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Introduction 

 
The London Symposium is pleased to announce the release of its 
latest ebook, The London Film & Media Reader 4: Visions of Identity 
- Global Film & Media. Edited by Phillip Drummond, the volume is 
a fully-edited collection of essays based on Papers presented at the 
Fourth Annual London Film & Media Conference in 2014. Offering 
an informative panorama of international research in the field, this 
wide-ranging volume brings together 43 compact and readable 
essays from emerging and established scholars in nearly two dozen 
countries around the world.  
 

 

National and Institutional Contexts 

 
The first Part of the Reader looks at ‘National and Institutional 
Contexts’ in terms of authorial identities, cinema and national 
identity in Britain, Thailand, Nigeria and Latin America, trans-
national projections, intercultural adaptations, and the practice of 
journalism. 
 

 

Nadine Seligmann  The Director as Star: Alfred Hitchcock • Anna 
Tarragó and Sue Ramspott The Identity of Fear in the Work of 
Michael Night Shyamalan • Douglas Muzzio British Identities on 
Film: The Long Good Friday,  My Beautiful Laundrette, and The Full 
Monty • Unaloam Chanrungmaneekul Contestations of Identity In 
Contemporary Thai Cinema • Luiza Lusvarghi  The Crime Genre and 
Social Practice In Latin America • Maikudi Abubakar Zukogi  
Challenges of Otherness: The Politics of Representation in the Hausa 
Film Industry • 
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Katerina Lawless Representations of Russian Identity In the James 
Bond Films • Cláudio Roberto Viera Braga From ‘National’ to 
‘Global’: Luhrmnn’s Reinterpretation of Fitzgerald’s The Great 
Gatsby • Caroline Grose The Challenges of Re-making Comedy 
across Cultures: Kath & Kim •  K. Brenna Wardell National Identity 
and Global Television: Re-making Australia’s Rake for American 
Audiences • Siti Ummi Kalthum Othman Understanding 
Professional Routines and Identities: Print Media in Brunei • Bahar 
Ayaz Journalism and the Virtual World: Second Life • 
 

 

Critical Tropes  

 
The second Part of the volume considers ‘Critical Tropes’ such as 
place, history, ethnicity, youth culture, cultural anxiety, and the 
production of identity. 
 

 
Phillip Drummond Tropes of the Sea: The Mediterranean as 
Cinematic Sign of Liminality and Difference • Felicity Ford Sensory 
Transgressions for a Re-imagined Australia • Tatiana Suprun History 
on Russian Television: Solzhenitsyn’s In the First Circle • Geli 
Mademli Archiving Balkan Film History: The Films of the Manakia 
Brothers • David E. Isaacs Will Smith and the White Imaginary In 
Science Fiction Cinema • Golnaz Sarkar Farshi   Racial Identity in a 
Post-Modern World: Django Unchained  
 
Ellison Domkap Youth Identities on Nigerian Screens • Eileen White 
Public Intimacy and Popular Music: The Libertines • Laetitia 
Boccanfuso The Construction of Identity In CSI: Crime Scene 
Investigation • Magdalena Grabias Vampire Identities in 
Contemporary Youth-Oriented Cinema and Television • Sandra 
Mooser Migrant Film-making in Switzerland • Persheng Sadegh-
Vaziri The Construction of Self in Personal Documentary Films from 
Iran • Ahmad Bilal Film-making with a Mobile Phone in Pakistan • 
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Gendered Identities  

 
The third Part of the ebook focusses on ‘Gendered Identities’, 
looking at female transformations, women at war, Bollywood 
women, technology and femininity, the gendered city, stardom 
and masculinity, serial disturbances, and masculinity in crisis. 
 

 
Yael Maurer Queering Feminine Identities In Spellbound and Now 
Voyager • Natalya Vodopyanova Gender, Labour, and the Media: 
The Changing Representation of Businesswomen In U.S. TV Drama • 
Marina Loginova The Changing Role of Women in the U.S. War Film 
•  Odile Bodde Torture, Performance, and Post-feminism: Zero Dark 
Thirty • Aarttee Kaul Dhar Identities Mistaken and Discovered: The 
Lunchbox •  Gauri Durga Chakraborty  Female Identity and the New 
Bollywood: Goliyon ki Raas Leela Ram Leela, Race 2, and Gulab Gang 
• Sigal Barak-Brandes and David Levin Neoliberalism, Identity, and 
Agency: Israeli Teenage Girls and Facebook • Aulia Rahmati 
Wimboyono Faith, Fashion, and Femininity: Muslim Fashion Blogs in 
Indonesia •    
 

Heike Steinhoff Lonely Men in the City: Refn’s Drive and McQueen’s 
Shame • Sven Weidner Masculinity and the Family In American 
Independent Cinema • Muhammad O. Bhadmus Reconstructing 
Visions of Social Identity In Nigeria: Funke Akindele’s Omo Ghetto • 
Patrick Pilkington Stardom, Genre, and Masculinity: The Case of 
Robert Mitchum • David Muiños García Questions of Masculinity: 
Daniel Craig’s James Bond • Pascale Fauvet Autism on Television? 
The Big Bang Theory • Judith Fathallah Masculinities Constructed 
and Deconstructed: Game of Thrones • Sabrina Zerar Gender and 
Erotic Performance In Allouache’s Omar Gatlato • Constantino 
Pereira Martins Kierkegaard, Seduction, and Hitchcock’s Vertigo • 
Gerardo Rodriguez-Salas Masculinity in Crisis: Gender Trauma in 
Isherwood’s A Single Man and Ford’s Film Adaptation • 
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16 / Archiving Balkan History:  
The Films of the Manakia Brothers 
 
Geli Mademli 
 
 
 
 
 
 
 
 
 
 
 
 
 

Journeys in Film History 
 

In Theodoros Angelopoulos’ film Ulysses' Gaze (Greece et al., 
1995), the lead character is a prominent Greek-American 
director (played by Harvey Keitel) who returns to his 
hometown in Greece for the première of his latest film. At the 
same time, he pursues a secret mission to locate and reclaim 
three reels of undeveloped film shot in the early 1900s (and 
the earliest in Greece) by pioneer film-makers the Manakia 
brothers, Yannakis and Milton, which seem to be missing 
from the original collection of the Macedonian National Film 
Archive in Skopje. His odyssey takes him from Greece to 
Macedonia and then on to Bulgaria, Romania, Serbia, and 
Bosnia.  
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While this narrative schema serves the director's purpose to 
portray the conditions and the sense of anguish in the 
Balkans after the war in Yugoslavia, at the same time it 
encapsulates some of the main questions for contemporary 
archival practice in the cinema. Are the archives inherently 
and literally situating knowledge, and do they need an actual 
physical territory as their field of reference?  
 

Do archives, whether analogue or digital, and regardless of 
their form, incline to mapping and de-limiting domains? Or is 
it the case that the analogue to digital transition has altered 
the spatial experience of the archive, leading to what David 
Harvey described as time-space compression, turning the 
archival process into a system of representation which, like 
any other of its kind, includes a “spatialization of sorts which 
automatically freezes the flow of experience and in so doing 
distorts what it strives to represent”?1 
 

This essay will attempt to map the variants of this set of 
questions, drawing on the case of the collection of the films 
of the Manakia brothers, shot within a time span of almost 
three decades (1907–late 1920s), and digitally restored and 
digitised by early 2013. This collection provides a fruitful 
example, and not only because it provides a key reference-
point for the long, ethnocentric discussion on issues of state-
formation and the construction of national identities in the 
Balkan region.  
 

There are certain specificities of the cinematic medium which 
help us examine the relation between filmic representations 
and material inscriptions on film, and therefore issues to do 
with the physical and virtual space before and beyond the 
advent of digital. This essay will attempt to examine the way 
in which digital archives - contemporary deposits of 
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knowledge, according to the definition offered by Derrida - 
insinuate a model of governance over space, despite the fact 
that they purport to transcend historical narratives or 
territorial limits and borders. If this particular analogue film 
archive is connected with a series of diplomatic activities of 
geopolitical empowerment, access to the digital version of 
the same archive can help us examine and specify whether or 
not the archive is any longer subject to a special form of 
spatial experience.  
 

The Line between Two Frames  
 

The protagonist of Angelopoulos' film was not the only one 
who was committed to a road-trip through the heartlands of 
the Balkan peninsula for the sake of the Manakia collection. 
In real life, Igor Stardelov, the Head of the Cinémathèque of 
Macedonia and the lead curator in charge of the digitisation 
of the collection, has recounted his experience of transferring 
the reels to a laboratory in Budapest for the initial restoration 
of the film. This involved the careful handling of nitrate stock 
and, “since travelling by car all the way in the Federal 
Republic of Yugoslavia is too dangerous, we had a police 
escort, to avoid any unexpected, unpredictable troubles”.2  
 

The reason for this precarious journey, however, was directly 
connected to a material aspect of the fragile film stock. The 
standard copying/printing machine which was available in 
the vicinity wasn't appropriate, because of a problem in the 
position of the frame: unlike standard films, where the line 
which separates two frames is drawn in the interval between 
the perforators on either side of the frame, in the case of the 
Manakia footage it was situated right on the perforations 
(which were equally remarkably ample), a deviation of 2mm 
from the standards of the era. When a standard projector is 



The London Film & Media Reader 4 
 

155 
 

used for the screening of this material, the result is flickering 
and unstable. However, this instability does not only apply to 
the filmic images found in the 2,840-metre film material 
(double-negative and double-positive), but also to the larger 
history of the region, as seen through the personal lens of the 
life and work of these early cinematographers.  
 

Yannakis and Milton Manakia lived and worked in Macedonia 
- a term which was applied by the Ottoman Empire, from the 
late 19th Century onwards, as a territorial designation for the 
region contained within the three Ottoman vilayets 
(provinces) of Salonica, Monastir, and Kosovo, which included 
no less than twelve millets (clusters of the subjugated 
populations according to religion). The Manakias were of 
Vlach origin. The Vlachs were “mainly transhumant 
shepherds speaking a Latin-based language, formed scattered 
enclaves mainly in southern and south-western Macedonia; 
they were fairly numerous in the Pindus range and cities like 
Monastir”.3 They were largely marginalised by other local 
communities and were the last to be recognised by the 
Ottoman regime.  
 

In 1898 the Manakias established a photographic studio in 
Ioannina (in present-day Greece) and in 1904 one in Bitola 
(Monastir, present-day Macedonia). In 1905, Yannakis bought 
a motion picture camera (a Bioscope 300) from London and 
started filming their first films in their hometown, Avdella. 
They subsisted on little money whilst creating photographic 
portraits of distinguished people - kings, politicians, 
diplomats, bishops, educators, and so on.  
 

Their films, meanwhile, focus on everyday activities and 
events involving anonymous people. Their body of work, 
which amounts to approximately 12,000 photographs and 47  
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film titles, was shot in 125 different locations in the Balkans, 
in a period of history marked by the two Balkan Wars, 
independence from the Ottoman Empire, and the Great War. 
In the 1950s, after a number of negotiations, Milton Manakia 
sold their archive in the Socialist Federal Republic of 
Yugoslavia.  
 

Ever since, as Stardelov explains, the main danger facing the 
archive is not the probability of physical decay, but the claims 
of territorial authority articulated on both sides of the Greek-
Macedonian border. The archive is at the same time 
instrumentalised (so that it can function as a map of the 
geographical region) and also territorialised, (used as a means 
of display of power, where the contextualization of the 
archive is based on dominant historical, space-oriented 
narratives that get in the way of the content and its material 
analysis). A major question arises: can digital technology 
remove the thin line that constitutes the border between two 
frames of mind, in the same way that it did in the case of the 
frames on a film strip?   
 

Keepers of the Frame 
 

The medium of film has often been analysed by cognitive 
theorists as a medium that is per se used for the mapping of 
mental models, where narrative structures are spatial 
visualisations of one’s efforts towards comprehension, 
constituting what is known as ‘narrative cartography’. 4 The 
photographic film strip constitutes the raw material that 
provides the recording surface, the light-sensitive layer that 
interacts with the external environment, and dictates the 
process as well, since only the film’s trajectory around the 
projector lamp achieves the desired result.  
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On another level, the consumption of this art of ‘recorded 
movement’ (to recall the early experiments of Muybridge), is 
governed by a paradox. That is to say, while viewing 
conditions demand the spectator’s complete physical 
engagement and the concentration of all his/her sensory 
organs while the film plot unfolds (and, while the film strip 
unwinds from one reel and is taken up by the other), s/he is 
offered in return the endless permutations of virtual forms 
and auditory stimuli. At the same time, every film is an 
archive of frames (in analogue technology, the film is an 
archive of photographs, in digital formats we can equally 
speak of a certain number of frames per second). In that 
sense, spatiality in the film medium is a constant negotiation 
between a mobile space and ‘a space of places’.  
 

Applying the ideas of Terry Eastwood, who asserts that there 
are common characteristics in any kind of archive, regardless 
of their format or content,5 one can propose that the 
photographic artefacts in a film print are interrelated 
(through logical coherence and time sequence); natural, (as 
they belong to the physical world); authentic and unique 
(even in a number of copies). They form a closed system 
where audiovisuality is the regulatory system.  
 

If we take a look at a film print, both images and sounds are 
products of graphic representations – photographic 
negatives, wave-forms, and pixels. In digital formats, this 
distinction becomes more obvious, as then the source is 
reduced to a set of algorithms and diagrams. In other words, 
the audiovisual doesn't apply as a term to the ‘nature’ of the 
medium itself, but to its ability to address certain areas of 
human perception.  
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The Archive and the Dispositif 
 

In the case of archiving film, we are confronted by a 
procedural mise-en-abîme, the issue of archiving the archive 
in the era of digital. The impact of digitisation on traditional 
analogue preservation technologies has been discussed by 
Giovanna Foassati amongst others. Examining various major 
film archives, such as the National Danish Film Museum in 
Copenhagen, Amsterdam’s EYE Film Institute and Anthology 
Film Archives in New York, she observes that they follow 
different philosophies, basing their decisions on whether 
they perceive film as an object of art, or as a dispositif.  
 

In the first case, the politics of presentation in the institution 
demand that the film will be screened in its original format, 
raising issues of ‘aura’ of the kind famously raised by Walter 
Benjamin. In that respect, materiality is defined in its more 
pure and primordial essence, linking the material to the 
sensorial world. In the second case the notion of the 
dispositif implies a different approach, not only to film 
preservation, but possibly to the construction of different 
fields of knowledge.  
 

Fossati herself defines it, in broad terms, as the viewing 
situation where “film meets its user”6, recalling the theory 
introduced by Jean-Louis Baudry, which is most commonly 
known in English as “apparatus theory”. The French theorist 
distinguishes between “the appareil de base, which implies 
the equipment and the operations needed for making a film 
and projecting it, and the dispositif, which implies exclusively 
the projection, including the subject to whom the projection is 
directed. In this way, the appareil de base includes the film 
stock, the camera, the processing, the montage in its 
technical aspect, as well as the projection dispositif.” 7 
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Two main questions arise when reading Baudry. First, what 
was it eventually that was preserved and restored throughout  
the history of film archives? The evident answer would be the 
different examples of appareils de base – indeed, the early 
photo-chemical and later digital restoration methods  
concentrate on the recovery of the film stock, which is getting 
increasingly rare. The paradox, however, is that the 
foundation of different institutions devoted to the history of 
the medium - the cinémathèques that are, in a way, the 
physical interfaces of the analogue film archives - was based 
simply on the exposition of the vast variety of screening 
apparatuses.  
 

If film stocks are the archives, then cinémathèques function 
as museums that attempt to collect reproductions of 
dispositifs, which are essentially fragmented: while the film 
stocks are kept in vaults located usually on the outskirts of 
cities, on the margins of the urban webs, film museums try to 
familiarise visitors with their archives by stimulating with 
digital tools the technique of the dispositif – and not the 
technology of the medium. In other words, the priority is the 
preservation of a spatial referent. 
 

The second question that arises brings us to the digital realm: 
how does Baudry’s model look in the digital age? What is the 
material, conceptual, or strategic framework that makes the 
filmic experience possible? Is it the set of algorithms and 
codes in which the film is encoded at the point of its 
conception and the machinery that allows its reproduction by 
means of similar terminals? Could it be that the further we 
elaborate and excavate the potential for the making and 
preserving digital films, the more we encounter cases where 
the appareils de base are identified with the dispositifs? And 
how does the experience of time and space alter the above? 
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Archive Fever 
 

As more and more cinémathèques complete the processes of 
digitisation, they present their collection as a form of archive 
which is accessible to the audience  - thus the archive is 
misinterpreted as the dispositif - where he/she can navigate 
databases of audio and video material, using tags and 
keywords, in other words by means of a language-dependent 
system of navigation. Object recognition software, which is 
being developed in order to overcome this hurdle, leads to 
another debate, over the transformation of the user’s 
experience of time, compressing - if not annihilating - 
different time levels between the production and the 
perception of the visual signal. Finally, this dispositif gets 
closer to the Foucauldian reading of the term as a panoptic 
apparatus, which “has as its major function at a given 
historical moment that of responding to an urgent need.”8 
 

One of the most influential works of archival theory, Derrida's 
Archive Fever, is of course a site-specific text, determined by 
the place and the occasion which gave rise to it - the 1994 
conference Memory: The Question of Archives held at 
London’s Freud Museum, the house to which the Freud 
family moved when they emigrated to England in 1938 after 
the annexation of Austria. It comes as no surprise, therefore,  
when he introduces his philosophical take by tracing a 
topological essence in every archive, explaining thus the 
etymology of the Greek word arche, meaning equally ‘origin’ 
and ‘commandment’: “initially a house, a domicile, an 
address, the residence of the superior magistrates, the 
‘archons’, those who commanded”.9 According to Derrida, 
each archive is a privileged territory, with contradictory 
elements and states of existence: the private and the public, 
concealment and visibility, inscription and erasure.  
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Derrida gave his early nineties lecture long before the 
Internet “turned the notion of the archive into a metaphor for 
data retrieval”.10 Ever since the radical diffusion of digital 
technologies, the main challenge to his thesis, and also to the 
spatial turn in archival theory, revolves around the argument 
that there is no memory in spatial terms (unless understood 
metaphorically, in the sense of the symbolic spaces within the 
digital archives themselves). Praising the eternal recurrence 
of the archived elements in real time, and the powerfully 
present tense of data retrieval, critics tend to overlook that 
strong material and even spatial basis in the structure, 
function and definition of the archive which as a dispositif 
situates knowledge. 
 

The conservator of analogue film stock regularly confronts 
what is false, erroneous, and damaging for the film itself: 
dust, scratches, nitrate damage, the decay of cellulose and 
other problems that are either products of human activity or 
of human ignorance. However, it is in these errors where we 
can experience time in a different perspective - discovering 
layers of temporality, as well as the traces of the passing 
years and their physical consequences.  
 

Eventually, instead of producing digital images that stimulate 
restored analogue films, instead of presenting homogenised 
pictures that don't state their origins, would it be possible to 
emulate the work of preservation, drawing an object-
oriented approach to archiving, as a way of cutting across the 
imposition of national narratives? Would drawing an 
'unwanted' line, such as the line between the frames in the 
films of the Manakia Brothers, help to separate the elements 
that we need to forget from the ones we need to remember, 
challenging the conventions of archives, history, and 
knowledge production?   
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