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Still, it is precisely the text’s openness and effort at connection that 
pose significant problems. One is the problem of organisation, of the 
transformation and coordination of local struggles within a wider 
movement. Given the immense powers of the enemy, interstitial 
politics often runs the risk of remaining isolated, a local and thereby 
recuperable practice; and Pignarre and Stengers (purposefully) offer 
us few clues as to how such politics can move beyond the local level. 
Another and more pressing problem is that despite the authors’ efforts 
to the contrary, the text does not escape its Eurocentric bias. This is 
visible not only in its preference for Seattle (1999) rather than say 
Chiapas (1994), for many the opening that made Seattle possible; or in 
the extensive discussion of neo-pagan witch movement, which over-
looks the significantly homogeneous racial composition of the witch 
circles. At its most concrete, the problem resurfaces in the uncritical 
pairing of lesbian feminist of colour Audre Lorde and Gilles Deleuze in 
the same paragraph. (108) To claim that “thought, for Deleuze, poses 
the same problem” as Lorde’s explicitly decolonial “the master’s tools 
will not dismantle the master’s house” should raise more than a single 
eyebrow, in light of analyses such as Spivak’s, Karen Caplan’s and 
Christopher Miller’s on the persistence of colonial tropes in Deleuze 
and Guattari’s nomadology. 
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Paola Marrati has written and researched extensively on Derrida, 
Bergson, Deleuze and Cavell, and this foundation shows, as she is able 
to situate the text at hand within a rich field of Continental scholar-
ship.  It is for this reason that, although it only just breaches one hun-
dred pages, Gilles Deleuze: Cinema and Philosophy sacrifices nothing in 
terms of its breadth and depth, nor in terms of its value as an introduc-
tory text to Deleuze’s philosophy of film. Relying most on Cinema 1 and 
Cinema 2, but also drawing from Difference and Repetition, Bergsonism 
and The Logic of Sense, Marrati provides a discerning account of 
Deleuze’s contributions to both the study of film and to the function of 
cinema in a Western political context. 

Marrati’s central argument is that it is within the Cinema books that 
we find the most developed politics of Deleuze’s work, a politics which 
refuses modernity’s obsession with agency as the freedom and action 
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of the subject, and instead foregrounds movement and perception as 
contributors to the agency of thought. Hence cinema, as discussed 
through the movement-image and the time-image, becomes a primary 
frame of reference for the development of such a politics. As a second-
ary argument Marrati makes the case that the Cinema books contrib-
ute to a renewed understanding of time whereupon time is the frame 
“in which actions unfold.” (xii) Thus modern cinema is the means by 
which such a folding of agency and action into time is made possible.  

The first and second chapters situate the profound impact of cine-
ma on the 20th century as that medium through which we had become 
truly able to access the affective power of modern art. In contrast to a 
painting, a sculpture or even a photograph, the “putting-to-motion” of 
images on a static screen represents the shift from conceiving of 
movement as the distance between two points (the tortoise's slow 
steps forward on a linear path) to conceiving it as qualitative duration 
(the tortoise’s methodic movements are understood to have a differ-
ent quality and intensity than the erratic speeds of the hare).  

Marrati then makes otherwise unlikely connections between 
Heidegger, Husserl and Bergson, noting that both Husserl and Bergson 
are concerned with bridging the gaps between consciousness and its 
images, the world and its things, and thus abandoning the debate 
between materialism and idealism in hopes of building an alternative, 
experiential philosophy. Their trajectories, however, do not follow 
parallel paths. For Husserl the analysis of consciousness leads to the 
intentionality thesis: consciousness is consciousness of something, it 
cannot exist apart of its relationship with the object toward which it is 
directed. (29) For Bergson, however, consciousness itself is something. 
The division between the sign and its object is null as the sign is itself a 
meaningful materiality. From this conception of consciousness, Marra-
ti moves us to the movement-image as “a movement freed from any 
framework or anchoring in bodies.” (32) The movement-image in-
cludes a wide range of imaging activities such as the perception-image, 
the affection-image, or the relation-image, all of which enact, at base, 
particular imagings of (and hence, creations of) movement. The value of 
cinema, then, is its role in constructing and creating real social and 
political effects.  

Chapters 3, 4 and 5 address particular modes of cinema by focus-
sing on their affective roles within political and historical systems. The 
first of these is the montage, one of the primary means of expressing 
time within cinema. Deleuze analyzes the montage extensively 
through the films of D.W. Griffith and Sergei Eisenstein. While Griffith 
uses the montage to set up binary relations (men and women, the rich 
and the poor), and in so doing names identity via difference, Eisen-
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stein’s montage relies on comparisons of quantity (one ship, many 
ships), quality (land, sea), or dynamics (forward movement, backward 
movement), effectively putting things in time and space. Together, 
both Eisenstein and Griffith mobilize a particular reliance on agency, 
the image that “history is made through humans’ actions,” or what 
Deleuze calls the action-image. (51)  

Again, like the movement-image's critique of representation, the 
action-image (Chapter 4) runs counter to psychoanalytic and linguistic 
practices of looking “behind” images in order to find their underlying 
structure. Eisenstein's dynamic montage as action-image serves as the 
making of a human temporality; it does not merely refer to an exterior 
mode of understanding. In fact, there is nothing behind the images; 
everything is in the images. (49) Nevertheless, as much as the action-
image worked to make the time of history, postwar cinema meant a 
crisis of the action-image. As Marrati writes “The war…tore apart 
confidence in human action: we no longer believe that an action can 
have bearing on a global situation…we no longer believe in a human 
becoming of the world.” (63) This crisis of human agency gave way to 
enactments of the becoming of the world and the event, both of which 
indicated expressions of temporality that were not bound to human 
action. For Deleuze, this crisis meant that the concept of a universal 
history was no longer available and consequently that the time-image, 
or a cinema of time, was able to emerge from history’s demise. 

The time-image (Chapter 5) indicates that an image is never in the 
present: “it is possessed by a past and a future that haunt it and that in 
no way coincide with the actual images that precede and follow it.” 
(68) In this way, Marrati wants us to think time directly, without being 
forced to ground it in a perception of the moving body. It is in relation 
to the time-image that Marrati works through the intricacies of 
Deleuze and Bergson’s philosophies of time, including Bergson’s 
infamous “cone” as the durational time in which the present, past, and 
future are contractions of one another. Within cinema, the time-image 
is enacted through cinematic “leaps” into the past, such as those dy-
namic movements through time that Orson Welles creates in the film 
Citizen Kane. Modern cinema’s direct thinking of time, thus creates a 
new ways of connecting images (68) and compels us to think non-
chronological time. (76) 

In the final chapters, Marrati draws the many threads together in 
response to the question of cinema’s revolutionary capacity, as she 
recognizes the value that prewar cinema held as a site of transfor-
mation. With the a-historical time-image, Deleuze shows that the 
teleological narrative of transformation is no longer possible, and yet, 
Marrati does not want to leave the world without hope. It is here, 
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therefore, that she returns to her thesis that the Cinema books offer 
the clearest incarnation of Deleuze’s political philosophy, a thesis 
which is bound to cinema’s rethinking of time. She writes that the 
“greatness of the filmmakers of time is that they were able to create 
other livable configurations of thought in images themselves.” (79) 
This means that cinema itself is able to image an alternative to the 
action-image, an alternative to Hollywood’s dream of “a transfor-
mation of the world and the creation of a new nation.” (79) By thinking 
a cinema of time, Marrati enacts a move from the belief in human 
agency to the possibilities of believing in the world, that is, of believing 
in an immanent, dynamic and changing world, rather than relying on a 
transcendent historical narrative. A Deleuzian politics, as expressed 
through the cinema books, then becomes a politics of immanence 
which believes in cinema’s temporal ability to create new forms of life.  

Paradoxically, Gilles Deleuze: Cinema and Philosophy’s greatest 
strength is also its greatest weakness. Throughout the text, Marrati 
makes clear use of many of the most difficult terms within Deleuze’s 
lexicon. Generous explanations of new technical language are paired 
with sophisticated engagement with the concepts, ensuring that the 
book will have value to the introductory reader of Deleuze and cinema, 
while still appealing to an audience that is well-versed in Deleuzi-
an/Bergsonian concepts. However, such attention to detail ends up 
reading as though Marrati spreads herself too thin, particularly in the 
last pages where rather than strengthening what is a very compelling 
argument, she gets somewhat lost in the definitions. The result, there-
fore, is that as the book closes, its thesis seems to slip through one’s 
fingers, even though Marrati has added great depth to the temporality 
of Deleuzian cinema studies.  
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This book engages one of the perennial topics of Platonic scholar-
ship—the presence (or absence) of poetry in the ideal city as con-
structed in the Republic. What is unique to Mitscherling’s argument is 
the distinction between dramatic and non-dramatic forms of poetry, 
which is supposed to resolve the inconsistency between the early 
books and Book X. The book contains five chapters, ample endnotes 
and two appendices. The first appendix provides all of the refer-
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