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Dreyer’s “Whiteness” and Another Dimension:
From Color as Subtraction of Images to
Supremacist Paintings

Pei-Ying Lee”
Abstract

Dreyer’s cinematic vision is often regarded as painterly due to his
stylistic black-and-white images. However, his black-and-white films are
not exclusively achromatic; on the contrary, they are inhabited by one of
his major concerns: an abstract color space. Indeed, Dreyer's use of white
makes his black-and-white films more than merely black and white, as
they seem achieve the ideal of "the autonomy of color" proposed by
Eisenstein. In terms of the idea of a "migration of images,” this essay
intends to bridge two concepts: Dreyer's whiteness, and the Fourth
dimension in supremacist paintings. White as that found in oil paintings in
Day of Wrath, the foggy white of Vampyr, and the cold white of Ordet,
such whiteness is the very essential force at work in the "Subtraction of
images" — an approach peculiar to Dreyer, and which suggests that he
approaches Malevich's minimalist gesture in Black Square. In Dreyer's
cinema, the represented figures transcend the representational function and
a pure quality, thus transcending and emerge out of the represented frames.
Additionally, the whiteness of the faces in close-up in The Passion of Joan
of Arc seems to espouse the concept of the absolute minimum and infinity
espoused in Malevich's White on White. It seems likely from these
heterogeneous "frames™ that a "zero of form" phenomenon could come
into being and, one hopes, give rise to a non-linear cluster of images.

* The author is currently Ph.D. student in Cinema Studies, Ecole doctorale Arts plastiques,
esthétiques & sciences de l'art, Université 1 Panthéon-Sorbonne.
E-mail: meetingintheworld@yahoo.com.tw.
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