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In Steve Reinke's Anal Masturbation and Object
Loss (Videa) (2002), we encounter the artist preparing
a book for the library in the art school he plans
start. A shot of his hands busy with a glue stick pairs
with a rumination on contemporary art in Reinke’s
unmistakable, disarming tone. He explains thar video
projections in galleries “function mainly as placeholders,
you know — they_say something like, “Waich this
space for a while pfitil someching of interest, um, can
conceivably appe \5 They want to hold our attention
without taking up any space — any physical, archirectural
space, you know — or any cognitive space either.” The
chapter of the book he’s gluing together (“so you wont
have to wotty about reading it”} will give its title ro 2
series of artworks: the book-object on a plinth, Ana/
Masturbation and Object Loss (Sculpture); this video; and
an installation, “maybe like a mirror installadon in a
cornex,” with a projection of a slow pan of flowers in late
bloom, almost abstract : Anal Masturbation and Object
Loss (Placeholder).

I will be arguing that experimental media art
was doing just fine. Theres siill lots of wonderful
experimental film and video around that is linear, or to
use a video term, single-channel .. Lots of great work
that deserves our ateention and hence, our love ~ to
paraphrase André Bazin. There’s nothing wrong with
it. However, many media artists are now making their
work with the gallery in mind. ‘The institutional venues
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EXPERIMENTAL MEDIA
FROM THEATER TO GALLERY

LAURA U. MARKS

for single-channel experimental media are shifting from
the festival/distributor circuit to gallery/museum circuit,
primarily for economic reasons. Thus many artists seem
to feel forced to make work for “installadon,” whether
that inclination is aesthetically necessary or not. T argue
that the current artworld climate has made aesthetic
concerns secondary to financial ones. Further, 1 disagree
with notions thar installation is more “material” or
critical than theattical screening; however, aestheric
issues of interest do arise with regard to artention,
distraction, and what I'll call cognitive consumerism.
Before going on, let me give a definition, of
experimental media. It includes films and videos
that experiment formally with the medium, from
film formats to Jow-end video formats to HD to
mobile and online platforms. It includes experiments,
drawn from critique of cinema and TV, with sound,
montage, structure, reflexivity, etc. It experiments with
the relationship between fiction and documentary:
presence, index, performance. Indeed some of the
tichest experimentation now seems to work with
performativity: cinema as an event, from framing
to reception. Fxperimentation also regards content:
experimental narrative, essay films, experimental
documentary, cerrain political work. A negative
definition: ifs whatever doesnt fit into standards for
commercially viable fiction and documentary; it's any
“short” that isnt a calling-cazd film. ‘
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I'll focus solely on single-channel work, not
multiple-screen or interactive work.

THE FINANCIAL SITUATION

Experimental media artists are producing
more work at the same time that paying venues are
diminishing, Facing the decision of where their work is
best placed, in the movie theater or in the gallery, they
ask: Where will my work be best received? Whar will
be the quantity and guality of audience? Will I be paid,
and if so, how much?

If they take the theater route, their work will
likely appear as a single projection in a darkened room,
in festivals and one-off screenings. Most experimental
films do not fit the commercial standards of the film
festival circuit, but there are excellent festivals and
series thar are dedicared to experimental work, such as
Ann Arbor; Images in Tosonto; Views from the Avant-
Garde at the New York Film Festival; Rotterdam; Kino
Arsenale in Berlin; Oberhausen, Many experimental
festivals have closed down in recent yeass.! Suill, most
cities have a couple of modest venues for showing
artists’ cinema, with small but ardent audiences.

Beyond exhibition, experimenal media artists
struggle to ger distribution: via the gallery circuic
(extremely selective), through traditional distriburors
(somewhat selective), or through online sources,
filtered or unfileered. How well does single-channel

distribution pay? Some non-profit distributors pay a
decent fee. For example, New York-based Electronic
Arts Intermix is a selective distriburor. Its fee schedule
shows the same fee for a five-minute or 40-minute
work. There is a differentiation between educational,
screening and exhibition rental, and educational and
archival purchase. Viape in Toronto is less sefective than
EAL Vrapes rental fees are cheaper than EAT's, and the
distributor leaves gallery screening fee and sale cost up
for negotiation. At LUX in London, artists can stipulate
purchase fees. The Tribeca Film Insttute sells DVDs
and streaming video of a small but impressive list of
experimental works for home use, with an institurional
option in some cases. Fees vary wildly: Ken Jacobs' 4
Tom, Tom Chaser (2002) is $5.00 for home use, $300
for institutions.

‘The more inclusive a distributor is, the less chance
any individual work has of being rented or purchased.
Distributors increase the visibility of certain works

1 lim Finn, “Damn Dirty Apes: Dead Festivals in
the USA,"Cinema Scope 36 (Fall 2008). p. 69-71.

ABOVE Christian Marclay, The Clock (2010},
instaliation view, Paula Cooper Gailery, New York.
Photo by Latura Marks.
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by including them in compilations; however, as Julia
Knight recounts in a derailed study on funding of
artists’ media distribution in the UK, more visibility
means reduced royalties for artists.?

‘Then of cousse there are the free platforms, some
filtered, like UbuWeb, which offers work online for
“noncommercial and educational use only,” Video
Art World and Perpetual Art Machine; and some
unfiltered, like Yourube and Vimeo. Lots of artists
upload their work for free in hopes of exposure. The
quality is usually fairly poor These sites raise the
question. for educators: Should we pay the distributor
$75 for a rental when we can show the work online
for free? Abina Manning, director of Video Data Bank
in Chicago, writes,"With the birth of Youtube and
UbuWeb, a lot of teachers are showing work from the
interriet for free rather than renting from us.” To me
it’s clear that non-profit distributors are the circulation
system of the experiméntal media world and their
survival is worth the instituional fees.

If artists choose to go the gallery route, they can
hope to have their single-channel works projected on
a wall or shown on a monitor, with sound on speakers
or headphones, in a space that may or may not be
darkened, and through which visitors usually wander
at will. Though arrises may have less control over how
viewers interact with their work, it can be lucrative to
show single-channel work in a gallery. To gain insight
into single-channel artists’ decision-making process, it’s
helpful to look at the reasonable fee schedules published
by CARFAC (Canadian Artsts Represencation/
Le Front d’Artistes Canadiens), which Canadian
government-funded arts organizations are required to
follow. According to Wanda Vanderstoop, distribution
manager at Vtape, Art Metropole was the first video
distributor in Canada to set up a fee structure for video
art, . Using Arc Metropole’s fee schedule as the basis for
assigning values, Canadian distributors, in their role as
members of The Independent Film and Video Alliance
{now Independent Media Arts Alliance), consulted
with CARFAC to expand their minimum fee schedule
to include video. CARFAC continues to evolve its guide
for fees with defined terms published to its website.

Examining CARFAC’s fee schedules for screenings
and installations, we learn thar if you exhibit your
14-minute flm or video as a single-channel work for
3 months, you get $405. If you stick in some furniture
and call it an installation, you will receive a minimum
of $279 (as part of a group show in a smaller gallery), a
mid-range fee of about $2000 (the price point for either
asolo show in a larger gallery or a four-person show ina
smaller international venue), and a top rate of $12,050

if you're selected to represent Canada at a biennale.
So dlearly, according to CARFAC's scrupulously fair
guidelines, it’s advanrageous for media artists to present
their work as instailations in small exhibitions, rather
than as single-channel projections. But of course, the
Canadian standard is practically a socialist ideal - many
galleries do not pay atall.

Some friends whose work has been commissioned
by museums report that they are well paid for the costs
of the work: research, subsistence, travel, shooting,
editing, etc. These museum commissions compare to
the completion funds that festivals like Rotterdam pay
to filmmakers. The National Gallery in Washington,
D.C. paid Grahame Weinbren $30,000 and $52,000
to make filins about works in their collection. Grahame
says this covered costs but not income, and that the
gallery owns the finished works. Anjalika Sagar of the
Otolith Group tells me thar MACBA in Barcelona will
pay them a commission of 50,000 Luros for their next
project; again, a generous fee to cover the production
of a work, not a purchase price for an already produced
work. '

If we shift to commercial galleries, we see that a
tiny handful of artists working in film and video make
handsome cash indeed. Galleries are cagey with this
information: I have little notion how much Eija-Liisa
Ahtile’s and William Kentridge’s wozks sell at Marian
Goodman Gallery. However, an edition of Christian
Marclay’s video installation 7he Clock sold in 2011
for $500,000.2 And we can project a price for film
installations by Rodney Graham from the highest sale
price of one of his photographs: $194,000 in 2010 at
Sotheby’s.4

There’s the pie in the sky thar few media artists
aetain. In 2003, curator Chrissie Ues suggested to the
U.S. journal The Independent that filmmakers sell cheir
work as limited editions for $5000. “Why would you
show an experimental film of youss for the $20 renral
fee and then complain that Matthew Batbey’s got a $2

2 Julia Knight, “The ‘Alternative’ fnd of
Marketing: Building Audiences for Artists’/
Community Film and Video in Britain since 1980,”
Hisforical Journal of Film, Radio, and Television
29:4 (December 2009), p. 449-4635.

3 Kate Taylor, “Siill Time to Buy ‘The Clock’ for the
Right Price,” The New York Times, April 20, 2011.

4 htip: / /www.youvalyau.com/Paintings-and-
drawings-x-GRAHAM-Rodney-1949-.aspx.
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cheir race-critical works can be found in the Black
filin workshops of Chanpel Four. When the workshop :
funding dissofved in the early 1990s, some artisis went
the route of theatrical cinema (e.g. Gurinder Chadba),
others television (e.g. John Alcomfrah), others the gallery
: (e.g. Isaac Julien). Eshun was evidently comparing their
SOME PERSONAL REELECTIONS ON THE SHIFT fates when he asked ironically, “What's the alternative -
Trang T. Kim-Tran, a U.S. video artist, created television??”
her newest work in Second Life and shows it in galleries I¢s easy to observe that the pallery scene copstiucts '
as 2 3-channel installation. “My experiences in the past 4 hicrarchy between “visual art” and experimental film/
five years have been that opportunities for experimental video. Just take alook at the timeline of modern artists
works in the festival circuits have really dwindled to that decorates a wall at Tare Modern, which under the
nil. Even the festivals that T started my exhibiton “Film and Video” tendency includes only a couple of
careers with are no longet programming experimental single-channel artists from the carly days. The people
work. ‘The last time 1 screened a work through one” [ interviewed attest to this hierarchy too. Reinke says,
of these organizations, I was put in a program of all  “The gailery/museum world has a velvet rope that
short narratives. ‘Then Ive tried to break into larger  excludes much video work in wider distribution.” Of his
festivals, like Sundance, that ate trying to include collaborasive work with a visual artist: “James Richards’
experimental wotks, but I don’t think my works are  Disambiguation is welcome in art fairs and commercial
cheir kind of experiments. ... S0, up until aow its been  galleries, Steve Reinke’s Disambiguation plays at festivals
my preference to screen at festivals since they kmow [and] artist-tun centers; and gets bought at colleges.”
the technical requirements to propesly show media  Experimental fimmaker Peggy Ahwesh recounied
works.... But over the years theit programaming focys taking partin a number of screenings and exhibitions in
have changed and the muscums/galleries have learned which “visual” artists, including those who work in film
and invested in media technology to whete they can  and video, were given more Prominence than film- and
accommodate such wogks.” videomakers: a sort of two-tier system that sometimes
Canadian video artist Steve Reinke: “I much prefer ~ extends even to who gets invited to the opening.
to show in a theatre, especially if it is just me — those The paid circulation of singlechannel media art
mixed shorts programs ace rarely well-programmed.... relies on distributors. 1 asked a couple of distibutors
The great possibiifty of the gallery/museum is that they  how they were responding to the shifé from theatrical
can have hours of worl at stations that can be perused  to galllery screening, and their comments indicated chat
and hopefully experienced at will.... but I dor’t bike  galleries are profiting, licitly and not, from distributors’
it when people claim to have seen [a 45-minute work  work in acquisition and preservation. Vanderstoop of .
when they've] only seen six or cight minutes.” Vtape wrote: “Weare finding that increasingly artists are
Akram Zaatari, a Lebanese artist who works  interesced in having Viape reptesentthcirsingle—'channcl
in both experimental documentary and archival and installation works to museums and galleries. We .

mental film bhas become a have been consulting with our international colleagues |

photography, wrote, “Experi
ghetto. .- [The] film world has grown €00 big, and 5o in distribution and also wichin the gallery system, t0
many filmakers don’t find a place in it; they seck other  evaluate how market value is arsived at, how limited

territories. Let’s call it voluntary displacement. Where editions are perceived.... It is not just the percentage
dlse other than a museum would you find a possibility returned, it is also our work with the rights and terms
o value a 5-minute wortk, in time and space.... there attached to the acquisition, the follow-up, our work i

is a feeling thar the muscum bas becorne the place for preservariof and restoration and eur technical experts

dedicated film thinkers who have no place anymoxe in with archaic and new formats.”
the film world. Harun Farocki decided to make film On a gloomier note, Manning of Video Dara
installations the day he was told that his screening in a Bank said that museums and galleries “are looking o
Beslin theater (where he lives) attracted one spectatos  tework their contracts so that they can digitize work
only. For him that was a sign that he has to move on they bought from us years/decades ago, someriies
elsewhere.” (This was a shoclker!) ' without informing us. They want to us¢ works fof

The UK-based Otolich Group, Kodwo Eshun intesnal exhibitions, touring eghibitions, on their
and Anjalika Sagar, prefer the gallery for their dense  website, etcetc. From our point of view, some of thigis .
experimental documenaries. The antecedents for in violation of the otiginal contract, and we work with’

million dollar budge? Whose fault is that?” 1 can only
irnagine Tles was joking by putting the blame on artists,
for of course the volume of good singie-channél work
hugely outweighs the space available for it in galleries —
and also the budgets of collectors.
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them to figure out terms and payments for future use
of worls.” Even worse, “Festivals are starting their own
distribution programs, often using their “archives” as
soutce material. Their archives are actually just preview
copies of works they have accumulated over the vears
from distributors.”

AESTHETICS OF bu RATION

Most people agree that viewing single-channel

work in a -theatrical setting, or “cimema” is an
imtuersive experience, partly as a result of the viewer's
slight disembodiment. The fixed duration of a theatrical
screening also offers a particular aestheric experience.
"The Moscow writer Andrei Sinyavsky wrote letters to
his wife while he was imprisoned in Siberia from 1965
to 1972, Quoted in Finnish documentarist Kanerva
Cederstrdm's  Trans-Siberia: Notes from  the camps
(1999), Sinyavsky wrote that being in prison — with
2 definite ending datc - s like being on a train. You
have nothing to do but wait for the end, so you have a
remarkable freedom, and time takes on many different
characters: it seetns 1o stand still, it speeds along. He
writes, “Time seems to be either nearer or farther off
than you had expected... It slows down at times, then
picks up again, past itself. It is both too big and too
small for whar it used to be.” Watching a film is like
this, too: there’s an implicit contract that you'll spend
a certain period of time, and so within that period
you ate free; time expands and conrracts around you
according o how you attend to the film.

Film critic Manohla Dargis recently wrote
something similar about so-called ‘slow, boring’ films.
“Faced with duration not distraction, your mind may
wander, but there’s no need for panic: it will come back,
In wandering there can be revelation as you meditate,
trance out, bliss out, luxuriate in your thoughts,
think.> A film wich a set duration affords the viewer
a lot of liberty. You know you'll be there until the end,
so you can relax and pay artention — and of course
attention is a quicksilver state, constanty shifring
between absotption and distraction. We have time not
only to think, but enjoy the affective and perceprual
experiences that are necessarily prior to thought.

I don’t want to create a binary between absorbed
film. viewing and distracred gallery viewing, but I do
want to suggest a sliding scale. Watching a film in the
best of circumstances is already an experience of loss
— delicious or tragic ~ depending on your inclination.
Mike Hoolboom describes it this way: '

Watching a movie is like having my glass

filied in the first minute of a meal, and ...

simply going right on pouring thar long jug

into the already-filled glass. After an hour
and a half the jug is finally empty while
the glass is srifl full. Tn the end, when it’s
all over, there is water in the glass all right,
ne question about it, bur is it 4 reascnable
reflection of what used to be in the jug?
If the jug of water is the movie, and my
attention is the glass, how much am I really
able to retain or recount?®

Both Dargis and Hoolbaom are describing the
Bergsonian experience of the movies so valued by Gilles
Deleuze, with greater emphasis on the spectator. 'The
viewers perception actualizes only certain elements
of the film, which remains dense with virtuality. The
richness of the single-channel experience lies in the
surplus of image, sound, meaning, and experience.
It lies in the fact that cinema remains mostly virtual;
at any given viewing we only unfold certain things
from a movie. And of cowrse when we spectate we
actualize all kinds of things other than what the flm
provides: memories thar bear on the film, wandering
thoughts, and yes, the sensory and social setting of the
theater. But what we're probably ot doing is trying to
decide, minute by minute, how much longer we will
stay there. We're not busy deciding whether we have
a good enough idea of the movie that we can leave, As
prisoners of the film’s duration, we are free from such
calculations that grip the visitor to an installation.

- However, for vatious reasons, champions of the
gallery scene consider theatrical “imprisonment” a bad
thing! '

TEMPORALITY VS. SPATIALITY

It turns out ey dollars-and-cents investigation
into the economics of theatrical vs. gallery exhibition
demands a philosophical excursion. For it appears that
the champions of theatrical exhibition are privileging
time over space, while the champions of gallery
installation privilege space over time — with enormous
epistemological and political consequences.

5 Manchla Dargis and A.O. Scoft, “In Defense
of the Slow and the Boring,” New York Times,
June 3, 2011,

6 Personal communication, also see Mike
Hoolbuom, “Notes on Attention, Prejection,
Foreplay and the Second Encounter” (2010),
http:/ /www.mikehoolboom.com/r2 /section_
item.php2artist=31 5,
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On the side of temporality stand Henri
Bergson, Gilbert Simondon, Gilles Deleuze, and their
contemporary followers. 1 also include mysell, though
I have nothing against space. As Pve already suggested,
immersion in the single channel allows the virtual
to traverse us in all directions: from the movie, from
our memories, from our bodies, from our physical
surroundings, in experiences thac can be unbearably
intense as certain virrualities become actual while
others teem inchoately in our knecs, in our stomachs,
behind our eyeballs, behind the eyeballs of the film.

On the side of spatiality mass the numerous
critics of cinematic spectacke. They argue that time
is experienced in isolation, while space is social.
Temporality and spatiality correspond to atention
and disttaction, the individual and the social. First we
come across the materialist-critical tendency of theory
on media instaltations, of which Rosalind Krauss and
other heavyweights at Ociober have been a central
voice and which Tanya Leighton, among others, takes
up” This tendency applies Marxist and psychoanalytic
theorics of suture from ‘80s film theory to installation,
arguing that gallery installations that seck to create an
immersive experience, such as Bill Viola’s recent ‘works,
are bad because they pacify viewers and submit them to
spectacle and artifice.® Yet these critiques do not account
for what has happened in film theory since the 1980s,
particularly new understandings that spectators are not
just dupes who need to be empowered but people who
respond not only individually but subculturally, engage
sensuously, and perform the film into being. Once
these theoretical developments are acknowledged., it is
hard to take the theory of the pacified viewer seriously.

Often media installations sehearse an October-
style sueure critique, emphasizing the materiality of
the apparatus (all those rarding 16mm projectors!)
and applying some sort of institutional critique of
the commercial art world, as well as of Hollywood
cinema. Yet they tend to repress the institutions that
are closest to them: the economically marginal spheres
of experimental media arc. This is because many visual
artists who move into time-based media draw on
the histories of painting, sculpture, and Hollywood
cinema; they are not all that familiac with experimental
film and video. So they end up rehearsing the aesthetic
investigations experimental film and single-channel
video have already carried ouc. As Liz Koz puts i,
“While a degree of historical amnesia can free arvists
from blatant academicism, it also deprives them of the
conceptual underpinnings of the strategies they use.”
Furtherruore, she points out, “Oymissions such as this
are complicic with patterns of historical erasure. It
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would be hard to imagine the Los Angeles Museum
of Conteraporary Art, which granted a ‘retrospective’
to the then-34-year-old Douglas Gordon, mounting
career retrospectives of generative artists like James
Benning, Simone Forti ot Yvonne Rainer.””

A muore interesting spatial critique directly takes
issue with Berggon. Perer Osbornic argues that cinematic
immersion is despatialized and thus non-social. He
grounds this claim in 2 remarkably dualist Bergson
who absolutizes time and represses space. “Having
pushed the dualism of mind and body (time and space}
to an extreme, [Bergson] daimed to have transcended
it with a new philosophy of life based on 2 single
dynamic impulse, the élan vital”"® Osborne is not so
sure about the élan vital, one of Bergson's concepts that
would obviate dualism, He finds instead that Bergsons
purported elevation of temporality over spatiaiity
parallels the classical cinema-going experiénce, which
hypostarizes visual perception and represses the spatial
conditions of viewing,.

This critique, like the critique of suture, comes
dose to conflating immersion with passivity. Yet
Bergson’s matter-memory circuit is an active, creative
process. L argue that immersion permits wider circles of
perception—memory, greater opportunity 1o actualize the
vireaal, And of course, this actualization is embodied;
I continue to hold that we can use phenomenology to
understand how the Deleuze-Bergsonian process of
actualization takes place in an embodied mind, though
some have argued these apptoaches are incompatible.*

Osborne wants to bring space back as the maserial
and embodied, as the social realm of distraction. This
argument seems to align with Krauss ct al’s adaptation
of suture theory that condemns cinema as reified
and upholds the critical materdality of installation by +*
contrast, Both these critiques take space very literally.

They assume a rather idiotic speciator who isn't able to
remember that other people and a society exist unless |
she is forcibly reminded that che image is constructed. ;

in space — by tripping over a bench in the dark, fot:

example. Instead, I would argue that the body, memot¥,
and perception are already social, and thus an “isolated™:

viewer is already immersed in a rich social engagemerit
Yet an interesting criterion arises: rhythni
Osborne adapts the critique of Bergson put forward;
by Gaston Bachelard in The Dialectic of Duration;
whereby psychic continuity is constitited rhythmicall)@
in the temporal structure of the relations between acts; -
A thythmic temporality of attention. and distraction -
thus characterizes the work of att: each artworlk has is
own such thythm. The quality of their rhythm is i
appealing way to assess rime-based artworks (Leightod :
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takes it up as well), and we can relate it to Deleuze’s
argument that rhythm is the way an artwork appeals
directly to the nervous systermn ' But it seems to me
that a rhythm of attention and distraction already
characterizes reception of the single-channe} work.

This philosophical excursus concludes leaving me
unconvinced thar installation offers social engagements
and thythms of artention and distraction that theatrical
immersion cannot.

COGNITIVE CONSUMERISM

What movies installed in galleries do tend to offer,
more so than those theatrically screened, is a stronger
cognitive response. First, the fact that people don't see
most of a gallery film reduces it to a conceptual work.
In galleries, duration tends to get reduced to an idea
of duration. This is partly because of poor screening
conditions, and centrally because people den't scay for
the whole experience, just long enough to ger “an idea
of it.” For example, Francois Alys’ 12-hour Zocalo is a
stationary shot of a public square in Mexico installed
in a gallery. It's a real-time, unedired work structured
by the movement of the sun. Of course you wouldn’t
watch the whole thing, Jessica Morgan writes, “As

with [Warhol's] Empire, it is unnecessary to warch all

of Zoealo to “see’ the work: its sameness is part of the
point, and the andience can come and go as the day
unfolds.”??

Morgan, like other critics, praises the distracted
manner in which installation media are viewed for
resembling the distracted nature of modern life (cf.
the imprisonment of the theatrical screening). She
states such distracted viewing is “symptomaric of a
general mode of observadon, and the appropriate
viewing tempo for our contemporary culture* I

- question whether a distracted culture needs distracted

art experiences in the first place. But if we can value
distracted viewing in this way, then we can also, like
Osbome and Leighton, ask installadon works to
take the rhythm of attention and distraction as their
material. More often than not, instead of such a
thythm developing, [ believe installation works allow
visitors to come up with a mental shorthand for the
work: the shorter the visit, the more cognitive and less
experiential it is.

Here is Chrissie Bes on films at Documenta
2003: “No one knew Jonas Mekas was in Documenta
because his work was only in the film program. But the
art world was discovering people like Ulrike Ottinger
because she had an eight-hour film in the gallery. The
fact that people only saw ten minutes or half an hour
of it was offset by the fact thar many more thousands

of people now know that she exists.” It’s a cognitive
reward: Documentz visitors still havent experienced
Ottinger’s work, but they've now heard of her.

Tles' point here seems to rest on the fiction of
virtual time that typifies our information age. Justas we
bookmark hundreds of websites for “later” and imagine
we'll have time “later” to read thousands of posts on
Facebook, etc., somehow we are supposed to have time
“later” to actually see the film with which a ren-minute
gallery visit has acquainted us. What I want to know is,
when is that later rime? Does it ever arrive? The thought
conjures an image of insomniac artgoers finally getting
around to seeing the movie on Youtube because they
can't steep. No wonder filmmakers dont get invited
to the openings — they remind curators of their most
abject moments, watching Ulrike Ortinger in their
pajamas at 3 in the morning. Second-class art indeed!

7 Tanya Leighton, “Introduction,” In Leighton, p.
7-40,

8 Hal Foster, Rosalind Krauss, Yve-Alain Bois,

and Benjamin H.D, Buchioh, “1998,” Art Since
1900: Modernism, Antimodernism, Postmodernism
{Londor: Thames and Hudson, 2004), p. 654-658.

9 Liz Kotz, “Video Projection: The Space Between
Screens,” in Leighton, p. 378.

10 Peter Osborne, "Distracted Reception: Time,

© Art, and Technology,” in Time Zones: Recent Film
and Yideo, ed. lessica Morgan and Gregor Muir
(London: Tate Publishing, 2004), p. 71.

11 Note that the spatiality people, drawing on
psychoanalysis, are more interested in theories of
the subject, while the temporaiity people make
de with a very loosely constituted subject, indeed
a subject constantty unmade and remade In time
through the constant actualization of the virtual.

12 See Gilles Deleuze, Francis Bacon: The Logic
of Sensation, trans. Daniel W. Smith {Minneapolis:
University of Minnesata Press, 2003). On rhythm,
also see, in addition to Mary Ann Doane, The
Emergence of Cinematfic Time (Cambridge, MA:
Harvard University Press, 2002}, the excellent
discussion in Pasi Véliaho, Mapping the Moving
Image: Gesture, Thought, and Cinema Circa 1900
(Amsterdam University Press, 2011), pp. 12-14.

13 Jessica Morgan, “Time After Time,” in Time
Zones, p. 15.

14 Ibid,, p. 22.
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ABOVE Sin-me Yoon, The dreaming collective
knows no history (U.S. Embassy to Japanese
Embassy, Seoul) (2006), frame enlargement,
courtesy the artist.

RIGHT Jin-me Yoon, The dreaming collective
knows no history {U.5. Embassy te Japanese
Embassy, Seoul) (2006), installation view,
courtesy the artist.

Second, it seems to me that the critical reasonings
chat ornament the gallery media projection are wholly
cogpitive rewards. They seem a poor fecompense for
the loss of absorbed and immersive spectatorship. T
experienced the insiallation of a show by Philippe
Parreno at the Serpentine in December 2010. It
included four fine movies, each rewarding to view in
jtself, They were projected elaborately at the Serpentine,
When a given film’s turn

each in a separate room.
louvered

arrived, the soundtracl would begin; the
blinds would be invisibly drawn; the room would
darken; and the image would come on. After spending
some time deciding whether to stand, fean against the
wall, or sit on the floor (this required speculating how
long the film might be), we'd finafly be in a position 10
absorb the movie. Soon after that, it would end, and
in response Lo 4 sct of audiovisual cues, we audience
members would herd ourselves along to the next room.
Fvents like this make me feel annoyed and
rebellious. Should 1 stand in front of the patch of light
that escapes between the wall and the blinds; and if 1
furcher darken the room for the benefit of
my fellow gallery goers, or to cast my shadow on the
floor of the screen? Does the fact that T'm thinking
about the light, rather than watching the movie, cestify
co the insrailation’s status s a material object, and thus

do, is it to
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render this experience somehow critical? Not for me! It
felt belitcling to be herded from room to f00m, all the
more so because we had the “choice” not to go along
but to stand there like idiots listening to the soand of
the film issuing from the other side of the wall.
Theatrical screenings that do not give viewers such
2 choice offer an “imprisonment” that liberates us from
usually erivial questions about space and the cognitive
pussuit of an “idea” of the work. In contrast, the
ideologies of partcipation, empowerment, criticatity, 7
and choice seem a poor recompense for the immersive
experience of actually sicting through a screening. |
know this is an old-fashioned, otnery position to take.
Syill, T chink the experience of moving around the
gallery, “choosing” how to engage with the work, and
staying just long cnough to have an idea of the wogk i
_ even an idea that the work is immersive! — results i
2 kind of cogaitive consumerism where an artwork is

reduced to a set of ideas © be mastered.

WHEN THE GALLERY MAICES SENSE

Thus I think artists and galleries need to o
a good case for turning a singfle-channel work Infg
au installation. Sometimes the instafled nature of the

work makes possible a multisensory immersion that 3
could not achieve. Another reas 3

cheatrical screening
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(again, bypassing interactive and multi-channel work)
that installation works well is when the work is both
impossible to see in its entirety and absorbing enough
that you might want to see the whole thing.

Jin-me Yoor, my colleague ai Simon Fraser
University; is a visual artist who performs for the
camera. Inidally she documented her. performances
photographically, but since 2004 she has used video.
Yoon performs physically arducus pilgrimages on
historically significant routes, such as The dreaming
collective knows no history (U.S. Embassy 1o Japanese
FEmbassy, Seont) of 2006. She moves laboriously through
the streets of the site on her belly, pulling herself along
on a small, whecled platform with a video camera
attached to ity another hand-beld camera tracks her
movement. The resulting videos allow a viewer ro
feel Yoou's embodied struggle, especially through the
sound of her panting and the platform’s wheels rartling
on various surfaces. The image captures a fascinating
combined view of deep space and haptic close vision.
In their duration and effort these performances call
to mind the Stations of the Cross. The videos are
completely absorbing to watch and hear; for me, they
are rich enough in themselves.

But Yoon is a visual artist, and she’s not about to
submit these works to a video festival, So they must be
installed. Yoon showed me a provisional version of her
recent belly-down tour of Freud’s Vienra, complexly
installed with three projectors, numerous surfaces for
projection and reflection, and objects. Some of her
criteria for the installarion were that ic emphasize the
materiality of the apparatus and the light and thar it
make reference to minimalist sculpture. The one that
most appealed 10 me was a solution that gives a viewer
an embodied experience of the work that watching and
hearing the video alone would not. On the floor, a pair
of headphones was placed next to a roll of felt and a
roll of asphalt made of thick industrial rubber. Sitting
on the floor next to these and listening, I felt almost
inside Yoon’s body, hearing hér breath and the rough
surface of the roads, feeling the padding that protecred
her and smelling the road. The rich bituminous odor
also reminded me of the Iralian psychoanalyse’s letter to
Freud suggesting that those who like the smell of asphalt
have 2 fixation with excrement — thus emphasizing the
carthiness of Yoor’s exploration of the birth city of
psychoanalysis.

This multisensory immersion was possible thanks
to the installed nature of the work, suggesting one
reason thar single-channel work exhibits well in 2
gallery. Another reason (again, bypassing interactive
and multi-chacnel work) is when the work is both

impossible to see in its entirety and absorbing enough
that you might want to see the whole thing.

Christian Marclay’s recent blockbuster The
Clock (2010) offers visitors an inexhaustible cinemaric
marathon. The video, edited from millions of samples
from Hollywood and world narrative cinema, functions
as an elaborate clock, for, through timepieces shown
on screen or characters stating what time it is, it tells
the actual time at any minute you happen to be in
the gallery. The video is defily construcred using film
conventions like parallel editing and reaction shots,
to build a narrative whose protagenist is the minute.
Audiences waited for hours to see The Clock at the Paula
Cooper Gallery in New York, where once inside they
could relax on comfortable leather sofas. Twice 2 week
the gallery stayed open for 24 hours, and how I wish I
could have been thete to feel time ticking by at 4 in the
morning. In a clever joke on immersion-distraction,
The Clock allows viewers to be absorbed while also
constantly checking their watches.

Such conceprually and experientially rich, and
in Marclay’s case expensive, works are well-suited for
a commercial gallery. They set a very high standard
for other work — one that I don’t wish to encourage,
however, because much of the best single-channel media
work is inexpensive to produce. Instead, 1 conclude
with a simple, perhaps naive hope, that institutions
discover ways to pay artists fairly for their wotk, so that
artists can be free to experiment in whatever ways they
see fit. | would like for artists themselves to be able to
choose whether they prefer their audience to be still or
ambulatory, to see their work completely or in glances,
to enjoy rhythms internal to the work or the rhythms
audiences make for themselves, by staying still, moving,
waiting, or leaving,

* As for a way to ensure that artists will be well paid
for any kind of work? Well, here in Canada there is a
government organization, Heritage Canada, that funds
broad ranges of both culture and sport. Perhaps we
can lobby to recognize art as a kind of sensuous and
mental sport. That would allow us to tap new sources
of funding for sure!

Laura U. Marks is Dena Wosk University Professor

of Art and Culture Studies at the Scheol for the
Contemporary Arts at Sirmon Fraser University. Her
most recent book is Enfoldment and Infinity: An
Islarmic Geneatogy of New Madia Art. She delivered
“Immersed in the Single Channel”as the keynote
lecture for the conference Moving Image and
institution: Cinema and the Museum in the Twentieth
Century, Fitzwillllam College, Cambridge, July 2011.
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