SEANKELLY

Fowler, Catherine. “Obscurity and Stillness: Potentially in the Moving,” Art Journal, Spring 2013.

art journal

David Claertout, Ruerl, Sccuricrchweg,
1900, 1997, lurgeac ren vag o-chanrel video
rat 2000, blacke ard whine, s ere, «2 M

L0 v ew Savvniye

475 TENTH AV NEW YORK NY 10018 T 212 239 1181 F 212 239 2467 SKNY.COM



Catherine Fowler

Obscurity and Stillness:
Potentiality in the
Moving Image

. Sore 1imiar works are jeroes de ke e
Willem de Rooi, Do Gebong (2000) Soeve
MeQuaen, Buruner (3004} Mdae 5w Soly
Brecth INorshem Conponay) (2002): Paud O, 152
ot (300g): Michal Rowrer, Fekhs of Fire (300g):
Sharon Lockbare, Fine Fice (3008) ard Doutie Tide
(300g): 3% Thansyl Averman, Manvec Seewmer
(300g)

3. One coloe sourte defires the actaaley 1“2
partodar pesre of fim |y early chveems history—
Voaaly wond 10 Cestribe Shvs which showed real
Ve everas a0 25 the [85¢] Workers Leowing the
Lareire Factzey * Onlne 22 waw sartpcisera.
som/zoe/, 2s of kne 4 sor5. The serm cerves
fromn the French cotualtd, colsed by Acpaite ard
Lowss Lurniane Sor thesr Jims in this gewe,

3. Encena World Engish Dicsmnary, Normy
Armercay ection, &t wawbing com/Dictonery/
wearchicSdefiretactalnygo=Bpsiblorn
=R 25 of May 20,300

& See Mary A Doare, The Emegence of
Cmemase Tieve: Moderrey, Cortingency, the Axcheve
(Carbeidge, MA, and Lordor: Harvard Usiversty
Press, soca).

& A rare inrance s in Robert Brd s Book on
Andrel Tarkowshy He uses "poneviainy™ %0
deacebe 2 1pocfic ratasce 1 Tachovacy's crerma
when chegetic raby both iy bits s enbarces
U COMErenerson of 3 s0ene Suth Tk we are
Thegw Dack 100 Our wn time of imag ration,
o & kind of “sregrare time, of potercisl ty
within time [which] cnems rmesfie: = horman
experienoe ™ Bird, Andves Torkowsiy: Elervests of
Conema (Londore Reabkzion, 300d), %

6 For mageneis.” see Jacoves Rarcilve,

The Futire of the bagge, t-ave. Gregory Elom
{London, New York: Yerso, 3007, 4.

2 For 3 longer decussion of the way in wiwch
Agarten “conceives of the esisience of L
geage 13 the exditerce of potersisex” see
Davel Helber-Rouzen's mtroduction to Gorgo
Agarten. Rcectiobves: Calecad Essops o
Prlosopty (Sarkord: Starfore Universy Press), <3
B Agamen, "On Focerciabty.” o dd., 0 0% 9%

Artists using film and video today often confront us with moving images which
test our perceprual capackies. Certaln works by David Claerbout, Taclta Dean, and
Anrl Saka, Sor example, are dim, dazzling, shimmering, glaring, Intense, dreanyy,
opague, and abstract.’ Whar Is more, In their obsesslon with stillness chey also test
our patience, cur atenciveness, and our time. Favoring the single shot and taking
bare reality (rather than the constructed event) as a starting poirg, this work
might be compared with early cinema's "actualities” " Howewver, key
provcccpaiuen of cad wuvi—sugglug Jie Dovoonlay and wdseooun-
ing of images (Chaerboux), examining the unrevealed (Dean), and
represercing dippearance in progress (Sala)—posiiion their images
in relatton Jess to early cinema actalicy than to what we mighs call
post-cinema pocentiality.

As some of the first products of the cinematograph, actualitles
denoeed real lfe filmed in real time with 2 minimuam amount of
irzervencion. Actualitles can therefore be seen as axioms of indexi.
calizy. A more general dictorary cefinition of the term suppests some of the forks
on the path that takes us from actealicy to what we are interested in, poterciality
As "what In i 5, acraality suggests “something that is real, as opposed to what
is expected, intended, or feared”; and as “everything tha really exists or happens,”
actaality implies “everything that does or could exist or happen in real 1™ The
first definition distinguishes the real time that early films framed from the cin-
ematic time that soon replaced i, In her extensive study of the emergence of
cirematic time, Mary Ann Doane charts the way in which “something tha s
real” was gradually evacuated from cinema's screens 1o be replaced by something
that Is expected (an evemt), imtended (the director or cameraperson’s framing
and eciting), oc feared (ancicipation and suspense set up by the former two ele-
ments). The reason jor the evolution, she argues, is because of the "contingency™
of actuality, since in filming everything early cinema risked meaninglessness*

In contrast to this accepred application of the term “actaalny,” the term
"patentiality” has nox been taken up in relatton 1o moving images.” In dolng so
this essay aims 1o pose potertiality as offering a different way of designating shifts
in “imapeness” following cinema’s digial passage.” Accordingly ! will argoe that
the passage of the moving fmage from an analogoe through an electronic to a digs-
tal age can be thought of as entalling a comversion from actuality to potenciality.

In: arder to Slustrate the usefulness of potentiality, we might draw on meca-
physical debates from Ariszodle 1o Glorgio Agamben.” Agamben takes up Aristode’s
dialectic from actuality to potemtializy so as o Socus on the prohlem posed by the
verb “can” (poere). Essentially, to say *1 can” requires a recognition of the possibil-
tey that "! cannot” " 7o have 2 faculty means to have a privation. And pocentiality
is nox a logical hypostasis bux the mode of extsience of this privation.” Agamben
differentiaces two forms of potentiality in Aristotle. The first form concerns
something belng passible and therefore able to happen in the fatare; he uses the
example of 2 projection of the futare for a child. This first i moee ke 2 possibil-
ity. The second form, which he says is what Artistotle i really interested in, con-
cerns less of a passibility and moee of an already proven capacity—as be puts &,
"an exisiing potenciality™ Once again the possibiliy of privacion exiss bere, as
to have a capacity, 1o be able or knowledpeable, still does not mean that one will
recessaridy act on that abllxy or knowledge. Danlel Heller-Roazen, edsor of the
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essays collecied in Agamben’s Poteatislies, puts this dea more simply “Unlike mere
possihilities.” he says, “which can be considered from a purely Jogical sandpoaine,
pocentialities or capacities present themselves above all as things that exist but
that, at the same time, do not exist as actual things; they are preser, yet they do
nok appear in the form of presemt things.” Ukimately, Heller-Boazen concludes,
“pocentiality and actsalicy, what is capable and what 1s actaal, whar is possihle
and what 1s real, can no longer strictly be distinguished."”

Paraphrasing Agamben, we might say about the woeks in question by
Claerhou, Dean, and Saka that moving images have always had the capacity o
offer a time-hased audiovisual experience. They may make us look and see (and
hear) something; yet they may also make us Jook and see (and hear) nothing.”
They may move time on rapldly; yet they may alo Socus o moments and offer
stliness. This capacity “not to pass into actuality” s revealed when Claerbous,
Dean, and S3la produce tmages which operate through obscurity and inscribe
in stdlness.”

David Claerbout: Images Staging Their Own Becoming

David Green writes of Clasrbout’s work that it takes place in 2 space of "undecsd-
ability”™ since 1t poses the passibility “of 2 photograph that unfolds in time (but is
not a flm) and a film tha s stilled in time (but is not a photograph).™ On the
are hand, Claerhous's wark returns us to early moments in cinema, befoce evers-
cersric cinematic time emerped; oa the ather, & develons 2 new serse of time
in the mowving image. This new sense of time reflects the digital passage of boch
photographic and cirematic images, and channels potemality 1o produce what
Ruxd! Laermans has incistvely called “images staging thelr own hecoming™

For the first audiences of cinema, the wind in the trees produced more won-
der than seeing living (eating, walking) people on screen. In many of Clasrbout's
early inszallations, it is the trees that move, often creating fickering shadows,
while the human presence is frozen in a pose. [n these tree warks we find our
fir evidence of an instruction to loak for something where 1t might seem tha
there s noching: we are compelied to book harder. Fallowing this debut Chaerbowt
moaves away from the tree as 2 dominating presence (cersrally and monumentally
framed) and irstead uses the action of the wind hlowing leaves as a way to sug-
fest the passing of time in ocherwise frozen scenes. Trees remain central ele-
ments in the black-and -whie, silers video projections Ruark, Sacurlosciwey, 1500
(2997), Kindergarten Antans Serc'Ells, 1932 (2998), and Ustitled (Sngle-Chenzd View)
(2998—2000), as well as the calor, silent video projection Baem (1998). The first
pleces consist of digitally animated found photas, while Boam is 2 newly created
video in which we ohserve in coloe (2 rarky in Claerhout's oeuvre) 2 bushy tree,
while Jeaves are blown by the wind and couds move across the blue sky In the
hackground. Raerl animates a photograph of a Duich scene in which a massive
leafy tree dominates the right hand side of the frame, while a windmsll amid a
sectlement and a path with oy figures, gast visthle, are squeesed 1o the lef-
hand side. The subxlety of the movement of the Jeaves purposefully introduces
the undecicabliny tha Green mentions. Looking quickly, we might overloak this
motionr, especially as the shadow visthle on the ground below does not change
and the windmil is also froren. Indeed, it seems important that Claerbout
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On the right we see over-expased windows through which streams sunlight tha
projects (there is no ocher word for it) sguares on the dassroom's back wall to
the left. As white squares of light, these projections each contain the silhouette of
a tree. Very subtly the edges of these silhouettes can be seen 10 mave.

In an aesthetsc mowe that recalls the reflexivity of structural matersalisz and
modernist cinema, Ustitled (Sngle-Chemnd View) presents us with an image tha
seems 10 be an analogy for the cinematic apparaus. Az the same time, this is
achieved not through nontllusionism bex throegh an image that achieves percep-
taal realism. We can read the imape literally (as a classroom in which teaching =
taking place), yet the compasition of the image and in particular the sthowecies
of trees projected on the hack wall also imroduce an imaginacive dimension. For
Uratled (Siagle- Chenzel View) bears a haunting resemblance to repeesentations of
Flato’s cave. The chikdren, like the chalned slaves, are trapped behind their desks
loaking forward. They look away from the sthowecies of the real trees chat flicker
on the back wall and exist in an artificial world that is nevertheldess flooded with
rataral lght. From the dazzling white light coming through the windows & the
right, which also lights up (and hence washes out) the Sces of thase boys who sit
closest to them or wrn chelr faces toward them, and the silhouettes on the back
wall, and finally to the much grayer tone of the boys closest to us (and farthesz
from the window), the visual qualities of the image range from opaque abstrac-
tioa (the window), through shimmering visibilny (the children), to shadowy
presence (the trees).

What 5 of mast incerest, though (and something that we will find in Dean
and S3la also), i the additon of 2 ghastly dimension that makes the impercep-
tible visible. Here the trees are materially ahsent in the frame yet are given a spec-
tral presence through their silbouettes on the hack wall. The hack wall effectively
shows us someching inside that is really outside, and also shows someching
invisible, as this same silkouette of the trees could not of course be seen (asa
sihouetie) by the boys Jooking out the windows.

Once agaln, Claerbout’s imapes advance debaces about maving images after
cirema. The sensory gap created by the wavering besween ahsence (of acteal
trees) and presence (of the sthovetied or potencial trees) mipht have been
designed to answer questions cace posed by Raymond Sellour: How does ane
pass from one type of image 10 another? How does one conjoin in the ame
space the representational and the noarepresentacional’” Bellowr posed his
questions & the beginning of the 19905, before digital images took hold of the
clpematic experience. His questions arse from a discassion imvolving the work
of the video artist Thierry Xumized, the grand auteur Alfred Hitcheock, and the
clremaic provocateur [ean-Luc Godard. In varylng ways, he suggests, each
introduces video or painting imo the cinematic frame and therehy shakes the
singularity of the moving image.

He takes his first instance from Kumizel's film La Petatore cablite (2981 ), which
alierpates between video and film and thereby, Bellour allepes, poses the guestion
of the passape between the twa The second instance he takes from Hitchcock's
flm Supician (1941 ). Jobnnie, played by Cary Grant, is interrogated by a policeman
and, in the hackground, we see 2 neo-cublst paincing, Bellour suggests that such
2 mise-en-scéne creaces 2 kind of internal montage, which allows Hiichcock o
represent the unrepeesentable in the same frame as the represencable.
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The third instance he takes from Numém Deex (1975), “ihe film which inklates
the passage from cirema towards ocher things” In the opening sequences of the
film Godard uses (now standard) video techniques and also refilms footage that
is playlng on video moaitors. Aralyzing the opening scenes, in which a couple
having sex are superimpased with the face of their daughter, Bellour suggests that
the impression given by the video s that we do not stay on the surface of bodies,
rather we slide into their interior. Most important, he argues, it is video that
lends depeh: to the cellulold image: "Of the surface video we find an uncommaon
depth that the cirema cannat accomplish withous %" Bellour's analysis is rela
twvely brief, he concludes, however, “These three works are uned in freeing the
real of the Image 5o as o inverx lines of anocher order becween the actual and
the virtual, the material and the immaerial””

The "lires of another arder™ that Bellour summons into existence are com
parable with the wavering we £nd between absence and peesence when looking
harder at Claerhout’s Unctled (Stagle-Chonzel View). However, what distinguishes
Claerhout and the ather contemparary artists identified here from Bellour's
predigial instances is the existence of the acteal and the pocentdal in the ame
image, conjured up by our eyes, rather than in a space entre or hetween created by
the ecit or interval (or, in Godard’s film, by superimpasition). In Belour’s estre
mages, it Is stoppage (1"amét sur ['lmege) or mortape that hrings about the passage
between; by corzrast, in Clasrbout’s imapes stillness provides an imvitacion to look
harder, as change happens befoce our very eyes.

To some exters we have digial video and digial effecs to thank for the new
access to potenciality that is presert in Claerbout's imapes. Timochy Murray notes
“the techrological incensificaton of cinema” after the digital “What we know as
the "clnemacic surface,”™ he says, s now porous, eleciric, amoebic, fractal, and
networked.” * In Claerbout’s work stillness and the ratral movemers of light
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create moving images that are perceptually as well as techrologically intense.
They iowalve us in thelr decipherment and provide us the pleasure of percetving
them in their “becoming™ " I, that Is, we stay and Jook harder.

Tacita Dean: Something Unrevealed

Dean’s work confronts us with even more layers o the cinemaric surface. These
visual strata serve to join the photographic bent of early cinema actualities with
digital renderings that reveal "the depth of time™ that moving images might
poterncially contaln.’

For a sense of how obscurity, in the Sorm of the Indiscernthle and unvisual
izahle, operates in Dean's wark, listen to the critic Charles Derwent: “There's
ro beginning, no middle, no end o her woek,” he marvels, “no development,
ro owcome,; just 2 sense of something unrevealed, hidden by revelation™ The
unrevealed hinges on two tendencles that bisect Dean's work, bath of which are
explick in the content and framing of ber films: firsz, the intertion w look Sor
that which cannot he eastly percetved; and second, the cbscuring of that which
we might expect to see.To ensure the first, Dean often choases subjects which
Diomaad Alrg (2002); refraction of lght in The Grem Ray (2001); hirds swooping on
a tree In Pie (2003); 2 reflection In Pelag (2004); and, In all of her work, the pass
ing of time.* Dean's commitment to using cellulodd means that she captures
these subjects with no use of digital efSects ™

Far the second tendency, the chscurity of what we expect 10 see, we find
the repeated combinatton of two different elements In fakest &t is the natural tem
poral changes in the sky and the manmade building in which they are reflecied.
Elsewhere we find the same tense copresence of human and nataral elements:
customers in 2 restaurant and time passing In Femsditorm (2001), the sounds of
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shot, while outer panes reflect passing clouds, a central pane shows us something
harging off 2 ledge and blowing (10 a different, faster rhythm) in the beeeze.

In anccher shot, evidence of natural movement continzes as a hottom window
pare shows distorted reflections of trees; In others, bright red and orange lights
twinkle and Sour panes reflect the sky, but ooe larpe pane i the hottom s black;
rothing is discernible.

The focus on manmade structures that, when framed appropriacely,
divide the compasikion of the image into further small windows or screens is
shared in Dean's other works: Femsdiom, in the windows of the circular tower;
Beets, In the calumes and windows of the bulding; Msppesronce at Ses, in the beam
of the lighthouse; and her most recent work in honor of Merce Cunningham,
Careway Lrers (2009). As with the visual reference to Flao's cave that we find In
Claerhout's Untitled (Single Chaznd View), these mini windows supply a reflextve ele-
ment that reminds us of the apparatas that produced and (in Dean’s case in par-
ticalar) projects the imapes. Once agaln, though, percepeual realizy is retalned,
even as this reflextvity takes hald, since we see both windows in a real bullding
and reflective screens ooto which porentiality & projecied.

Dean's conundrum images, revealing poterciality, also incensify the moving
image's capacky for pensiveness. Fensiveness, a temporal state of involvernent
through which one might take time 10 think, allows viewing tw fll along a spec-
trum of ahstraction, dreaminess, and azentiveness; it is more usually coanecied
wizh the photograph than the moving tmage. In his study of photography, all
Barthes had to say about cinematic images was, 'l don't have time™" Because of
their time-based nature, thelr emphasis on chanpe, and their narrative drive, cin-
ematic images were not like photography for Barthes; they lacked "pensivensss,”
which was prevented by the comtinuous velocky that kept the images moving
on and moving away from him. Herce he observed: "Do [ add 10 the images In
movies? ! don't think so; ! don't have time: in front of the screen, ! am not free
to shut my eyes; otherwise, opening them agaln, ! would not discover the same
image; | am constrained to 2 continuous varacity, a bast of ather qualities, bex
rot pensiveness.”

Concurring with Barthes, other writers can finé time in the cinema only
when the moving image is stopped. Instances in which photographs are inserted
into the diepesis are explored, for example, by Bellour in his essay “The Pensive
Spectator,” and Garrett Scewart, expanding on Sellour’s heief study, adds to it the
diegetic use of the freeze frame.” More recemly, Laura Mulvey has carried o
an exploration of the pensive spectator by means of the new abtlity to pause an
image with the IVD cortroller” In each of these cases pensiveness emerges only
when time szops passing. By corsrasz, in Dean'’s images pensiveness occurs even
as time continues to pass, and even as we look; we can glean this from reviews
of ber work. In relatton to Ferrsehourm, Friedrich Meschede finds a capacity for
abezraction: " Dean makes the horizontal sequence of the television's wower's win.
dow loak like a sirip of film. . . . The vertical divislons becween the windows are
like the dark lines separating one photographic frame from the next.” He also
discovers the exisience of dreaminess, "the chance tmages which the film creaxes
evoke 2 variesy of momencary reminiscences famiiar from art history™* Susan
Siewart Is moved to actenciveness by Barewd: "The dark clowds pass bedore the sun
breaks through again. A hawk flies past. A cow walks off into the distance. . . . At
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the close of the film, the sun s in place in ordirary tme and space and, as we
leave the screening room, we, 100, return 1o the workd of everyday existence
where we are abjects of the sun living under the sun"*

Time contirzes to pass in Dean's images, yet we are ako given time 0
“2éd to" them pensively Turning, finally, to Sala, we will see that his multilayered
use of chacurity produces not 50 much images staging thelr own becoming, oc
comundrum imapges, but rather " image-echoes"—images whose "indeterminate
deplctions,” to use Jacgues Ranciére's phrase, mean that they keep coming back
0 us and keep us coming back to them »

Anri Sala: Disappearance in Progress

In a comversation with Raphaela Platow, Sala responds to a question about the
movermnent of his camera by talking about Time after Time (2003). He explains the
way in which he chose to pall Socus:

The camera is manually se< owt of Jocus when the immediate danger dis.
solves. At that time, the horse slowly disappears. Az the threatening appeoach
of a car, | put the camera on automatic focus. As the car lights hit the hoese,
the (Zumiration allows the camera 1o focus on its bacdy The borse hecomes
visthle when danger s peesent. For me, it was like trying to record 3 mani-
fesation of the Joss of presence and fear What Is the appearance of what is
ot entirely there

Suxch manipualation of focus distinguishes Sala from Claerbout and Dean, who
rarely use lens-based techniques to interfere with wha we can see; rather,
Claerhow animates the image through digital manipulxion, and Dean allows
surdipht and s lack 0 procuce natural charges in the tmage. Sala's technique
reveals that oo the way 1o making us question what it s that we see, he wants us
10 undergo disorientation such tha “what Is not entirely there” might come into
view: Disorientation s produced not simply via visual effects, bet also through the
way in which his work Is exhiblted. Two particular solo exhibitions were notable
in this respect. The first, at the Musée d'art moderne ée la ville ée Pars, Couvent
de Coedeliers (March 25-May 16, 2004), was called Enre chiem « ko (Between dog
and wolf), a2 French phrase that refers to twilight as an in-between time in which
ore mipht transform at any moment from one element to #is danperows ocher.
The second was ramed stmply Al S2h and held at the Centre for Contemparary
Art/Upzdowskd Castle, Waraaw. [n both exhibitions the artist was actencive to

the experience of the viewer in relation o his work. Accordingly he carefully
desigred the timing of pieces, as well 2s the space that the viewer would traverse,
with particular effects in mind.

For the first exhibition a computer-coatrolled stace of "half-lght” was main-
taired in the gallery, with the peojected image darkening racher than lighting the
space.” The half-light mimicked the ca-screen indistinciness of Time efter Time and
Ghxstgares (2002), and accompanied the indefinitensss that characterizes Sala's
woarks such as Lakdex (200¢), Demml § cobort (2003), and Mived Schoviser (2003). We
might think of this slippage between night and day, nightfall and daylight, as
revealing the potentiality of the maving imape in Sala’s work.

Sala has described this exhibition as "2 landscape, an archipelapo a dusk (or
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mayhe a dawn?)." ¥ His words explain the combination of visual, emaotional, and
sensory attack that be aimed to achieve. Firs, the distinciive use of twilight seems

to slow everything down, encouraging viewers to in turn go sk

ver and o ques
tion what they see. The mood of the exhibition has been described as medicative,
s if In reference to the venue's foemer rode as a convent, yet cthe distincive and

delberate use of sound to punctuate viewings akso interrupes the echereal
s, S3la was

v.aLe

nd exhibiic

into which viewers might ocherwise settle. In the sec

even mare ambitious. He inserted slopes imo the spaces "to tripper other senses

like welght, gravity or vertipo™; " therefoce, walking toward Time ofter Time, viewers

were suddendy aware of thelr bodies” weight, as the ground sloped down before

them. Equally, as viewers walked from room o room, they also moved through
different states of perceptihily, from disorlentacing darkness to severe neoca
lighs, then to natural light

the wark xself, if darkness threatens many of the subjects that

furning i«
Clasrbout chooses, 1t ¢
changes wroughs on appearance by

wplecely engulis those of Sala, who Is interested In the

e Joss of |

ht in Time ofter Time, Uomoduomn,

Ghomgomes, Bliadfald (2002), and Thee Minutes (2004). Farther, the fact that the vis

ible will be hard to see is indicated in some of his titles. Ghostgames s

RESLS traces

that may or may not be present; while Bladfold recalls a mechanism for preventing

the subject from seel

o

The persiveress of Dean’s work s also found in Sala’s video art, but his
interest in twilipht staces means that it hecomes emtwined with 2 kind of sleepl
ress or dreaminess. Such a state, between dreaming and waking, is actually cthe

subject of Uomadsaro, in which we watch an old man (vomo) asleep on 2 pew ina

Milan cxhecral (duse zing his way throogh the one-and-a-half-minute loop,
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wed (as if in prayer). His

man’s bead moves from upeight (as 1f awake)

ondy movement i itself a sign of the mind being absent, even while the body =

C

that neecs 10 be lying down, since ks uprightness is @nturn 2

present: a bo

sign of falgue overcoming corporealicy. In 2 sense then, ke the sl ted trees

atitled (Single-Charndd View) and the reflections in Adest, the man is also a spectral

or ahsent presence: ahsent in mind while present in bocy, underpolng the peivace

hanped ahout him. Sehaving

Jeeping while unaware of the looks helng exc

as he should not, he makes social cooventions visible.
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<hing that is not actually pres

and Dean’s Polest for its attempe to help us see &

ng and Dean Jooks

ent. While Clasrbout tries to 8lm an image n a state of bec
for that which cannot easily be perceived, Sala has declared an incerest in “disap

pearance in progress. M in

fare specifically, in his notes accomparying Time afier Time

he wr ere must be a singular way ¢ gs or thinps In ¢

present so that they represent simuXaneously what they used to be and are not

anymore, and represers their disappearance in progress.” ” The effect of Sala's

simultaneous representation of what was and what s now In the same image

0s. Thus, If when lluminated

is to allow his videos to take on allegorical gualn
looks real—we see its emaciated ribs, s worn booves

=d by shad

hoese n Time after Tim

WS 1is real

iy =5

oose & envel

and tousled mane—when the same h

m the clash of old and

obscured and it takes on any number of new meanings, froc

relationship to animals and cthe

new transpoct to the careless discarding of

Joss of a simpler way ¢

is sim in Hindfold, Sala's first two screen

projection.** On each screen we see a billboard covered in Soll. One s on top of 2
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butlding and framed so that we see only the roof of the hutlding; the second 1s on
1o0p of a single-story budlding and framed so that we can see the street to one side
with ocher butldings, a walkway, a road, shops, and pecestrians. Despite the éif-
ferences in mise.en-scéne, the evolution of both projections iovolves, first, the
near ohscaring of that which surrounds the boards, through the angle of the glar-
ing sun on the shiny surfaces, and second, the restoration of context as the angle
of glare chanpes. Across thelr ten-minute Joops these hillhoards, placed in Tiana
and Vlora, dazzle, shimmer, and glare, making them somecimes hard to see. We
hear street sounds—as in Prlag—and at times we see at the edges of the frame
people walk past the lower billboard. In contrast w Pdeg, we are given some con-
text for these hillhoards, as we glimpse a Hle of the city tha surrounds them.
Yes, thus contextaalized, they seem at odds with their surroundings, blank spaces
of esernal return, compared with the decaying Hde that teems in cthe clty. Farther,
Hke Dean's aempt 10 capture time passing, the billboards also make visible what
we may not ocherwise notice—the sun secting; indeed they blind us with 1. Yet
as with Uamadeomo, poines of tension and contrast are created by the inclusion of
different tempocalities in the ame frame. The scale of billhoard time and peaple
time i very different, from the epic to the subjective. & therefore seems in keep-
ing with Sala's incerest in “disappearance in progress” cthat these screens are
filmed at the end of a day rather than at the beginning, so that we have missed
what passed befare * The optimism of a sunrise & replaced by the 100-lace-ness
of the sunset, and we must bide our time hefore night and the nex: day as time
runs out.

Analysis has shown that potemialiy Is constzuted in various ways: by making

us look for something where it might seem there is nothing; by looking for that
which cannot easily he percetved and for what is not entirely present; by foce-
grounding impercepiible naural time rather than human (or cinematic) time; by
using composition to ohscare what we might expect to see and to mix what we
think we see with what we can actually see and wha we could see if we looked
harder; by filming images in 2 state of becoming; and by creating visual conun-
drums and flming disappearance in peogress.

Paradoxically, while the images of Clasrbout, Dean, and Sala operace through
obscurky, n forcing us to Jook harder, they also draw us into and help us w see
the passage of the moving image from its moast distam: origins in early cinema to
its mast proximace incarnation in digial practice. Perhaps the greatest revelation
of this woek, though, i its capacity to make us ahandon distinctions between
whar i acial and wha s pocential. Through potentiality the visible and invisihle,
movement and stillness meet and merge, forcing us 1o redefine how we look,
what we see, and what we can say about moving images.

This concepralzation of potemtialiy can be used o advance debates about
how we might talk ahout moving images after the cinematic. Just as writers such
as Fred Riwchin, Gearge Baker, and Michael Fried have argued for an expansion
of the photographic field of influence to account for the changes wrought on the
arzology of analogue photographs by digital tools, so discusston has also been
rife ahout how moving tmages have been altered through what Timotky Murray
calls “clnema’s evolution via the electroaic ans.”* On the one hard, the contem.-
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porary sdentity crisis of the moving image can be seen as the legacy of the last
fifty years of doubt aboum #ts fuxure, as it gets reinterpreted in relation to photog-
raphy and painting and passes through analogue and digial videa On the other,
it springs from the acceleraion of visual cukure as 2 hlanket discipline tha
musfies the barders hetween film studies, art history, and meds and cukural
stadies. Over two decades of the cinematic turn in art practice has also assiszed
in this challenge to our understancding of what movemerx should look ke in
moving images. ™

As for the work discussed here, 10 the degree that It incorporates the past
lives of moving images it must also be seen to index other aesthetic practices as
well a5 resonate with a now well-established field of thearetical scholarship incer-
ested in the Jass of singularicy of the cinematic image. Aesthetically these imapes
are the legacy of modemnist cinema, in which reflextve practices and other exper.
iments made us conscious of the apparatus behind the lusion. Flicker effects
produced by the avant-garde filmmaker Faul Sharits are evoked by the shimmer
and dazzle of these images, as 1s an emphasis oa the materials of the projector,
cellaloid strip, and screen. The natural subjects and palrcerly composition refer-
ence landscape films of Chris Welshy or James Benning, while dark pacches in the
frame are reminiscent of the fickering video fuzz of Xuntzel. Finally, the trope
of the emergence of an object from the dark or 2 subject from shadows barrows
from the video effects of Bill Vick.

While such aesthetic influences are layered across these images, crucially,
thelr existence as images is reasserted through thelr emphasis on mise-en-scéne
rather than montage and their preference for filmic perceptual realism rather
than electronic or digital manipulation. Accordingly, while we may see the mov-
inp tmage’s past lives in these images, this vision does not destroy the impression
of reality that dominates. That &, we believe that the classroom in Ustitled (Sngle.
Charnd View), the bullding in Phg, and the horse in Time ofter Time are “really real”
rather than “really made up"~

Yet ax the same time something has changed in ocur percepeion and reception
of the image. All these examples offer what D. N, Bodowick calls “pheromeno-
logically significant . . . different . . . conditions for perception, imvolvemer, and
pleasure in the image."* The assumption that “noching happens” can be used in
2 provocative rather than pejoratve sense in relation to these images.** In maving
images Sound in shoet Blms made for the gallery, viston comes to us through an
act of atenciveness 1o the visual; it is this auentiveress that provides revelacion.
For in giving us images that Jorce us 1o Jook harder, Dean, Sala, and Clasrhbout
draw us into and help us to see cinema’s digital passage. Mare important, they
accomplish the conversion of the moving image from actuality 1o pocentialiny.
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