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Chris Marker is best known as the author of essay
films that are characterized by a marked subjectivity,
similar to that of the literary essay. A particular fea-
ture of this filmic form is the unusual use of the
narrative as a text with literary qualities: the narra-
tive neither dominates nor is subjected to the image
track, but instead is rhythmically interwoven with it.
This creates a complex montage structure in which
the interplay of text and image can generate multiple
layers of meaning, and which can be described, follow-
ing Gilles Deleuze, as an “audiovisual image.”1 As a
result, the viewer is given a new role to play compared
to that of the traditional cinemagoer: rather than
passively consuming a film, the viewer must actively
participate in its creation through his or her own
mental activity.

The dominant themes in Marker's wark are recol-
lection and memeory, both of which are contained in
the French term mémoire, as the installation Zapping
Zone [1990) and the CD-ROM Immemory (1997} im-
pressively demonstrate. In Marker's films, the image
functions like the Proustian madeleine, a cake dipped
in tea that triggers the process of recoilection.

"l wonder how people remember things who don’t film,
don’t photograph,” » as cameraman Sandor Krasna
ponders in the film Sans Soleil (1982). Film, photogra-
phy and recording tape present themselves as the
media of recaltection that give rise to the notion of
total recall - a form of memaory comprising everything
that has been experienced. : However, in his film

Le Fond de PAir est Rouge (1977), Marker was already
drawing attention to the fact that one never knows
what one is filming, because the meaning of a cap-
tured image can be changed in retrospect by a later
experience. Everything that is contained in one's
memary is permanently being updated, overtaid with
new impressions and partially erased. In Sans Sofeil
this process is described as follows: “We do not
remember, we rewrite memory, much as history is
rewritten”s The writing of history, placed on a level
with the process of recollection, is ultimately impos-
sible, and is disputed by Marker in the same way as he
challenges an attribute that is often attached to
phatographic and filmed images: namely that these
can give an objective representation of what has
been. Marker’s images function as catalysts for ever-
changing views of history and past events. He uses
film, installation and CO-ROM ta make the process of
recollection comprehensible.

In his first large installation, Zapping Zone, Pro-
posals for an Imaginary Television, Marker combines
photography, film, video, television and computers.
Fourteen monitors are installed in a darkened space;
some placed next to each other, others piled on top
of one another on bases of different heights. On
these screens, extracts from Marker's films are
shown along with previously unpublished film material
—such as footage of his encounters with the artists
Matta and Christo and the filmmaker Tarkovsky - and
filmed sequences of travel photographs and pho-
tomontages. Besides this, there are recordings and
still images from television, two TV channels showing
their current programs, various video works by
Marker and computer-animated pieces, some of
which can be controlted by mouse click. The film se-
quences, which are allocated to particular monitors
described as "zones,” are of different lengths and are
played as a loop, with the result that the view of the
installation as a whole is always changing, constantly
producing new connections between the different
zones. Also installed in the space are framed black-
and-white and color phatographs, a number of pho-
tomontages, a photographic series, four lightboxes
with slides and three Japanese votive cats of differ-
ent sizes. Zapping Zone was shown for the first time
in Paris in 1990 as part of the exhibition “Passages de
limage" in the Centre Georges Pompidou, Paris, and
was expanded for later presentations through the
addition of several sequences and whale new zones.
Each viewer follows his own route through the pictor-
ial universe, determining how long to remain in front
of which images, and drawing his awn connections
between the individual pieces.s

The title of the installation and the individual pro-
grams echo Tarkovsky’s film Stalker (1878} in which a
writer and a scientist, along with Stalker, their guide,
cross a mysterious no-man’s land, the Zone. They
embark on a journey through a place that follows no
logical laws and in which the path proves to be an ob-
stacle-filled detour. The goal of the journey is a room
in a dilapidated house, a room shrouded in legend in
which one’s deepest wish will be granted, but which
ultimately none of the men wil! enter. Logic and imagi-
nation fail them, and the journey upaon which they have
embarked turns out to be one of self-knowledge.
Marker makes repeated reference to Tarkovsky’s
Zone as a model and metaphor for the unfathomable-
ness of mémoire. Like the Zone in Stalker, Zapping




a9l CE CO-ROM TOUE A SIMULER LE TEC DE LA MEMOIRE
AVEC 5ES "WOEUDS', COMME DISAIT REMIZOV, L AEST

PAS WNE AUTOBIOGRAPNIE DEGUISEE. LE "TE" QuUI LE
COMMEMNTE EST LARGEMEMT IMAGIVAIRE, ET L'AUTEUR
PUI NE S'EST EVIDEMMENT PAS PRIVE DE PUISER DANS
SA PROPRE MEMOIRE S'EST PERMIS TOUTES SORTES DE
LIRERTES, TANDIS QUE MOI, LE CHAT INTERVEMANT,
TE ME ME GENE PAS POUR ¥ METTRE MA PATTE...
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Zone permits no straight path of knowledge — a goal is
never reached: stories, rather than ane single history,
emerge as a result,

The term "zapping” is used to describe how televi-
sion viewers switch back and forth between different
TV channels, a practice that established itself in the
1380s. This behavior is often judged to be the result
of a diminished ability or willingness to focus atten-
tion, brought about by exposure to a flood of images
in everyday life. Zapping Zone turns zapping into a
creative act — the viewer creates his own film fram
the store of images on offer. In the framework of this
mnstallation, zapping is given a spatial dimension, in
that the viewer must physically move around and walk
from channel to channel. Zapping Zone can be re-
garded as an attempt to take the viewer on a journey
of recollection, the instailation form recalling the
design of Renaissance memory theaters.

For Marker, the ideal form for the theme of mem-
ory and recallection ultimately appears to be the
medium of CD-AOM, used by the filmmaker for the
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first time in his work Immemaory, which was publishe:d
in 1897 Here, zapping has given way to the mause
click, and entry into the memory archive is gained
through seven “zones,” in which Marker's suhjects
reappear in different images and texts: the themes
of cinema, travel, museum, mémoire, photography, wur.
poetry, and the Xplugs, which are computer-gener
ated visual montages. Of the "three cult films” in the
“cinema” zone, for example, one is Hitchcock’s Vertugo,
the story of a man who is obsessed by the memory ot
his dead lover, Madeleine. The user also encounters
the director in the "mémoire” zone under the heading
"What is a Madeleine?" alongside Marcel Proust. 1hi:
filmmakers Andrei Tarkovsky and Akira Kurosawa ar
to be found, as are numerous photographs by Marki1
such as those from his books Le Dépays (1982) and
Corgens (1959), together with previously unpublishe !
pictures which can be accessed by following a numter
of different paths. One also finds “personal inform:
tion” on the imaginary person who appears as “I* un
the CD-ROM, as the user instructions emphasize



i ur example, two relatives from the Krasna family ap-
pwmar, Aunt Edith and Uncle Anton; Marker had already
given this name to the letter-writer and cameraman
m his film Sans Soleil. The “travel” zone apens with the
ralevant literature from the author's youth, including
the fantastic journeys of Jules Verne and the Comte
le Beauvagir's Voyage autour du monde.

Immemaory offers the possibility of travelling into
the past of the imaginary author. The journey is
ihiided by the paths offered by the program, a
navigationat system which in many places allows one
Lo branch off and enter another zone. Guillaume-
un-Egypt presents himself as the guide through the
Intiyrinth of souvenirs; however the hand-drawn cat
i an unreliable guide. Most of the time it steers
I iy user again and again towards detours and up
wrong tracks.

T'he motif of the journey makes it clear that in
iimmeamory, Marker does not conceive recollection
il memory to be like a history book, but instead
«unsiders geography to be the “more modest and
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perhaps more fruitful” model.:: The user is offered
the opportunity to map the movements of remem-
bering by using memory traces and to make visible,

at least in part, the hidden plan which, according to
Marker's hypothesis, lies behind every comprehensive
memory. Memary is not suhject to any causal order

or chronological succession. The paths of recoliection
remain incomplete, something Marker emphasizes in
his choice of the title Immemory, a negation of
mémoire. It brings to mind the notion of the impossi-
bility of total recall, against which Marker sets the
recollective model developed by Robert Hooke
(1635-1702) in the seventeenth century. This assumes
that there is a certain spot within the brain, one that
is not further defined, “in which all sensory impres-
sions are received and transmitted for contempla-
tion” Impressions that are “only the movements of
particles and bodies.”

= Cited fram the booklet
accompanying Immemory.
unpaginated.

' See also his films La Jetse
and Sans Solsil

Cited from the booklet
accompanying immemory,
unpaginated.

Barbara Filser
Tranglated from the German by Jacqueline Todd
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Zapping Zone. Proposals for an

imagimary Television

19401992

media instaliation i
thirteen manitars, thirteen PAL ]
video tapes [color, sound), seven
computers, seven programs on
computer disk, twenty b/w and
color photographs, four blacks
of eighty slides

dimensions variabla

installation views: steirischer E
hertst, Graz, 1998




Zapping Zone

“ipping Zone consists in a number of photographs,
computer programs and video tapes produced by the
urtist, The latter can be seen on computers and mani-
Lors either stacked or laid out in the form of a circle
it darkened space, the “zone.” This idea is reminis-
et of the film Stalker by the Russian director
Andrei Tarkovsky. Here it represents a hermetically
~aled, complex and enigmatic space that only its
mil.ates, or thase who want to, can conguer. Chris
Miirker's "zone” consists in selected pieces from

hws Films, extracts from his television programs, docu-
muentaries filmed in various places but not broadcast,
1hotographs taken during his frequent travels, or
+vin taken from televised images, and finally from
nitive and interactive computers, In this way Chris
Marker has composed new cormputer-graphics
imnages, has retouched others, reworked television
niiges either randomly through aerial distortions

«1 deliberately. He has also inserted a short fictional
lilin made in animated synthesized images: Théorie
i ensembiles. In addition, some images picked up

direct from television are mixed with the “manu-
factured” images.

The idea of “zapping” refers to the viewer's
attitude in the 1980s when faced with the profusion
of sounds and pictures broadcast an our television
channels, an idea very familiar to readers of Serge
Daney.

Several key focal points structure this “open
ended” work, enhancing each showing with additional
images: parts of the world close to the artist's haael,
that is to say Tokyo, San Francisca and Berlin, taceys
of great friends, such as the painter Matta and the
director Andrei Tarkovsky, favorite animals and o cat.
called Guillaume in Egypt, and so forth

The subtitle of the work Proposels for an hinag
nary Television reminds us that this is certainly not,
only a severe criticism of televigion and its conlent,
but also of its production system, An imaginary
electronic world is not an utopia.

Christine van Assche
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