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As many people have noted, the start of movie-making a hundred years ago was, conveniently, a
double start. In that first year, 1895, two kinds of films were made, proposing two modes of what
cinema could be: cinema as the transcription of real, unstaged life (the Lumiére brothers) and

cinema as invention, artifice, illusion, fantasy (Méliés). mBut this was never a true opposition. For

those first audiences watching the Lumiére brothers’ The Arrival of a Train at La Ciotat Station,
the camera’s transmission of a banal sight was a fantastic experience. Cinema began in wonder, the
wonder that reality can be transcribed with such magical immediacy. All of cinema is an attempt to
perpetuate and to reinvent that sense of wonder.

Everything begins with that moment, one hundred years ago, when the train pulled into the
station. People took movies into themselves, just as the public cried out with excitement, actually
ducked, as the train seemed to move toward them. Until the advent of television emptied the movie
theaters, it was from a weekly visit to the cinema that you learned (or tried to learn) how to walk, to

smoke, to Kiss, to fight, to suffer. Movies gave you tips about how to be attractive, such as: it looks

good to wear a raincoat even when it isn’t raining. ©But whatever you took home from the movies

was only a part of the larger experience of losing yvourself in faces, in lives that were not yours—

which is the more inclusive form of desire embodied in the movie experience. The strongest

experience was simply to surrender to, to be transported by, what was on the screen. You wanted to

be kidnapped by the movie.
The first prerequisite of being kidnapped was to be overwhelmed by the physical presence of the
image. And the conditions of “going to the movies” were essential to that. To see a great film only on

TV isn’t to have really seen that film. @It’s not only the difference of dimensions: the superiority of

the larger-than-you image in the theater to the little image on the box at home. The conditions of

paying attention in a domestic space are radically disrespectful of film. Since film no longer has a
standard size, home screens can be as big as living room or bedroom walls. But you are still in a

living room or a bedroom, alone or with familiars. To be kidnapped, you have to be in a movie

theater, seated in the dark among anonymous strangers.
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