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This issue of Undercut was brought together with the
intention of outlining the various ways of working
currently in film and video.

In the seventies film work was concerned with the
notion of film as material and making visible the
production process. This position attempted to resist
what it saw as the ‘ideological determinancy of
technology’, that is, the constant hold on language and
meaning inherent in the medium itself.

The opposite is true of this decade, marked by the
advent and accessibility of new technologies
(particularly in video and installation), embraced with
varying degrees of questioning. In response to this,
much new work does not locate itself exclusively in
the use of one medium or production method but
rather takes from different formats and practices,

often using a mixture of super 8, video, 16mm and
tape-slide in its construction. Nor is the moment of
production located at a specific level as can be seen in
the Housewatch project (from which photo work is
published in this issue) which takes the site of
exhibition as the vital element in its construction.

It is ironical that alongside this explosion of
technology and the fragmentation of mediums there
has been a dismantling of many film and video
courses, a return to more traditional forms of art in
institutions, and the gradual disappearance of funding
sources both for individuals and workshops. In this
issue these ideas are discussed more or less directly,
several pieces relating in particular to film and
television in education, workshop practices and
funding.
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Chausse-trappe (Thetrap

Yann Beauvais

T R B T e e R B N R A ST S AR .

Art is

A screen, an image. The image on the screen is not the
film frame. A distinct distance separates them. Our
screen, our image is thus contained. But the container
tends to disappear in favour of the contained. This
effacement is magnified at the centre of the screen,
where events and action are distributed, divided. To
such an extent that a flicker film reveals the pulsating
mechanism which unevenly distributes light across the
surface of the screen, dividing it into four zones. In the
centre is a dead zone, neutral, which seems to allow
for the eruption of luminous events. This flow of
luminous energy between the four quarters eclipses,
by its very rotation, the edges of the image. The edges
disappear in favour of this intense flow. The frame
becomes a dead zone of representation. This zone
shines dumbly, unquestioning — and yet it keeps its
cutting edge.

Two screens revitalize at least two edges: those that
meet.
Two screens direct, brutally, a dialectic of presence.

Simultaneous presence delayed, replayed, redoubled,
homogenous, heterogeneous. Two screens can
contradict each other in various multiple ways,
suggesting new signifying chains as well as raising
aesthetic problems that others have been able to grasp
by using musical models as a paradigm. The look
flows, weaving patterns across the surface of
representation, choosing elements and lines of force
which sometimes fold back into the totality of the
image-composition. A temporal potential realised
through spatial means. Reinforcing displacement by
the condensation of two images (or more) into a totally
new one.

Something serious

A similar paradigm is used in R and in its 2-screen twin
R . The central part of the film is based on a
transcription of a Bach invention for two voices.

The two screens underscore this paradigm in so far
as one is always the simultaneous reflection of the
visual development of the other, regardless of the
position of the reels (left or right) — the technique of
inversion of a theme so often used in music.

The use of the mirror deliberately sidesteps the
question of the reality of representation. It no longer
has any importance now that we’re in the domain of
the reflected image, of imitation. It's impossible to
determine which is a reflection of which. The two
images reflect one another in a constant back-and-
forth, mimicking to a certain extent the development
of the (fake) pans which comprise the film (shots taken
every 5° along a 180° arc). The pans metaphorically
evoke, if only superficially, the keyboard. The
progression wasn't, isn't, the same: in one, range
changes pitch; in the other, space is revealed and
extended. They have nothing in common, their
development isn’t the same — one leads to growth,
augmentation; the other, a spatial glissando. Sans
Titre, 84, employs photos of the highly symbolic Art of
Triumph which are then cut into vertical, horizontal
and diagonal strips. The individual photos carry little
interest, they represent just a brief moment in a series
which moves in two directions. The serial aspect of
the photos invokes time, shaping time which subverts
the still photo. Every one of these photos — grouped
into four different series (one series which circles the
arc, shot from 24 positions according to a 24-pointed
star inscribed on the ground, plus three series
approaching the arc from three different avenues) — is
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listened

carefully — to any sound that might have indicated th
return of Jack — who with bright teeth & loud music
left nothing to the imagination — other than shards of
broken glass

‘ g“ 2. via the neighbour
afterwards
“ Mrs Indostar

introduction & exit in three steps 3. via the news

1. via the street lies lies lies

briefl after our arrest

S h:;use the future seemed uncertain — however we quickly
waitohied learned not to say yes to just anyone — indeed we
ha flea took vertov’s oath of silence in our struggle with the
: romantics.

jump

the dog

(iance footnote

the pedestrian the concept of house watch is cinematic in an

architectural sense — our objectives an attempt to

sing

0 A i elevate the position of the pavement artist to a more

&p &p &p radical posture — for & against ‘the pedestrian’ in art
& the urban environment

down down down

whilst together we observed the moment when god

lost his shoes to the night notes from ‘The House Watch Journal’ Nov/Dec 198

House Watch — A Dog’s Dance

Outline of a new architectural/film concept, that utilises several loops & rear-
projection — shown via the windows of an ordinary terraced house in London.
Projecting three film-loops simultaneously at 18 frames per second.

8.30pm — Start Projectors — Dog’s Dancing

up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,

8.33pm — Start Music

up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,

8.38pm — Fade Out Music

up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,
up and down, up and down, up and down, up and down, up and down, up and down,

8.40pm — Turn Off Projectors — Dog’s Dancing

From ‘Notes Towards the Pedestrian in Art’ Tony Sinden 1985
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