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In the winter of 1973, Tony Conrad had a strange
thought while lying in his attic looking up at the
ceiling. It seemed physically impossible to him that
one could wind a film with a really long running

time onto a single reel. To realize the idea—and to
construct the mechanical system necessary for it—
would require extensive research.. Then suddenly he
noticed that the surface of the ceiling was discolored
yellow when only a year ago it had been painted white,
and he realized that there was no difference between
cheap paint and film emulsion. With that realization,
the longest film in the world, Yellow Movie 2/16-
26/73 (1973) was born.

At the very beginning of cinema, the ‘Cinematic’
already referred to something elusive, or a hybrid of
infinite varieties. Chrissie lles took as an example
Duchamp’s Anémic Cinema (1926), which was
projected onto a non-conventional screen, and
pointed out that the screen was the most central
and decisive question, adding that the discourse

on social space was much more important than the
distinction and opposition between museum and
cinema. A spatial rather than ontological turn that
asks not ‘what is cinema’ but ‘where is cinema,’
perhaps a symptom of an anxiety or uncertainty that
cinema could no longer merely be a time-based art
form. Films without any material foundation—such
as Conrad’s Yellow Movie —suggest that film could
only exist with technical/cultural/spatial ideas

that contain temporality to a minimal degree. This
kind of attitude reveals the boundary between time-
based and non-time-based art. Boris Groys wrote
that the contemporary archives were constructed
like detective stories in order to produce ‘infinite
suspense.’ Films that conceptualized the cinematic by
exploring its outer limits share a strong affinity with
most contemporary video installations, where any
one-to-one correspondence between spectator and
art has become utterly impossible. Rather than saying
that this situation is a failure, one could call it an
experience that is infinitely suspended.

Hangjun Lee, Programmer of EXiS
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Some ideas that stay inside head can hardly be taken
out of it. Since the ideas came into the art space,
those are taken out of head after looping inside

head a number of times. Images in films and videos
which make endless loops in art space started outside
of the frame and have existed only once in real. Those
films and videos come into art space, live adopted
existences for a while and then leave. As Hito Steyerl
wrote in her article Is a Museum a Factory? (2009):
“There is always something missing — people miss
parts of the screening, the sound doesn’t work, the
screen itself or any vantage point from which it could
be seen are missing.” Films and videos in art space
where displays the deficiency and preserves the
absence make endless loops not completely intact
and stop at some point like as our lives.

It was late 2013 when this space (AVP) turned into
art space. Yes, it’s been not that long enough to talk
about the past. The issue, what this space will be in
the future, depends on the condition that who will
visit and how visits will be operated. In other words,
people like artists and visitors are not that important
in art space. Objects and things that come with

them define the way of existence of art space. Those
can be, for example, blueprints or drawings which are
not materialized yet, art works which are about to

be stored in containers located somewhere outside
Seoul, extension cords that are followed to play video
files. Here in the art space, we try to make those
objects endless loops with our hands and feet. What
should we call this persistent effort in new terms.

Audio Visual Pavilion (Inyong An, Seewon Hyun)
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[ ] Circulation

Donghyun Park

USA / 1998 / Color / Optical /
16mm mobius strip installation
Cast: Apichatpong
Weerasethakul

This film is a M6bius strip that
consists of 365 frames. The actor is
actually moving in one direction but
appears to swing like a pendulum on
the screen. Sporadic booms of the
soundtrack reveal the relationship
between the human pendulum
movement, the rhythm of the
soundtrack and its perforations,
and the object split into individual
frames.

) Reenactment of Anthony
MccCall’s Long Film for

Ambient Light (1975)

Originally this installation began at
noon on June 18,1975, and finished
twenty-four hours later. Three distinct
elements combined to form this

film installation: 1. The windows
were covered with white paper; 2.
There was a time schema on the
wall that identified the time period
of the presentation but suggested
its continuity outside the twenty-four
hours; and 3. There was a two-pages
statement on the opposite wall,
‘Notes in Duration’.

) Note on Short Film Series
1975-2014

Guy Sherwin
UK/ 1975-2014 / B&W /
Silent / Installation

Short Film Series is a loose set

of films that | began in the mid-
seventies and have returned to at
intervals in subsequent decades.
The films are held together by a

set of common parameters: All

films are black & white, silent, and
approximately three minutes long.
The duration was determined initially
by the length of the film roll on which
they are made — all films were shot
using 16mm film in 100ft lengths.
Many of the films were made in one

shot, for example, exposing the film
in a single three-minute take. Others
use the three-minute length as a
given constraint.

The Series is ongoing and open-
ended. There is no fixed number of
films, no fixed order in which they
are shown, and no fixed way in which
they are shown (hence no certain
reading of the work is possible).
Initially the films were made for
single-screen cinema projection in
groups of between four and twelve
and preferably with the projector in
the room to give a thread of sound.
Each film was separated from the
next by about ten seconds of black
reader, thus discouraging a linear
reading of the films.

Since 2000, individual films
from the Series have been shown in
other ways such as 16mm looped
projection (or sometimes digital
loop) exhibited in a gallery. Cycle
and Three Reflection have been
shown in purpose-built installations,
for example Cycle projected onto
the floor. Tree Reflection 2 uses two
mechanically-interlocked projectors
laced with a single loop of film
that passes forwards through one
projector and backwards through
the other, reflecting the way the film
was printed. Night Train and Chimney
later acquired soundtracks (Chimney
was re-titled Canon 2000) and these
versions have been included in my
series Train Films, the subjects of a
future DVD publication. Finally, a few
of the films made around 1997/8
have a second life as part of Animal
Studies 1998 -2003. Titles: Gnats,
Cat, Coots, Tree Reflection, Tree &
Cloud.

Publishing the films on DVD
has also created new ways of viewing
the work. The random-play feature
allows films to follow one another at
random, unsurprisingly, but perhaps
on more than one screen. Thirty-
four films is too many to view in one
sitting, and the ways that people
access the DVD is uncontrollable.
This Publication anticipates that new
and different kinds of screenings
(and interpretations?) will be
possible through this digital form.

A technical note. The majority
of the films included on the DVD have
been transferred directly to digital
from the original 16mm camera

negatives. This gives rise to greater
detail than was possible when | first
printed the films, using equipment
at the London Film-Maker’s Co-
operative. However for this DVD |
have graded the films to approximate
the quality of those original prints,
for example, with strong contrast
and deep blacks. Apart from that
necessary grading of light, the films
on the DVD remain in their original
form.

It is acknowledged that the
physical processes of film-making
are becoming increasingly unfamiliar
to viewers since the advent of
digital video. However, unlike digital
processes, they are far more open
to our understanding. For example
the relation of light to aperture to
shutter speed (the stuff of darkroom
photography) is basic physics and
quite easily understood. In these
films it is my intention that such
processes are evident in the work,
accessible to the viewer and as
significant as any overt subject of the
film.

The Short Film Series reflects
my ongoing interest in perception
and in the power of observation
to reveal truths about the world;
specifically, how film records and
relays appearances of the world, and
how we make sense of such images.
The process by which each film in
the Series is made is important to
the work and understood through
looking. The Series values image
word as the primary source of
reflection and enquiry. Ignore these
words!



Note on Short Film Series 1975—-2014, Guy Sherwin




1975- 2014, Guy Sherwin
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) Dot Matrix

Richard Tuohy
Australia / 2013 / B&W /
16min / 16mm dual projection

Two projectors, projecting images
that are slightly offset from one
another. Each film contains a

flicker printing of various-sized

dots. The dots were produced by
‘rayogramming’ dot screens (used in
manga cartoons) directly onto raw
film stock in the dark room. These
are the same original rayogrammed
dots | used in my film Screen Tone.
As with that work, the sound you
hear is the sound produced by the
dots themselves (which extend right
across into the sound track area)

as they pass the optical sound head
of the projector. The ‘drama’ in this
work is generated by the interference
patterns created by the otherwise
regular arrays of dots.

8 PM

[ ) Film Walk

Hangjun Lee & Chulki Hong
Korea / 2011-/16mm
multiple projector performance

A slit, referred to as a perforation or
a sprocket hole, engages with the
gears that move film in a camera,
printing equipment, and projector.

If one has a film perforator, it would
be easy to punch equally sized holes
into a strip of film—but one clue

to defining it as material. The holes
allow one to measure an accurate
number of frames and also time in a
film. Gears and the gate in a camera
and projector repeat the same
movement in every frame. The holes
match exactly to the movement. The
Film Walk performance replaces

the hole with an optical sound head
instead of the continuous image
movement. The hole does not create
an image produced through the
movement of the gate, but makes ‘a
hole a sound’ with the artist’s hand
and the speed of his steps. And, the
numbers of sound coincide with the
length of time. The accumulation

of sound from the perforation is
substituted for the accumulation of
frames. This performance is very
simple, somewhat educational, and
can be done by anyone.

FRIR1
AUGUST
7 PM

[} Free Improvisation
& Active Listening

This concert is the result of a series
of workshops and lectures focused
on subjects such as ‘the relation
between improvisation and listening,
‘the collaborative possibility between
un/deskilled workers/artists/
musicians, ‘boundaries between
freedom and limits of action’

and ‘text scores written for non-
musicians.
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[ By Other Means or not at All:
Experimental Moving Image
Practices in Switzerland
1960-1970

Adeena Mey®

Since the 1950’s in Switzerland,
under the pen of filmmakers and
critics, it is possible to identify
several different categories of
alternative filmic practices:
“experimental cinema,” “marginal
cinema,” “independent cinema,” or
“different cinema”. “Experimental
cinema,’ for instance, is an
institutional term used by the film
section of the Swiss government
when granting funds to film projects
whose quality is deemed worthy of
financial support. With regards to
this situation, canonical modes of
writing about the history of cultural
practices prove insufficient. Hence,
an alternative approach is necessary
for the case of Switzerland, one
that cannot be compared with

the emergence in New York of the
Structural Film, the Materialist-
Structuralist film in London or

the German formal scene (“das
Andere Kino”). Swiss independent
production stands at the margins of
the film industry, without constituting
an alternative to a non-existent

film industry, and is only punctually
present in the art world.

This presentation will thus
introduce to a Korean audience a
range of practices which begs us
to contest traditional categories of
artists’ film, experimental film as
well as concrete or sound poetry,
suggesting a form of participation
without belonging within notions
that cut across art, film and
critical theoretical concepts. This
introduction will be based on
and discuss rarely shown works
including:

René Bauermeister, Visual
Connection (1972)

Werner von Mutzenbecher,
Kunsthalle 2/69 (1969)

Hans Helmut Klaus Schoenherr,
Das Portrait der Cordua (1969)
Henri Chopin, Luc Peire, Tjerk
Wicky, Péche de nuit (1957)
Rolf Winnewisser,

Bildenstehung (1981 -1985)

6

Adeena Mey is a critic, curator
and currently PhD candidate

at the University of Lausanne,
Switzerland. In 2013-2015

he was a visiting researcher at
Central Saint-Martins, London.
His research addresses the
intersections of experimental
and artists’ films, exhibition
history and critical theory.

In 2013 -2015 with curator
Sandra Sykorova, he ran the
independent project space
PastVynerStreet, nestled in a
railway arch in East London.
With Francois Bovier he is the
editor of René Berger. L'art
vidéo, JRP-Ringier, 2014; Cinéma
Exposé/Exhibited Cinema,
ECAL/Les presses du réel, 2015;
Exhibiting the Moving Image:
History Revisited; Cinema

in the Expanded Field, both
forthcoming this year from JRP-
Ringier. He is currently a critic
in residence at Cheongju Art
Studio.
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Richard Tuohy is one of the most
active experimental film artists
currently working on celluloid
in Australia. He runs Nanolab

in Australia — the specialist
small gauge film processing
laboratory. He actively
encourages other artists to
work with cine film through his
Artist Film Workshop initiative
(see artistfilmworkshop.org).
He is also a founding director
of the Australian International
Experimental Film Festival. In
the late 1980s and early 1990s
Richard was an active member
of the Melbourne Super 8 Film
Group. During this time, he was
interested in narrative film
making and made three long
works on super 8 and 16mm.

In 2006 he and his partner
started ‘nanolab’ as an artist
run film laboratory offering
super 8 processing. Richard also
helps to convene the Artist Film
Workshop — a screening and
educational forum in Melbourne
for encouraging the use of

film in art practice. He has run
numerous AFW workshops both
at nanolab and in Melbourne.
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) Hand and Machine: An
Australian Perspective on
Personal Cinema and the
Artist Run Film Lab Movement

Richard Tuohy’

Who is still using film to make films
in 2015? Why would you do that?

Is it merely a fetish? Or is it about
nostalgia? Or is it used because of
a belief that some special dignity,
one might say ‘kudos’, is gained
from presenting moving image
work on film? These are questions
one hears not infrequently. Film is
supposed to be redundant. And yet
at the same time as the main stream
moving image industry has virtually
abandoned film, there has been a
steady blossoming of ever more
artist run film labs.

These ‘little labs’ are centers
for a different kind of film practice
— a practice very much centered
on the do it yourself and the hand
made. Inevitably, however, the ‘hand’
only extends so far. More than any
other art, film is industrial and these
little labs and their practitioners
are inextricably linked to an
industrial technology. What are the
expectations and limits of these new
pioneers in hand made film? | aim
here to gesture towards answers to
at least some of these questions
about film in the 21st century
through an examination of themes
in my own current hand-made film
practice.
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Jun-Ho Oh completed an

MFA at The School of the Art
Institute of Chicago and a

Ph. D in Culture Technology

at KAIST. He is studying the
relationship between modalities
of media technology and art
forms based on theories of
media and the philosophy of
science and technology. He has
presented his films at EXiS,
25FPS, experimenta in India,
the Australian International
Experimental Film Festival,

and other venues. He was a
programmer for the 2010 EXiS
Festival and is currently working
in the Graduate School of Media
at Sogang University.
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[} Hybrid of Poetic Spirit and
“Cultural Film”: Theory and
Practice of “Cinepoem”
(1964 -1967) in South Korea”

Jun-Ho Oh?®

“Cinepoem” was the first Korean
avant-garde film coterie, led by

one of Korea’s most well-known
directors, Yu Hyun-mok. Eleven
newspaper articles including
interviews with Mr. Yu were the
earliest official documents testifying
that “Cinepoem” had made the first
Korean ‘avant-garde films’ including
Line (1964) and Hand (1966,/1967).
However, what the “Cinepoem”
collective really meant by the term
‘avant-garde film’ was unclear.

In this presentation, | argue
that ‘avant-garde film’ as understood
by the “Cinepoem” collective was
not ‘experimental film’ such as that
made in the contemporary North
America, but a hybrid between
Korean modernist poetry of the
1950s and 60s and the “cultural
film.” Also | argue that this hybrid
between the post-Korean War
discourse of modernist poetry
and the “cultural film,” which has
been ambiguously defined only by
its distinction from feature films,
has laid the foundation for Korean
experimental film. Recent Korean
literature on the “cultural film” has
resulted in significant achievements,
with their focus mainly on
the “cultural film” as political
propaganda and an ideological
instrument for nation-building.
However, in this presentation, | will
show that the “cultural film” has
provided an alternative site outside
the field of commercial film where
Korean filmmakers could shape and
develop their own aesthetics and
practices focused on cinema itself.







