Moniage and the Semotcs of Credibiliyy.

AN Analysis of E-:.l’nra i Rain
l-_;'_l S *:; Talas efll

Thee papsar is about what makes a fad. Put ancther w;:u'_-.-'. thiz i about the manner in
winech wo conslilule fade, by whal act of boliol somothing comee tobo concirued as a facgt To
borrow a metaphor from legal cuttere, the question might be stated as, whal 15 the smoking gun”
made of? What is that highly-prized, detemmining evidence we select as an inconirovertible fact,
that ireducible fact that will define a legal case and irmevocably send it in the draction of a
particular outcome? Within legal culiure, a smoking gun is something theat is dscoverad rather
than invented. 1 is something perceived as seff-evidently credible, as obective, as bayvond
interpretation, bevond manipulation, and thersfore beyvond the reach of the forces of incradibaity.
I am going againgt the lide to say thet @ smoking gun is something we make up, because a
smoking gun within legal cubure is absolutely what is NOT made up. | have chosen o explone
this issue through an analysis of flms because the ant of film-meking consciously explores and
develops what legal cuture so ardently suppressas how we determing what is real 1o us. Much
of filmr-mgking is devotad to the guestion of what makes something credible o an audience.
Lawyers believe they find facis "oul theme.” Film-makers know thay maks them up

Permeos no contemporary film distributed in e LS. has axplored this issue so
maginatively and copently &5 Before the Rain, a fim writtan and diectad by international film-
maker Milcho Manchevsk and ralzased n 1285, This Tim creates a ighly anginal mortags that
ewposat e rreconciliable Namratve Tacs of red $10Mas 0oL Contemparany ke m E3astenm and
Western Europe — more specificaly, innura Macedonia and London. The elemeants | warn
explore here imeclve linsar namative, documentary photographs, indexicsl meaning, and
regresentational sinemategraphy’s first commandmant, thouw shalt ret cross the 180 degres line.
Lig the syrthesic of thasa mutually re-inforcing elerments that makes for 2 *facs °

Befare the Fan is comprsed of thres parts — "1 Wards " *7. Faces,” and "3 Pictires” —
that comespond roughly to thres sories. The first, "Words,® 12 2 slory of love between a yourg

Macedonian Christian, Kiril, and a vourg Albarsan Mushm woman, Zamira. Sat ir rora



Macedonia @ country whars the ethnic antagonisme of ho former Yugoslavia pit Albanian
Muslims aosinst Christian Macedonians, the conflicts of thar culhures both iniiate and destroy
their relationship. The second story, “Faces " dramatizes the dilemmas of 20 English woman,
Anno, whose daly Iif'&li'.l Londaon is @n mitricate imbalance amaone her husband, her mother, her
job. her pregnancy, her political convictions, and her lover. As each aspect of her Ife conflicts
with another, we come 1o know Anne's kover, Alexander, a Pulitzer-prize-winning war
photographer. He is the foous of the third story, "Pictures,” which ceniers an Alexander's refurm
home 1o hiz native Macedonia afier sidesn years of being based in London and working far
Western news agencies, the same nural Masedonia where e love story occurs. While the three
stories can be separgted out as distinct plots, their meaning canrot be soparated.

The originglity of the film, as Manchevski himsalf has noted, lies in the way the stories are

interwoven and jdaposed. The montage of Hefore the Ran s more than an intersection of co-

. ingidences. In Mashen Makhmalbafs The Pedaler, the thres sttdes imersacd namatively and

themmalically, but the montage colisions in Bafore the Rain have & more profound effect. Thay
changs the mearing of the slonas being told. In watching Before the Pain, he viewer's inilal
conse of co-incdence among padicular people and events i3 gradually transfonmed ints a
raalizstion that tha temporality of each stary iz qualdatively differcni and yet the meaning of cach
stony cannot ba isolated from the others.  Film theonst Teshome H. Gebreiel raised the ssee of
incompstible tempovalties = decade ago in his contrasi between the cognitive charasteristics of
third world cinema and folklere on the one hand. and the art forms of literste Euro-American
culture. Gabrie] opposes the two  According to lem, inthird world cinema, “Time [is] assumed fo
be a subjective phenomenaon, ie. it is he outcome of concaptualising and sxperiencing
moverrant.” In Westem European and Amencan art forms, cepecially Hollywood studic cinama,
"Time [is] assumed to be an 'obyective’ phenomeraon, dominam and ubiquitous® and "each scens
musst follow anothar =cene in ingar progression.” Gabrel implies ihat 2 film will exhibit either one
or the other of these concepts of bme. Before the Rain takes the more daring step of putiing both
in the same film, recasting cbjectiva inear narrative as tself a subjeclive phenomenon, no mors

real or frue han any other concept of tmea. 1t is part of a bakef system, not an objective or



univerzal faci exterior 1o its subjects. Manchevski destoys the pre-eminance of linear narralive
bacausza linear namretive is only one kind of story being told. (This is why Before e Rain is 0
much more innovative than [ueniin Tarrantino’s Amercan fim, Fulp Fofior, which was relessed
g the samstime. Although Tamranting’s ediing may appearto challenge conventions of linear
rnarrative, it does so only superficially. Watching Puin .Fﬁr.:ﬁun 15 like viawing flm reels out of order,
perceiving & norHinearity thal is suparficial in the sensze that the Inear naemative could be easily
reassemblad from the parts. The cartoon-sh shiock vaue of John Trawalia's desth and retum to
life i Fralp Fiction doas notirg 10 dignept thes. Indoed, d only re-aflirme a belief in the universal
validity of the whis-male-linsar-Westem buropean-Amancan parspeclve. Pulp Ficfion
suppresses tha possitdiliss ihal ansa frorm the death of & whike mrailks main charader inthe middle
of “his” filrn, W are alowead o recoup from thes biates a8 i i had nol occuned.

Mot 5o wih Before the Rain ard the inlergrelive significance of Alaxandar's death.)

Bruce Kawin haswronghy and reductively dezcribed the film's namative as “arcular” The thread
of the fiben's narrabivg i more like & Moebiuz 2trip, whero we can distinguizsh an inssda and outside
& any point, but not ina sustained, continuous way. As we ravel its contours, the ingsids
bacomes the outside, and the owside becomes the inside, with no beginning or ending point that
can be dolcrmined. We can, howewver, foliow the journey aleng the strip. The problem, thern, is
nod that we can't follow the stories in Sefore the Rain, but thet in some sense we can by changing
the slory we are seeing 85 we ga  This is what is fruly disturbing to a viewer accusiomead tolinear
narative. In this regard, Mancheyski's film raises imporiant guestions aboul what is credible by
suggesting o us that, like the characters in he stories, wa areé Nol aweare of how we parceive
gurselves snd other paople — and 1nat we Fank b oesn't Matles wihan “in fad” i doas,

Thiz =anss of misundersianding, of CoONtNWwouS misgerception, undenias e gansaal
sENsS Of |Ewiassiss hal pervades (e hree sionies, each of which culmingies in @ vidkent death
The supposady defindive culiurg imperatives thal the characiers belisve 1o be e Jdo m
anticipale o explain thess deaths. For exampls, the inlemal corflicts of Mecsdonia are dresn
betwesn Macedonian Orihodox GChristiens on the one hand, and Albanian Muslims on the alber,

Yet the killings we see de nat refizct these conflicts. The Albanien Zomira is shot in the back by



her Albarian brofwer. Aexander, a Macedonian, is killed by bes Macedonian cousin — ironically in
the midst of an appeal by his family members to unite against ihar Albaman snemes. In England
ro less than in Macedonia, declogy fails o define the cultural ines between adversanes. Anne
tells Alexandar thal of's imporiant to “eke sides,” that is, o opposs war. For har, e boundariss
gre drawn babwaen we' and '!hé*_p‘ like this- We in England Zre at peacs, whils thay in thwe Bakans
are at war. Bul Anne’s own husband is then gunned down in & chic London restaurant by &
strandgal who sprays the restaurant with bullets  In each of hese slonies, there 15 No expactalion
that the killer will ever be brought to & court of law, much less convicted, even though here ane
many sys-wilnesses o egch death Violent desth is a culiural mistake or an accident hal lies
putsids the deology of self and ciher,

Tre characters, it ssems, do not know themselvas, aliributing to *the Other” what is true
of thamselves. Gabriel's theory of the difference between frst and thind world temporzslites is
sirlarly lacking n awareness, Manchevski's film sugoests. In Before the fain, the linsar
progression of first world namative best charactenzes the siones that take piace N nural, tnd
world Macedonia, not the siory that takes placs in London, Bodh part 1 and pan 3, which (ake
place in rural Mscedonia, can beroughly rerdered as a linesr neralive. Inpart 1, & young
Macedonian monk, Kirl, dizcoverz an Albanian girl Zamirs in his ool when he goss to bed for the
night. He attempis to conceal her presence but fails. Kiril iz banchad from the monactony with
Zamira. They leave fogether, chmbing on oot over the hills. Ax Kinl and Zamira smbraca on a
mounisin top, srmad Albanian men suddanly appear, ied by Tamira's grandtather and her
brother Her grandfather orders Kirl in o away withoud hee and ha obeys, Zamira protesis and
runs sfter Kiril. Her brother shouts "Not™ and shoots hes in the Dack as she rung, killing her. Part
3 gan also ba summaized in @ linearway. Alaxander retums 1o hs family home in Macedonis
and is welcomed back inte his extendsd family. Alexander then goes to & neighboring Albenizn
ruslim village to se= his old high-school swastheart, Hannah, who is now & widow with two
shildren. One of those children is Zamira. Soon after, Alexander's cousin Bojhan is kiled with &
pitchiork and Zemira is suspscted of killing him. Hannah asks Alexander fo find and protec

Zarmira. Aexender finds Zamira, whio is being held ceplive by his cousin Jdrave. As Alexender



takes her away, Zoave protesis. Other Macedonians urge Zdrave 1o shoot and he does. He kills
Alexander but Zamra escapss, running across the hills toward e Macadonian monastery where
she will hide.

However, itisn't smply that Gabriel is ingccurate abowt the narrative structure of third
world consciousncss. He's also wrong sbaut first world consciousness. Part 2, which takes
place in London — certainly a center of first word literery, artistic and cineratic culture - is told in
the idiom that Gabriel attibules 1o third world cneme The story set in London canngt be
summarzed in inesr faghion, but the nondinear sequence can be described. Nodice the
difierence. Anne works in @ pholography news agency, where she examings pictures in an office.
$he gets | phone call and finds oul she's pregnant. She is in the midst of crossing & busy
London sireel. She mees her mother and walks with ner on 8 §sidewalk. Alcxander shows up
wnexpectedly, kisses Anne, and Anne's molhar leaves, SUIMISIng thal Ner daughbers 1S having an
affeir. Anne takes & long ride in a tax wilh Aleaandes. He telis ber be iz quitting phategraphy
becauss he killed someons on his last tnp 10 Bosmia, Anne is very upset. 5o is Alexardar. They
sit downin a cemetery and Alexander asks Anne 10 g0 with bim to Macedonia that eght. Sha
says she can't Anne works ggain at the photography agency. She sees photographs of Famira
dead, lying onthe ground.  Alexander gets in another taxi. Anne meets her husband Nick far
dinnar al & réstauratt. 3he tells him she's pregrant, he's he father, she loves him, and she
wanis a divorce. A customer with & gun shoots many pecple inthe restaurant.  Anne ories when
&N seas Nick daac on the floar. W view the hills of nural Macedonia from a plane's perspactive.

And we view them with relie’. After the unrush of images and sounds that is pert 2, we
are giad to be going back to Macodorma. Londoen is oo confusing, too fast-paced, too violent, too
chaotic and lawless for the civiized inear viewsr. Enough of subjective namative, espacally
whan it ends 5o horibly. We Americans are going home to Macedonia where we stared and
wheare we know ourway around in linear ime. What we don't know is that "hefore”® and “after” ars
the oppesite of what we think and that our precious Inear narrative has already slipped away

from us. But that's not pert of e plot. Oris Y Letme sugges that it s,



Sef and other, before ard after, the nsdes and owrsides of culiures — we inven them
with aaze as we travel glong the Mosbius sinp of this ilm. changing the story &5 we 00, As10
why this happens, theme are elements in all three slones that besr analysis, but | want 1 lock
prirarily at part 2, the London section whears Weslem viewers would presumably follow the stony
with casc, and yet nofing 5 more difficull.

The duration of & shat and the juxlaposition of shots (mentage) heve a great deal to do
with how we percaive the ternparality of a narrative. Pant 2 has fast-paced adifing, emphasized
by itz contrast with the end of past 1, where shots have & longer than & second duration. Part 2
begins with shots of 2-3 seconds durabon. We get only a gimpse of what is happening.
Moreover, the multiple soundtrack 15 often about something different from what we are seeing,
and the full effect is a senss of teo much 1o 382 or hear st once. Multiple sources of =ight end
sound provide too many meanings 1o take n. There gre long sequences (up to 2 minutes) where
the shots zre rapidly paced and semi-abstract or fully abstract “For example, we glimpss parts of
ars, parts of people and 50 on as they pass before the camera with the speed of frafic whils
fnne in fopus, waits on a median 1 finish crossing a busy sireet. W hear Sirsns, j@ckhammers,
passing cers, horns, whistles, the haunting music of Macedonsa, and ANne's Moler s voce.
Shots that ere sower-paced IN PaM 2 ofen oo nat onent us even when we nave a longer e 10
ook at tham, For inslance, we gel & close-up of 2 gloved hand {presumably Anne's) with 2
calerpillar incheng along her fingsr  [Did this arrive along with the latest photos from Beonia? The
litile catterpillar's slow poce and its evocation of the world of rature contrasts strongly with the
fast editing and intense floreccent lighting and wtramederm fumishings of the aganoy. Alsc with
the idustnizl machine version of & Calterpillar that comes shortly sfier

Thiz is ane of mary coltding juxtaposifions that tells us only that space and e ane Not
and tannct be percsived in a unified. lines way. In the absencs of jdaposibions thal would
oriert us in a linaar time frame, we focus on Anne's sppanently habdual actions — working na
room at the agency, crossng the street, welking down the sidewalk, meeting her mother for
lunch, teking a faxi with Alexander, meeting her hustand for dinner, alking on the phone  Since

all of these appsar 10 be activities she repeats frequently, @ great vanety of temporal sequencas



are possible and no particular order sugoests isall. Moreowver, 1 doesn't matter what comes
before or after whal, and this is why we 082 our sanse of baforg and aftar in this secion. The
montage Cconveys an impression of Anne's hamed and complicatad Ita. itis as though she lcacs
frve different lives, all of them n conflicd with gach other — har lover, her job, her pregnancy. her
husband, her mother, and her dedicabion 1o jusice. We expenence & sense of fme passing as
Anne moves from cene place o ansther and from one parson o anothar, but there is no sense of
& linesar direction to this tme. Time 5 & factor only inthe way it separalas paople, puts them in
different spaces. Keeps them Tom collkding, Tor we S00n UNderstand hat it's important who is with
whom., When she iz not successiul a1 keeping differsnt people in ber life separsted iom esch
cther, collisions result.  tis as though she is living out an Eisenstein monlags, whers
unpredictable collisions continually produse nes and unforsesable conditivns. For instanoe,
whasn ghe mests her mother for lunch in 3 two-shot and e interrupted by Aloxandor, who makes it
& three-shot. Anneis taken by surprise. her mother is surprised by ber affair. Alaxandsr enfers
into intuive comba: with Anne's mether, and when Anne tries to direct this socal trafiic, she is
rebuffed by both of them. Often she is alone in shots, but evenwhen she is nol she stands alone
psychalogicelly, never permanantly (indexically) tethered o any one person, place, of action — o
anything that might help us place her in some fived or predicteble sequence. Ofen we see hor
with peaole who are not significant to the story we are following — or nying to follow.

After spending a day — or many days — with Anne {(wea don't know which), pan 2
culninatas na long sequence betwean Anng and ha husband Mick as they heve dinner. Much
of it 15 an nlense shotireversa shat that assens the possibility of tracbonal coberence and unity
She hiad sad earlier shewas going to se2 him in the evening, and herg sha 15 with him. Perhaps
there is some linsar direction o her life - if this is the same day. However, the comforting suburs
of raditional fiilm is continuslly interrupted from without 2= the camers cuts away, as I consinually
disiracted, to other people and events in the restaurant. | is slso resisted from within by Anne.
She telis MNick she wants & divorce *| don't went you o forgive me the photographert™ she says
angrily, nsisting on tha ematicnal prasance of tha apsent Alexander. Tension 13 (hick 85 she

refusaes her husband's entreatas. Il is Diown away when e gunman stans shooding and peopla




start screaming. The shotireverse shot relacates to the gunman and the peopla he is killing in the
restasant In cur hope erd search for radional unidy, we are sutured into a chaotic messacre.,

The polce and the law, &lso known as kaw and order, are panpheral 1o events and we
laal bad sbaut that beceuse we could use some law and order. The only presances of the lew
among any of these three stories is the Uniled Nations in Macedonia, their vehicles craising
rough the strests of Skopje or trundling over the stesp Mscedanian hills, conspesuous anly in
their abality 1o amive sfter the event  UN. personnel prevent nofing, Insiead they document. As
a Macedonian doctor cynically ohsemves, the stance of the United Nations =, “Have a nice war
Take pectres.” Photographic images figure strongly in the connections between the thees parts
of the filrm. As 2 war photographer, Alexander has taken many sush pictures documenting war.
A moment in the frst part of the film shows a local boy snapping pictures of 8n amed grow of
Macedomans. Anne works at the photographers' agency in London that sends Alexander 1o
Bosna. Itis heve that she views the pictures that war photographers like Alexender zre taking,
and perhaps also the piclues like the enonymows boy is taking. We ses her examining
photograpns several limes. Among them are the photographs documenting Zamira's sudden
death in Macedonia, 1he dsiraught Kl sting siently on & suitcase Deside her as unifomed
personnel ook on and someone lakes phologrephs (ncluding 8 pholograpn of s photagrapher
wha is photogrephing Zamira—ie infinite regression of signs).

it =@ these same pholographs that ales fgure prominently in the film's porlrayal of the
limite of limear narstive, for it is by theso photographs that linaar viewsrs tell time' as they watch
the fest-peced second sadion of the film. We assuma thad part two follows part one
chronologically whan Arng views the pictures of the dead Famea, Part | ends with Zamira's
daath, so part 2 must follow . And, we suppose further, part 3 is the lzst of 8 three part linesr
narative. Wa begin 1o doubt ow linaar namative when Zamira appears in part 3 alive, but we use
this to rethink parl 3 as a flashback, and therefore still within the cogritive realm of linear
narrative. It is Alexander's death that incontrovertibly "proves” fo the Westarn viswer that what
seemed (o be a unified linear narrative 15 not. Wa think back to the photos in pant 2, and think

simuitansously we have misunderstood somethng important. We have,



Viewers onent themselves by the documentary biack-and-white photographs beczuse of
the apparent simplicity of their meamng. They are the "smoking gurt of hnear ramative. Unilike
the drama we are watching. they seem firmly united to what they depict, rot subject 1o
irizrpretation or the collisions of meaning that aclive montage creates, and therefore not subsect
to misinterpretation either. Inthe s2a of mages that is part 2, hey appoar io be a stable point of
objective reference, Documentary photograpts can serve the same purposs in e legal case. As
obyectiva fact, =s imedudble fact, as authantc points of reference, documentary photograpns ars
Bean 8t GCoLpYing 8 cognitive space and lime outside the verbal shitiness of words, beyond
dispute in their cortent. Photographs of a dead body place their origin firmly afier the materizl
facl, establishing an imeversible linear sequancs: first the murder. then the phologreph of the
murdas. Fwst part 1, then pan 2. When Alexander dies, fie nestness of linear narsfve is
ietricvably lost, for it is the montage juxiapostion of Alesander live in part 2 with the
- photographs that could onfy have baen teken aflor his death that create the dilemirna of a lnear
narralne inat doss not add up. Why, then, don't we notics this coflision when it happsens? The
film passes through i without the viewer noticing because we ara involved in the colksions of
Anne's ife and the subjective temparslity they project. Moreowver, wihout 3 knowledge of Part 3,
We Canncl Know nat Alesander dees, and that he dies bolore Zamra does. In short, t does not
QCCUr 10 US thal there i anoihar frame of reference becalse the documentary photograph of
ZaEmirg's dealn gereralcs ing idea of 8 Inesr progression: first the dsath occurs, then the
phatograph of the corpse ocours.

The documentany photograch aleo generates & concept of chieclivity, of an event hial is
cafinad by tha axisienca of the photograph as oulaide the viewsr's own culture bescause it =
oulzide the photogaphas 18} degres line of reprosantabional photography. The imaginary line
1£ bahauad toba real o the edent that we belisve a documeontary photograph cheorves and
records events but doas nof pardicipaie in them When we take a snapshat that showe a finger
partly covering 1he lens, or we look down to take a photo of something and our own tees appear
in the bottom of the piclure, wa have broken the 180 degrae line. Tha film re-inforces this

concepd through its use of a drect shot of docurmentary photos. One after anothar, they sppaer



on the screen. asserting & 180 degaes ine batwean tha film and the viewer, A one point,
nowever. 8% we are looking at pholographs “wih™ Anne_ she leans indo tha framea, blocking our
unintibied vigw, as it ware, as tha shot becomas a point of view shol. The unity of place is
briefly interrupted. This “disturbanca” of the purity of documentary photos s temporary, Qur
sense of thoss photos is changed radicaly in part 3 when Alexender, writing a letter to Anne, tells
how he killed 2 man in Bosnia  He describes i this way: °1 got friendly with this militia man, and |
compigined to him | wasn't gefting anything excrihng. He said, ‘No problem” pulked & prisonsr ous
of the line and shot him on the spot ‘Did you get thal? he asked. | dd. | ok sides. My camera
kited e man” Alexander's own actons create tha kiing he documents. More than that, a= &
documentary photographer he takes sides aganst the prigones, opposing him on the other side of
the 180 degres ling that separates subjedt from cbhpecl Hie objectivity is an ilusion. Facts are
made, not photographed already in exisltence, even pholographs of murders. Documentary
photography & nat even an act of compassion. 11is a deathly ndifferance that seeks 1o Mde lsed
inthe guise of objectivity  In seging himsell as having chosen o take the photograph Insesd of
tryirg to etap the killer, Alexender rejects the idea that the sequence of his adlions were
insvitatis. Hs can imagne another sot, snother frame of reference, anothar nargtive thet would
P tumesd out differently

Tha documentary photograph end the montage of linear narrative both depend finaly on
a toncepl of ndescal meaning as their pimary espect of signification.  Modern semiotics is
indebted 1o C.5. Peirce for the concapt of indexical meaning.  An index is & partcular kind of sign
that is, by definition, not arbitrary.  Unlike the arbitrary signs of language, an index bears an
inrinsic. inherent relationship to what it sgnifies. 11is a signal, a sign with an invarable meaning.
Faor example, whers there’s smoke, there's fire. Smoke 15 an indexical sign of fire, the thing
signifed. Another example, from the opening of Before the Rawr. “Tha flies are biting. #'s going
torain.” As Peter Wollen observes, the concept of indexical meaning was takan up by film
theorist Andre Bazin, who argoed that realist photography is indexical. Documentary
photography imphatly makes the same clegim, thet the image has an intrinsic relation 1o the

person of event it piclures. VWhan we see an animal killed in & film, we may fear thatl the film-



maker actually killed an ammal 1o gel tha shol, that iz, that tha image we s=e has an indexical
relaton 1o whal happenad in the process of makng the fiee Legal cullura's melgphor of the
SMOking gun isa melaphor for an indesical Sign.

The mam pont | ssh 1o make herg s hat indesocal maanirg dosss down the
possibilities for interpretation, demes the ansion of mulbple sgaificancs and altermative
persoectives, by assarting an intrinsic relstion betwesn the signand i referent The invariable
signal makes things into factzs. Or, smilady, L makes signs into facts. Once the rope of infinsic
refaton ties the signto the signified and the significd to the referent, the invariable signal results
and interpretive consciousnessis lost Vola, the *facl” Realism resuls of #us isdonsin a
sustainec way. To sustain an indexical method of inlerpretation, film usas the mear namative.
Moware of the creative dangers of juxtaposition. film-makers use linear namative as @ method of
conrodling montage, of binding one image o-ancther in an orderly, uni-directioral suctesson that
severely imits signification for & does not allow images to move in multiple ways in raation o
each other. This is e producion code of Hollpwood producers, and of many lawyers. Onca
those imeges start moving, 8s Menchevshki gllows soebundantly in His film, multiple meanmgs
&nd maitiple perspectives Bre generateo.

What Manchevsi shows throughout his film is that one person’s indexical signal is
anoher person's arbitrary signifies.  The documentany photogrephs that me=en 3o much 1o Anne,
and so much ta the bnear viewsr, are viewed with cerdempt by the dector in Masedonia, who
soos them as & meaningless oxercies i avordancs. Whal ie abiseus with indesical meening is
fhe et of credibility, of what 5 heleved to be inthinsic or infesent, and by wheom, undsr whst
conditons — or possibly. underwnat collisions. Linear namative seexs 10 concasl and supress
those conditions, and these quesiions, by posifing — rather literally — a train of events, wherg ona
event leads inexorsbly to another m a chain of causstion et is tofal and inear. Open the doors
andwalk through the cars, one after another.  Start at the froni of the train and walk 1o the back
eacn person doing this will get thare in the same way. This is the invisible editing or montege of

American linear film, and it depands on iha arihoal redodion of mutiple meaning to the



conventions of genres, and ultmately to the invariable index, where smaoke will be followed by
fire, and the smoking gun will point 1o the identity of the criminal. It 15 also a Iewyer's ideal case.
Before the Rain exposes the narrowness of indexizal thinking in numengus ways, offering
many exampiles that lead up to the dislocation of documentary photographs from their pedestal of
truth. For exsmple. when we se2 a young man in an A's baseball cap and sunglasses at the door
of the ancient Macedonizn churgh, and we see him slowly pull fes glasses off and stare in awe at
what he sees, we think he's an Amencan iounst. He's not He's a Macedoian gunman from the
neighborhood. |5 he @ temonisi? That doesn’t seem guite right when we find aut his prized
possessions sre @ donkey anc 2 boom box. Ancther example: Zamira's grandfather cuts her hair
short to punish her for going out alone. The harcut is intended 10 be sexless and humiliating, but
if she: were in London it would De & very siylish crew-cut. Context malters. Indaxical meaning is

deaply dependent on the culiural congiuons Snd Deliet Sysiems in which L occurs, but that

-5, denendsnce is effaced in the act af eliel thatl 8 sign can fave Inrinsic meaning, can be ndexical

.3, Peirce was an adspoken recisi and it is not bard o ses in his theory of the indsx an
exprassion af the illogic that undariey his racism,. For him, the characienstics of racal inferiarity
ware indexical in natura - bladk skin ar an Africen American physiogromy were inhereat sigha of
rmiantal wfsricnty and viessus wolsnes. A similsr reasoning hes picely informed the coding of
riasculme ard farmming as a st of suppeeedly innate charactenstics — parder prafiling. if vou
will. Alongsda these obviously prejudical belisfs stands the apparently neutral documentary
photograph, but it 100 is based on the same principles of reasomng. Before the Rain suggests
that when people are faced with multiple perspectives and an awarenass o cultural relativism,
when we find out how deep the arbiirariness of signs can be, we reac with an appes! o
something that seems invuinerable o context, resistant tovanatle significabor. Indaxcal sgns
likz photegrephs appear to be free of bias, of politics. of opinions, of social condiions and varymg
inferprefations, but this is a false freedom It depends on coercion and suppression. It serves
imjustice, not justica. Whan indaxical meaning is privileged, this may produce the apparently
neutral fact of tha moment, the smoking gun, but it smultaneously privileges the systems of

prajudice thal also depend on indexcal meaning. Thare can ba no recogniion of the subjective



nature of indexical meaning for a fact to be = fact, any more than thers can be & recognition of the
subjective nature of linear naratve. The sbsence of the subjed’s inlerprative consciousnass is
sesantial o both. The result i@ a situztion like the Amidou Dialle murder case, which deperded
on ine suomalic response 10 ndexcal signs that the police perceived. Diallo reachesd for Hs
wallet —they thought he was reaching for a gun. A policeman ripped — he must have baan shot
by Dislla, The verdict of acqguittal validated the police responses thal ware based on ndexical

sinification Thoughtless? Exactly. That s what indexicsl meaning rocuiras.





