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Abstract

This paper focuses on an emerging range of 
contemporary narrative films that deal with the 
experience of the human – through the cinematic 
experience – as an “archived” one: as an ensemble 
of artefacts, a practice of negotiation between cultural 
‘erasure’ and preservation, or of classification, storing, 
processing and retrieving, an example of discontinuity. 
The aim of this study is introducing a certain typology 
in detecting generic qualities in a broader corpus of 
films, and introducing an alternative analysis of what 
comprises a selfie film. Totally aware of the merging 
of the colorations of the term “archive” into a more 
generic umbrella, as an inevitable side–effect of the 
globalised information society, the makers of these 
films discard conventional techniques (such as 
found footage) for suggesting the introduction of new 
temporalities and of the element of “authenticity,” for 
fear of connecting the archive to the realm of the past. 
In that context, the films Nymphomaniac by Lars von 
Trier, Jonathan Glazer’s Under the Skin and Richard 
Linklater’s Boyhood, will serve as our case studies.

Keywords : Selfie, Archives, Performativity, Medium-
specificity, Mediaspheres. 

Introduction

In the end of 2013, the Oxford Dictionaries spared 
a formerly niche term associated with the world of 
social media the seemingly marginal title of the “word 
of the year,” thus broadening its field of reference to an 
overarching definition of the self-portrait photography, 
as specified by digital technology. The word “selfie,” 
whose use was increased by more than 17.000% in 
the last two years, was conclusively established in 
public discourse to demarcate something bigger than 
the outline of a new aesthetic genre in the realm of 
iconology. The vast and abrupt popularization of the 
word implies, among others, the shift in the user’s 
perspective on his tools and the relation between 
the human and the machine. At the same time, it 
signifies the intention of the user to determine his 
own perception of temporality – by underlining the 
importance of the jetzt und hier, the present tense 
in someone’s presence – over the non-perceptible 
temporalities performed by an automaton.

As the etymology of the neologism suggests, the 
approach to selfies as a case of media effects or 
technologically bound practice has been human-
centric: the definitions of the self may vary across the 
spectrum of Western Philosophy, but the definition of 
the selfie necessarily triggers the inquiry around the 
subject of one’s own experience. Nevertheless, we 
are arguably challenged to contemplate on a different 

element: what does the practice of selfie mean for 
the medium where it is located? Therefore, the aim of 
this paper is two-fold: on the one hand, it claims that 
in this context, the new reconfiguration of the arm’s 
length practice is an archival strategy par excellence; 
on a second note, it aspires to analyze three different 
contemporary narrative films through the emerging 
“selfie” lens, arguing that cinema is the preferential 
medium to examine how the notion varies in terms 
of conventions in narrative, representations, and the 
ontology of the medium, and it eventually attempts to 
suggest a typology of “selfie” films, against the grain of 
commercial categorization.   

Archives: The “selfies” of theory?

The “selfie” is not the only term that radically 
invaded public discourse in the dawn of the 21st 
century. The implementation of the word “archive” in 
diverse disciplines, despite its variations, signaled 
the radical diffusion of digital technologies and 
the necessitation to contemplate the theories and 
methodologies behind the practices that very often 
forged ahead. Undoubtedly much has been written on 
the termed “archival turn” across diverse disciplines 
in the humanities and social sciences, from literary 
studies to philosophy, from geography to anthropology 
and so forth, while in the field of media studies the 
intensive carving of the notion led to a transformation 
that can arguably be regarded as a paradigm shift 
(as Thomas Kuhn wanted it, as a structure that 
“governs, in the first instance, not a subject matter, 
but rather a group of practitioners” [Kuhn 1970, 
180]). Hence, the genealogical account media on 
media history has extensively been challenged, in 
favor of a new, emerging field of media archeology: 
whether associated with variantology and the study of 
temporality by Siegfried Zielinski (1997), or introduced 
as an intentionally anachronistically modernist practice 
and anarchistic rapture and discontinuity by Thomas 
Elsaesser (2004) – or even a conceptual framework for 
the study secret, forgotten and obsolete media cultural 
discourses and formulas by Eric Huhtamo (2011), 
media archeology has in its turn revolved around and 
expanded and expansive application of the notion of 
the archive, including different media artefacts.

Selfies as metaphors
The selfie image is the archival artefact of the 

personal perception of temporality, recruited for 
the needs of a personal narrative. Archival scholars 
often cast doubt on the inherent narrative powers 
of archives; “it is the human outwitting of the 
coldness of the archive that involves narrating,” 
as “stories immediately adhere to [...] assigning 
names to documents.” (Ernst 2005: 96). Humans, as 

homeotherm creatures, are tempted to ask different 
rational questions: can we talk about “cold” archives 
and “warm” interpretations – alluding to “hard” and 
soft system methodologies (Checkland 1981)? Is it 
even possible to speak of inherent qualities of selfies 
and archives that exclude the human factor from 
their existence, by drawing a border line between the 
human and the archival agency? And what are the 
dominant narratives that led to the omnipresence of 
the archive in the academic discourse and the selfie 
in popular parlance – which paradoxically render 
them incredibly hot, in its “resurgence well beyond 
its popular connotation of dusty basements and old 
parchments” (Schwartz and Cook 2002, 4)? 

Contemporary narratives extensively exploit the 
motif of an archive in order to construct their own 
utopias, dystopias of heterotopias for a reason. Their 
authors set examples of archives that reach the 
dimensions of the infinite and immure their visitors 
in their labyrinths, from where they can escape only 
by decoding a set of words, numbers, letters or 
symbols, thus presenting the diversity of the archive’s 
conceptualization. Hence, this utopic positioning of 
the archive as a generic notion, as an exercise of 
mnemo-technics, an outlet for the imaginary or an 
ensemble where the comprising units cannot be 
distinguished from one another, is not a privilege of 
fiction. A great number of scholars in Academia who 
wade into archive-related matters and topics, begin 
their inquiry by searching out the common (that is, 
the formal) specification of the concept of the archive 
–– to resort eventually to a constitutional definition 
found in dictionaries, fused with a distillation of 
empirical evidence and careful observation of what 
is the system, the objects and the context of each 
and every archival practice. Legitimate as it is, this 
tendency is consistent to, if not consequential of, the 
gradual growth of interest in archives among circles 
that have little to do with librarians, archivists or even 
information scientists, and the sudden popularization 
of the word in everyday discourse, in every possible 
variation: in singular, in plural, with a capital “A”, as a 
root word of plenty whimsical neologisms. 

One of the most popular books on archival theory, 
is Jacques Derrida’s Archive fever, and it is in fact 
a site-specific  and emphatically self-reflexive text, 
determined by the place where it first appeared: 
the French philosopher prepared this lecture on the 
occasion of a conference held at the Freud museum 
in London, which was no other than the house where 
the Freud family moved when they emigrated to 
England in 1938, when Austria was annexed to Nazi 
Germany. Therefore, it doesn’t come as a surprise 
when he introduces his philosophical take by tracing 
a topological essence in every archive, explaining 
the etymology of the word (arche <αρχή, meaning 
equally origin and commandment): “initially a house, 
a domicile, an address, the residence of the superior 
magistrates, the archons, those who commanded 
(19).” The nomological function of an archetypical 
archive is inseparable from its physical presence in 
a locus from where power is instructed. According to 

Derrida, each archive is a privileged territory, specified 
by contradictory elements and states of existence: 
the private and the public, concealment and visibility, 
inscription and erasure.

Image 1 – Freud’s archive: The house library in Freud’s 
museum in London.

Derrida presented the text in 1994, long before 
the internet “turned the notion of the archive into a 
metaphor for data retrieval” (Ernst 2005, 117). Ever 
since the radical diffusion of digital technologies, 
the main critic to his thesis, and inductively, to the 
effect of the spatial turn in archival theory, revolves 
in the argument that there is no memory in spatial 
terms, unless put metaphorically, in the sense of 
the emergence of symbolic spaces within the digital 
archives. Critics as such, praising the eternal re-
currence of the archived elements in real-time, and 
the transition of possible temporalities in the present 
tense of data retrieval, tend to overlook the fact that 
(as opposed to Kitter’s statement that there “is no 
hardware”) a strong material, and even spatial basis 
in the structure, function and definition of the archive, 
which as a dispositif, situates knowledge.

Mediating Poetics – Filming Self-reflexivity

By extension, the concept of the archive implies 
itself a model of a new radical usability. Human-
computer interaction, software-based online and 
offline activity, and quotidian explorations of the 
World Wide Web presuppose that we, as users 
and as the body of “practitioners”, navigate in an 
immense (in scale and degree), but quite concrete 
and standardized information archive, as well as 
we administrate personal collections of our bits, 
bytes and pieces – namely photographs, sound and 
video files: “We see this in ways ranging from the 
replacement of ‘Delete’ or ‘Trashcan’ on our e-mail 
screens with ‘Archive’ to attempts to offer new kinds 
of storage space [...]. We are miniarchivists ourselves 
in this information society, which could be more aptly 
called an information management society.” (Parikka 
2012, 2). Seemingly, there is a distance between 
the perception of an archive as such through a 
‘performative’ lens, and the outline of its ontological 
formations, as the Academia’s soft spot for metaphors 
has turned the definition into an all-encompassing, 
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over-arching, generic metaphor for all possible 
conceivable types of organization of memory, storage 
and preservation, classification and canonization, but 
also a signifier of authority, institutionalization and 
knowledge. Are we closer to what Geoffrey C. Bowker 
proclaims as “the set of all events that which can be 
recalled across time and space” (Bowker 2010, 1), or 
to Jacques Derrida’s well-known renouncement that 
“nothing is less clear today than the word ‘archive’”? 
(Derrida 1996, 90). Can we endorse the meta-physical 
shades that this metaphorical act entails while moving 
towards the Poetics of the Archive, in the words of Paul 
Voss and Marta Werner, in an endeavor to think of the 
archive as “both a physical site – an institutional space 
enclosed byprotective walls – and an imaginative 
site – a conceptual space whose boundaries are 
forever changing?” (Voss and Werner 1999, i-ii) And 
how is it possible to put under the microscope our 
cultural understanding of what does it mean to have 
a collection mediated by technology, while dividing 
our interest equally to the value of technology and the 
condition of mediation? 

Film theory attempts to add a focal point in this 
constellation of questions. Film as a medium has often 
been analyzed by cognitive theorists as a medium 
that is per se used for the mapping of mental models, 
where narrative structures are spatial visualizations 
of one’s efforts towards comprehension, constituting 
a genre of narrative cartography. 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. 

Image 2 – Muybridge photographic plate.

(Mary Ann Doane speaks of “afterimages”, “dead time” 
and “archival time” [2003, 199–205]). At the same 
time, every film is an archive of frames (in analog 
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 theory of Terry Eastwood, who asserts 
that there are common characteristics in any kind 
of archives, regardless of their format or content 
(1994, 129), the photographic artefacts in a film print 
are impartial from one another, interrelated through 
logic coherence and time sequence, natural, as they 
belong to the physical world, authentic and unique 
even in a number of copies. 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, waveforms 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 to certain areas of human perception.

Film theory has repeatedly addressed the issue 
of the film as an archive of data, but it has also 
proposed the term “archive films” as an umbrella 
covering diverse notions of the archaeological 
perspective of filmmaking, from the use of found 
footage and archive material to the implementation 
of obsolete technologies in shooting and screening, 
from the historiographical motifs of documentaries 
to practices of appropriation – all resulting to what 
Jaimie Baron names as the “archive affect” and 
the “‘temporal disparity’ perceived by the viewer, 
who perceives a ‘then’ and a ‘now’ generated in 
a single text” (2014, 108). Moving in this line of 
reasoning, we will hereby attempt to propose an 
alternative terminology for the films that exploit the 
archival affect, by challenging the mechanisms of 
identification and temporal disposition of the viewer, 
as they are based on “hidden,” non-obvious narrative 
archiving techniques that at the same time comprise 
alternative and alternating selfies that examine the 
ontologies of the users, the makers and the media, in 
three films of the recent world production.

The Psychanalytical Selfie: Mediating the 
Real

The film Under the Skin was released in 2013, 
directed by Jonathan Glaser and based on the book of 
the same name by Michael Faber. Being an amalgam 
of a sci-fi film and existential drama, and drawing from 
filmmaking techniques in documentary production, 
the film manages to challenge the conventions on 
character identification and the mechanisms of 
empathy, as it underlines the impossibility of acquiring 
an alien gaze (choosing literally an alien creature as 
the leading character) while arguing that the perception 
of the self as an entity is a process of mediation 
and negotiation. The title does not only refer to the 

camouflage of the heroine, who is hiding under the the 
integument of one of its victims, but also to the skin 
of the film and its tactile visuality. Many film theorists 
have given emphasis on the function of the skin as the 
ideal medium for the activation and tracing of memory 
(such as the schema of “touching with the eyes” as 
described by Laura Marks [2000]). If, according to a 
simile by the Spanish linguist and author Fernando 
Lazaro Carreter, language is the “skin of the soul,” and 
if for Claudia Benthien (2002) skin is that part of the 
body which, though it contains the human organism 
in a unified wholeness and constitutes its natural and 
biological boundary with the rest of the world, the filmic 
medium articulates its own self-contained language 
while inscribing artefacts of human experience on 
sensitive surfaces.

Image 3 – Under the Skin: Self vs. Selfie.

aware of both the archived, mediated impression of 
the self and its selfie (best crystallized in the example 
of the mirror), its reflection to the mediated world, 
explores this dynamic tension between the self and 
the selfie, as it behaves uneasily, questionably in the 
scape of the plain conclusion that “every identification 
presupposes the mediation of an image and that there 
is no identity that does not pass through this process 
of alienation” (ibid., 12). 

How does this nuance of the selfie translate in 
the filmmaking process, other than the realm of 
representation? Ironically, but not incidentally, the 
alien aforementioned is impersonated by one of the 
most recognizable faces of contemporary stardom, 
that could triggered the alienating effect in a totally 
different fashion – as described by Edgar Morin (“The 
characters of the films infect the star. [...] from their 
union is born a composite creature who participates 
in both, envelops them both.” [Morin 2005, 37–39]). 
Jonathan Glazer builds on this schema, by prompting 
an actress impersonating an alien which is embodied 
in the shape of a woman, to disguise and distort 
her inherent recognizability (possibly appropriating 
Mick Jagger’s look on Nicholas Roeg’s Performance 
[1970]), by placing her on the streets in order to start 
and archive brief encounters with random passengers 
– à la manière de cinema verité. The actress’s vessel 
is a small van, equipped with eight different cameras 
that recorded different points of views of the driver (the 
actress herself) against the busy urban landscape. 
The men who approach her are both amateur actors 
and citizens who had no idea about the shooting 
(and only later agreed to license rights for the use 
of the footage). Eventually, the method revolving 
around this peculiar deviation of the selfie image – 
by an actress handling the machine that moves the 
plot forward, while maintaining the focus on her in 
uncanny backgrounds – focuses on a crucial matter: 
the process of the disambiguation of reality, and the 
role documents and artefacts in this context. In  this 
selfie filmmaking, we experience the archive which is 
per se an alienation machine, as the ways in which 
information is aggregated in an archive are subjected 
to its original premise and determine its final use.  

The Genealogical Selfie: Portraying 
Discontinuity

Richard Linklater’s last film was much anticipated 
long before the last stages of its post-production. 
Boyhood, a movie that literally performs a 
bildungsroman/coming-of-age narrative, recounts the 
story of a young boy from puerility to adolescence 
to early adulthood; he follows the life of a character 
Mason on the axis of the cinematic time, but 
distillates the process of following the lives of his 
actors in real time, as he has been shooting on and 
off for 14 years, keeping a track on the passage of 
time on the human bodies. Openly promoted as a 
self-portrait of this artist as a young man, Boyhood 
is Linklater’s take on a “selfie” film, directing the lens 
to familiar locations and his altars and milestones of 
(situated) knowledge, that can also be perceived as 

The narrative of the film is the journey of an alien on 
planet earth that has the city of Glasgow as its starting 
point. Roaming through the bewildering streets of 
the Scottish city and the wilderness of its pristine 
landscapes, in the invisible custody of motorcycle 
men, the alien gradually familiarizes with the motifs 
of mankind while preying on men she seduces. As we 
follow her in this venture, we soon conclude that the 
process of the identification of this unworldly creature 
with a human being comes as a result of a systematic 
process of archiving, storing and sorting optical 
stimuli and earthly experiences. With the meticulous 
eye of an entomologist, the protagonist first enters the 
actuality of nature when she examines an ant crawling 
on her finger. Respectively, there is a moment of 
revelation and transformation in the middle of the 
film, where she connects the image of a fly trapped 
behind a glass door with her mirror image, as she’s 
looking at her reflection for the first time. As the art 
historian Jean-François Chevrier noticed almost thirty 
years before the expression of the selfie, “...The room 
with the mirror – a bathroom for example – becomes 
in this context the most common of places, where 
every distinction of the self is in the end abolished” 
(Chevrier 1986, 10). In the first half of the film, the 
spectator observes the alien building a human self, 
by exploiting natural elements and drawing on steady 
patterns of interaction and communication – more 
specifically, the predator meets its victims on the road, 
as she’s asking for instructions and triggers small 
talks. In the second half of the film, the alien, fully 

On another level, the consumption of this art of 
“recorded movement” (to recall the early experiments 
of Muybridge), is governed by the following paradox: 
while viewing conditions demand the spectator’s 
complete physical engagement and the concentration 
of all his sensory organs while the film plot unfolds 
(and, while the film strip unwinds from one reel and 
is taken up by the other), he is offered in return the 
endless permutations of virtual forms and auditory 
stimuli; for them to acquire meaning, the spectator 
needs to perform specific mental tasks. Our brain helps 
us to create and experience different temporalities 
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a “behind the scenes” diary of the rest of his work on 
film, as the featuring cast are regular collaborators 
of his – and each passage in front of the camera is 
linked to another appearance in another film shot 
simultaneously by the director. Boyhood can be 
read as a documentation of a personal story, as an 
archive of the ontological specifiers of the filmmaking 
practice. But mostly, it insinuates the importance 
of discontinuity in a genealogical account, and it 
emphasizes the role of the medium in highlighting 
this dispersion of elements.

Image 4 – Boyhood: A genealogy of selves.

The law of what can be said, the system that governs 
the appearance of statements as unique events. 
But the archive is also that which determines that 
all these things said do not accumulate endlessly 
in an amorphous mass, nor are they inscribed in an 
unbroken linearity, nor do they disappear at the mercy 
of chance external accidents; but they are grouped 
together in distinct figures, composed together in 
accordance with multiple relations, maintained or 
blurred in accordance with specific regularities. 
(Foucault 1972, 129)

relation to the past as an irreversible temporality that 
can never be experienced as such, but can only be 
perceived through a narrative. Young bodies subject 
to immediate, intermediate and intra-mediated affect 
formulate bodies, as a process in the digital age is the 
study of temporality and of the what Roland Barthes 
mentions as “a separation of discourses.” (Barthes 
1986, 65) And if these discourses are separated 
into discourses of scientificity and of desire, it is our 
desire and intention to redefine the “selfie,” not as an 
object of mediated categorization, but as a paradigm 
of self-determination. 

The Selfie-sphere: Generating Narratives
While Linklater’s selfie-film refers to an act of 

archiving a genealogy of the personalized conception 
of time, Lars von Trier archives his personalized 
approach to the history of sexuality beginning from 
another Foucauldian notion: that of the repressive 
hypothesis, regarding the allegedly suppressed sexual 
discourse in the rise of modernity. His Nymphomaniac 
(2012) not only exemplifies by its very title the link 
between the identity of a subject and its sexuality, but 
also exemplifies the selfie-film of an auteur, as the 
four-hour film can be read as a pastiche of the sum of 
his filmography. The passage of Joe, the female agent 
of the “disease” of the title, to sexual subjectification, 
consists of bits and pieces from the personal archive 
of the director: The film is divided in eight chapters that 
transfuse a literary quality to the outcome and present 
the aggregation and taxonomy of an oeuvre. Chapter 
1 “The Compleat Angler,” taking place by large in a 
train, is a direct reference to Europa (1992). “Jerôme,” 
shot mostly in handheld camera and set in an office 
space recalls the quirkiness and absurd of the comedy 
The Boss of it All (2006). “Mrs H.,” a short chronicle 
of adultery and female submission becomes the bleak 
counterfeit of Breaking the Waves (1996). “Delirium,” 
the black and white intermedium that comments on 
clinical biological reductionism (to which the heroine’s 
sexuality opposes) brings us back to the atmosphere 
and themes of Epidemic (1987). The “Little Organ 
School” and the mathematization of the setting and 
editing imitates the theatrical staging of Dogville. “The 
Eastern and the Western Church (The Silent Duck)” 
contains the raw material of Antichrist (2009): rituals 
for female goddesses, sadomazochistic practices, 
even the repetition of a scene of a child ready to fall 
from a balcony. The “Mirror” and the struggle of the 
heroine with depression is equivalent of Melancholia 
(2011). As for the final chapter “The Gun” it sums up 
the vindictive qualities of Manderlay (2005) with the 
musical outbursts of Dancer in the Dark (2000) and the 
social experiments of the Idiots (1998). Nymphomaniac 
develops narratives based on an axis of auteur 
selfies, but it is not the first film of Trier that exploits 
the possibilities of an archive – his documentary Five 
Obstructions is recording the process of archiving 
variations of the film The Perfect Film by Jørgen 
Leth, that the director was commissioned to remake 
after Trier’s request. But the novelty of this film is the 
positioning of variations of re-mediations in different 

cultural frameworks in a stylized narrative that follows 
an act of oral storytelling. 

Image 5 – Nymphomaniac promotion still.

The French media theorist Regis Debray divides 
the history of the Western civilization in three distinct 
chronological unifiers, namely the mediaspheres: 
mediaspheres are large categories specific to time 
and place, who attempt to transcend geographical 
barriers while detecting dominant grand narratives 
and leitmotifs, and even though they are by large 
successive in the history of western spirit, they can be 
recycled and intertwined. According to the definition,

 the mediasphere is the middle groundsetting 
or environment of the transmission and carrying 
of messages and people, that is, during the 
technological transmission of cultural forms (Debray 
1996, 26).

Genealogy for Michel Foucault, who introduced the 
term in the history of systems of ideas, is the study 
of discontinuity. Mediated expressions, such as the 
selfies, can function as “points of diffraction,” that reveal 
the gaps in our linear perception of history, through a 
network of concepts and themes, objects and modes of 
expression. In the case of a film, this network emerges 
in a far greater complexity, as it expands in and out of the 
diegetic world. Foucault pinpoints the importance of the 
emergence of a discourse on genealogy as personified 
by age groups, as he moves back to the Medieval 
Age: juvenes were young people, descendants 
who had no rights of inheritance and had to live on 
the margins of the linear genealogical successions 
which characterized the feudal system. “They waited 
for deaths among the male legitimate heirs, or for a 
heiress obliged to procure a husband of head of a 
family. Juvenes constituted the turbulent surplus 
necessarily engendered by the mode of transmission 
of power and property.” (Foucault 1980, 202) Foucault 
describes this circle as the first audiences of a new 
genre literature, and a new, performative approach to 
a medium that soon after would meet a radical change. 
In his inquiry on discontinuity, he exploits the notion 
of the “young” discourse as a specification of the 
gaps in the phases where the possible subject raises 
and becomes aware of his/her position in a network 
of objects, referents, meanings, exteriorities and 
interiorities, which are interweaved by a group of signs: 
a group of signifiers (which are often found in singular 
form) and signifieds (which are usually multiple, in an 
open horizon of possibilities). As a counterpart in his 
theory of discourse, comes his definition of the archive, 
in a much-quoted extract: 

The philosopher is reluctant to define the archive in 
terms of verbal signs. Would the definition of the archive 
in concrete terminology establish a historical a priori 
that would make impossible for discursive practices of 
resistance to emerge? And in case they emerged, how 
would they be recognized? The level of abstractness 
of the definition is proportionate to the level of attempts 
to connect it to its institutionalization. Foucault’s work, 
in all his struggle to ground and delimit the archive in 
terms of its “otherness,” and despite its ambiguity and 
considerable overlapping with other familiar concepts 
in his oeuvre through time, became emblematic due to 
its insightfulness to position the archive not as an object 
of theory, but as the ontological status of theory itself. 
In this way, archival theory encompasses an intricate 
network of relations, processes, ideologies, material 
and non-material elements, that exceed beyond the 
visible, but also challenge human sentiency. But in 
terms of media genealogy, “should we be looking for a 
sequence of separate ‘ages with ruptures, revolutions, 
or paradigm shifts in between, or should we be seeing 
more of an evolution? A progress? Different answers 
to questions like these suggest different intellectual 
projects, and they have practical ramifications for the 
ways that media history gets researched and written.” 
(Gitelman 2006, 12).

Giving a provisional answer to these questions, 
Linklater uses a non-verbal, filmic language to 
focus on a young subject and the importance of its 
mediated perception of temporality, turning back to 
Henri Lefebre’s theory on the problems of the creation 
of everyday life, directly affected by the theory of 
moments, or otherwise, of modalities of the presence. 
If the mediasphere in which we position ourselves 
worships the cult of the present, it is the present that 
comprises the theme, the subject matter, the gesture 
and the identity of the inquiry of a young intellectual 
subject. Lefebre underlines the importance of the 
contribution of the young in the theory of moments, as 
it was exactly them who were absent from public life 
for centuries. In an age where even mobile phones 
are launched in terms of “generations,” research, 
as a medium of the present, reveals the levels 
of “deep time” – as media archeologist Siegrfied 
Zielinski wants it. Linklater, in his turn, fictionalizes 
the discourse on generation switch into the subject, 
the process and the theme of his film. His definition of 
the “selfie” is the mediated expression of a theory of 
moments, as the subject objectifies itself in the cult of 
the present. As young Mason, all young subjects are 
archaeologists, struggling to position themselves in 

The first is logosphere, when writing functions as 
the central means of diffusion under the constraints 
and through the channels of orality, and it covers 
early social constellations till the end of the Middle 
Ages. The logosphere is identified with societies 
before the advent of typography, where the model of 
governmentality was closely associated with religious 
power and strains between the royal circles and the 
people outside the palace. The power is projected by 
means of territorial sovereignty over the earth. The 
group ideal in politics is absolutism, expressing the one 
(one city, one empire, one kingdom). The perception of 
temporality could be outlined in the schema of a circle, 
in the archaeocentric model of eternal repetition. As 
the symbolic organon for the maintenance of cohesion 
in society was religion, the spiritual regulating class 
was no other than the church, and the motivation of 
obedience was the fanaticism of faith. In the subject 
arisen in the societies in the logosphere, the centre 
of subjective gravity was found in the soul. But this 
subject was defined in its canonical, regulated figure 
– the normative phase of lifespan was the elder. In 
societies of prevalent oral traditions, the body of the 
elderly were media themselves, carrying knowledge 
and experience of decades, storing bits and pieces of 
information, and transmitting indisputable narratives 
akin to the divine. The older you were, the more visible 
you were in public life.

In the graphosphere, printed text imposes its 
rationality on the whole of the symbolic milieu; the 
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graphosphere came into existence in the 15th century, 
due to the intervention of an medium. Typography 
didn’t only change the landscape of human activity, but 
also the landscape of the field of the display of power: 
the first wave of European colonization that was also 
starting to develop in the beginning of the same century 
transferred the strategic milieu to the sea. The claim for 
the new world was at the same time wishful and literal. 
Besides, let us not forget that the original Utopia, in 
the book by Thomas More introduced in 1516, was 
a fictional society on an island, somewhere in the 
Atlantic Ocean, left to be conquered. The paradigm 
in the graphosphere is linearity, logocentricism, 
consciousness, the ideal. The symbolic apparati were 
systems, that is, another version of ideologies. Public 
opinions established their political power only when 
mediated through a printed page and laws became 
undeviating only when validated by a printing machine: 
the seeming objective technical reproduction of state 
documents in large number minimized the levels of 
free interpretation of laws, thus structuring a seemingly 
emancipated model of citizenship, that left behind the 
ghosts of God. Therefore, the citizen was the idealized 
status of the individual, and the age group that fitted 
the canonical role was necessarily the adult. The adult, 
who left behind the experience of the studentship, and 
left aside the desire of the Other, for the sake of the 
obedience of Law.

Last but not least, with its devitalization of the book 
(therefore, the text), via audiovisual media brings us 
to the early stages of the videosphere concur with 
the dawn of the industrial revolution, but culminated 
in the twentieth century, while it is disputable if it 
covers today’s digital paradigm or if it should, with an 
adjustment of sorts, or, in today’s popular idiolect – if 
it needs an update. Nevertheless, the characteristics 
remain constant and persistent. The discourse on power 
is situated to issues of space, that is either artificially 
immense and abstract, or meticulously fragmented 
and archived. As the culture of individualism prevails, 
and opinion is the main motivator of obedience in the 
empire of relativism and due to the cult of the present, 
the centre of subjective gravity is no other than the 
body, and especially, the young body. Youth becomes 
the canonical age in modernity and beyond, and not 
only of its potential as a social body, or in terms of 
symbolic power, as the new force that contradicts the 
old. But also as a physical body, as an embodiment of 
a tabula rasa or as a battle field of biopolitics, that can 
simply be more sustainable and enduring. As Hanna 
Arendt writes in a note on her Human Condition, 
quoting Goethe, “growing old is a gradual fading out 
from the visible world” (Arendt 1958, 125).

The videosphere extends its range over two 
centuries, but probably it is a methodological 
phallacy to identify it with only with the development 
of audiovisual media. It is preferable to use the term 
“optical media”, expored by the German media theorist 
Friedrich Kittler, to mark the passage from the origins of 
linear perspective to the development of virtual reality. 
While the audiovisual points at a certain milestone 
in time and space, the optical implies the trajectory 

of an archaeological reading of history as a way of 
understanding the processes that have led to what 
we are today, as an examination of discursive traces 
and orders left by previous expressions of the human 
intellect. For Debray, the most important achievement 
of contemporary media theory was the detraction of the 
hyphen in the term audiovisual. Comparing the late 20 
th century with the onset of modernity, he notes that 
Leonardo da Vinci would equate what was later defined 
as “Renaissance” with the separation between the two 
notions, and the “intentional mutation of the auditus (of 
what can actually be heard, as a metonymy of faith and 
tradition) and the visus (the vision, as a metonymy of 
perception and insight). Ear, as an organ, served as 
a metonymy for prejudice, the unforeseen, the oral 
tradition that travel uncontrollably and, as opposed to 
the eye, it is prone to deception. Optical media, on the 
other hand, is the technical name given to storage media 
that hold content in digital form and that are written 
and read by a laser, such as the cd or the dvd. Optical 
media are all material through which electromagnetic 
waves propagate. But a brief reading of the etymology 
of the word sheds more light to these media, as it 
refers to the capacities of vision and to light-sensitive 
devices. In the sphere of optical media, the subject is 
always young, confronting the historical a priori – what 
Foucault calls the positive unconscious of knowledge. 
In his take on his own archaeological excavations, 
Lars Von Trier encourages us to examine selfies in a 
context transcending predetermined temporalities and 
to implement archival strategies in new approaches in 
film theory and practice. 

Conclusion 

Self-reflexivity or self-reference in the field of 
film studies has been broadly associated with any 
kind of metafictional narrative that is self-aware, 
manages to break the theatrical legacy of the “fourth 
wall,” or is focused on the creation of themselves. 
Nevertheless, regardless of the level of explicitness 
in this creative act of self-exposition, the distinct 
voice of the author triggers an alienating effect, and 
aims at the distanciation of the viewer, as the distance 
in observation is considered a prerequisite for the 
critical estimation. The importance of highlighting a 
subdivision of the genre, in the typology of selfie films 
as applied in the analysis of three films of the recent 
production, is primarily found in its correlation with 
theories of archives as generic over-arching entities 
in the history of systems of thought, crystallizing older 
and formulations of what is an artefact, a taxonomy, 
or knowledge. Moreover, the model of a ‘selfie,’ when 
applied to feature fiction films, implies the persistence 
of the filmmakers to convey the inherent qualities of the 
digital medium in the diegetic world, while maintaining 
the status of our immersion, not only to the histoire, 
but mostly to the new ontologies of the medium – and 
not of the technology per se. Holding the camera at an 
arm’s length can always reveal what is the mediated 
relation of the subject filmed and the subject filming, no 
matter where the lens is turned. 
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