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“I'M MOSTLY TRYING TO ARTICULATE TIME,”
SAYS CLAERBOUT, “AS SOMETHING THAT
IS BIGGER THAN US, OR MAYBE BROADER.
| LIKE TO DESCRIBE IT IN MORE FORMAL,
PANORAMIC TERMS."

the lagoons Detween 4:00 and 6:00 s, glow 80 dimiy that
spectntons only jus! discom the othersal images after ther oyes
have adjustad 1o the alimost pitch-black ambient gloom, & con-
dition that Clasrbout has ne-employed 1or s recent Video work,
the 18-minute Survise (2009).

Uinéke the stabic, Dackil scenes of Vencs, Sunmse. lkevwise
preserted n almosi complete darkness, i lorward-projected
onto a gray surface 10 acoentuate the murky tones of the oary
momng shoot. Tha first 15 or 16 minules ane spent in this filmic
fog, sCrutinizing tha choreographed movements of a housomasd
carmyng oul pradawn chores in a starkly modermis! bungalow, &
glonous exampls of the International Style. (I s in et & privato
homa called Skywood, located in the outskirts of London and
designed by Graham Philips. a protégé of Norman Foster ) The
mad brings in fuel lor the fire and cleans the bathvoom, all whils
the waaftty owners ke asksoap in tha half-ight balore daybreak.
As with Borosaur Pece, whch Clasrbout sat in A signatum
house by Rem Koolhaas, the architecture itsel! provides the
framing device for routine and inconsaquential actions. *it's o
vary sufiocating way of COMPOSING NG WOMan ovar and over
again,” says the artist, “whach is why | was looking for an archi-
tecture reminiscent of hardoore mocermiam. I1's basically Simed
architeciural photography, one could say."

After this prolonged, tenetvous saquence, tha maid kesves on
hiw EeCycie and fides nto a psoudo-romantic landscaps. Al of a
sudden a lew bars of Rachmaninoll’s Vocalkse strike up, and a
bright burst of sunlight—the firsl plercing rays of the day—oul-
ines har head and tlemporanty dazzios the audence. As Claer-
bout explains, “That last minute-and-a-half throws the nobion
of the modem and tha comMpostion upsce down and replaces
tham with a simpile notion of that woman's world. What | had in
my mind as & paradox is that the ond feels e & baginning and
the Dagenneng lesls ke sOmething that is Meless and cead.”

After the long haul of the opening scena, this transcendent,
redampive ght stripa sway the lim's carelully constructed lor
mal quakiion, tuming Sunnise o an almost traditionally Daaut-
ful, slegiac work of art in the mode of Caspar David Friedrich
or JMW. Tumner. To say thal this characier—according 1o the
artist, an immigrant worker from Eastern Europe—has been
freed Hom hir domastic Imprsonmant maght be 10 load the

punning title of White House, nstead emphasizing his deecto-
rial control over tha proceadings. “Tha whole namative i ke &
wal.” he says, “that is put up in the foreground. The actors ae
marely occupants; thay're Not the conductons of the story.”

Whiaraas music providas one of the cruwes for the Sndale of
Sunrise. the spiit-screen installation Riversice (2009) toys
with sonic balance and stensophany in a soundirack played
in dedicated headsets, one lor the left projcton and one flor
the right. The two 25-minule projections, running concurmently
side by side, depsct the comvarging tales of & young man,

on tha left, and a young woman, on the right. The man's arc
begns with a close-up of his bloodied ear, matonymecally sug-

gesting the aural nature of what & about 10 happen. Clasrbou!
calls this “a cheap cinematographer’s trick.” but it is one that has
been used prodigiously in fim. Apart from images Dy Hilchcock
{the screaming mouth and dead eye as drain in Peycho) and
Bufiuel (the shcing of the eye in Lin Chien Andalou), there s the
shocking moving-image sequencs of & woman s Suttenng eyel. 1
in Chris Marker’'s siop-molion classic of 1962, La Jeide. When
tha Ngured Man in Averuoe comas 10, tmoently after A nasty
cycling accicdent, a high-pitched ringing in his sars fades in

and out and the sound evenlually passes solely into the left
earphone, mirronng his expenence. He gets up and sets off

on lool into the countrysids with this phonic deliciancy, SBemin gy
saarching for somathing.

in tha othée proechon, the Temake Drotagonist Ik Seen arhing
throwgh the sama sort of lush, green landscape (French paysag
a8 it luma out), Esténing 10 haw car radio as it beging 1o cul out
and splutter into mono. Sha's then stuck with only the rights-fund
aucio channal, as are wa. “It's as if you've temporarnly lost hear
ing on one side, or there is a technical defect in the headphone
But at tha vary and, if anyons Stoks with it, thars is & momasnt
when bolth charactiers peographically anmive af the sama spot,
itting on this log. when the stereo gradually comes back.” The
camera pans overhead at this point, with the fallen tree trunk
miomantariy bridging tha split screan and providing B visual cue
for the final alignment of the dusl audios. “On firs! Impression,”
slaborates Claerbout, *it may seem ke a very clear namatve
about how thosa two workds never meet, but tha Iriggering of
hese il Odyaseys i AN MmMos! unnoticeabio Senaorial guakty
through which | try and say something about the lack of unity in
perception and the separation of those two fims.”

By maana of the protracted near-blind sequences that Engor
through the darkened menutes of Sunniss, and tha deruplions of
full sound in Rversice, Clasrtout diverts the attention of his auc
ence. He explans, “The real actor in Aversice is thal Uiie strea,
somgwhare in central France.” adding that the saarch for tha right
location 100k him years. Foregrounding the background and rel-
agatng characier acthion 10 rote fim comentions, Claerbout con
structs an earthiy kyl—aimilar 1o what one ings in the very bes!
landscape paintings. immaediacy is undermined and everything
BOEMS tr FwaEy, QROgIaphiCally &S wel &S Wemporaly.

Which brings us around 10 time again—or 1o the unreal broad -
@ning of time iNto A Molasses-coaled siow motion that Claer-
bout describes as an “aimost formal or sculptural slement” of
the work. Claerbout's lalest installatons sugpest an omokogic
aternative—somathing akin 1o the revelatory moment of Bght
exporienced in Sunnige. There's a cholce 10 be made aboul how
wo observe Of Interact with our surroundings and, uitimately,
about how wa laad our ived, but it doesnt have 10 ba Dalween
diametric opposites: fast or slow, kght or dark, photography o
filim. Instead, this way of seeing—entering into the “long look”
of painting, or a prolonged appreciation of anything, for that
matler—involves & saarch for ungraspable in tha
gray areas and interstices. I1's the ques! for a moment of bril-
Kant morning light or the redemptive trickle of a calming strear
As the artist says: “I'm usually looking 1o counter o thwart the
single, narrow rhetonc of an image
and 10 put in several potential direc -
tons in which the story line might go
So I'm a bit of & peacekeeper in tha'
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