and sign of its occurrence). As such, the 
event may be physically too distant from the diegetic locale for either the 
spectators (e.g. if the event takes place in the off-screen space) or the 
characters (e.g. in a ‘diegetically’ distant space) to experience an event 
occurring simultaneously with the perceived present. Similarly, the event may 
either be situated in the relative past, or in the relative future of the perceived 
narrative present. In all these cases, the event may or may not be visually 
observable by the spectators as well as characters. Appropriately, the 

																																																								
10 My concept of a ‘measurable’ event is inspired by theories of motion in physics. For 
instance, the idea that discourses produce events has material consequences in the Heisenberg 
Uncertainty Principle, which states that any measurement of the physical attributes of an 
event – its position and rate of change – is imprecise because the act of measurement itself, 
as ‘discourse,’ disturbs and changes the way the event is produced. 
11 The concept of a reference frame is likewise inspired by theories of mechanics. While the 
Uncertainty Principle states the uncertainty of measuring an event from a single reference 
point, Special Relativity is the theory of how different positions of measurement – their 
reference frame – produce different measurements of the same event. 
12 An example of an event that is a purely spatial, can be found in one of Antonioni’s narrative 
nuclei: ‘The Antarctic glaciers are moving in our direction at a rate of three millimeters per 
year. Calculate when they’ll reach us. Anticipate, in a film, what will happen’ (Antonioni, 
1986, p. 12). Here, the event lies in the future, while the narrative consists of the pure 
movement of the glacier through the space it will travel through. 
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existences of nonobservable events are made known through what Deleuze 
(1986) calls indirect discourse, while the existences of observable events are 
communicated through direct discourse (p. 72). 

 

 
Figure 2. Opening shot of the first meeting at the intersection. Piero 
promises to kiss Vittoria. 
 
Returning to the plot of the first rendezvous, Piero promises to kiss 

Vittoria when he reaches the other side of the intersection. Because both are 
looking towards the off-screen space in the direction of the as yet unseen 
fence, while the kiss is mentioned in conversation, the characters’ and the 
spectators’ knowledge of the ‘event of kissing’ is communicated indirectly 
(Figure 2). Thus, this event is set not only in the future of the characters’ 
diegetic temporality but also in the spectator’s forward projection of narrative 
time. Most importantly, since this is the first time the characters are at the 
intersection, the spectators’ knowledge of what lies off-screen from their 
position across the street is defined purely as the location in which the event 
of kissing will occur. Thus, the sidewalk, fence, and pail across the 
intersection, all spaces and objects unknown at this point in the plot, constitute 
a contact zone – where the ‘inside’ is shaped by the narrative space prior to 
Piero’s statement, and the ‘outside’ consists of a set of possible projections of 
narrative space altered to include settings where the kiss would occur – 
established through indirect discourse. Further, this example provides a less 
abstract definition of the contact zone; it is the concept-image of a filmic 
setting that is established either in the ‘measurement’ of a narrative event, or 
in the visual interaction of mise-en-scene elements constituting a narrative 
event.  

By itself, the creation of a contact zone as a precursor to an event 
materializing on-screen is nothing out of the ordinary. However, it is how this 
particular event of kissing does not occur immediately in this scene that 
suggests L’Eclisse’s distortion of conventional plot-driven narrative 
continuity, where an immediate cut to a scene of the couple kissing might 
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clarify the formerly off-screen space when the concept of the ‘other side of 
the intersection’ coincides with the image of the other side of the 
intersection.13 Using Deleuze’s terminology from Cinema 1: The movement-
image (1986), one could say that in this hypothetical situation, the ‘action’ of 
Piero looking off-screen and claim to kiss Vittoria is immediately followed 
by the ‘reaction’ of the couple kissing in the formerly off-screen space. Filmic 
suture would thus minimize the spectator’s period of expectation by making 
the ‘reaction’ immediate through the use of a cut. Significantly, this cut would 
remove the extraneous details – as well as the time interval – related to the 
couple’s movement across the street before they reach the other side of the 
intersection. But, in the actual sequence, the kiss never happens the way Piero 
had planned. In fact, the walk across the zebra is made visible and even 
lengthened through two intervening shots (Figures 3 and 4). 

 

 
Figure 3. First intervening shot in the sequence. Piero and Vittoria cross 
the intersection. 
 

The first shot tracks the couple’s walk across the intersection over a zebra 
from an ‘impossible’ overhead camera position set diagonally behind and 
above their backs (Figure 3). Most notably, by focusing on the ground over 
which they walk, this overhead framing hides the off-screen space that 
spectators expected to see, as well as the space of the original side of the 
intersection. Thus, instead of relating to the event of kissing, this shot 
materializes the concept-image of the event of walking across the zebra. As 
Chatman (1985) describes regarding Antonioni’s films, ‘the focus on event 
becomes a focus on place and on the people and objects that occupy it. Not 
temporal succession but spatial coexistence becomes the guiding principle’ 
(p. 81). Indeed, what takes precedence over the logical temporal succession 
to the event of kissing is the fact that the couple must first walk through the 

																																																								
13 Stephen Heath (1981) provides the original description of narrative suture and explains its 
relationship to Lacanian psychoanalysis in his essay, ‘On Suture.’ 
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contiguous space, the intermediary space of the zebra. Thus, the first time the 
zebra is encountered is through an unexpected event that has little relation 
with the plot, except for its spatial contiguity and its function to prolong the 
viewers’ expectation of the kiss. The zebra is therefore not only a space of 
passage, but also a contact zone that is initially associated with the concept of 
a delayed ‘reaction.’ 

 

 
Figure 4. Second intervening shot in the sequence. Vittoria mentions 
they are halfway across. 
 
 

 
Figure 5. Shot of white building isolated from surroundings in 
L’Eclisse’s final sequence. 
 

Just as unexpectedly, the ensuing two-shot delays the kiss further, with 
Vittoria reporting, ‘We’re halfway’ (Figure 4). The tight framing of this close 
up is achieved in such a way that when the camera tracks the couple’s 
movement as they begin moving again, their heads are spaced far apart 
enough that in the background, the spectator sees the prominent profile of the 
back of a triangular sign and the ‘jigsaw-edged’ white apartment building. 
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Only later in the final sequence, do both spatial markers become settings fully 
dissociated from the characters. Indeed, the contact zones of the white 
apartment building and triangular sign are here associated with the two 
characters’ visual separation, a precursor to the visual isolation of the same 
settings in the final sequence (Figure 5). Further, it is important to note that 
when Piero and Vittoria walk off-screen, the camera stops tracking and slows 
to center on the contact zone including the triangular sign and white apartment 
building, emphasizing its presence despite its obvious lack of importance to 
plot. This sudden appearance of pre-existing objects and architecture make 
them appear as if they lay outside the diegetic space, but have in fact been 
physically contiguous to the character-driven narrative all along.14 Because 
the architectural features are visually observable by spectators through the 
camera’s gaze, but are not seen by the characters (who are focused on the 
other side of the street), a purely spatial event is produced when only 
spectators encounter these contiguous architectural features, constituting a 
form of direct spatial discourse that is taken to its logical extremes in the final 
sequence. 

To summarize, three contact zones have been forged in three shots: the 
contact zones of the sidewalk and fence (at this point still in the off-screen 
space), the zebra, and one side of the intersection (with the sign and apartment 
building), each implying different reference positions for the spectator, spatial 
boundaries, and types of events. Ironically, only the kiss – which most 
intuitively constitutes a narrative event and is associated with the contact zone 
of the sidewalk and fence – is delayed, while the event of walking and the 
visual separation between the characters are shown directly and unexpectedly. 
Yet, the social event of kissing has not yet been completely delinked from the 
space in which it is expected to occur, as Piero and Vittoria do finally reach 
the other side of the intersection (Figure 6). 

 

																																																								
14 This duality of spatial autonomy – the seemingly separate and ‘mutually exclusive’ 
existences of objects in diegetic spaces – and contiguity are tropes that reappear and intensify 
in the second meeting. For instance, in the second meeting, the baby carriage appears in the 
middle of the street and is seen by the spectators before Piero turns his head towards it. If 
Piero had not appeared at all, this shot would be nearly identical to some of the shots of the 
‘generic’ residents in the final sequence. This and other examples of delayed reactions 
between measuring (the existence of the objects made known by their appearance in the 
image) and verifying (the characters acknowledge the event) an event, by the spectator and 
character, respectively, are ultimately the most jarring. 
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Figure 6. End of the street-crossing sequence. Vittoria reaches other 
side of the intersection. 
 

I argue that this momentary delay in crossing the street is not merely a 
technique for building dramatic suspense, but becomes formally significant 
as a harbinger of the crisis of a story-driven narrative. Indeed, by delaying the 
revelation of the space where the kiss should supposedly ‘take place,’ the 
appearance of these new contact zones becomes a demonstration of the 
mechanics of a film narration by exposing how ‘action, strictly speaking, is 
the delayed reaction of the center of indetermination’ (Deleuze, 1986, p. 64). 
In this scene, the ‘center of indetermination’ refers both to how the central 
narrative event is not determined immediately by a ‘reaction’ in a 
materialized concept-image of the kiss, as well as to how the prolonging of 
the characters’ movement from one side of the street to the other does not 
catch up with the spectator’s expectation to immediately see the kiss. 
Therefore, these shots demonstrate how the ‘center of indetermination’ is 
displaced from the contact zone where one expects to see the kiss, to other 
unexpected, but physically contiguous contact zones. Significantly, the 
exposed duration takes the attention off plot-driven narrative continuity to 
enlarge the physical boundaries of the narrative space’s ‘interior.’ From this 
perspective, the fourth shot of this scene constitutes the ‘reaction’ to the 
‘action’ of Piero’s statement in a fully completed action-image, where the 
‘center of indetermination’ has finally caught up with the space of the event. 

Aside from the obvious argument one may make that the delay is 
another instance of Antonioni’s obsessive framing of social alienation, it is 
perhaps more critically productive to notice that the spatial coexistence of 
three contact zones is both an effect of directorial decisions in editing and 
composition, as much as it is a result of the natural frames imposed by the 
architecture and infrastructure in the physical environment. Indeed, the fact 
that unconventional narrative events are made possible only through highly 
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meticulous framing suggests that social relations are primarily mediated by 
visual frames. 

Especially when so much of the interaction between the characters 
occurs through games of looking and spatial exploration, it becomes clear, as 
architecture historian Beatriz Colomina (1996) writes regarding modernist 
architecture, that ‘it is the concept of place that has changed. We are talking 
here about a site that is defined by a sight’ (p. 318). In other words, visuality 
is both the primary mode in which space is being measured, and more 
radically, it is also the primary mode of production of social space.15 Using 
Deleuze’s terminology, this would be equivalent to the ‘slackening of the 
sensory-motor perceptions’ and an emphasis on the purely ‘optical situation’ 
(Deleuze, 1989, p. 3). Far from semantic nitpicking, had the characters 
directly interacted in the on-screen space (e.g. by kissing before even crossing 
the intersection), it would have been impossible for the kiss to be delayed. In 
other words, the ‘measurement’ of events through pure vision creates truly 
peculiar contact zones where visualization is the event, causing any non-
visual events to be delayed. 

Additionally, the strategic use of framing not only creates a seemingly 
‘incomplete’ contact zone that exposes narrative delay, but it also distances 
the spectator from the plot to focus on the ‘realness’ of the location as a block 
in the EUR rather than in a studio set. For instance, when one sees a zebra, 
the immediate sense is that it is a space of passage, of non-placeness and 
ephemerality, while an obtrusive apartment building with highly 
perpendicular edges also expresses a sense of spatial disjointedness and even 
geometrical violence. In other words, the zebra, the triangular sign, and the 
apartment building, constitute im-signs within what Pasolini (1965/1976) 
calls the ‘free indirect subjective,’ a collective repository of imagined signs 
that the director accesses towards expressive potential, and in Antonioni’s 
case, expressions of social malaise. In general, the highly expressive framing 
of these two intermediary shots suggests neither a purely ‘objective’ nor 
‘subjective’ composition, but rather encourages a movement between the two 
poles, thus constituting what Deleuze (1986) defines as the perception-image 
(p. 64). 

Yet, unlike ‘pure’ im-signs that lay outside narrative space, these 
perception-images are contained in the two shots representing the interval 
between the ‘action’ and ‘reaction’ of the event of the kiss. Thus, the 
perception-images used in this sequence not only give rise to contact zones 
that reveal the pre-existence and autonomy of objects and space, but equally 
important, they populate the exposed interval. The use of perception images 

																																																								
15 Lefebvre (1991) would ascribe this phenomenon to the effects of the ‘optical formant,’ 
which operates to ‘empty’ space through the reduction of spatial discourse to pure visuality. 
He writes, ‘All of social life becomes the mere decipherment of messages by the eyes, the 
mere reading of texts’ (p. 187). 
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then becomes inseparable from how the exposed interval emphasizes the 
passing of time itself, where duration takes the place of suture. 

 
Crisis of the Movement Image 

 
Let us call the set of what appears ‘Image.’ […] Every thing, that is to 
say every image, is indistinguishable from its actions and reactions: 
this is universal variation. Every image is ‘merely a road by which 
pass, in every direction, the modifications propagated throughout the 
immensity of the universe.’ Every image acts on others and reacts to 
others, on ‘all their facets at once’ and ‘by all their elements.’ 
(Deleuze, 1986, p. 58) 

 
Stressing how the concept-image is constituted in the movement between the 
action and reaction and thus on the connectedness of filmic space-time, 
Deleuze (1986) arrives at a definition of the movement-image, of which the 
action-image and the perception-image are both subtypes (pp. 61 – 66). A 
narrative space constructed from movement-images would be populated by 
events that are constantly being measured from a frame of reference located 
in the ‘interior’ of narrative space-time. Movement-image contact zones, then, 
are constructed through events occurring rationally, i.e. through a causal, 
deterministic, or derivative relationship to other events constituted either 
before, between, or potentially even after it. Significantly, movement-image 
contact zones materialize through the temporal devices of memory, duration 
(e.g. in the example of Piero and Vittoria’s first meeting at the intersection), 
and even prediction. 

But, as the discussion of the delayed reaction demonstrated, exposing 
the time it takes for a movement-image to materialize results in the creation 
of additional – and unexpected – movement-image contact zones, each filled 
with events that may not have any direct significance in the character-
centered plot, except by their contiguity in narrative space-time. In other 
words, exposing the mechanics of the movement-image shifts the focus from 
the events themselves, to the frame of reference from where the events are 
being measured. This is thus an actualization of what Deleuze and Felix 
Guattari call deterritorialization (Deleuze & Guattari, 1983; Deleuze & 
Guattari, 1990) a post-structuralist concept that describes how a language 
system does not pre-exist, but is continually constructed by the numerous 
enunciations – constituting linguistic events – populating the ‘interior’ of the 
language.16 

																																																								
16 The deterritorialization of narrative space implies that the spatial politics of L’Eclisse forge 
what Deleuze and Guattari (1990) would call a minor cinema. The shortage of research on 
such a spatial politics in Antonioni’s films underscores the importance of revisiting and 
further investigating the postcolonial premises of Deleuze’s film philosophy. 
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Does the deterritorialization of narrative space, then, eventually lead to 
the creation of narratively disconnected spaces? When writing on the shock-
value of the ‘dehumanized landscapes’ (Deleuze, 1989, p. 5) in the final 
sequence of L’Eclisse, Deleuze notes that the purely visual and aural 
materializations of objects and events constitute merely ‘abstract inventories’ 
(Deleuze, 1989, p. 5) of a setting, making the spaces of the final sequence fall 
into a general category of disconnected and emptied spaces called the any-
space-whatever (Deleuze, 1989, p. 5). More specifically, any-spaces-
whatever are ‘delinked’ from the spaces within the narrative space 
constructed from movement-images, where ‘the space of a sensory-motor 
situation is a setting which is already specified and presupposes an action 
which discloses it, or prompts a reaction which adapts to or modifies it’ 
(Deleuze, 1989, p. 5). Deleuze’s observations suggest that the progression 
from the first meeting to the final sequence constitutes a deterritorialization 
of the movement-image domain, only to have objects be reterritorialized into 
the realm of the so-called time-image, where ‘the image is unlinked and the 
cut begins to have importance in itself’ (Deleuze, 1989, p. 213). 

Yet, the autonomy of objects and the contiguity of seemingly 
extraneous events do not necessarily result in the delinking of events, or even 
in the irrationality of cuts. Only non-visual and conventionally ‘social’ events 
seem delinked, suggesting a hesitancy in Deleuze’s own reading of L’Eclisse 
towards considering nonhuman and human relations on truly equal terms. In 
fact, the intensified connection of events through the revealing of duration, as 
well as the hyper-rationality of the cuts – every part of the space being 
traveled through is shown again in the final sequence – both displace the focus 
on events to the visualization of a reference frame in which they are being 
measured. Furthermore, like the first two meetings, the final sequence does 
not disrupt narrative duration – a characteristic of the time-image and any-
space-whatever – but prolongs it indefinitely. Indeed, if the time that lapses 
between Piero’s promise to kiss Vittoria and their actual arrival on the other 
side of the intersection, had by the second meeting, extended to what Vittoria 
claims to be 15 minutes of waiting for Piero to show up (Figures 7 and 9), the 
final sequence may be interpreted as a scene not where the couple never 
shows up (i.e. the event of meeting does not exist), but as a scene where both 
characters are so late, that neither of them appears within the narrative time 
(Figures 8 and 10).17 This rather subtle shift in interpretation has significant 
consequences.18 As Deleuze (1986) writes regarding such limit conditions of 

																																																								
17 In the second meeting, rather than merely four shots including the ‘action’ and ‘reaction’ 
of the kiss, the ‘action’ of Vittoria appearing, and the ‘reaction’ of Piero arriving is separated 
by almost twice as many intermediary shots. It is precisely this duration that allows Vittoria 
to interact with previously unexplored areas of the space of the intersection through more 
perception-images, just as how duration made possible the creation of new contact zones in 
the first walk across the intersection. 
18 Chatman (1985) makes a similar observation, but reduces the critical potentials of this final 
sequence by categorizing it as a form of denarrativization: ‘What happens instead is that story 
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the action-image cinema, ‘the more the reaction ceases to be immediate and 
becomes truly possible action, the more the perception becomes distant and 
anticipatory and extracts the virtual action of things’ (p. 65). And virtual 
actions are precisely what describe the events of the final sequence. Because 
the ‘reaction’ of meeting is never reached, the potential to meet lies forever 
in the future, and visualizations of space where the couple could potentially 
meet are the sole events populating this sequence. 

 

 
Figure 7. Piero at the second meeting. 

 

 
Figure 8. Horse passing in final sequence. 

 

																																																								
time- the time of the chain of events- stops: the film is denarrativized, and another kind of 
time, descriptive or expository, takes over. An open-ended ellipsis occurs- the fictional story 
ends, although the movie continues for another seven minutes’ (p. 80). Indeed, if events are 
not limited to character-driven events but to all events occurring in space, Chatman’s claim 
can be rephrased as describing how the event of meeting is placed so far into the future that 
the ‘reaction’ to the ‘action’ of the couple agreeing to meet is delayed past the character-
driven story time. 
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 Figure 9. Vittoria at the second meeting.
 

 
Figure 10. Same corner in final sequence. 
 

In light of these discussions, the final sequence is far from irrational or 
disconnected.19 Instead, through direct spatial discourse, the montage 
produces a truly ‘eventful’ exploration of the reference frame constructed 
initially by the movement-image.20 More importantly, the duration that has 
been freed because neither of the characters appears makes the creation of a 
variety of new contact zones (e.g. the bus stop, a row of cube-like structures, 
a group of children playing in the middle of the street, etc.) possible.21 

																																																								
19 This is similar to Eisenstein’s notion that each frame within a montage, by itself, serves no 
apparent purpose. However, even seemingly disconnected images – when linked through 
montage – arrive at a ‘truth’ much like Antonioni’s: ‘The answer to the riddle lies entirely in 
that full picture, the true ‘image’ of this montage statement only emerges in the sequential 
juxtaposition. Each shield, in itself means nothing. Viewed in isolation, it is dumb’ 
(Eisenstein, 1989, p. 128). 
20 These include events that lay outside the character-driven narrative, events that are 
constantly created, and events potentially in the making. 
21 Contact zones in the final sequence include interfaces between the microscopic and the 
macroscopic, ranging from phenomena such as ants crawling, water flowing, and lights 
turning on, to buses arriving/departing and jets flying by. The production of new contact 
zones and new forms of spatial consciousness from existing settings can be considered spatial 



Film-Philosophy 19 (2015) 
	

	
165 

Additionally, freed duration allows the spatial events of contact zones already 
introduced in prior sequences to continue to develop without the presence of 
human subjects, when emptied but similar compositions of the same settings 
are re-sequenced into a montage of perception-images.22 
 
Towards Narratives of Becoming 
The discussions above demonstrate how the concept of the intersection 
contact zone in the final sequence develops through an architectural montage 
that displaces the spectators’ expectation for the protagonists to appear. This 
expectation is displaced whenever the settings of the character-centered story 
are reconfigured into overlapping and contiguous action-images of the 
architecture within and surrounding the space of the intersection. When the 
narrative ‘interior’ and ‘exterior’ of the intersection are no longer mapped by 
the interactions between the characters, the ‘interiors’ and ‘exteriors’ of 
contiguous contact zones, such as the white building, zebra, and fence, 
become reconfigured and reoriented through mobile mise-en-scene and 
multiple perspectives, respectively (Figure 11). Significantly, the fluctuating 
architectural and geometrical relationships between the settings, or what can 
be called architectural movements, not only maps the reference frame of the 
movement image first used to construct the intersection contact zone, but they 
also resituate the spectators’ reference position from one possible narrative 
trajectory to the next, suggesting that there exist multiple reference frames 
and ‘collective assemblages of enunciation’ (Deleuze & Guattari,  1990, p. 
60) in which spatial events can be measured. 

 

																																																								
‘alchemy.’ As Pinkus (2010) notes regarding the dematerialist strategies of the Italian Arte 
Povera movement, ‘the artist is likened to an alchemist who searches for essences. In 
uncovering the natural processes of the world, the artist also discovers himself as a force of 
knowledge’ (p. 162). 
22 Pinkus (2009) investigates how dematerialization as an aesthetic politics endeavored to 
prolong and expose the processes of material transformation, thus delaying a work of art from 
achieving a final static state. If ‘dematerialization is a movement taking place within a 
horizon of potentiality rather than an arrival at some endpoint’ (Pinkus, 2009, p. 74), one 
might even call deterritorialization in L’Eclisse’s final sequence a form of spatial 
dematerialization. 
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Figure 11. The reconfiguration and reorientation of contact zones in the 
final sequence. Red numerals denote order in which shots appear. Shot 
6 is reminiscent of framing for a ‘typical’ establishing shot, but 
completely out of sequence from the perspective of analytic editing. 
 
Finally, returning to Antonioni’s descriptions of narrative nuclei, these 

architectural movements can be interpreted as actualizations of multiple 
narrative nuclei, constituting new ‘actions’ and ‘reactions’ where ‘centers of 
indetermination’ are being rhythmically and repeatedly displaced.23 The final 
sequence thus stages a collapse of a unitary narrative reference frame into 
multiple narrative nuclei, where unprecedented forms of movement and 
events, when interwoven through direct spatial discourse, reveals the 
potential for each of the settings of the character-driven story to emerge with 
new narratives possibilities.  

Significantly, this release of the affective potentialities of space takes 
nothing short of the deterritorialization of socially alienated space to occur. 
The multiple and potential narrative trajectories associated with reconfigured 
contact zones can be further interpreted as the accents of a minor cinema. As 
Deleuze and Guattari (1990) write regarding a deterritorialized language 
system, ‘this language torn from sense, conquering sense, bringing about an 
active neutralization of sense, no longer finds its value in anything but an 
accenting of the word, an inflection’ (p. 63). Indeed, by exposing the 

																																																								
23 This reading is further supported by Antonioni’s ‘Deleuzian’ understanding of the 
relationship between filmic rhythm and cinematic perception: ‘ […] whereas for the painter 
it is a matter of revealing a static reality […] the director’s problem is that of embracing a 
reality that ripens and consumes itself, and to set forth this movement, this reaching a point 
and then advancing, as fresh perception. Film is not image: landscape, posture, gesture. But 
rather an indissoluble whole extended over a duration of its own that saturates it and 
determines its very essence’ (cited in Arrowsmith, 1986, viii-ix). 
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location’s multiple material accents, the reconfiguration of contact zones also 
momentarily liberates the filmed location of its weighty historical referents. 

 

 
Figure 12. A ‘double’ of Vittoria turns her head right to face the camera 
across the road. 
 

Yet, there remain constant reminders – through the appearance of occasional 
character ‘doubles’ who look remarkably like the characters, either walking 
towards, away from, or through the intersection (Figure 12) – of a now 
unlikely, but latent potential that the protagonists may meet again. As Peter 
Brunette (1998) aptly observes regarding the remnants of social interaction in 
the final sequence, ‘Meaning and emotion, nevertheless, continue to cling to 
place in the absence of their human agents; the human has somehow leached 
into the nonhuman, thereby giving it human meaning as well’ (p. 88). Indeed, 
despite the final sequence’s ‘relativistic’ architectural rhythm, overlapping 
and redundant re-framings of the neighborhood make the everyday uses and 
geographical positions of each of the settings more clear that ever before 
(Figure 11). The character ‘doubles’ and other residents encountered in 
previous meetings between Piero and Vittoria thus appear to exist within a 
blueprint for the neighborhood, where the spaces within and surrounding the 
intersection not only hold intrinsic social meaning (Figure 13) – by being tied 
to a particular and fixed use by the residents (e.g. waiting for a bus, walking 
a baby carriage, reading a newspaper, etc.) – but are also extrinsically 
meaningful through the unique ways in which its geometrical forms mediate 
the relationship between human and non-human subjects. 
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Figure 13. Resident waiting for a bus on the opposite corner to the 
fence. 
 

These arguments demonstrate that the final sequence constructs a plan – as 
stated previously, an architectural concept that generates architectural form 
and meaning – that does not overcome and order the contours of natural space, 
as in Le Corbusier’s spatial urbanism, but is rather fraught with 
multidirectional tensions arising from competing scales and orders of both 
human and natural events.24 Pointing towards the emergence of a truly 
affective experience of space, the final sequence constructs a plan for a 
dysfunctional spatial urbanism, where separate contact zones are not 
structured within a unitary architectural logic despite their physical 
contiguity, but instead express multiple spatial practices. Rather than 
harnessing mobility ‘to be able to predict change, or at least be prepared for 
unpredictable change’ (Busbea, 2007, p. 55), the architectural movements 
between the multiple perspectives are simultaneously disorienting and 
liberating. Far from being a sequence of disconnected any-spaces-whatever, 
then, the final sequence is a cinema of action-images par excellence, where 
the proliferation of semi-coherent architectural movements critique the 
rigidity of spatial urbanism before becoming neutralized or reterritorialized 
into time-images, whose complete and total delinkages would foreclose the 
potential for political praxis.25 Indeed, not only had the decolonization of 

																																																								
24 This is clearly not an ‘anti-territorial’ plan for an immaterial place. Rather, it is a plan that 
deterritorializes EUR’s existing place-ness. Like the dematerialist acknowledgment of a 
‘prior period of materialization’ (Pinkus, 2009, p. 63), deterritorialization acknowledges the 
space’s previous place-ness, but also attempts ‘to deconstruct, play with, or detourne the 
possibility of a consumable (place)’ (Pinkus, 2009, p. 64). 
25 It is revealing that while Deleuze (1989) does not identify the construction of narrative 
space in the final sequence of L’Eclisse with the production of time-images, he claims that 
the film’s use of emptied and disconnected spaces generates a crisis in the action-image (pp. 
5-9). This hesitancy to directly relate the ‘crisis in the action-image’ to the production of 
time-images in an analysis of L’Eclisse’s spatial representation – even when he equates them 
elsewhere – suggests that the ‘impossible’ spatiality of the intersection exposes a potentially 
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space not been forgotten, as Pinkus (2003) claims, but it is even reenacted 
when the final sequence radically materializes the spatial politics of 
defamiliarization that Rhodes (2011) has also identified in the film’s 
deconstruction of the moralistic binarism between Rome’s ‘humanistic’ core 
and the EUR as ‘alienating’ periphery. In other words, rather than allowing 
the EUR’s filmic representation be generalized into a symbol of generic 
modernist alienation, or of a bygone Fascist past, the deterritorialization of 
the intersection – and its incomplete reterritorialization – into multiple spatial 
accents recode the myths of EUR to reveal the location’s pre-existing 
materialities, as well as the fragility of its cultural status as a place with fixed 
and stable historical meanings. 

Thus, perhaps the most ‘political’ act of all is for the characters to 
actually meet up following this architectural montage. Fortunately, in this 
deterritorialized blueprint where narrative potentials of all sorts reside, there 
exists just such a possibility. Indeed, before this potential for social ‘re-
interaction’ is actualized, the ‘eclipse’ occurs seven minutes into the 
sequence, locking the expectation of the meet-up forever in the realm of the 
possible. Rather than foreclosing the possibility of social interaction, this 
ending preserves the potential to restore the social to the spatial, as Antonioni 
had always desired:  

 
I’ve always wondered whether it’s always right to provide an ending 
for stories, whether literary, theatrical, or cinematic. Once it’s been 
firmly channelized a story’s in danger of dying inwardly unless you 
give it another dimension, unless you let its tempo prolong itself in 
that external world where we, the protagonists of all stories, live. 
Where nothing’s conclusive. ‘Give me new endings,’ said Chekhov 
once, ‘and I will re-invent literature.’ (Antonioni, 1986, p. 188) 

																																																								
false binary between movement-images and time-images. While it remains outside the scope 
of this work to thoroughly interrogate the falseness of this binary, I argue that this is related 
to how Deleuze’s concept of disconnection is still ultimately grounded in the social, rather 
than purely physical or sensorial modes of aural/visual discourse. Indeed, if nonhuman and 
human relations are considered to be equally significant in producing affect, the time-image 
may be seen as the materialization of the ‘limit’ of a movement-image with its ‘reaction’ 
prolonged indefinitely. 
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