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The mutual fascination between art and cinema has had a great influence

on contemperary culture, For the past tifty years, the love/ hate affair
between the two has triggerad vital aesthetic, social and political responses
that constanthy ranaw the way wea undarstand our age. This book traces

the story from early spatial expeniments with film and video technologies

to the current widespread use of projectad images in museums and galleries
Why has there baan a turn to the cinematic in contemporary art? What
happens to the moving imaga when it shifts from the black hox to the white
cube, when cinema is exhibited? How doss this challenge the traditional
medivms of film, painting and sculptura? Art and the Moving fmage gathers
together key taxts including neaw, translated and previously unavailable
assays by eminant writars and theorists ineluding Giorgio Agamben, Beatriz
Colomina, Serge Daney, Rosalind Krauss, Maurizio Lazzaratto and Peter
Woallen. It offars an assential introduction to tha complax figld of art

and the projected image for both students and general readers.

An indispensable guide to the pivotal rofe of the moving image
within contempaorary art.

— Laura Mulveay
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SITING CINEMA
Andrew V. Uroskie

Getting Framed

Ewvarything thist's of any impotance tekes place outside the room,

But the room remings us of the limiations of our condition.'
Bakert Zmiikzan

Upnn approaching The Porodise Instiiute, o work frese exhibited ar che 2oo1
Venice Bicnnale by the Canadian artists Janel Cardifl and Georges Bures
Miller, we fnd cursclves in a doubly framed space, alveady within the white
eube of the gallery, we encounter a large, owo-level plywood bux, complete with
seairs and docrways leading inand out. Looking inside from a distance, we
might be able to just make out the kind of stadiom scating more commaonky
asanciaced with the loval multiplex. There is nothing slick ar manufactured
about the large, plywood construction —on the contmary, it seems oo have been
quickly theown togerher. Yet the seating inside, with its plush red covering
and — as we will znon dizcover — adjustable backs, is cbviously not the rmost
ceonomical option, Reth this box and ite interior scem out of place ina gllen
setring, albeit for different reasons, While the hoe is not without a cenain
pinimalizt acsthetic, it Bails co hold ur stlencion a8 a form. Cireumnavigacion
does not lead to a reflection on the structure ger se, 50 much as heighten our
pnticipalion of discovering what lics within, The kind of theatricality invoked
is not in the phenomenological sense that Michacl Fried famously designated
as the pull of Minimalist sculpiure; rather, it is in the more prosaic sense of
suspensc that we might experience in advance of secing a fairground attraction
af a theatte spectacle, As with such agtractions, one may not simply cnoer,
bt muse flrst obtain a teket and wait for the performance w commence.
Clmhing the steps, we find hesdphones on che seats awaiting ws.
Flacing them over our ears, the exterior sounds of the gallery are quicldy
mufiled, and our immediate aural environment is swallowed up in the
projected stade of whibe noise, The daonrs po the outside close, and darkness
follows. Simultancously relaxed by the seating and made anxious by the
claustrophnbic enclosure {how can we leave iF we need 40 gel out?], we wait
for stinething to hegin. But just as the noise of our fellow audience members
falls away, sounds and conversation begin anew, Over to the left and just
behind vz on the right, people are talking again. Cardiff and Miller recorded
the audio component of the piece using inaural cechnology, which gives

1 Lira Bearand Willonghlsy Shanp, Admafancke, L, Fall 1970 reprinked in
Discussinms wich kachael Heiwer, Jack Flap led. ), Rades sk
Deriniz Dppenheiizoand Bober Gpicthsen'  Collended’ Wmemps eckelos Ui
{leld Dhes embser 3568 -lanaany L, i Califarnia Presa. 105, p.zqi.
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a pareerhul ilusion of spatial presence
tor the sound we hear Thus, sehile aucally
iscelated from the real peeple around us, we
sl i||||l\.' 1in |:'\-.'|.*r|||-:|| ||Il\.' rarise sty of
||-:'-:-|:-||. wehier seern U =urreandd s, There 1s
i sense 0b uneanny doonbdimg ss real and
recarded sounds averiap and coalesee, We
hear people rustling in their scacs, aking
off items of clothing and whispering in
ane anather —all preparing e the main
altvaetion. & penhile |_|||1|1'u_' v ol and
it vty gmcldy tells her caller that she
b e goc—she's inoa movie'. Oeeurring in
serily precise sterco-sound and scemingly i
discrete spatial locations, this all seems guite
realiscie. Yer this is mod fo say that 1065 aken
feer reality, Even che bimaueal recordings
cannot perfectly rvole the manitold sensory
erpericoee of a real phenomenal eovircnment,
and specrators guickly reeosmize chat they
are fatening te an illusion. wer fan from
ruining the work, the spectanm’s dockble-
vomscious e — [ ar Ter sienlGaneon s
experience of real and recorded soumds and
continued worlicy toodhstmguish beoveen chem —w3ll prove fundamental to the
capericne thoe worls sceks to menerace, Wichin the Marpaise fastirase, realiny will
mist he ranished so much as redouhicd, creating a spectatorial chvitonimenl
that is diziine yel cheskstensive with the |‘:-|'|l.:1.i-:::|| apmece of the theate.

Ay he soreen I|g||l'. iy i Teomd ool s, s §|-::-u.' i mates oo minitatore
cliorana el Seals, i prescennnm anl i Baaleonre, al Ul D edze uf which
veor gt uncersand corselees poobe seated Carditt amd Miller have here
conserucred an alternabive unmverse, a hererotopia i miniatare, Gazing
wpon the viny dicrama, scated on our full-sized chairvs, we can comboriahly
give curselves over to the spectacle, secure in the knowledse that i s merely
sppeetacle o that see oo audside vl i eoking o, The Besdphonmes weane
iviers o winr — like che digrma Belire os and the muleeshire cheates i owhich
we sl —spevitically drow attension teche staped charpcters of the illusion,
Yot this acknewledrement should et be anderstoad as away of simply
foregrpunding the apparatus’. This notion, aneinally stemimine from Bussian
Formalizt literary eritieism and the dramatic theorics of Beroole Grecht, has
aperated Fromowithin g theorical ceonomy invested insharply distinguisting
ceatlity Frovne illusioon. The Pooadiee Tearfiante does non sl soch secuare
bonpredduries b be maintained, Whils the apparatus is explivitly foregounded,
this i ot dore siooply to dismizys ilogion inothe name of 8 contravening sealicy,
bt racher o theow the coraainty of this very demarcacion into doulbt
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Suddenlv we wre addressed by a woman's voice just oo our left "Here's
vour drink ... have some of my popeom.” Eating noisily, she 2lls us that she
has heard ofthis Alm, tha it wus based ona real story, thiat the experimencs
earried out in it were made by North Americans in World War IT, Bur she may
be mistaken — that may be another movie, On (he sereen, the flm begins. But
with this viee beside ws, 1 isas i we have already been placed in the centre
of the letinn, rather than simply before it. Dramatic elements are now erupling
all around us, even thowgh it s not elear they all belong 1o the same drama,
O screen @ nurse approaches o bare-chested man strapped 102 bed. While
le hegs her not 1o, she slowly bends down and presses her lips Le bis chest,
kissing and them lightly biting his chest. The scene is emotionully vharged,
even arnusing — but, like the vaices, it merely solicits our atention withoul
rrounsding it in a eoherent, linear narrative.

A volee rom che audience behind s crodely interjects: ‘Now that's
nursine’ Qur attention is grablbed nway from the charaeters an-sereen, tovrard s
those ‘seated’ in the audience. The female voice beside us wonders alnud at
several points whether vou ot she might hyve accidentally left the stove on
at home; as she docs so, we pull out from the disjointed, nair parative o
witness shnis of a burming house — a seene which somehow fecls completely
extra-diegetic, even though the original diegesis is never lully establizhed,
Thic burning howse comes 0 SIS 15 00T W, CVETL B WE coschously
digoiam it It is, us Frewd once deseribed the subject of the nneomseinu s, a
hoiase of whivh we are an wncertain ot shsent master. Likewise, when we are
repeatedly asked 'do you want some more pepesen i beging o fiee] ws i
wi I choosing to answer with our silence, Repetition performatively works
to assien ownership and responsibility, and we find that we canmar kelp bat
he imvalved in this strange form of 'vommunication’. s the elements of the
narrative become intrejected one by one, we leave behind the safety and
einfort of a distanced spectatorship and begin 1o secupy an awlkward space
insicle the fction.

As the film narrative evolves, the distinction hetween what is oceurring
on- and off-seteen begins to break down completely, A diaholical man eveled
in the store sians o heeome detaghed Tenm it and crosses ever into the
audience. The patlent in the film does not feave his bed —just as we, the
speetatars, do not leave our seats, A sense ol verlign overtakes us as we are
constantly thrust intu new and different locations. As the suspenseful music
buildls and the sercen gues blank, we seem wo have lost all ability to discern
wiyeri this fietion starts and stops. The diabolical sman, now beside us o the
audicnee, linghingly deseribes our predicament: "You thought you were pretty
smart — playing both zsides. How long did enu think it could last?" We hear
a erovd of people pounding on the phavood theatre within which we are
sented, demanding thin we get out. As the crowd hegins shouting o countdown,
a burning house appears cn-screen and the Blm sbeapily ends. The dovrs
tar the puiside open up, and we file out of the black bex into the freshly
comtorting white cube of che gallery,
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Within Fhe Paradise Ieseitute, we stiuggle not to separale faet from
livtion so much as 1o establish a firm Tocus for thae Belion wo foke place.
Wi mever eonfuge fact and fiction, because we alvways uniderstand thai
we are being presented with a fietion. But it is not 2 consiseent fiction, 11 js
tractured, multiple, cxdsting in oo many places an onee, Az we lose Lk
of the houndary or frame where the dicgetie world starts and staps, our
phenvimenological sense of wholencss and interionty gives wity top kind
ol paranoia, It seems no secident thar the work berins with the admonicion
that speetators will net be able to leave the theatre once the performance
has begun, Cnlike traditional theatres, The Paradise nsfitute coniaing rn
brightly glowing exit sign reassuring us chat (ina physical or pavehologival
emergency] the space of the fiction can be quickly and definitively left behind,
The word ‘paradise’ steins from the Ancienl Persian for willed-nft space”,
anil The Paradise Iestitate stages what is ultimately a crizis of boundaries
for its spectator. We are allowed to exlst peicher ingide nor outside of the
speetaele. This liminal staging of subjectivicy is one that is familiar in
peyehoanildic cheory, wherein the inner space of the pgvche and the outer
space of the world can no lunger be definitively separated as in classical
philosophy, bur come 1o form an sverlapping or chiasmatic struvture., { e
Puradise Institurs —which inits very name contlates fantasy with containment,
ancient mvth with modern medicalisation— confronts the cultural locas of
the spectacular with a markedly different ceonomy of spectatorships. Haunted
by levels of fiction without a clearly marked eseape, the work presents this
experience as ambivalently plessurable and sightmarish arone and che
SELn L,

Trappeﬂ within the Fiction

O a hoe duy in Angust 1972, 'Little John' Wijtowicz found our that his
heviriend, Aron, lacking the funds for a desperately waneed g hanire
operation, had become suicidal and was interned at a mental hospital againsi
his will. Helieving that nothing but the operation could uitimately keep Aron
alive, Wojlowice and two friends staged a robbery al a Cliase Manhatean Barik
in Brooklyi, As g robbery, it was a speceacular Tailure, But, aga speciacle, itwas
i fantastie sueeess. Trapped in o stand-off with the police after his EECAPT WA
prevented. Wojtewics became g cult hevo amongst the erowds thut rathered

to watch, Nowspaper and welevision reporiers quickly arrived on the seene,
and, as a resull of its extended duraiion, the robbery became the tirst to he
briadeast over networls televizion as i oeeurred in real line, Following il
ordeal, newspapers, magarines and & talle shose cold and retold this basic

story in different wayvs: a sereenplay was sritten and rewricten; and within

i few short years, Warner Brothers brought (he story ta the hig sereen in Sidney
Lumat's thag Day Afterrom 119751 Winning both popular aond critical acclaim,
that film imvmeetalised Al Pacinn as Johin Wojoowice, even us che real Winfinawicz
languished unlknown in jzil.
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i few short years, Warner Brothers brought (he story ta the hig sereen in Sidney
Lumat's thag Day Afterrom 119751 Winning both popular aond critical acclaim,
that film imvmeetalised Al Pacinn as Johin Wojoowice, even us che real Winfinawicz
languished unlknown in jzil.
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I hiis video The TREG Memory [igual, Fierme Buyehe secks to raee
the mediatien of this event wathin Lol ".-'l.-'-:ljl-::-l.-.'il.'.-:'h individual mcmnaey
1 the eollecrive memeny of history T splitseween Tl approsimaeely
to-minutes long, Wojtowice — having served o owenty-pear jail senlence —

i asked vo recenact the rabbery ana stripped-down stocio e The se
recreates the space of a bank, buc, because of it minimal decoration, it is

sk 4 lear whetber 1 is meant oo recreare the bank sct of Do ey Afrernaen or
the crigrirenl Shiase Mahacn Bk in Brooklyn whete the rebhery ook place,
or both, Within the installation, steadegic jusbposiions dew adention in the
wivs in which subsequent news snd Hollywound coverage have resluped even
(hee origimal participants’ reeelleetions of actual cvents. As Waojlowive recounls
asdory that is ne lenger hiz alone, Berion and reality, the imagined and

the dovormented, become inesiricably interwined.

Fromm a first ey of i he i |:_-:i|'|.|| CEHTe o secoid eIy achicwed
through che mredia's interpretacion of et eriee eomagh relevision, print and
cincn, Huyehe presents Wojtowice's reereation of Lhe omginal evend as o thind
ey — ane in which che multiple lavers of mediption emerge for Dol

el weter g spectaior. Vhe Vided Memory presencs the past as a continuously
shifting ficld within the prescen, an
nrgoing stronggle o mine and decipher
VLN Frosrn san ||||'|1';|'-:|l13|}' Cha e
secdime ntation of ¢luraciers aod pebsns.
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(72l wed, romically, Winglowles's
acting-onut under the sdrenghne surge
provided by Marlon Brando and [Facing
in chat sy inspivcd Sidney Lunct's
award-winning ey Doy Afternoor, again
strring Al Facing, Cinematic drama

it wis Che

wives birth e resl il elrand, whieh, in
curn, replicaies che cvele, For Wiojlowice,
Pacing's ginematic suecess serees to
binakend, and thus bracker out, his
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released, there has beeny a general
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Woontamace, Tamet's fillrm intencionally
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beginning tirle sequence: ‘What you arc ahaul to see is true, Tt happened in
Braaklyn, New York on August 22nd, 1972." The film prescncs itsclfas i came
1o be wdemstond —as a representation of histoo. But itis a Tepreseninalion
that does noc acknowledge is ¢ hareter ws cepresentacion, which containe
and delimics the real 1ife event within its fictional frame, Thos no reference
is made, even in the final credits, o [ohn Wajtiwics, Within Hayrhe's
reconsiilution, by contrast, Wojtowice is placed il centre stare. Yet the slage
he is given is unly schomatic, deliberately unfinished, In chis, Huvghe presents
s remake of the robbery ina resolurely de-spectacularised manner, As twin
ameras track and pan aceoss the nnfolding action, the scene is depicted from
two perspectives at once, depriving the viewer ofa single locus of cinematic
identification. Forusing our attention only epon Wojlowice's character and
his narrative, Huyghe's reconsticution provides ies image of this history only
thromgh the subjective lens of Wojlowice himself— through the visible scars
these memorics have etched upon him as he goes abour re=enacting the primal
stene. Racher than the "high drama’ through which this story bas so often been
told, what stand out in Huyghe's reconstmuction ate the homnan qualitics of
‘Lictle [ahn' as g person— his humour, his eompassion, his intelligence and
the underlying simplicice of his love for another man,

But Huvrhe iz not convent o simply let Wojeowdcz ‘tell hiz side of ihe
story', ag it were he is oot inleresied in recreating the debased speciacie of
the talk-show fntmat, Rather, he coeates a quasi-fiefinnal space within which
Waojtowics is alloawed 1o “replay” ovents: to plav the rele of the bunk robBer
within what he himeselt refers wo azs ‘the real movie® of his life, Wojrowice
re-enacts his bank robbery on a movie set, amongst sound and fighting
echinicians, with teo cameras capruring his evers move from differen irezles,
Wujtivien is given the injunction o set the record straight, but while doing
so he gannot hefp bat blend @et and Hetion. Hig memary of thae fatetol day
is overwhelmed by the hundreds of stories he has read, interviews he has
given and the ndelible performance of Pacing resonsting wichin his head.
Given the opportunity to reenact his own bank robbery, it is as if the hank

wit ng Clndma HE



robbery is no lomeer his to ceenaet Thos we canoot simply say, 2 has been
arguied, that Wwojtowics iz allowed o “reclaim’ his reality from the grip of its
medin (misrepresentation.? Huyghe undersiands that any undning’ nf this
maecintion — reconstibuting Wi lowics's story, iy (L were —cannol be siinply
eppesed to the cinematic, for Wojtewivs's performance had been consticutst
throweh the language of the cinemade imaginany from che very beginning,
In seeing the original release of The Codfasher to ‘inspire the troops’, a5
Wirjlowics pucs it in The Third Memory, he sought to emulate the same acto
weho wirs eventually cast Lo play his part. But even laking Pacino ot of the
picture, ws it were, the whole sdew of holding up w bank with a shotgpun—
like his phrase ‘inspice the troops” — comes straight oot of Wild West movics
and Hogar's Heroes-sovle World War 1 films. Cinematic and exra-cincioaric
history would seem here to he hopelessly entangled.” It iz not sinply thac fac
and fiction become Iurred, but that histary itzell hecomes incomprehensiblie

l_1|.||_:'|iil_|t' I_|1q' |_|||.;|||I1|:.|ru||_:'|;: '.-.-'-:'Elr||:|'; af |:‘||'|F:|'r|:'|I_i|;: (1 H] I'm‘li\'e w|'|-|3' i |'|i."r|.-‘: 15 811
Jomrer g menningful distinction between news pod entertainment,!

In coming oo grips with Huyghe's practics, we can no longer ely on
4 reductive conception of cinemaric "deconstruction’ chrough which che
hidden ideological structures are revealed and eontested. Yet neither can
we tely upon the model of the visienary avant-garde Olm-maler expressing
his particular ereativicy. Huyeghe's Thivd Memaorg might be more productively
considered as a complex form of performative docnmentution. It is coneerned
with industrial cinema insofar g5 chis cinema provides a nodal point from
which o engage a larger ficld of questions concerning the imbrication and
codependence of subjectivity, media and representation within the madem
era. While offering a critique of Dog Do Afierroos and other media narcatves
of the event, it does nod pretend to offer o final, elear, authoritative vy —meen,
ironically cnough, when the subject of these narmatives is inally alloved 1o
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speak directly. In Gact, The Thind Mesory seems wo point 1o the relative noivety
nl ihis earlier aesthetico-policical ideal, because Wojtowics, despite hoving
breent chesated by Warner Brothers, continues to identife with Pacino, While
Lwrnpwis hings in jail, Wojtoedcez wrote of the great pleasure he continued o
take in the occasional private sercenings granted oo him of Dag Dap Afrernoon.
IF this is a formy of alienacion, it is nod something tha can simply be
npposed o the spectacular culiure of the cinematic, As Huvghe put it in
A IeCenl inlerview,

[B]oectacls has always bean linked with illusion, with manipulaticn,

with the culture industry .. simply rejesting the spactacle or entartainment
as bad; thisis g form of esgapism. Mer is the point just to incorporets
spactacle .., saving, Twill also just ba an entertainas’. Tha point s to

take spectacle a5 & format, and fo usa it ... 1o 're-scanarize’ the real®

Ax Huyhe poes on to clanfy, his work invobres the ceformulation of
protocols of exhibiton and representation” because these protncols have
‘shifved the [very] notion of represeniation. Today, an event, ies image and its
commentary have hecome one obiject.’ 1n so deing, Huyehe specifically rejects
a lomgstanding paradigm within theones of flm and visual culture by which
the tasle of the critic is conceptualised ws wholly und-spevtacular— locating
and revealing media illusions so as to reourn us o an unmediated reality,
Within Huyghe's work. suffused as it is by the complex affective identifications
of cinematic culture, there is no clear and simple bedrnck of ‘realiny’ (oowhich
we can returm. The work does Tovate, however, the changing protovals of
exhibilion wod dizplay throwgh which media culture is born,

I ateending to these protocols, The Third Memorp uldmately direces
our whtention to the political control of information itsclf and the changing
nature of news in the cra of the ubiquitows broadeast stream. For Waojoowice's
bank robbery was not only the firsl ever 1o be capiured live on national TV as
it unfolded, il also ook place on the very evening that then-President Richied
Mixot wis amaking a mjor policical calewlaton, Rejecring both widespread
exprectations wnid che explicic advice of many within his party to balance the
presidential dcket by nominadng a moderace for his running mate, Nixon
shocked the nation — and inaugurated a new Republican sirategy — by
nominating another hard-line conservative. Mewspapers posied within
The Third Mermary show the two events competing for headlines, Thowgh leh
aut-af the Getionalised vecoun of Doy Dep Afternoen, Wojoowice alleges that
the FRI weas under direct orders from Nigon to keep the ‘gav bank robber’ from
compromizing the President's media atbention. Later, he claims, the FHIE shot
his parcner in cold blood, and his own life was saved only by the local New York
Police’s demand chat the FET surrender Wi loavice inbe Chedr ewstody, 105 hard

rrourned. ITnaped his enesiage. 0 hicth Peigrlal’s g Benng’, Wewe Svd Mearusiog, Caimlerinlpe, Mo s The WP Mo, 2nne,
uf =z bpeo dagshiens; watched hien pack B ecamher ooy B LnA.
upra prmlsding prrctlemg saew bim slicher 3 ddmorme Baker, S Incemenw

poaind middle apge Mk Cabur, "Saneilse wazh Fieree Horghe, Cveber, o o,
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(o lereme whal to mabe nfWojtowice's assention, though given our subsequent
lemspmwleddge of Mixon and Agnew’s long list of eriminal activities — Mison woas
Freed tu resign |||,|ri||j; the 5|||::||rli_|:t!; uf g Dy .-‘Ll"rrrr.lrn:l.l.'— it is |,'|;-|:I||1l11_'|-' reud
implausible, Whether or ot e b lisve Wojtowice's assertions, we will never
kmone either way, And this aceess to inforneacion. o lsck theceot, s precisely
the poinc. With cur access o cxplicicly modiaced, we are wncomforeably
prosilinned in the realm ot of knnwledse but of beliet

Yoo Thayghe's subile npening sequence again calls nuraltensinn e the
iespurtance of the protoceds of exhiligion thay lie invisibly anterior o the
iz itself, The Thivd Memory bevins with an ioawee From Deg Day Afternoos,
But noc one from its thearmical release, Inscead, wee firse see the tansliar FRI
cnpyTight warning prahibiting the film's wnauchorised remediation through
homeviewing techinology, Owver the familiar image, we hear Waojtnowica's volee
ae be begins o recount his own rroublad hiscory with the FEL Jusiaposed
with the r_:-|',|q'nir|j; title af i".!'.l_.'g f}.':r_'|.' .-‘|_.|'-I'|""|'|'.l|'||:i'].l., g |:|i.:'gi|| 1 serse 1he I PRI LS
stams of our access toinfermation; while Dog Dop dfermoon presenes itself
as higtocical Bact, even Hweghe 's moodest attempt to comeest this histone
iz prohihited by monopoly copyright. jusc as Yimee Magazine was onec on
the verge of purchasing history itself by acquiring exclusive copyright to
Abraharn Zaprrowlers Gl of JFE's assmsmmt o, so Wianer Tirothe s contn
of Wojtowies's toue stury s, iromivilly @ nowedy, exforced by e FBL Whe ther
actively enforesd through copyright law er passively propagraced thiroush
the consolidation of a privatised media indastry, the inereasingly peoeasive
carprrate monoapely over information is depicted by Huvrhe as a literal
rrcpll er ol 1ike and death.

Ire the Lace of an increasingly consirained and intimidated pevws media,
consider journalist Rono Suskind's description of his meecings with two sepior
advizors oo 'resident Hush at the inausiration of his war on oeoroer'

fhe aides gaid that guye Lke me wera 'inwhat we call tha reality-based
cermmueity, which he dafined 55 pacp & who ‘batiava that salutions
=rnarge from your judiciaus study of diszarnib e reality’. | nadded and
riurnurad gomsthing akout anlightenrmart principles and smpirizizm.
Ha cut e off. 'That's nat the way the warld really works anvrnore,” ha
continaed "We're an empira now, and wnen wa act. we craats cur own
reality. And while you'ne atudy ng that reality — judicioushy, 85 yvou

welll —weetll act agair, cresting otner naw realities, which you car sbudy
o L Wane histony's actars L. and vou, sl of vou, will be la® to just
etudy whal we do?
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suskind's interlocuter foregrounds the munner in which the production and
efrculation of images has emerged as the very geal of contemporary palitics,
Iiis o situation thar palitical philosopher Hannah Arendt had preseiently
deseribed in 1972, the year of Wojtowitz's televised bank rabhery, will the
Phrase ‘Image-making as global policy’.” Rut while T sympathise with Suskind's
conern for something we might want 1o call ‘reality based gove mange,

Larn wary of ithe way this kind of rheteriz inseribes a famillar trope of political
micdernism —from Marist through post-Struccuralist eritivism —which is
Bownd up with rigorously distinguishing reality fram “illusion’, whilsi (Hacing
its collective energy In g nuive aspitation to dis pensewith ' illusionism’ snee
und for all. The resulting cridicism has inhibited not only our knowledye

of individual artists and works, but the pussibilie of a more sophistivated
understanding vf speetatorship itsell — one which acknowledyes, atter

a centuty of psychoanalytic philosophy, thae a ratinnal distinetion between
reality” and ‘illugion’ is often one of the feast imporiant considerations

fur a study of cither aesthetics or politics. The Thind Memory speaks

tu profound social and political quesdons within our time from decp

within the phantasmatic worlds of the cinemacie. Far from offering

a simple decenstruction of the medla spectacle, Huyghe illustrates just

how dependent we have become — as individuals and as instdtutions

un the forms of exhibition wnd identification ardeulsced within CENLury

of moving-image culture,

Disciplinary Archasologies:
Beyond Film and Video, an Expanded Cinema

Fur artists of Warhel's generation, the cinema was the very site for the collapse
of the modernis! ontolugy of medium specificity, As a sickly child, Warhal
experienced the glamour of the 'silver sereen’ notwithin the great pivture
palaces of yore, but isolated in his hed, through the interlaced lines of the
eathoule ray tube, In The Phifosaphy of Andy Warhol, he describes the mose
frmatoe of his youthful activities —watching maovies on television — as
inferently paradosieal, heeaese in appearing on television they scemed

tu be no longer movies, but television.® Warhol was here less interested in
making the now-familiar crtique of television's uniformity than he was in
calling atrention Ly the processes —hoth formal and histarical — by which
the golden age of vinema was being remediated wichin the pos-War tele-
virual society, Rather than going oul 1o the social space of the ¢inema thearre,
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movies were uriginally
& private experience o
reached him in the muost
intimare of dnmestic spaces.
T Warhol, the dislocatinn
ol e |||-;|'.-i||g| iI'|1:'.|g'v|‘: was
irnportantly hound up with
a concoimitant dislovition of
subjoctive interionity within
4 pose-wWar celevisual socicty.
e generation of
urtisty whe began working in
the early 19605 witnessed the
ineredible transtormution of
their neady celevisual world
when images of kennedy's
assass o met them ac home or at their

local bar, Walking along a vily streel, one
might be suddenly and decisively trans poried
I the television in 2 shop windowe o those
horror-flled sireets of Dallas, Toxas. Soon

it wonild be Birmingham, Alabama. Laterit
wist ] bse the jllllgll‘!.‘\. ol Tndochinma. Az the
uhbiguitous televisual irmage brooaght tha
which was spadally and psvebislozioally
distant inoo precarious proximicy, raditionsl
peavcholegical borders became less distinet,
maore permenble, The inner space of the
pevche and the aurer space of the world
seemed (o beeome intersoven througl

the cver-present display of the muwing-
inage Screcn.

Rrinpingthe War Hanie: House Beaudful,
the phofographic series thae Martha Bosler
berin in 1507, suceineily lusiraies the way
in which the inner and oucer spaces of boeh
the post-war subjoct and the domestic space
had beecme imaginatively shoe-through with
such affective teledsual imagere. While the first image in the scrics shows
the atroeitics to be uncomfortably prosimarte, they still remain oucside the
eture window, with the possibility of closing the dropes and exiling them
fFrian the hoime. In the second imaze, che window has been brolen and o
pleading villager holds her wonnded baby within this elegant, modernist spave,
Standing vpen or pechaps ascending a staircase which we have been invited
to think of as our own, she tremslooms an image of purity ino a paranoiac
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vigion of a hauntng. That such an imayge would iminediaiely provoke ideas
of mental disturbance is at che heart of my wopument, forshal was af stk
with the fneorparation of televizion as both marerial wnd metaphaor in e ard
of the o608 was o pavchodynamic reconceptualisation of che self-contained
maodernist subject, a reconceplsslization which found fertile ground in the
postvar reappeaisal of Freod®s legacy in the seminars of Jacques Lacan.

Compellod to deal with this newly mediated reality in their artistic
practices, artists of the 1960 went beyond the mere incorparation of media
irnagery into paincing, mking up moving-image technology isself —its temporal
rhvehms amd visual logic—as a medium for artistic practice, Inoso doing, chey
lookeed to che fintrusive’ quality of ihe moving image s brazen link with
the Iocal and the distant—to reconceplaalise the location, or 'sitedness’,

ol agsthetic practice isell within o newly ineercennected world, As images
recame unfised as never before from che specifivities of plpseca! lovation,
wrtists aind crities were beginning o consider the insticotional site within
which impges wereencountered as perhaps the predominant frame
through which chose imnges would be esperienced and undersoood,

Whon artists of the sarky Gos turned theirattention w the technology
of cinema, they discovercd a pre-established coluoal site that eould never
have the aestheric or conceptual autonomy of painting cr seulplure, De (o
the econnmic impormance of Hollvweod's industrial pracrice, as well as the
tradition of independent flm-making that had alrcady developed in opposition
tov this practive, the ddea of Al had already beeome a well defined domain
of inguiry, Yet coestensive with the fadical gestures of Poap and Minimalism,
the artists who began to incerporate moving-image lechnologies inw
their practice in the 1o6os were cngaged primarily in an act of aesthetie
and conceplual refiusal. Refusing both the commereial cinema ps well as
ity expressive, “dsionan' counterpart, they sought to recongider both che
institutional site and the affestive economy of moving-image spectatorship as
a novel and tmportant domsain of inguiey, This meant rethinking the cranbodied
phenomenology of phesicul and perceproal rmsactinons with the cinemaric
seveen, as well as che social, coltural and politieal institutienalisation of
cinema and what it had come to mcan for the post-War avdience, 11 meani
eonsidering the Black hox of the cinemaric thearee togecher with the white
cube of the pallery or museum gpace — arempting to discern in whar ways
they mizght be browgehe topether, o how one might be approached from
the porspective of the other,

The ingerest and anxiery over the culiwral leation of the moving
image—rhe senae chat it was no longer confined 1o the theatrical site
but hat gpilled our nco evervday life and precipicated o more general
cinematisation of snciely — constitutes a rich and fertle termin within
post-AWar artiste praciive. ¥l the discorsive and institutional promesouity
of moving-image srt— ity failure o estallish itsell solely within the
Institutions of the cheatre or the gallery, or within the diseourses of either
lilm stodies oram history — has oeeasioned acoitcal bliindness chal canmot
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be remedicd chrowgh the simple reintroduction of & few neglecred artists

ot works. The peripheral location of these proctices is no accidenial sign of
neglect, o mere historical oversight. Rather, the difficulty of lecating artisi
film-making in the aesthetic discourse of the 1960y and in the later discourses
of art and flm enticism is inexricably hound wpwith che difficulty of lovatiog
these pravtives withio the plyesical, Instiutional or discursive space of cither
the art gallery ot the cinematic theatre, This interstitial Incation has frustrated
atempts to underseand arcist film-making since the Gos, as well as relegating
it i the disciplinary periphery of post-War art-history and flm studies, Any
eritical recovery of this impaorant hody of work must tirst work oo bridge

the unproductive and unnecessary chasm that has been built up benween

the art- and film-histotesl aceounts of this period.

For many vears, Stnactucal film was considered 1o be the epitome of
artisric modernism in the cinema. Breaking wich the traditions of narmagivicy
and theatrical representation within induseral cinema, it attermnpied @0
constitute a self-referential practice of ‘pure film', This dream of aesthetic
purity fad its discorsive corallary in an unfortunate tendency within Hlm
and media studies to downplay or simply bypass the art higtorical context
in @ quixntic actempt to manufacture an autohomous history of experimental
film. Thus the films of Michael Snow and Paul Sharits are considered in
terms of their basic condnuity with Maya Deren's visionary' cinerma of the
10405 —or even Germaine Dulac's work of che 208 — bue not in erms of the
theories and practices in Minimalism, Op art, Coneeprualism or Fluxus chat
wore contemporansous with their productinn. Wichin chis hisvoriography, cven
the most radical filmic practices wre folded into 2 basic continuity with older
teaditioms of underground cinermna, or viewed in terms 0f their opposition (o
mainstream induscrial practices. Despite the fact that so-called Structural
film-makers — Snow, Sharits, Warhol, George Landow and Hollis Frampton
among them —were ariists whose work was not exclusive to film, and despiee
their profound links w the aesthatic and eonceprual ransformations of am in
the 1g&os and carly ros, the critical investigation of these arlists' films tended
I situace them within an understunding of the mediom s conceproally and
historically automamious.

Correlatively, contemporary are historians and theorises have tended
to eonsider video sl perlormance art as if these practices were acschetically
and conceptually autonomous and unrelated (o developments in avant-garde
film and incermedia art. This reductive conceplion of medium specificity has
lead to serious hiztorical omissions, when it bas not lead 1o outright faciual
errior. Thus, while Bruce Mauman, Richard Secea, Dun Grahain and Vit
Avconci are widely regarded as pioneering figures in the development
of & domuin called “wideaart’, it is seldom mentioned that much of thiz
wotk was actually done on flm ather than videotape, and that it was often in
seli-conscious dialogue with sesthetic and cobceplual developmenes in avant-
garde film. Meglect of the multiple contexts within which many of these artists
worked has only inereazed che marginalisation of new media arlistic praclices,
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isnlating them fram the larger development of poseWar arc and Glm hisoory,
and ultimaely hindering ateempts o underseand che hiseoric and concepiual
risobs of artists’ lilm and video in the presenc cra. 'The pervasive rheforic
of medinm specificity has too long acted as a barrier 1o unde rstanding the
acsthetic and conceprual sephisticarion of these early hebrid modes of practice.
The rich acschetic and concepiual feld towhich these wocks pave rise ondy
becomes accessible nnee we are able {o recover 4 sense of the difficuloe chat
the incorporation of the time-based media technology of flm caused for
artistic practives from the carly 1g6os oo the carky 7og. The fundamenial
guestion with which we might begin is not ‘o was Blm {or video] bonagrined
as an artistic medivm?’ but rather "how (5 The vere sdeg of the artisce mediom
transformed theough its encounter wich moving-image technologics?

while the Minimalist paradigm that has dominaced art-historical
discussion of these vears was largely involved in reconceptalising the gallery
s i phenomenclogical space of perceptual transactions, a neglected thenry
and pracuve of expanded cinema wazs involved ina much beoader re-evalustdon
of avsthetic insticutions in the televisual age. Within this altemative tradition,
icwas not simply the material of Glm Dot the whole inscitution of cinema
that was laken as the site of conveptual and acsthetic incermogation. Like
the white cube of the mallery space, the black box of the cinematic theatre
was understood as a hiscorically sedimenoed cultural space of percepion,
one with longstanding codes of represencation dictating what could transpire
on the sercen, as well as codes of behavior dictating bow the spectator must
relace to the sercen. Inattempiing o reconceptulise and rearticulate these
crdes, the artists and critics of this tradition were interested in taking not
the celluloidd strp but chis entire specratorial coonomy as its medium. In
w0 doing, expanded cinema constituted a bold and presciens shifi away from
the auronomous, medium-specific practices we tend 1o pssociace wich high
modernism, towards che more envirenmental, mediated and site-specific
conceprual practices that came to Tollow in it wake,

Early-in this century, the German eritic Walter Benjamin wrote about
T pechnologies ecome uniguely visible in cheir birth and obsolescence.
The 1g6o0s were a seminal moment for the emergence of the moving image
in Morth American art because of a dramatic eonjuncticn of birtl god
absalozcence within che euleural Tife of moving-fnmge techpologies:
as broadeast television surged forward, the flm industoy was in a precipitons
decline. The old glamour of the ‘silver sereen’ wis being presented bebarcen
cotnmercindy un TV, Cheap B-mowies and theatrical gimmicks signalled
ewtr more desperace atbempes to lure back the cheatrical audience. Yer
the generation of artiscs who first cxpericnoed this decline in the theatrical
eincma wene the first oo grasp the possihility for its radical relnvention, With
inexpensive small-gauge film heeoming widely available, wnd video technolory
Just arcuiwd the corpet, many escabbished actises took up moving-image
techioleies while possessing litke or no previous cxpericnces in che mediam.
Bevause Holbyeroud had already colonised socicoe's relation o che maoving
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image, it hecaume necessary for these Glm artists to deal with the cinematic
fhepdre in contesting that naturalisation. Within their ivbrd culterel and
institutional location, these cinenatic ‘amatenns’ gave birth to 2 conceptually
rich and acsthetically compelling baody of work that bus, nevertheless, been
forgotren in the history of post-War art and flm, Yer the diffieutty of definitively
lecating this worlk within feaditions of art and flm history is, in Fact, a direct
index of its conlemporry relevance, For in their sustained effort (o give birth
o racdically new way of experiencing the moving image, these artists both
necesgitared and helped o ereate a novel instiiaiienal amnd disearsive location
berween the white cube and the Black box, Caught bepween these two

gites, the dialectic of Tocatien and dislocation — both pheysical and
parchological —was perbaps destined to become the dominant theme

in the emengence of the moving image in conemporary anistic practice.
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