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Kasimir Malevich, "Painterly
Laws in the Problems of Cin-
ema.” in Cinema and Culture
(Kino i Kultura), nos 7-8,
1929,

¢ Thig history is described and
documented in the following
books: Sheldon Renan,

An Introduction to the
Amaerican Underground Film,
Dutton, New York, 1967;

P Adams Sitney (ed.), Fim
Culture Reader, Praeger,
New York, 1970; Gene Young-
blood, Expanded Cinems,
Duttan, New York, 1970;
Parker Taylor, Underground
Fitm (1969), Secker & War-
burg, London, 1971, David
Curtis, Experimentsl Cinermna,
A Fifty-Year Evolution,
Unwverse Books, New York,
1971; P Adarns Sitney,
Visianary Fitms, Oxford
University Press, New York,
1974, Hans Scheugl,

Ernst Schmidt jr, Eine
Subgeschichte das Films.
Lexikon des Avantgerde-,
Experimental- und Urider-
groundfilms, vols. 1, 2,
Suhrkamp, Frankfurt, 1974,
Amos Vogel, Film as Subver-
give Art, Random House, New
Yark, 1974; Stephen Dwoskin,
Film Is - The Internationsal
Free Cinerma, Peter Owen,
London, 1975; Structural
Film Anthoiogy, Peter Gidal
{ed ), BFI Publishing, Landon,
1978, Fiim als Filmr 1910 bis
heuts, Birgit Hein, Wulf
Herzogenrath (eds),
Kdlniseher Kunstverein,
Cologne, 1977; Malcolm Le
Griew, Abstract Film and

Avant-garde Film

In most histories of cinema the avant-garde fitm oc-
cupies a minor and marginal position. in the interwar
period of the twentieth century, avant -garde film was
initially seen as a spin-off or by-product of visual art
movements like Cubism, Futurism, Suprematism, Con-
structivism, Dadaism or Surrealism. Linked to these
mavements were abstract cor pictorial animations as
well as montage and kinetic films by artists like Fer-
nand Leger, Bruno Corra, Kasimir Malevich, - Viking
Eggeling, Hans Richter, Laszl6 Mohaly-Nagy, Oskar
Fischinger, Man Ray, Marcel Quchamp, Len Lye, Lotte
Reininger, Berthold Bartasch, Alexander Alexeieff and
Claire Parker. These films constituted a body of work
that served as the source for the innovative and au-
tonomous post-WWII motion picture that was vari-
ously termed "art” or "experimental” film. This new
movement differed from its historical predecessor
[few artists, small audiences, no media presence, no
theaters, no organization, na distributors)in that it
was at a certain moment in history a mass movement
{with its own distributive organizations, with large au-
diences in canjunction with the student and pop-
music revolutions, a large number of filmmakers, its
own theaters and magazines). The independent. or ex-
perimental film of the 1960s was very conscious of
being a new branch of art, a new medium and form of
art as opposed to merely a byproduct of the visual
arts, even if saome major filmmakers like Andy Warhol,
Guy Debord or Yoko Ona could be linked to Pop Art,
the Situationist International or Fluxus. This aware-
ness of film as new art medium led to a complete de-
construction of classical cinema. The apparatus of
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Kasimir Malevich

Artistic and Scientific Film -
Painting and Architectural
Concerns - Approaching
the New Plastic
Architectural System
1927
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Gii J. Walman

I'Anticoncepl

1951

film stills

Linstitut Scandinave de
vandalisme Compare

from Joseph Wolman, LAnt:-
concept, Editions Allia, Paris,
1994,p. 66

classical cinema, from the camera tao the projector,
from the screen to the celluloid, was radically trans-
farmed, annihilated and expanded. The history of
avant-garde filmis a history of interpellations in the
sense of Althusser (see my preface) on the basis of
the apparatus itself.» The deficit of the cinematic ap-
paratus theory of the 1870s was that it showed us
only the ideology inherent to Hollywood films, just as
in the 1960s Umberto Eco used semiotics to explain
James Bond films and today Slavgj Zizek uses Lacan
to explain Hitchcoek. Neither theorist used the appa-
ratus theory radically in order to demonstrate that
the cinematic apparatus and the inscribed ideology
can be transformed by making different films with
different technologies in the way done by avant-
garde filmmakers. They therefore missed a vital point,
and fell behind their own theoretical premises. Their
theoretical work insofar paradoxically supported the
hegemony of Hollywood and dismissed the avant-
garde movement from film to video, from video to dig-
ital, as representing a transformation of the cine-
matic apparatus.

This transformation took place in three phases.
in the 1960s, the cinematic code was extended with
analogous means, with the means of cinema itself.
Shortly afterwards, new elements and apparatuses
fike the video recorder were introduced, and the
cinematic code was expanded electromagnetically.
Artists’ video —fram Bruce Nauman to Bill Viola, from
Nam June Paik to Steina and Woody Vasulka - was
initially successful in the 1970s, but was halted in the
1980s by retro-oriented painterly neo-Expressionism.
in the 1990s video art became the dominant form of

Slan Brakhage
Mathlight

1963

16mm film

colar, silent

4 min

film strip

© Stan Brakhags

media avant-garde, and dominated major exhibitions
like the Kassel documenta and Venice Biennial. In the
same decade, film entered the field of digitally ex-
panded cinema.

Materia! Experiments

The subversive explosion that shattered the cine-
matographic code in the 1960s affected all of the
technical and material parameters of film.The mater-
ial character of the film itself was analyzed by artists
who, instead of exposing the celiuloid, scratched it
{George Landow, Film In Which There Appear Sprocket
Holes, Edge Lettering, Oirt Particles, etc., 1965/66;
Birgit and Wilhelm Hein, Rohfilm, 1968), perforated it
with a hole punch (Dieter Roth, 1965), painted it (Harry
Smith used 365mm material, processing it with grease,
paint, tape and spray, 1947), covered it with finger-
prints (Peter Weibel, Fingerprint, 1967) or glued moths
to it [Stan Brakhage, Mathlight, 1963, in which moth
wings and leaves were fixed between layers of per-
forated tape and projected). Empty frames, black film
and overexposed material were also used (Gil J. Wol-
man, L'anti-concept, 1951, Guy Debord, Hurlements

en faveur de Sade, 1952, Peter Kubelka, Arnulf Rainer,
1960; Tony Conrad, The Flicker, 1965).

At the same time, the apparatus of film, from
camera to projector, was taken apart, reassembled,
augmented and used in entirely new ways. There were
cameraless films, for which unpracessed celluloid,
known as clear film, was inserted into the projector
{Nam June Paik, Zen for Film, 1962), and films without
film, in which Kosugi, to name one example, focused
light from a prajector without film against a paper
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Anthony McCall

Line Describing a Cone

1973

18mm film

b/w, silent

31 min

installation view: Artists Space,
New York, 1974

Whitney Museum of American
Art, New York

courtesy Anthony McCall
phato © Peter Moore;

VG Bild-Kunst, Benn 2003

! g Gty Youogblood, Fx-
naefmd Cinema, Dutkon, New
Yark W0 p 34

screen, cutting out secticns of the screen from the
middle until there was nothing left of it (Film No.4,
1965). In zzz:hamburg special (1968), Hans Scheugl
replaced the filmstrip with a thread actually running
through the projector to create a shadow line on the
screen. In other warks, the light beam was replaced
with a stretched length of rope (Peter Weibel, Licht -
seil, 1973), or became the pure and only matter (An-
thony McCall, Line describing a cone, 1973). Films were
projected not on the conventional screen but on cur-
tains of steam with running water (Robert Whitman,
Shower, 1964) and on the surfaces of human bodies
(in his Prune Flat, 1965, Robert Whitman projected a
film onto the body of a girl wearing white clothing; the
film showed her taking off the same clothes; in Andy
Warhol's and Jud Yalkut's Exploding Flastic inevitable,
1966, the film was prgjected onto the figures of
members of the audience dancing to music by the Vel-
vet Underground). The history of these material ex-
periments is described in Peter Gidal's book Material-
ist Film (London, 1989).

Multiple Screen Experiments

Many film artists carried out radical experiments with
the screen itself. It was exploded and multiplied, ei-
ther through division into multiple images using split-
screen techniques or by placing screens on several
different walls. Thus multiple praojections occupied the
foreground of a visual culture that was intent upon
liberating itself from the conventional concept of the
painting, from the technical and material restrictions
of imaging technology and from the repressive deter-

Aobert Whitman

Shower

1964

environment,

16mm film loep transieieo
video, shower stall, wiilos .
pump

instailation view: New.u+
Museum, New Jersey, 111

phato courteay
Aubert Rauschenbery
Robert Whitman

Simane Forti and

Lucinda Childs in

Robert Whitman's

Prune Flat

1965

performance view: Exparidini
Cinema Festwval, Film-Mii.or -
Cinematheque, New York, 1'%,
photo © Peter Moore;

V0 Bild-Kunst, Bonn 2000

minants of the social codes. In much the same way
that some painters sliced up the canvas (Lucio
Fontana} or used the human body as a canvas (the
Viennese Actionists) in search of avenues of escape
from the picture, cinema artists were also engaged
a quest. for ways of breaking out of the iimited film
screen during the same periad.

The Vortex Concerts (visuals by Henry Jacobs,
Jordan Belson, the Whitney Brothers), 195759, mixexd
multiple fiim projections and slide shows. Kenneth
Anger showed Inauguration of the Pleasure Dome
(1954) on three screens in Brussels in 1958. In order
to "free film from its flat and frontal orientation and
to present it within an ambience of total space,” 1
Milton Cohen, the leading figure in the ONCE Group
from Ann Arbor, Michigan, had since 1958 been devel
aping an environment {Space Theatre) for multiple
projections with the aid of rotating mirrors and
prisms using mabile rectangular and trianguiar
screens. In 1865, Stan VanDerBeek published a mani
festo in justification of real-time multiple projection
environments, a kind of "image-flow" in which image
projection itself became the subject of the perfor-
mance. In the same year he showed Feedback No.1:

A Movie Mural, achieving a first breakthrough for
multi-prajection cinema, To realize his idea, he estab-
lished a Movie Drome in Stony Point, New York; a
vaulted cupala modeled on the geodetic domes of
Buckminster Fuller. Around 1960, the USCO (“US”
company) Group associated with Gerd Stern began
working on the multi-projection shows on the east
coast of the USA (We are all one, with four 16mm

collection Robert Reur o lwii v,



ONCE Group

Unmarked interchange

1965

photo @ Peter Moore; VG Bild-
Kunst, Bonn 2003

Live performars interact with a
projection of Top Hat, starring
Fred Astaire and Ginger Rogers

projectors, two 8mm projectors, four carousel pro-
jectors, 1865).

John Cage, Lejaren Hiller and Ronald Nameth
itaged HPSCHD, a five-hour “Intermedia Event” with
night thousand slides and one hundred films pro-
jected onto forty-eight windows at the University of
llinais in 1969. Between 1960 and 1967, Robert Whit-
rnan experimented with multiple plastic and paper
“.creens onto which films were projected (The Ameri-
ran Moon, 1960). In Tent Happening (1965), films, in-
vliding a sequence Filmed through a glass pane show-
ing a man defecating, were projected onto alarge
i ent. Beginning in 1965, Aldo Tambellini's Electromedia
i heatre worked with multiple prajections (Black Zero,
1165} in which, to cite one example, a gigantic black
halloon appeared fram nowhere, blew itself up and
cwentually exploded. Hundreds of hand-painted films
. slides were used. In 1968 Tambellini organized
litick Gate in Dusseldorf along the banks of the Rhine,
. ovent featuring prgjections onto helium-filled,

. harne plastic hoses and figures by Otto Piene

il Yalkut created Dream Reel for Yukihisa Isobe's

1 nusting Theatre, a gigantic parachute held by nylon
1ruads —a portable hemispheric screen for multiple
tinntal and rear prgjections. The Single Wing Tur-
nnnise Bird group (Peter Mays, Jeff Perkins, the later
.ulin artist Michael Scroggins and others) from Los
~nules put together light shows far rock concerts in
11/ and 1968. Sponsored by the painter Sam Francis,
1iny subsequently conducted experiments in an aban-
J4uned Santa Monica hotel with constantly changing
wiewus, From video projections to laser beams. In

center and bottorm

Partially opennd parachute
bacomes Isohe’s Floating
Theatre for the prasentation
of Jud Yalkut's Oream Ree!
intermedia environment at
Oneonta, New York, March 1969
photos courtesy Yukibisa |sobe.

their Theatre of Light of the late 1960s, Jackie Cassen
and Pudi Stern used self-constructed “sculptural
prajectors” to project multiple images onto pneu-
matic domes, transparent Plexiglas cubes, polyhexag-
onal structures, water surfaces, and so forth. Par-
ticularly impressive was a fountain illuminated by a
strobe light, a technique that evoked the impression
of individual drops of water being suspended like
crystals in the air. This effect is today variously re-
peated by Olafur Eliasson. Toshio Matsumoto showed
his Space Prajection AKO in a dome in 1969, One note-
worthy example is Andy Warhol's Chelseg Girls {1966),
a mixture of split-screen technigues and multiple
projection in which a number of performers discuss
their unusual lives from multiple perspectives and at
several different levels at the same time. There were
monumental mobile prqjections from maving vehicles
onto building facades (Imi Knaebel, Projektion X, 1972),
onto dancing people, onto forests and fields, onto
the curved inside and outside surfaces of geodetic
domes, onto plastic balls, hoses, and so on.
Contemporary visual practices have returned to
these techniques of mobile projection or deployment
of the screen as a window in a moving vehicle, as in
Lutz Mommartz’ Eisenbahn [Railway] of 1967, The in-
teractive installation Crossings (1995) by Stacey
Spiegel & Rodney Hoinkes simulates a train journey
between Paris and Berlin, transforming physical
space into the virtual interactive space of the World-
Wide Web. Room with a view (2000), created by Michael
Bielicky and Bernd Lintermann for Volkswagen's "Au-
tostadt Wolfsburg,” uses four prgjectors to achieve a

The Single Wing Turquoise Bird group
n their studio at Venice,

California, 1967/1968

phote © Gene Youngblood
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Edmund Kuppel
Das Planetarium

1990

installation

central projector, 12 screens,
staal globe

800cmea

installation view

courtesy the srlist

bottom

Das Planetarium

detail

perfect 360-degree dame projection, with a touch-
screen at the center of the dome allowing multiple
manipulation of the projected images. With twelve
round screens in a dome construction and one cen-
tral projector, Edmund Kuppel's Das Planetarium
(1990) is an interesting paraphrase of Michael Snow’s
outstanding La Aegion Centrale (1970} In the 1960s,
the screen became in a number of ways multiple and
mobile, as well as flat or curved, or was even replaced
by unusual matenrials like water, woods and buildings.

Important experiments with material film, multiple
projections and expanded cinema were made in the
1970s by a group of British filmmakers associated
with Maicolm Le Grice (After [ eanards, 1974, a six-
projector film) and made up by Dave Crosswaite, David
Dye (Unsigning for eight prajectars, 1972}, Gill Eather-
lay, Annabel Nichalson, William Raban and Lis Bhodes.
in 1972, Birgit and Wilhelm Hein showed a two-screen
film titled Doppelpragjektion 1-1V. A very early example
of double projection was delivered by the film L'Uomao
meccanico [The Mechanical Man] of 1921 by André
Deed, a French film clown who had been making his
“Cretinetti” films in Italy since 1903 and was admired
by the Futurists. In this film, a robot filmed with a
camera a furiously fast police car and the footage
was shown on a second screen inside the first.

These experiments with multiple screens wers
carried forward in the 1960s by envircnments with
filrn and by film environments which combined projec-

Michael Snow wi

used for fmmﬁlth hem
La Region Centralg

[The Centrg) Region)
phota © Joyee Wiglang

acti.
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projection
two 16mm films
both calor, sgung

two Projectars, paintad
aluminum screen

8 min, dimensiang variahly
Enstallatmn view Walker At
enter, Mnnneapolis, 1974

National g
Ottawa “3lery of Canar,

© Michggl Snow
photo cnurtesy Michao! i

tion and live action. In Moviemovie (1967) by Theo
Botschuijver, Jeffrey Shaw and Sean Wellggy
films and light were projected onto a Pheum
sculpture on which people moved. Moviehouse [1955)
by Claes Oldenburg showed a film theatgr Without !
film. The situation (real people sitting on thairs) a
the cinematic spectacle, a cinematic approach ry fasl
peated by Janet Cardiff in the 1980g (Playhousg
1997). An innovative praject by Markus Huemer [‘1988
placed the famous letters HOLLYWOOD o a hill in }
Linz, Austria; the idea was later repeated by Mayr
Cattelan in Palermo (2001), and partially (Lywg) i710
Bertrand Lavier in Lyon [2000) 4

2y-Millar,
atic

Narrative Experiments
Multiple projections of different filmg alon
another, one on top of the other, and in g)|
directions represented more than merely an invas
of space by the visual image. They were 8lsc an ax. On
pression of muitiple narrative Perspectives, The f‘.”
maker Gregory Markopoulos, an early master of :n;
cuts and complex cross-fading techniqueg Dublii: &
a manifesto of new narrative forms hased upon hi
cutting technigue: )
"I propose a new form of narratign asa
tion of classical montage technique wit
abstract system. This system incorporatas th
use of short film phases that evoke thought m.‘,
ages. Each film phase comprises g selection oF :

gside ong
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Annabel Nicholson
Reel Tima

1873

16mm film

b/w, sound
performance of
indeterminate length
© Annabe! Nichalson

specific images similar to the harmonious unity of
a musical composition. The film phases determine
ather interrelationships amang themselves; in
classical montage technique, there is a constant
relationship to the continucus shot; in my ab-
stract system there is a complex of different im-
ages that are repeated.”

From the outset, the extension of the single screen
to many screens, from the single prajection to multi-
ple projections represented not only an expansion of
visual horizons and an overwhelming intensification of
visual experience. |t was always engaged in the service
of a new approach to narration. For the first time,

Lhe subjective response to the world was not pressed
mnto a constructed, falsely ohjective style of narratian
but was instead formally presented in the same dif -
tuse and fragmentary way in which it was experienced
In the age of social revolts, mind-expanding drugs

and cosmic visions, multiple projection environments
hecame an important factor in the quest for a new
imaging technalogy capable of articulating a new
perception of the world.

Charles and Ray Eames made very early use of
«lide and film prgjections anto multiple screens:
tilimpses of the USA was shown on seven screens at
L.he Mascow World's Fair (1959), and on fourteen
sreens in the IBM Pavilion at the New York World's
I ir [1964-65). For the Montreal Expo in 1967, several

artists also created huge multi-visicn environments
{for instance, Roman Kroitor's Labyrinthe) with the
intention of developing new forms of storytelling.
“People,” as Roman Kroitor asserted, “[were] tired of
the standard plot structure.” Francis Thompson, a
pioneer in large-scale, multi-image cinematography,
presented his piece We are Young on an arrangement
of six screens in Montreal. The Czech pavilion fea-
tured Jasef Svoboda’s Creation of the World of Man,
ahuge {Diapolyekran) screen on which 15,000 slides
could be shown simultaneously on 112 movable cubes
In these experiments with multiple screens we see
the beginning of immersive environments, virtual
worlds and interactive relations between spectator
and image. The spectator slowly becomes part of the
system that he ohserves. Closed-circuit video instal-
lations in the 1970s really allowed the spectator to
see himself in the video monitor, in the image cap-
tured by the video camera, At the same time, multiple
screens broke up the linearity of traditional narra-
tion. Multiform plots, a non-linear narrative matrix,
became possible. Narrative elements could be re-
peated, recombined, ar replaced by other elements. In
Zorns Lemma [1970) by Hollis Frampton, tetters were
replaced by images, and these images turned into
events. A new form of narration was achieved on a
single screen. The narrative matrix was based on a
theorem of set theory (Zorn's Lemma). The narration
became a multiform matrix, a multi-story machine.

Rodney Hoinkas,
Stacey Lpiageal
Crossings

1895

interacbive installation,
Internet project
mixed madia
dimensions variahle
installation view

© Rodney Hoinkes,
Stacey Spiegel

Charles and Ray Eames
Glimpses of the USA
1959

Moscaw World's

Fair auditoriom

L n Fitmeulture, no. 31 winter
1963/64.
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tiLudto Vista, L ondon, 1972
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John Whitney Ed Emshwiller
Matrix Skin Matrix
1971 1984
computer-graphics animation video

color, sound color, sound

6 min 16:57 min

© John Whitney video still

Figures from Jobn Whitney's courtesy Ed Emshwiller

article “A Computer Art for the
Videa Ficture Wall,” in Robert
Aussett and Cacile Starr (eds),
Experimental Animation. Origins
of Mew Art, Da Capo Press, New
York, 1976, pp. 187-181.

In the film Nowa Ksiazka [New Book] of 1975 Zbigniew
RAybczynski used a matrix of nine different images on
ane screen, showing different parts of one narrative
and thereby anticipating the four-part screen of Mike
Figgis' Time Code {2000). Before the term "matrix”
was made famous by William Gibson's novel New-
romancer (1984) and the Wachowski brothers’ film
Meatrix (1999), it was already serving as a method

for visual narratives (see John Whitney's computer
animation Matrix |, 1971, and Skin Matrix, a video
fantasy by Ed Emshwiller, 1984).

Time and Space Experiments

In addition to the expansion of the technical reper-
toire through experimentation with projectors and
multiple projections, ancther material-oriented ap-
proach to the visual expression of a new concept of
reality, the renunciation of social conventions and a
new drug-induced, consciousness-expanding experi-
ence emerged. [t involved the shifting and distortion
of the conventional pararmeters of space and time
using technigues designed to extend, slow, delay and
abbreviate time. Film duration was extended to as
much as twenty-four hours (Andy Warhol, Empire
State Building, 1963), just as later Douglas Gordon ex-
tended Hitchcock's Psycho to twenty-four hours, or
reduced to an extreme of only a few seconds (Paul
Sharits, Wrist Trick, ten seconds, 1966). Temporal dila-
tions in film and music (La Monte Young) were favared
as primary means of expression not only due to their
consciousness-raising effects, but also for composi-
tional and formal reasons. The same was true of time-
shortening and aggressive cutting techniques. The
films of Michael Snow were pure time and space ex-

Douglas Gardon

24 Hour Psycho

1993

video installation
installation view

© Douglas Gordon
photo © Uouglas Gerdon

periments (Wavelength, 1967, a forty-five minute oo
through a room; One second in Montreal, 1969, L«
Région Centrale, 1970). In his See you later/Au revin
{1990), a thirty-second movement (a man leaving i,
office) was extended to seventeen minutes and Ll t,
seconds. In Joe Jones' Smoke [1966), the cigaretis
smoke streaming from a mouth is extended to six
minutes. The composer Takehisa Kosugi takes th |y
minutes to take off his jacket in Anima 7 (1866] 11
Weibel's film actions The Kiss and To pour (both 11011
which deploy extreme slow motion, must also be
counted among this “slow anthology” {T. Kosugi)

Social and Sexual £xperiments

In the social sense too, the contents of these ik
pendent avant-garde and underground films sty
from the familiar terrain of the industry film lmacges
from the intimate sphere, psycho-dramatic doco
ments of an excessive individualism were shown pals
licly in uncensored form. Taboo sex scenes were i Lad
out in front of the camera (Jack Smith, Flamirg ¢ toa
tures, 1962/63, a transvestite orgy that trigger e
scandal even in artistic circles yet became a mion
source of inspiration for Warhol's universe; Kentut b
Anger's Scorpio Rising, 1963, which marked the bith
of Biker Movies and homo-eratic self-fashioning an
Inauguration of the Pleasure Dome, 1966). The: wrfen
ing of material and technical parameters went bt
in-hand with the dissolution of social consensr.
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Sound Experiments

Both formal and thematic extensions of the cine-
matagraphic code were welcomed enthusiastically in
the revolutionary aesthetic and social atmosphere of
the 1960s and was, like progressive rock music, sup-
ported by a new, youthful audience. Indeed, a large
number of such underground films were accompanied
by rock (from the Grateful Dead to Cream)and avant-
garde (from John Cage to Terry Riley) music. in these
films, the role played by music was much more eman-
cipated than in industry movies. Regardless of
whether mainstream productions use classical or
popular scores, music serves more or less as back-
ground sound and a device for controlling mocd and
atmasphere, for heightening or resolving dramatic
tension. By contrast, in many avant-garde films music
and sound exercise a determining effect upon the
structure of imagery, and images are cut and com-
pased in accordance with musical principles. The ten-
dency to industrially exploit and market film images
through linkage with music is clearly illustrated by the
function of the soundtrack, the serial arrangement. of
existing popular songs and the commissioned piece
that is known as a theme song and used to associate
a certain film with a certain musical hit. This usage of
semi-prefabricated companents in movies and videos
is reminiscent of the accelerated prefab building
techniques employed in mass industrial high-rise can-
struction. Instead of compound concrete-and-steel
construction, the rapidly rnass-produced industrial
film made use of a compound sound-and-music con-
struction. In contrast, the avant-garde films of the
1960s employed a highly differentiated approach to
the development of new relationships between sound

Barry Spinello

Soundtrack

1970

16mm film

b/w, parts handcolured, sound
11 min

film strips

courtesy Barry Spinello

Hoth sound and image are
produced with handmade gra-
phic effects

and visual imagery « Barry Spinelio’'s Soundtrack
(1970), in which both sound and image are produced
with handmade graphic effects, explored audio-visual
compositional technigues. In Feature Film (1998), Doug-
las Gordon reorchestrated Bernard Herrmann’s

scare for Hitchecock's Vertigo and presented only
James Conlon canducting and hearing the film music
played by an orchestra.

The Evolution of the Language of New Media:
Expanded Cinema, Video and Virtual Environments

In the course of the 1970s, several avant-garde gal-
leries promoted analytical refinements and develop-
ments, ranging from the Structuralist films to spatial
film installations. This decade also witnessed the
emergence of video art, with viewer-oriented closed-
circuit installations that anticipated the observer-
relative interactive computer installations of the
1990s and time-delayed installations, which pursued
further the experiments of Expanded Cinema. The
market-induced revival of figurative painting in the
1980s put an abrupt end to the development. of ex-
panded cinematic forms and video art. Broad seg-
ments of visual culture were affected by an amnesia
as scandalous as it was total, and far which the mar-
ket alane was not to blame but also institutional art
historiography, which had buckled under to the power
of the market. Viewed from this perspective, the tri-
umphant return and revival of the tendencies of
1860s Expanded Cinema in the work of the 1990s
video generation is all the more astounding and grati-
fying. However, we still face the problem that most
art historians and writers, being oblivious to the his-
tory of avant-garde film and video art, cannct make a

. See Michel Chion, Les
musiques electro-scous-
tiques, INA-GAM, Aix-en
Provence, 1376, Michel
Chign, La son au cinema,
Cahiers du Cinéma, Paris,
1985; Michel Chian, L'sudiovi-
sion, Nathan, Paris, 1990;
Michel Chion, Le musique au
cinema, Fayard, Paris, 1395
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Pannis Oppenheim

Echo

1973

film ingtallation

four 16mm film loops
transferred to video
b/w, sound

installation viaw: Whitnay
Museum of American Art,
New York, 2001
coflection of the artist.
© Oennis Oppenheim
photo © David Alison

connection between the generations and therefore
exaggerate contemparary achievements

The new generation took its cue less from the
achievements of 1980s video artists, whose art was
subordinated to the sculpture and painting of their
time. In pursuing the development of a specific video-
based language, video artists in the 1990s deliberately
focused on the expansion of image technologies and
social consciousness that took place in the 1960s. We
find surprising evidence of parallels, sometimes ex-
tending even to the finest detail, not only in style and
technique, but in content and motif as well. For the
most part, 1990s video art is also shaped by an in-
tense interest in multiple projection and the con-
comitant new approaches ta multi-perspective nar-
ration and multiform plots. Numerous representa-
tives of the 1990s video generation, including artists
like Jordan Crandall, Julia Scher, Steve McQueen, Jane
and Louise Wilson, Douglas Gordon, Stan Douglas,
Johan Grimonprez, Pierre Huyghe, Marijke van
Warmerdam, Ann-Sofi Sidén, Grazia Toderi and Aero-
naut Mike, now work within the context of a decan-
struction of the technical “apparatus” outlined here.
Many computer artists of the same decade, amang
them Blast Theory, Jeffrey Shaw, Perry Hoberman and
Peter Weibe), have also returned to the tendencies

Dawid Lamalas

Fifmscript

1972

ingtaliation view:

witto de With, Rotterdam
photo © B. Goedewaagen

Jane and Louise Wilson

Stasi City

1997

four-channe! video installalicn
color, sound

29 min

installation view

collection Pamela and Richar d
Krambch

courteny Thea Westraich Adt
Advisary Services

and technologies of 1960s Expanded Cineis 1w w
rigs of interactive computer installation:, u .ty
On Justifying the Hypothetical Nature of Atl o iow
Non-identicality within the Object Worlf (1111,
tain of Lascaux (1995-96), Peter Weibel real o
ous virtual worlds in which the observar playe f o
otal role derived from his closed circuit. vadi - -
tions of the late 1360s/early 19708 The ol
became part of the system he cbserved, .ty
the immersive image system, and chandged e .
jor and content of the image by his actiur. 11,
British group Blast Theory's Desert Ao (111
six visitors on a missian in a virtual enviicone.
up of six rooms. The virtual worlds were g
anto a curtain of streaming water. [ ach v
thirty minutes to complete his mission by v
cating with the other five virtual environms:nt -
their inhabitants. However, 1990s videa arle.t
sued the deconstruction of the cinemidore
code in a much more controlled, less suls e
ner, applying strategies mare methodi ot
closély oriented to social issues than thoa e
1960s. In the video art of the 1990s, exprerne -
multiple projections were employed ptunar i,
service of a new approach to narratmon vt
slide prgjections onto unusual objects wiers



Stan Douglas

Evening
1994

Stan Uouglas

Win, Place or Show
1898

twao-channel

video projection

calor,

four channel soundtrack
6 min

video stills

courtesy Galerie Dawd
Zwirner, New York
photo © T.Mills

three-channel video installation

color, sound
20 min

installation view: Renaissance
Sourly, Chicago, 1995
courtesy Galerie David Zwirner,

New York

phota © T Mills

artists ranging from Tony Oursler to Honoré d'0. Pro-
Jections onto two or more screens are found in the
work of artists like Pipilotti Rist, Sam Taylor-Wood

| rhird Party, 1999, seven prajections), Burt Barr, Mar-
el Odenbach, Ejja-Liisa Ahtila, Shirin Neshat, Samir,
lloug Aitken, Dryden Goodwin, Heike Baranowsky and
Monika Oechsler. Split-screen techniques are charac-
teristic features of the art of Karin Westerlund and
Hiamir Multiple-monitor environments are employed
hy Ute Friederike Jirss, Mary Lucier and Chantat Ak-
mman (D'Est, 2002, twenty-five manitors).

Multiple Monitors and Screens, Multiple Projections
nnd Perspectives, Multi-perspective Narrations

and Plots

Ihmse multiple projections take advantage of the op-
portunities multiple perspective offers for a depar-
tutn from familiar ways of looking at social behavior,
via three screens projected in alternation, Monika
tachisler's High Anxieties of 1998 shows the con-
stenction of feminine identity as it begins in childhood,
4hed rating how even girlfriends of the same age con-
tiol Lhe formation of the individual as agents of soci-
uly Iha changing cinematic perspective calls to mind
tt tinmiliar cinematic codes of courtrcom dramas in-
vidvingg prrosecutors, defense attorneys, victims and

defendants. Enhanced by the possibilities offered by
triple projection and multiple viewpoint achieved
through this formal montage technique, this new per-
spective intensifies the hidden viclence inherent in
the socialization of the individual. In a similar way, the
triple prajection in Eyja-Liisa Ahtila’s TODAY/ Tanaan
(1996/97) enarmously enhances the possibilities for
complex linking of image and text elements indepen-
dent of the narrator’s perspective. Only rarely do the
texts match the faces and genders. Texts and images
do not identify each other; instead they distinguish
each other, floating alongside one another and form-
ing moving nodes in a network of multiple relation-
ships which the viewer must create himself. Free-
floating chains of signs, be they images or texts, are
interwoven to farm a universe without a center. Yet
its core harbors the catastrophe of a fatal accident
that has obvicusly eradicated all possibility of a co-
herent, linear narrative, Only disparate fragments of
memary are presented in strangely ohjective fashion
by the passive, knotted subjects (the title of a book by
Elisabeth Bronfen, 1998) The story of the catastro-
phe no longer fallows the linear track of rational
thought; instead, the irrational essence of the cata-
strophe is released (from censorship) by disorderly,
centrifugal, multi-perspective narrative trajectories.

top

Blast Theary

{Jesert Rain

1999

YR emarcnment

for performance
installation views. ZKM |
Center for Art and Media
Karlsruhe, 1399

O Blast Theary

photo @ Franz Wamhof

bottom

Sam laylor-Woad
Third Party

1999

nstallation

sevan 16mm

film projections,
transferred to OVD
mnstallation view
photo @ Jay.Jopling,
London
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Only in this way can the catastrophe be experienced
as such - through the refusal of image and text ele-
ments to merge and fit together. Narrative struc-
tures of this kind, which employ the irrational charac-
ter of dream and the human psyche as plot elements,
clearly reveat associations with the early films of Ing-
mar Bergmann (for example, Wild Strawberries, 1857).
The interactive CD-ROM Troubles with Sex, Theory
8 History (1997) by Marina Gr#ini¢ and Aina Smid ana-
lyzes aleatoric, combinatoric and recombinatoric re-
lations between images and text, based on a selection
of warks by Grzinic and Smid between 1992 and 1997.
Shirin Neshat presents in Turbulent (1998) the
binary opposition of man and woman in a patriarchal
society on two screens positioned opposite one an-
other. The woman has a voice but neither words nor
listeners. She has only sound and her ability to
scream. The man possesses the words, the cutture of
language and an audience which rewards him with fre-
netic applause at the end. The exclusion of waman
from the building of civilization and society can hardly
be illustrated more vividly than in this binary juxtapo-
sition of projectors and pasitions. The device of the
synecdoche (used here in the representation of the
violence inherent in gender issues and the politics of
identity) is typical of many of the best warks of video
art, which deal in a methodological-analytical manner
with the eradicated power mechanisms of the social
code, as opposed to the predominantly subjective ap-
proaches of the New American Cinema of the 1960s.
Modern society offers the real subject a number
of different role models and possibilities for role be-
havior. On a scale of multiple possibilities defined by
the culture industry in media ranging from popular
movies to highbrow opera, from slick magazines to

Marina GrEinic, Aina Smid
Troubles with Sex,

Theory and History

1997

interactive CO-ROM
screonshot

© Maripa Grimg,

Aina Smid

low-ratings TV, the subject can make its choice and
positian itself, as long as it can take the pressure of
the respective social code. This relationship between
the subject as a real possibility and the imaginary
subject option is expressed as a synecdoche in Sam
Taylor-Wood's Kifiing Time (1994). Like several other
artists, Taylor-Woad works with “found sound.” Inter-
estingly enough, her work confirms the theory of the
dominance of musical structure as the determining
narrative structure, It is not the visual image but
sound that dictates the behavior of the actors. The
four persans shown in the quadruple prajections lis-
ten to Electra by Richard Strauss, waiting for cues for
their assigned voice parts. Like Shirin Neshat's waork,
the film sequence is a synecdoche for the range of
available {social) roles and the role of the voice in so-
ciety.7 The theater of sound opens a view ta the the-
ater of subject positions. In comparison, Pipilotti Rist
tends rather toward the structure of semi-prefabri-
cated components in her work. She uses pre-
recorded music, which she illustrates with her pic-
tures, or the music iHustrates her pictures according
to coded schemes of the kind we see on MTV. She re-
mains within the codes of the subject option and the
industrial narrative prescribed and accepted by soci-
ety We find a differently interesting adaptation of
the relationship between sound and image at the nar-
rative level, since remembering is one of the functions
of narrative, in A Capelia Portraits by Ute Friederike
Jirss. The videos of Sylvie Blocher, Gillian Wearing,
Sam Taylor-Wood combine in a very complex way
mise-en-scéne, documentary, sounds, images, masks
and screens to serve the deconstruction of the world
as a multiform script.



George Legrady
Shippery Traces
1996

interactive CD-ROM
screenshot,
courtesy

Gaorge Legrady

Found Image and Sound, Found Film Experiments
Just as artists of the 1960s made use of "found im-
ages” and "found footage” (George Landow and oth-
ers), contemporary video and film artists like Douglas
Gordon, Marcel Odenbach and Martin Arnold employ
found material as well. Perry Hoberman uses in his in-
teractive CO-ROM piece The Sub-Division of the Elec-
tric Light (1996} found slides and 8mm film and old
prajection instruments. Erkki Huhtamo uses a selec-
tion of found vaudeville rides, mostly computer-gen-
arated to imitate on a simulation platform a journey
unvirtual vehicles through the highlights of historic
«inematographic rides in his piece The Ride of Your
Life (1998). George LeGrady in his interactive CD-ROM
niece Slippery Traces (1896) uses about two hundred
post-cards for a non-linear narration built on an al-
yorithm, navigating through a data bank. Martin
Arnold deconstructs his found footage to the ex-
L.reme in order to make hidden semantic structures
visible through gradual repetition (piéce touchsée,
1989, passage & l'acte, 1993). Found footage is re-
wssembled, looped, partially re-filmed and visually es-
tranged in its entirety. The use of found film is part of
a general strategy of media reflection and appropria-
thiun. When Marcel Odenbach, Gabriele Leidloff, Samir,
Isabell Heimerdinger, Andrea Bowers, Burt Barr,
Pwrre Huyghe and Douglas Gordon allude to familiar
ks, including such classics as From here to Eternity
[t red Zinnemann, 1953) and The Godfather (Francis

I vid Coppola, 1872) or to popular television images
runging from cheerleaders (Andrea Bowers, Touch of
1 'tiss, 1998) to scenes from the funeral of Diana,
I'ineess of Wales (Gabriele Leidioff, Moving Visual Ob-
Jecl, 1997), then what we have are media-oriented ob-
~nivations of a second arder, in which visual culture

as a whole is exposed as a ready-made object for
analysis. Conseqguently, observation of the world gives
way to the observation of communication. The uncon-
scious character of the visual code hecomes evident
in a kind of symptomatic reading.

In Daug Aitken’s installations employing multiple
screens, the narrative universe is broken down into
individual, autonomous fitm frames and series of ef -
fects of the kind familiar to viewers schooled in video-
clip techniques: detailed shots, blurred motion, tech-
nical modifications achieved with the camera, digital
image processing, short cuts and dilations of time.
Narration is not only broken apart spatially through
projection anto multiple screens but in chronological
terms as well.

Shifts and distortions of conventional parameters
of space and time play a significant role in the new
narration. As in the 1960s, these experiments with
time emphasize the technological time of the cine-
matic order as opposed to the biological time of life.
The focus is on artificial time rather than “rediscov-
ared time,” on time constructions as visual symptoms
of a completely artificial, constructed reality. In his
triple prajection L'Ellipse of 1998, with Bruno Ganz,
Pierre Huyghe illustrates the difference between in-
dustrial time {the use of time in the industry film) and
personal time (the use of time in Pierre Huyghe'’s awn
film). He uses found footage or found film, film as a
ready-made wark of art, which he deconstructs by
subjecting it to chronological manipulation: When
Bruno Ganz is off screen in the industry film (The
American Friend by Wim Wenders, 1877), the prgjec-
tion of his personal film begins and interrupts the
projection of the industry film. Huyghe plays with the
cinematographic technigue of cutting from one scene

Perry Hobarman
The Suby Division

ol the Flectric Light
19986

¢ -ROM
scraenghot.

© Perry Hoherman
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David Blair
WAXWEH

Bees,

1994-2000

to another by deleting the time and space in between
which technigue is called “elliptical* Douglas Gardon
subjects industry films to similar time manipulations.
He also works with found films {from Hitchcock's Psy-
cho to Ford's The Searchers), expanding them to re-
spectively twenty-four hours or five years.

Computer Film

Made with the help of an IBM 1620-21, Marc Adrian's
film random (1963) was probably the first computer-
aided film made by an artist in Europe. The Whitney
Brothers opened the field of the digital film {John
Whitney, Permutations, 1968). In 1971, John Whitney jr.
made his first digital film Terminal Self, a titie that
was later recalled in that of Scott Bukatman's book
Terminal identity (1993), which simultaneously echoed
a line fram William Burroughs: "The entire planet is
being developed into terminal identity and complete
surrender”'s Michael Whitney made the digital film
Binary Bit Patterns [1969). John Stehura (Cybernetic
5-3,1965], Lillian Schwartz and Ken Knowlton, Charles
Csuri and James Shafter (Humming Bird) belong to
the early avant-garde of digital film. David Blair's
WAXWEB (1994-2000) laid a foundation stone for web
cinema.

Navigable Rhizomatic Narration

The narrative universe becomes reversible in the field
of digitally expanded cinema and no longer reflects
the psychology of cause and effect. Repetiticns,

the suspension of linear time, temporal and spatial
asynchrony btast apart classical chronology. Multiple
screens function as fields in which scenes are de-
picted from a multiple perspective, their narrative
thread broken. The accusation ance leveled at new
music - that it had cut the link to the listener, since
the listener could no longer reconstruct or recognize
the principles of composition — can now be addressed
without reservation to the advanced narrative tech-
niques of contemporary video art. They have severed
the link to the viewer, who can ne longer make out the
narrative structure. Linearity and chranology, as clas-

{WAX or the Discovery
of Television Among the

a hypermedia verston)
viden, realtime, 31)/html

screenshot
courtesy the artist

sical parameters of narration, fall victim to a multiple
perspective projected anto multiple screens. Asyn-
chranous, non-linear, non-chranological, seemingly
illogical, parallel, multiple narrative approaches from
multiple perspectives projected onto multiple

screens are the goal. These narrative procedures
comprising a “multiform plot” have been developed
with reference to and oriented toward such rhi-
zomatic communicaticn structures as hypertext, "as
sociational indexing” (Vannevar Bush, As We May Think.
1945), text based "multi-user dungeons” (MUDs) and
other digital techniques of literary narration < Gilles
Deleuze's definition of the rhizome as a network in
which every point can be connected with any other
point is a precise description of communication in the
muiti-user environment of the World-Wide Web and
the allusive, open-ended image and text systems de
rived from it. These narrative systems and scripts
have a certain algorithmic character. Narration be-
comes a machine, a plot-machine, an engine. As early
as 1928, Vladimir Propp demonstrated in his famous
study Morphology of the Fairy Tale that the 450 fairy
tales he analyzed could be reduced to 25 basic func
tions and narrative events, or narrative morphemes
These twenty-five morphemes form a kind of algo-
rithm, which generates an endless string of new

piots through new combinations. With its audio-visual
narrative technigues, contemporary video art break::
down holistic forms into their basic morphological
components. These are then reassembled using the
multiple methods described above. These new narra
tive technigues render the complexity of social
systems lucid. The crisis of representation, which
painting averted during the 1980s by resorting to o
restorative repetition of historical figurative and
expressive conditions, is being overcome in contem
parary video art through the revival of narrative
conditions anticipated by the historical avant-garda:
of literature, theater and music: from the French
OULIPO (Ouvoir de Littérature Potentielle} group t.o
the Vienna Group. The interactive installation Pas-
sage Sets/0One Pulls Pivots at the Tip of the Tongue
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