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El término ‘Live Cinema’, empleado originalmente para
describir el acompañamiento musical en directo de una
película muda, ha ido ganando popularidad en los últimos
años. Ya no se lo define como acompañamiento musical
de una película sino como búsqueda de una simbiosis
entre sonido e imagen, realizada en tiempo real.
¿Cómo debería manifestarse una práctica audiovisual en
la era de la creación instantánea? Todavía no se ha escrito
ninguna teoría del Live Cinema ni existe un discurso real
al respecto. Está claro que el Live Cinema se halla en la

intersección de muchas otras formas de arte: performance, cine, música, “órganos de color”, light art, teatro,
diseño gráfico animado, programación. Desde este punto de vista, se trata de una forma de arte interdisciplinario.
La música siempre influyó en artistas y realizadores de cine; la composición con imagen y sonido es un tema
recurrente a lo largo de la historia del arte. La mezcla de los dos en composiciones de música de color, órganos
de luz, performances lumínicas y animación abstracta apunta hacia una estética de abstracción temporal que hoy
en día el grafismo digitalmente computerizado es capaz de explorar.
Una mirada más atenta a las formas históricamente conectadas nos muestra que los numerosos intentos de
formalizar una sintaxis universal de un medio conducen a prácticas falsas que descuidan la cualidades básicas
del propio medio. Sin embargo, el lenguaje de una performance de Live Cinema debería emerger a partir de los
elementos con los que el artista desea trabajar, un sistema construido e iniciado por el creador, con sus propiedades
propias de comportamiento y evolución. Así, en lugar de tratar de definir una teoría absoluta, el Live Cinema podría
beneficiarse mucho más si perfilara distintas estrategias “abiertas”.
La revolución digital provocó un cambio en el empleo de los medios audiovisuales hacia la interacción humana
en tiempo real con el medio mediante la introducción de control instantáneo para los creadores y también para
la adiencia. La edición en tiempo real, los juegos de ordenador con atmósferas de película, la perspectiva
multiangular en DVD, la televisión digital, sitúan al realizador o al espectador en un papel más activo.

Live Cinema ≠  VJing
El video en tiempo real en todas sus formas se hace
realidad en el año 2006. Sería un error creer que el término
“Vjing” cubre todos los aspectos de la diversidad de
prácticas en la manipulación videográfica en tiempo real,
creación, edición y procesado. Mientras el Live Cinema
se sitúa dentro de la tradicional ejecución musical y práctica
musical visual, el Vjing empezó de modo ambiguo y sin
designación propia. Sus raíces hay que buscarlas en la
escena de club – con torres de televisión usadas como
iluminación alternativa y como instrumentos para crear



Por otro lado, las performances de Live Cinema constituyen una forma activa de creación audiovisual en tiempo
real e in situ. No se trata de uno de los elementos que definen el ambiente de un lugar sino del único punto
de atención en él. El espectador desempeña una parte activa en la performance, en la cual su presencia juega
un papel esencial en el hecho de emplazar el trabajo artístico en el espacio real y en la experiencia del carácter
único de la creación instantánea.
Música de color
La idea de música de color abarca muchos siglos de la historia y se ramifica en muchas teorías y prácticas
distintas. En busca de analogías naturales entre sonido y color – como fenómeno físico –, muchos se han visto
tentados a proponer teorías basadas en las ‘místicas numéricas’, aproximándose así a la ciencia musical de la
Antigüedad y de la Edad Media que buscaba leyes musicales en el cosmos y consideraba la armonía como un
sistema ontológico externo a la psique humana. Cuando Pitágoras descubrió una relación numérica entre los
tonos musicales, su intuición le condujo a proponer que los planetas, en sus circuitos orbitales, producen ‘Musica
Mundana’ o ‘música de las esferas’. Pitágoras y más tarde Aristóteles especularon acerca de la correlación entre
la escala musical y el espectro cromático del arco iris. Estas ideas se filtraron en la filosofía de épocas posteriores.
En su libro ‘Harmonice Mundi’ (‘Armonía del mundo’) (1619), Johannes Kepler intentó anotar la partitura concreta
de la ‘música de las esferas’, expresando las proporciones y la geometría en los movimientos

atmósferas –, y en la MTV que empleó el término para
sus presentadores en antena, modelado según su
equivalente radiofónico, el radio DJ. En otras palabras,
los VJs se dedicaban a crear y definir el ambiente en
diversos clubs. El padre fundador de la música ambient,
Brian Eno, describe el ambient como un tipo de arte de
baja atención que atiende a una audiencia que no está
ahí específicamente a causa de tu producto sino de
todo un entorno. Desde este punto de vista, resulta
claro que el Vjing es una forma de arte de baja atención
que se encuentra entre el interiorismo y la iluminación.

planetarios en relación a escalas e intervalos musicales.
“Los movimientos celestes no son más que una continua
canción para diversas voces, no percibida por el oído
sino por el intelecto, una música figurada que coloca
sus puntos de referencia en el inconmensurable flujo
del tiempo”. Isaac Newton, que basó su teoría de la
gravedad en el trabajo de Kepler, también se sintió
atraído por la idea de una predestinación divina de
orden musical en el universo. Los estudios de Newton
sobre la luz demuestran claramente que sólo la luz es
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responsable del color. Él dispuso conceptualmente
los colores alrededor de la circunferencia de un círculo
y enlazó los siete colores con las siete notas de la
octava.

Desde 1725 en adelante, Bernard Castel publicó
diversas descripciones del denominado Clavecín
Ocular. Sus escritos se basaban en las analogías
originales de Newton entre sonido y color y en las
reflexiones de Athanasius Kircher – quien popularizó
la ‘Linterna Mágica’ – sobre si es posible ver la música.
Finalmente, Castel realizó su ‘órgano de color’,
construido con velas, filtros de luz y un teclado de
clavicordio. El concepto de ‘música de color’ es
ilustrativo de la cultura de la Era de las Luces. Mediante
el simple aislamiento de notas musicales y su traducción
en colores, Castel redujo y desdeñó las diferencias
cualitativas audibles y visibles. Según Hegel, “los más
inútiles juegos con analogías frívolas han sido causa
de contenido válido para la filosofía natural”. En cuanto
a Castel, concebía las analogías como una ‘guía’ en
la búsqueda de la verdad y las empleó en su teoría de
la música de color.

Los entusiastas de la música de color eran
principalmente científicos, quienes elaboraron ideas
desprovistas de motivación estética a favor de sueños
metafísicos de un universo perfecto. La idea se
diseminó a través de muchas teorías distintas y
contradictorias y de multitud de instrumentos que
reclamaban la habilidad de representar el sonido con
imagen. Sin embargo, la magia del concepto también
empezó a atraer a muchos artistas.

Finalmente, con el descubrimiento de la electricidad,
el órgano de color fue mejorado con luz eléctrica.

En torno al cambio del siglo XIX al XX tuvieron lugar
dos destacables actuaciones de música de color,
aparentemente ninguna de las dos fue muy bien recibida
[2]. Alexander Rimington, profesor de Bellas Artes en

el Queen’s College, tocó el órgano de color en el St.
Jame’s Hall de Londres en 1895. Su representación
de cada una de las notas musicales por separado
mediante un color específico resultó ser problemática,
y los críticos de Londres no se mostraron amables en
sus comentarios acerca del “incansable parpadeo”
sobre la pantalla [2]. En 1915, se utilizó un órgano de
color en la interpretación del poema sinfónico
‘Prometeo: un poema de fuego’ de Alexander Scriabin,
pero la actuación (al menos en cuanto al aspecto
visual) no tuvo demasiado éxito. Una crítica en el New
York Times (21 de Marzo, 1915) indicaba lo que pudo
ser el defecto más importante de la actuación: “En lo
que respecta a las luces, no fue posible descubrir qué
es lo que añadían o en qué intensificaban el significado
de la música”.

La música visual también puede vincularse con el
fenómeno psicológico de la sinestesia, un término que
se emplea para indicar una condición en la que la
estimulación de una modalidad sensorial ocasiona la
experiencia de otra. La experiencia más común consiste
en la ‘audición coloreada’, pero la representación entre
notas y colores difiere notablemente entre los
sinestésicos. La música visual o música de color puede
ser propuesta mejor como una metáfora para una
transformación asociativa de una experiencia sensorial
en otra. La traducción de cada uno de los colores en
música no resulta convincente si se la toma en sentido
literal. Pero el espíritu de la época y la falta de medios
tecnológicos adecuados condujo naturalmente a
aproximaciones limitadas en lo que a la música de
color se refiere.

Cine abstracto
Debido a la invención de la fotografía y a su
consiguiente función como medio de representación,
la pintura se vio liberada de la carga de copiar y
preservar la realidad. De este modo, la pintura, que ya
no representaba lo que está ahí, evolucionó libre,
prosiguiendo en busca de medios a través de los que
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representar impresiones personales de la realidad y
expresiones de emociones intensas.

Wassily Kandinsky, al que se le atribuye la primera
obra abstracta moderna, trató de expresar el alma de
la naturaleza y de la humanidad. Probablemente debido
a su sinestesia, Kandinsky la tituló ‘Innerer Klang’ o
‘sonido interno’ [4], y la vinculó a la experiencia musical.
Las líneas y los colores se asemejaban a la armonía
y al ritmo, y los títulos de sus obras, así como los de
muchos otros pintores abstractos, a menudo se referían
a conceptos musicales, acentuando así el intento de
música visual.
Inspirados por la musicalidad de Kandinsky, varios
artistas jóvenes que trabajaban en el ámbito del arte
no-representativo parecieron influenciados o bien por
sus escritos, o bien por el espíritu de la época.
Insatisfechos con la naturaleza estática de la pintura,
buscaban una alternativa móvil para sus trabajos.
Aunque la composición de una pintura supuestamente
dirigía la mirada del espectador, ello no era lo bastante
preciso; no había suficiente control.
Entre ellos, dos artistas de la Bauhaus, Ludwig
Hirschfeld-Mack y Kurt Schwerdtfeger, desarrollaron
su ‘Reflektorischen Farblichtspielen’ a partir de llaves
móviles estarcidas utilizadas para moldear luz
proyectada en tiempo real.

Uno de los protagonistas del cine abstracto, Walter
Ruttmann, advirtió el creciente interés en las tecnologías
basadas en tiempo real, y en su ensayo ‘Malerei mit
Zeit’ concluye: “A la mirada, que en cuestiones
intelectuales se dirige cada vez más hacia un foco en
un acontecimiento temporal, ya no puede parecerle
relevante las rígidas, reducidas y eternas formas de la
pintura” [5]. Su primer cortometraje abstracto,
considerado la primera película abstracta presentada
en público, ‘Opus I’, fue reseñada en el artículo ‘Un
nuevo arte, la musica-visión de películas’. Impresionó
mucho a su autor, Bernhard Diebold, y fue su joven
amigo, Oskar Fischinger, quien más tarde produciría

una impresionante serie de películas abstractas visual-
musicales y el órgano de color Luminógrafo.

Entre los contemporaneos de Ruttmann estaban Hans
Richter y Viking Eggeling, otros dos pintores que
buscaban la manera de introducir el elemento tiempo
en sus trabajos. El pintor sueco Viking Eggeling
trabajaba en un lenguaje universal de símbolos e
investigaba las reglas de un contrapunto plástico [6].
Se encontró por casualidad con Hans Richter, y los
dos empezaron a compartir sus ideas. Primero con
bocetos abstractos, luego con pinturas en forma de
rollo, y finalmente – para aprovechar todas las ventajas
de la dimensión temporal – sobre film de película.

Todos estos artistas perseguían una experiencia musical
a través de la abstracción visual con obras como ‘Radio
Dinámica’ de Fischinger – que pedía explícitamente:
“¡Por favor! Nada de música” –, o como el ‘Opus I’ de
Ruttmann – que empezaba con una declaración de
intenciones –. La experimentación con el color-ritmo
todavía parecía limitarse a ser un vínculo entre imágenes
y música. Estos artistas lograron alejarse de la
simplicidad de los órganos de color estructurando sus
trabajos mediante la dinámica, el tempo, el ritmo, el
contrapunto, y de forma más general, la composición.
Pero el tiempo que lleva crear una película abstracta,
planificar su estructura y composición, animar las
formas y desarrollar la película, en suma, el tiempo
que lleva tener control sobre el ‘tiempo’ se gana a
expensas del factor tiempo-real. El resultado de una
aparentemente libre interpretación visual de la música
consiste en una estructura extremadamente rígida y
fija sobre celuloide que espectadores inmateriales
habrán de disfrutar en una habitación a oscuras: el
entorno es negado y todo se focaliza hacia la pantalla.



La fusión de la música visual
Entre el temprano cine abstracto o absoluto y los
experimentos musico-visuales con órganos de color
existe una relación de complementariedad. En cierto
modo, aquél era la contrapartida de éstos y viceversa,
pero a lo largo del siglo XX evolucionaron gradualmente
hacia un todo unificado. La música visual de los órganos
de color se vio limitada tanto por su punto de partida
– consistente en el emparejamiento directo de música
y color – como por la tecnología – por ejemplo, la luz
eléctrica –. En el caso del ‘Clavilux’ de Thomas Wildfred
– instrumento musical que construyó para producir
formas y colores o ‘lumia’ en tiempo real –, las formas
que el aparato era capaz de producir venían definidas
por la forma del filamento de tungsteno de las bombillas
que usaba. Como el crítico Adrian Bernard Klein
observó justamente: “Si se trata de obtener una forma
en la música de color, dicha forma tiene que ser la
intención del artista en el mismo grado que lo es en
pintura, y no depender de circunstancias azarosas”.
[7]

El control sobre las expresiones formales del que
carecían los órganos de color constituía exactamente
el punto fuerte del cine de animación abstracto. La
mayoría de los animadores eran pintores de formación
académica que habían trabajado en el expresionismo
abstracto antes de pasarse al cine. Sin embargo, la
inmediatez del instrumento visual se había perdido, y
la importancia de la presencia de los espectadores
era denegada, debido a la inherente diferencia temporal
entre el proceso de producción exhaustivo y el momento
de la presentación.

En los años 50, el proyector salió de las aulas al mundo
de la performance. Su potencial para proyectar y
amplificar cualquier cosa colocada sobre el cristal
hasta proporciones enormes lo convirtió en la
herramienta ideal para el acompañamiento visual en
directo de conciertos. Al principio fue utilizado en los
llamados ‘shows húmedos’, en que los artistas

empleaban pintura y aceite para producir imaginería
psicodélica colorista. Aunque sus capacidades para
producir imágenes eran limitadas, proporcionó a los
artistas y performers audiovisuales una incomparable
libertad para improvisar y experimentar sin las
restricciones de un vínculo musical fijado.

Con continuos experimentos tanto en el cine abstracto
como en los órganos de color, los avances tecnológicos
de la Segunda Guerra Mundial añadieron dos
elementos clave al desarrollo ulterior de la visualización
en general.
Uno de ellos fue el radar, que ofrecía una traducción
en tiempo real de una representación visual, a la vez
que creaba una forma embrionaria de telepresencia.
La otra invención fue la primera cámara con control
de movimiento, construida por John Whitney con
mecanismos de ordenador analógico y utilizada para
trazar matemáticamente gráficos sobre la película. [8]

Todavía faltaban algunas cosas para que tuviera lugar
una completa mezcla del tiempo real y del espacio
real en una performance con potenciales visuales
aparentemente ilimitados .

Un desarrollo tecnológico que había estado en
constante perfeccionamiento en aquel momento era
la televisión. Mediante la televisión era posible
reproducir imágenes en movimiento en tiempo real,
acercando el cine abstracto un paso más a la
performance abstracta visual-musical. El problema del
espacio real todavía no había sido afrontado. Aparte
del ‘eidophor’ – un proyector de televisión todavía en
desarrollo –, el performer no disponía de medios para
producir y controlar las formas y el color in situ. La
respuesta vino bajo la forma del video-sintetizador, un
instrumento que manipula la señal de vídeo analógica.

Con el desarrollo de la imagen infográfica nacía la
última máquina visual, capaz de general imágenes y
sonido y/o de procesar filmaciones pregrabadas,
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distribuyendo el resultado en tiempo real tanto a través
de videoproyectores como del sistema PA.

Digital Media
Como cada medio ofrece una traducción de su
predecesor, el ordenador transcribe varios media en
uno solo. La manera inherente en que esta máquina
digitaliza todo input en una forma binaria conlleva la
expectativa de un verdadero medio multisensorial.
Sin embargo, las propiedades del hardware básico
del ordenador (input-procesador-output), nos conduce
de nuevo a la cuestión principal. ¿Qué clase de proceso
de traducción puede aplicarse de una experiencia
sensorial (input) a otra (output)?

En terminología informática, el término ‘mapping’ se
emplea a menudo para describir el sistema de
conexiones entre diferentes elementos. Según Thomas
Ciufo, “el potencial único de estos nuevos sistemas
informáticos consiste en el mapping de sonido-a-
imagen y de imagen-a-sonido, haciendo que sonido e
imagen estén estructuralmente integrados. Para lograr
esta integración, se puede analizar aspectos específicos
del audio y emplearlos para controlar directamente  la
manipulación de aspectos específicos de la imagen,
y viceversa”.

Desgraciadamente, el mapping reduce el potencial
del ordenador a ser una versión digital del órgano de
color. Se pueden encontrar ejemplos en productos
comerciales como iTunes y Winamp, los cuales crean
una especie de salvapantallas con imágenes en
movimiento que siguen la música reproducida.  Los
resultados visuales de estas dos aplicaciones puede
que no sean interesantes por sí mismos pero
ejemplifican dos aspectos esenciales del ordenador:
la creación de un ‘espacio virtual’ en ‘tiempo real’.
Estas dos propiedades son una oportunidad para
superar el consumo de tiempo inherente a la
producción, propia del primer cine abstracto y de los
realizadores de cine absoluto (tiempo real), así como

las limitaciones físicas y mecánicas en la producción
de imágenes (espacio virtual), propias de los creadores
de órganos de color.

Cada nuevo medio reintroduce la creencia  en las
posibilidades místicas de traducciones mediáticas
universales. Desde las teorías pitagóricas hasta el
ordenador digital, el hombre ha sentido la tentación
de confiar en ‘verdades’ exteriores o en tecnologías
para tomar decisiones. Respecto al ordenador, Norbert
Wiener, pionero en el estudio de procesos estocásticos
o aleatorios,  definió esto como “cambiar la
responsabilidad del hombre y ponerla en la máquina,
la cual, a pesar de ser algo supuestamente
inconcebible, posee la objetividad indiscutible”.

Estrategias para Live Cinema
“Creación de una experiencia audiovisual a través de
la improvisación con imágenes abstractas y un
ordenador generador de imágenes”.

o
“Creación de un universo virtual multisensorial”.

Como hemos visto con los experimentos del órgano
de color, una traducción [mapping] punto por punto
a menudo favorece las estructuras de un medio. Puesto
que todos los previos media se encuentran acumulados
en el ordenador, ninguna distinción ‘real’ puede hacerse
en cuanto a su naturaleza excepto por la percepción
sensorial. En consecuencia, ningún medio por separado
puede reclamar superioridad alguna para alcanzar una
simbiosis.

A fin de crear un sinergismo significativo proponemos
un sistema emergente ‘de abajo arriba’, en el que el
punto de partida sea un concepto para un sistema
que se implementará en un programa de ordenador.
Este sistema es como un meta-actor y se convierte en
el intermediario a través del cual imagen y sonido se
hallan recíprocamente vinculados. Los elementos
audibles y visibles no tienen conexiones directas sino



que se conectan a través del intermediario.
Cada elemento, el performer incluido, altera el estado
del todo y las relaciones contenidas en éste. De esta
manera, el sistema funciona como un centro que regula,
limita y/o permite el input de los tres: performer,
generador de imagen y generador de sonido. Éste
empieza a funcionar desde el instante en que se inicia
la interacción entre performer, sonido e imagen. Lo
cual convierte en algo irrelevante la estructuración de
la pieza ‘de arriba abajo’. El resultado es un sistema
de feedback controlado.

Puesto que no existen herramientas universales, el
performer necesita concretizar sus ideas y conceptos
en una aplicación customizada: un programa de
ordenador que sea capaz de generar imágenes y
sonidos teniendo en cuenta cómo y qué es lo que el
performer desea controlar y manipular durante la
actuación. Debería considerarse cuidadosamente la
cantidad de parámetros controlables a fin de que el
resultado no sea un sistema inmanejable. Sin embargo,
la herramienta no debería limitarse a una sola
composición, y en este sentido es comparable a un
instrumento musical. Ello implica que el dominio de la
herramienta lleva su tiempo, y que sólo a través del
ensayo los poderes expresivos reales o las limitaciones
de la herramienta se harán presentes.

Muy a menudo el flujo de las cosas no tiene lugar en
el orden estricto que se ha descrito. Lo más probable
es que el proceso de crear dicha herramienta consista
en un diálogo entre programación y juego.
Puesto que es una herramienta virtual, la posibilidad
de crear fácilmente versiones distintas y de hacer
ajustes es una gran ventaja. Los órganos de color
dependían de mecanismos físicos y, una vez
construidos, era difícil cambiarlos.
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1. Introduction
What is live cinema? According to the Transmediale
festival Press release for its live cinema program in
2005 the term “Live Cinema has hitherto been used
primarily to describe the live musical accompaniment
of silent movies. But that was yesterday. Live Cinema
today stands for the simultaneous creation of sound
and image in real time by sonic and visual artists who
collaborate on equal terms and with elaborate concepts.
The traditional parameters of narrative cinema are
expanded by a much broader conception of
cinematographic space, the focus of which is no longer
the photographic construction of reality as seen by
the camera’s eye, or linear forms of narration. The term
“Cinema” is now to be understood as embracing all
forms of configuring moving images, beginning with
the animation of painted or synthetic images.”

The difference between cinema and live cinema lies
in their contexts and goals. Live cinema is not cinema.
Live cinema is not linear story telling. It is not based
on actors or verbal dialogues. Live situation imposes
its necessities but also claims freedom from the linear
structure of cinema. As cinema is ostensibly trying to
tell a story, shots where nothing is happening, even if
visually powerful, tend to serve as transitions. The
shots containing action and dialogue constitute the
key moments of the movie. Repetitions are not
commonly used, nor visual effects that would profoundly
alter the visual information. Slow motion may be the
most common effect used in cinema apart from the
3D effects. Nevertheless, many movies are famous for
their atmosphere, enhanced by scenes which do not
contain action or dialogues.

One example is Lost Highway (1997) directed by
David Lynch, which is remembered for its long shot of
a dark highway. I believe these kind of shots are the
basic material for live cinema performances: the
transitions, the movements, the pure visual beauty and
intrigue, the atmosphere.

Live cinema describes work which is in essence artistic,
to differentiate from VJng [1], which is basically visual
DJing. DJs don’t produce their own material, they mix
music, the same way as VJs mix already existing material.
This does not mean that VJs would not also create
their video-clips, but there are many who consider that
producing material it not necessary for a VJ, who mainly
presents the contemporary visual currents of our culture.
There also exists a market for selling and buying video-
clips. This implies that many VJs can use the same
clips. In these cases, the usability of the visual “sample”
in a mix gains importance over the actual content. The
act of mixing and selecting becomes the work of a VJ.
DJ’s do the same, they choose certain type of music
and samples, beat and style, like techno, electro or
drum'n'bass. Live cinema creators' goals appear to be
more personal and artistic than those of VJs. It is difficult
to define what live cinema is content-wise, as the
variety of different styles and contents is enormous,
but apart from the actual content of the visual material
there are certain issues or elements that seem essential
for all live cinema performances.

In search of a trajectory I started defining live cinema
by its components: What is needed in order to perform
visuals in realtime? One component is projection. It
would be difficult to imagine a live cinema performance
without it (at the current moment). The second is
performer/creator as the presence of a performer is
what makes the work realtime performance, otherwise
it might be an installation. Third element is the public,
as if no one is watching, why perform? And the fourth
element is the space shared with the audience and
the performer projecting images. Realtime performance
is also a time-based live event.

I will explore what constitutes the basic elements of
live cinema and reflect on their effect on live cinema
language, which, until now, only exists as a "spoken
language" without written grammar. I will reflect on the
characteristics of each essential element and offer



categories and terminology in order to create vocabulary
for the proposed live cinema language. As there are
many different genres in live cinema, and as the material
can be both abstract and figurative, it is impossible to
name just one approach in order to create meaning in
a performance. Live cinema performance can be
experienced as “live painting” as well as “live montage”.
In this thesis I propose montage and compositing as
possible tools for creating a performance. I also discuss
the meaning and background of visual effects in live
performance, as they play a crucial role.

I do not discuss in minute detail media i.e actual visual
material, music or tools. Most artists use video clips,
Flash and 3D animations, even though generating
abstract visuals with software is growing ever more
popular. Some artists use game engines to create
visuals (JODI) and some use online resources
(WJs=Web Jockeys). Even the Google Earth web
service can serve as material for a live show (Satellite
Jockey). Also live cameras are used for projections
(Sue.C).
The goal of this examination is to explore the essence
of live cinema, rather than offer a comprehensive study
of realtime audiovisual performance. For this reason I
have focused exclusively on the elements and concepts
that I consider essential for live cinema.

2. The language of Live Cinema
What could be the language of live cinema? In order
to define first what is visual language, I will start by
reflecting on the cinema language. As a point of
reference, Alexander Mackendrick reflects on the silent
movies in his article The Pre-Verbal Language of
Cinema, as follows:

“Through the use of different screen sizes and the
framing of shots, the juxtaposition of camera angles
and point of view, expressive music and lighting,
and the principles of editing, they found that the
camera can, uniquely, photograph thought. Since

that time, those directors who have made the best
use of the film medium have used the camera to
communicate to audiences at a level far more
immediate and primitive than the spoken word. By
primitive I don't mean more simplistic and less
subtle. Far from it. Cinema deals with feelings,
sensations, intuitions and movement, things that
communicate to audiences at a level not necessarily
subject to conscious, rational and critical
comprehension. Because of this, the so-called
'language' the film director uses may, in fact, make
for a much richer and denser experience. Actions
and images speak faster, and to more of the senses,
than speech does. A recurring theme of these
notes is that cinema is not so much non-verbal as
pre-verbal. Though it is able to reproduce reams
of dialogue, film can also tell stories purely in
movement, in action and reaction. Cinematographic
images, particularly when synchronised with
recorded sound, deliver such quantities of visual
and audible data that the verbal component (even,
in the days of silent cinema, title cards) is
overwhelmed and becomes secondary.
Consequently, the essential and underlying meaning
of film dialogue is often much more effectively
transmitted by a complex and intricate organisation
of cinematic elements that are not only not verbal,
but that can never be fully analysed by verbal
means.”[2]

Silent cinema shares similar elements with live cinema,
as neither uses verbal dialogues as the basis for
communication. Silent cinema was also traditionally
accompanied by live orchestra playing music in the
movie theatres, which was sometimes referred to as
live cinema.

2.1 Cinema language vs live cinema language
The communication of cinema consists of shots and
their order. Continuity is one of the key concepts of
cinema. This is primarily constructed in the editing
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process, although camera work also plays an important
role. Lighting, actors, costumes, make-up, scenery and
props, in addition to the camerawork, aid the
construction of a scene.
In live cinema, many artists are one-person-bands, and
construct the scenes, shoot the material, manage post-
production and design and/or program their tools
and/or interfaces to present the work, as well as perform
the “montage” process in live situation. Most live
cinema artists go around with their digital camcorders
and record what they find visually interesting, then mix
or process this material in realtime.

Narration is storytelling (ie, the recounting of a series
of events) arranged in a particular order and delivered
by a narrator to a specific audience with a clear purpose
in mind. [3]
Narrative structure is generally described as the
structural framework that underlies the order and
manner in which a narrative is presented to a reader,
listener, or viewer.[4] The cinema audience has become
accustomed to the traditional narrative structure: The
film begins by presenting the characters in their daily
environment, soon after a conflict appears: Someone
is kidnapped, falls ill, dies, is seduced, blackmailed or
gets involved in a crime. Towards the end of the film
a solution is reached through several crises. The
narration in live cinema rarely follows this kind of
structure, and I believe that it is possible to create
“stories”, expectation and tension also with different
kinds of narrative methods.

In fact, poetry might offer a more adequate structural
basis for live cinema as in poetry language is used for
its aesthetic and evocative qualities in addition to its
ostensible meaning.

“Poetry, from the Greek "π______", poiesis, a
"making" or "creating" [note narrative origin]often
uses particular forms and conventions to expand
the literal meaning of the words, or to evoke
emotional or sensual responses. Devices such as
assonance, alliteration, onomatopoeia and rhythm
are sometimes used to achieve musical or
incantatory effects. Poetry's use of ambiguity,
symbolism, irony and other stylistic elements of
poetic diction often leaves a poem open to multiple
interpretations. Similarly, metaphor and simile
create a resonance between otherwise disparate
images—a layering of meanings, forming
connections previously not perceived.” [5]

Repetition, rhythm, form and visual presentation are
some of the basic elements of poetry. Poetry is
composed of lines, and is  usually constructed of
smaller building blocks than prose.

The building blocks in live cinema are visual
samples/clips or lines (!) of code which algoritmically
create graphics.

In cinema, the rhythm and overall tone of the film is
constructed during the editing process. In the Soviet
film-making of the 1920s, montage was theorized to
be the essence of cinema. In live cinema, the montage
is constructed live, but the theories can still give insights
about how to construct meaning in live cinematic
language. As montage is not a very usefull tool for
abstract imagery, I propose that the principles of
musical composition could be helpfull in contructing
structure for non-figurative visuals. As such, I discuss
two methods for constructing meaning in live cinema
performance: Montage and compositing. (composing)

2.2 Montage
In traditional cinema, story and dialogues are the central
elements of the films. The continuity of the story is
primarily produced with montage techniques. Even



though the Americans were more advanced in using
montage in the early days of cinema, it was the Russian
film makers, led by Lev Kuleshov, who theorized
montage and considered it the essence of film
language. For Kuleshov, montage was basically the
organization of cinematic material. After studying various
films with his students, he realised that the speed of
which the shots were edited was essential. Moreover,
he realized that the Russian public seemed to prefer
American movies for this reason. In one experiment,
the group constructed “a woman who did not exist”
from separate film strips. Kuleshov described the
experiment: “By montage alone, we were able to depict
the girl, just as in nature, but actually she did not exist,
because we shot the lips of one woman, the legs of
another, the back of a third, and the eyes of a fourth.
We spliced the pieces together in a predetermined
relationship and created a totally new person. This
particular example demonstrated that the entire power
of cinematic effect is montage.”[6] Indeed, Kuleshov
was absolutely convinced of the power of montage
over the material, as continuity alone is enough to
convince the audience of the reliability of the narration.

Sergei Eisenstein followed in the footsteps of Kuleshov
by exploring the expressive qualities of montage. In
his film Strike! (1924)  shot A of the workers’ rebellion
is juxtaposed with shot B of cattle being slaughtered
and the synthesis yields the symbolic meaning C, that
the workers are cattle. This technical innovation (which
Eisenstein dubbed intellectual montage) resulted from
his studies of Kuleshov’s famous experiments and of
Japanese ideograms.” [7]

Eisenstein also experimented with various editing
techniques he called: “metric, rhythmic, tonal and
overtonal.”[8] He cut his film Alexander Nevsky (1938)
to the rhythm of preexistent music and not just had
the music played or composed to match the film. He
also discovered that film cut metrically to the beat of
a heart had a profound impact on viewers as it mirrors
our biorhythms. [9]

“His films were composed of an astronomical
number of shots, a necessity when, say, you are
trying to capture the power of a machine gun by
cutting as rapidly as it fires bullets”.[10]

His film Battleship Potemkin (1925) contains almost
1350 shots (86 minutes running time).

Eisenstein’s montage techniques could also be seen
as the beginning of VJing. The way he used sound as
the basis of the visual montage is how contemporary
live visuals are usually presented. Eisenstein understood
the effect of rhythm and juxtaposition on the viewer,
just like the video scratchers. Video scratching was
one of the first genres of live visuals, and were often
politically oriented. Groups like London based Hexstatic
and Exceeda follow Eisenstein’s footsteps. Hexstatic
has also collaborated with Pioneer in the development
of the DVJ-X1 mixer, which was launched in 2004. With
this tool it is possible to scratch, loop and cue video
in realtime, while audio stays in precise synch with the
video. To some extent, Eisenstein’s theories have now
materialized as a product.

Montage can also be spatial. Lev Manovitch suggests
it was the dominant mode of representation until the
rise of western science.

“…All in all, in contrast to cinema’s sequential
narrative, all the “shots” in spatial narrative are
accessible to the viewer at once. Like nineteenth-
century animation, spatial narrative did not
disappear completely in the twentieth century, but
rather, like animation, came to be delegated to a
minor form of Western culture - comics. It is not
accidental that the marginalisation of spatial
narrative and the privileging of the sequential mode
of narration coincided with the rise of the historical
paradigm in human sciences…..Although digital
compositing is usually used to create seamless
virtual space, this does not have to be erased;
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different spaces do not have to be matched in
perspective, scale, and lighting; individual layers
can retain their separate identities rather than
being merged into a single space; different worlds
can clash semantically rather than form a single
universe.” [11]

In most realtime visual softwares, the option for showing
multiple different image sources on one screen is built-
in. Furthermore, it is very common to use various
screens in realtime audiovisual events, even though
very few live cinema artists use spatial montage
creatively. The Ligth Surgeons  in their performance
in Madrid (2007) had mounted transparent screen on
top of the main screen in order to create spatial effect
with the projections. They also projected smaller images
on top of the main screen with film and slide projectors.
This combination of multiple simultaneous visual streams
created an interesting  dialogue between the image
sources, something that has only been seen in cinema
sporadically, with Peter Greenaway being one of the
few directors of the “spatial school”. Curiously enough
he is also one of the few film directors who perform
their visuals realtime. With his Tulse Luper VJ Tour
Greenaway shows how to make live cinema in a
performance combining the live music of DJ Radar and
images from Greenaway’s film series Tulse Luper’s
Suitcase.

2.3 Composition
Many avant-garde film directors have used visual
compositing in their films. In his 1926 film Mother,
Pudovkin composits various shots of the factory
buildings on top of each other thus creating an
aesthetically pleasing sense of the actual shapes of
the buildings against the sky. Still, the majority of films
employ direct cutting from one shot to another. It was
during the video era that composing images became
easier, thanks to new technology. Video synthesizers
electronically created TV signals without necessarily
requiring the use of a TV camera. Moving abstract

patterns, text subtitles, colourized or processed camera
images can all be in the output of a video synthesizer.
The first analogue video synthesizers included the
Sandin Image processor (1971-74), the Rutt-Etra
(1972) and Paik/Abe synthesizer (1969).

Early Video artists like Woody and Steina Vasulka, who
had already started experimenting with video
synthetisers in the ‘70s, used composition as one of
their methods for creating videos. Videos are mixed
together using different modes such as chroma and
luminosity key in order to make certain colours and/or
areas of the images transparent, allowing thus other
videos to become simultaneously visible through these
areas.

As live cinema artists tend to use various clips or visual
layers simultaneously, mixing them together is similar
to musical composition, in which various instruments
are meant to be played together, in different combination
of rhythms, volumes and patterns. Abstract visuals
could be better analyzed as if they were music, including
their compositional strengths and weaknesses, rhythmic
structure, beauty etc.

In A Practical Guide to Musical Composition, Alan
Belkin describes:

"One way to approach the problem of balance is
psychologically. A musical work has a "trajectory",
engendering a kind of internal voyage in the listener.
This voyage takes the listener over varied emotional
terrain in a coherent way. The composer's goal is
to engage the listener, to maintain his interest and
to increase his involvement during the whole
voyage, and then finally to lead him back to the
normal, external world in a fulfilling way. We call
the experience "balanced" when the listener feels
satisfied with the experience as a whole. Of course,
this does not mean that the experience is
necessarily pretty or pleasant – the emotional



world may be serious or even troubling - but that
the work seems meaningful in an integrated way."
[12]

The sense of balance is also closely linked to length,
as longer duration implies greater contrast. On the
other hand, in Belkin’s words:

"Strong contrasts, especially if presented with little
or no transition, tend to demand longer forms. The
reason for this may not be immediately evident."
[13]

These principles can give valuable insights to the inner
structure of live cinema performance even if the material
is abstract. Rhythm, dynamics, movement, direction,
speed, colour, intensity and richness are the basic
elements required to create meaning in live
performance, besides the imagery. These elements
can be further strengthened and contrasted in dialogue
with the audio.

2.4 Visual effects
Visual effects have their own language as well, event
though the connotations can differ according to the
context. In cinema, certain effects have already
established commonly accepted meanings, i.e: When
an image starts to get blurry it signifies that a dream
or a memory sequence is starting. Some directors, like
Tarantino, have used frozen frame, to mark a meaningfull
moment in the film. Effects in general are fashinating
probably for the reason that they show us the world
in a way we cannot experience in real life, as in real
life we are continuously perceiving only the present
moment. From the dawn of realtime projections, effects
have been sought after for their “magical” qualities.
Even the early magic lanters had built-in dissolve effect
and options for mixing between various image layers.
Video performance pioneer, Carol Goss describes her
sensations of feedback effect in her article Driven to
abstraction written in 1998, as follows:

”This loop between the camera viewing the cathode
ray tube and the cathode ray tube displaying the
image of the electron beam slightly off centre,
magically created a dynamic image with multiple
interpretations of itself - all depending on how you
played with the aperture, focus, or angle of the
camera. If you did too much the image would go
crazy, out of control. If you did too little the
movement would die. If you could maintain a
harmonious range of movement then images could
be made to dance. It was never a solo venture
though. One was always aware that one was
collaborating with the raw force of electricity....
Working alone for 18 hours straight day after day
permitted insights that would not have occurred
in a more social environment. The feedback images
resembled mandalas. Any sixties person would
recognise this instantly. The question was, "why?".
Which came first: the Buddhist mandala or the
electronic mandala? Was Itzhak Bentov's theory
of the universe as a torus with all energy moving
in a helix the basic paradigm, and video feedback
and Buddhist mediation mandala’s just
manifestations of it?” [14]

The words "magical" and "amazing" are used often by
the artists when they describe their sensations of
creating realtime visuals. There also seems to be a
connection with hallucinogenic experiences, some
effects seem to recreate the patterns seen on LSD.
The altered states of the reality. Even though Carol
Goss sees digital tools as predictable, I have
experienced the feelings of amazement and even magic
while processing video with realtime visual software
like MAX/MSP/NATO. Adding two effects and changing
the parameters can indeed yield surprising results,
creating sensations digital alchemy.

It is interesting to note certain similarities between the
early video art scene and the contemporary live cinema
and the VJ scene. These all share the eagerness to
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explore the new visual tools and build cheaper
equiptment in close collaboration with engineers and
programmers. The early video artists had a  magazine
called Radical Software, a copyleft product, promoting
the idea of access to the tools of production and
distribution and the control of images. They politics
were a reaction to the TVs supposed social control,
similar to the contemporary concern about globalisation
and consumerism, and the power of IT-giants over
individuals. DIY-movement and free software movement
are both closely connected to live visual scene. One
good reason for this is that the optimum tool or software
for creating visuals in real time has not been developed
yet, so new softwares are being released in a growing
speed. Nowadays there exist more than a hundred
softwares specialized for live visuals.

3. Elements of Live Cinema
3.1 Space
Live cinema performances occur in a space shared by
the performers, their tools, projections and the public.
The space in live cinema is more flexible and active
concept as in cinema,
where the spectators are supposed to silently watch
the movie, without any external disturbances. In many
live cinema performances, the audience can be sitting,
walking around, dancing or participating. A performer
covers various spaces simultaneously during her
performance. I have divided these spaces into 5
different types according to their characteristics: digital,
desktop, performance, projection and physical space.

3.1.1 Digital space
Every time we save a file on a hard disk or upload it
on a web server, we are working in digital space. When
we write an email or retouch a digital photo, we are
working in digital space. More and more our activities,
including communication, production, exchange,
creation, investigation and distribution take place in
digital space: Thus, the characteristics of digital space
shape our ways of working and even thinking.

Optimizing and compressing are two essential activities
in digital space. They are specially relevant for live
cinema artists who work with video material, as
uncompressed digital video occupies huge blocks of
digital space. One minute of full quality video can take
up over one Gigabyte of digital space. Also processing
“heavy” videos in realtime would demand a lot of RAM
(Random Access Memory) and a very fast processor.
Without compression techniques it would be practically
impossible to work with video on a normal computer.
Nor would it be possible to watch videos online or on
DVDs. Ron Burnett has written about the era of
compression in his book How Images Think, as follows:

"What do compression technologies do to
conventional notions of information and image?
This is a fascinating issue, since compression is
actually about the reduction of information and the
removal through an algorithmic process of those
elements of an image that are deemed to be less
important than others. The more compressed, the
more that is missing, as data is eliminated or
colours removed. The reduction is invisible to the
human eye, but tell that to the image-creator who
has worked hard to place "content " in a particular
way in a series of images and for whom every
aesthetic change is potentially a transformation of
the original intent." [15]

In the compression process image data like resolution
(pixels per inch), framerate and colour palette is
reduced. This reduction results in a smaller file size
which is not only for storage, but also accelerates the
rate of realtime processing (effects, calculations) of
the video.

3.1.2 Desktop space
Desktop space is the work space for laptop
performance artists, as it is the platform for the interface
of the software. For softwares which contain so-called
“open architecture”, like MAX/MSP/JITTER, Puredata



or Isadora, desktop space is essential. In these cases
the artist creates the interface or patch, as it is called,
by choosing so called objects from the object library,
connecting them to each other with cords and adding
different parameters (controls) to the objects. The
metaphor for these kind of interfaces is the video signal
(cord), which goes through all the objects in the patch.
If the continuity of the signal is cut, the is no video
output. As these programs are based on C
programming language, the video signal cord
symbolises the continuity of the code behind it. Thus,
if there is one error in the code, the patch will not work
properly.

The interface can occupy more space than is available
on the desktop. This is already taken into account in
the design of these softwares, as there are several
options available to “compress” the patch using
subpatches. Furthermore, other methods lie at the
artists disposal, like changing the size of the objects
(Isadora). Therefore, desktop space becomes a multiple
space where the invisible and visible can be
continuously altered depending on the needs of the
performer. The design of the interface / patch should
be optimised for an intuitive and fast way of working.
During the performance there is no time to search for
missing objects so the interface should be constructed
in such a way that the most important controls are
visible all the time while the less used controls can be
activated when they are needed. The basic rules for
interface design can be applied: The optimizing of the
interface can be designed using colors, different sizes,
effects and texts, which function as comments to
remind the performer of things s/he might forget
otherwise. The interface design should also take into
account that the processing power of the computer
should be used for the most important thing during
the performance, which is realtime processing of the
video material shown in the projection.

Personalizing the interface is one of the most interesting

qualities of the open architecture softwares. Creativity
can be applied not just to the output but also to the
process. Each performance is different and the interface
varies according to the needs of the performer. This
can also create a sense of freedom for imagination as
to what can be done, as it becomes possible to start
the design from zero. Basic softwares like Arkaos,
which offers an interface in which videoclips and effects
can be activated with keys on the keyboard could
catalyse a visual show where different clips can be
changed rapidly and even randomly. In an open
architecture software like Isadora the user has to create
a special patch to be able to change clips with the
keyboard, and on the process could discover other
possibilities.

3.1.3 Performance space
The performance space is where the performance
takes place. Everything that is included in the
performance in one way or another belongs to the
performance space. This varies according to the
performance. The most basic setup for live cinema is
a stage where the performer works with her laptop
and other equipment, while the projection screen is
located behind. In this case the stage is the performance
space. Live cinema artists can also work with dancers
which means that there are more performers and the
combined space of action becomes the performance
space.

3.1.4 Projection space
The projection space is the space filled with the
projections. Many live cinema performances are
presented in a cinematic 2- dimensional setup, where
one or several rectangular screens are facing the
public. There are other possibilities as the projection
surface does not have to be a flat surface. It can be
also a human body as the following example
demonstrates. Apparition (2004) was a performance
produced at the Ars Electronica Future Lab by Klaus
Obermaier and his collaborators. In this performance
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the minimal visuals were projected onto the bodies of
the dancers and onto a large-scale background. The
camera based motion tracking system tracked the
outlines of the dancers, which allowed their movements
to affect the speed, direction and volume of the visuals.
The simultaneous effect of the two projection surfaces
resulted as a powerful visual experience.

Cinema remains a flat-screen based medium, while
live cinema and installation artists are exploring the
possibilities of expanding the screen and changing our
audiovisual experiences into spatial experiences in
audiovisual environment.

3.1.5 Physical space
Physical space is the space shared between the
audience and the performer. All the other spaces of
live cinema lie inside the physical space. The physical
space defines the setup of the
performance. The space can have arcs or other
architectural elements which can limit the visibility of
the projections for the audience. It is also important
to explore the physical space before mounting
projectors, as bigger projections require more distance
from the screen. For example it is difficult to project a
huge image on the floor if the physical space is not
high enough. Mirrors are often used to redirect the
projections. Care must also be taken to ensure that
projectors are located in such a way that the audience
does not obstruct the beam.

In site-specific projections the physical space is the
starting point for planning the performance. A projection
can be beamed on a corner or all around the space
and the images can be planned in such a way that
they transform the space, or give the illusion of a new
space. Projecting spatial 3D images onto the physical
space, for example, can create the illusion that the
space continues in the projection. The visuals can also
be projected also onto smoke in which case the
projection surface is spatial. The lightbeams of the

projector behave like lasers, each pixel presenting one
beam.

3.2 Time
3.2.1 The Ephemeral nature of realtime
As the title already suggests, the difference between
cinema and live cinema is that in the latter something
is done live, in front of an audience (online or offline).
What qualities does live give to cinema? Seeing the
creator presenting his or her work is different to
watching a movie: There is a possibility of instant
feedback both ways. The live context enforces the
possibilities of participation of the audience.

Most performances are not documented. They become
moments shared between the artist and the audience,
unique and difficult to repeat. Allan Kaprow started
organizing Happenings in 1957, which presented
experiences that differed from the usual art context.
At times, the results proved to be too unconfortable
for the audience, who left infuriated. The Ephemeral
uncommercial nature of happenings did not easily
adapt to the "exploitation" of the art system as there
was no product to sell. Indeed, Kaprow readily admitted
that they were not art at all. Once artists started to
document their performances with film and video
cameras, the nature of “happenings” changed, and
especially the defenders of  "pure performance" made
a stance. They felt that leaving traces of the performance
like tapes, destroyed the concept of uniqueness of the
moment. Kaprow eventually dropped the term
happenings and started to organize events.

3.2.2 Improvisation
Live situation also calls for improvisation. As jazz
musicians can jam together for hours, on improvisational
basis, a similar kind of jamming can happen also
between live cinema artists and musicians, allowing
intuition and collaboration to take precedence over
following a previously defined plan. This is an interesting
challenge, as communication between the performers



becomes literally audible and visible to the audience.
Musicians and visualists can improvise on what they
see and hear. This is actually easier to say than to do.
In most audiovisual performances, it seems that the
visual artist is improvising to the music already
composed by the musician. VJs or visual performers
often attempt to make the visuals react to the music
on rhythmic basis, rather than constructing audiovisual
performances where the image and the audio are in
constant dialogue. This is also reflected in the design
of the realtime video softwares, which enable the visuals
to be synched to the beat, thus creating the illusion of
communication between music and visuals. On the
other hand, more often than not, the visual artist or VJ
does not have prior knowledge of the type of music
that will be played, and is left with only one option:
Improvisation. It is also often the case that the DJ does
not pay too much attention to the images created to
his mix.

Rene Beekman claimed at the symposium That Media
Thing, in 1999:

“Interestingly and strikingly enough, almost all
efforts toward developing new computer software
which could enable new ways of processing video
almost all stem from the field of music.”[16]

It seems that visual performance is following the path
of musical performance. There have been various
attempts to build instruments which would allow visuals
to be played while the performer moves her body. On
the other hand, if visuals are played with instruments
similar to a guitar, or a piano, what does it tell us of
the true nature of the image ? What constitutes playing
visuals ?

3.2.3 Live vs realtime
When we see "Live from New York" flashing on the
TV screen, we know that the image is "real", this is
what is really happening. Normally the effect of

"realness" or "liveness" is enforced by certain "reality
effects", like a hand-held camera or even technical
problems which makes us recognize the output as
more "real" than the carefully chosen, edited and
manipulated image material normally transmitted. Does
live equal real life ? In real life, technical problems can
occur, and as such, in performance, weather conditions
and human factors like nerves can hamper the smooth
outcome of the performance. I have seen examples of
such hazards and their effects: I have performed
outdoors in strong winds that blew the screens apart.
On another occasion, the monitor broke down in the
middle of the performance, which made seeing what
I was doing quite impossible; still the the show “had
to go on”. Anything can happen in a live situation and
that is what keeps it interesting. Live is connected to
real life, it is something happening in front of us in
natural time.

Daniel Palmer offers 4 categories for realtime in his
thesis entitled Participatory media: Realtime news,
Reality entertainment (reality TV, big brother), Computer
games and Media art.
Palmer defines realtime as the following,

"a real time image is an image that is produced
and received simultaneously". [17]

Computer-based work is already a realtime environment,
for example, the movement of the mouse is rendered
as the movement of the cursor without delay and
received immediately. Computer games function on
the same basis. In first person shooter games, the
polygons are rendered so fast that the moving in the
virtual space seems to happen without any delay.
However, in the live cinema context there are different
levels of realtime. Mixing videoclips can happen in
realtime, as the performer makes simultaneous choices.
The visuals can also be generated in realtime. A further
example is the image created by live camera, which
can be modified using realtime video effects in which
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case the production, processing and the output
reception are simultaneous.

3.2.4 Loop
The production of electronic music is based on samples,
and their repetitions and variations. Similarily, video
clips (or algorithmic programs) are the basic elements
of realtime visual performance. In cinema, different
shots are edited together linearly, and each of them
appears only once during the movie. I use the term
“presentation time” to describe the time a visual element
is visible to the public. In cinema, the duration of the
shots equals their presentation time. In live cinema the
presentation time can be longer than the actual duration
of the clip. This is caused by various repetitions of the
same visual sequence during the performance. This
means that even if a clips duration is 10 seconds, it
can be presented in a loop for a minute or longer. The
clip can be also presented various times during the
performance. In a “cinematic” loop, the beginning and
the end of the clip is different which appears evident
to the audience. Seeing the same loop over and over
again could become tiring after several repetitions
although sometimes this can add extra value to the
performance, like repeating a movement which becomes
ironic in the long run. In this case, the careful selection
of the loops and their montage are the basis of the
work and video scratchers like London-based Hexstatic,
Cold Cut or Exceeda have done excellent performances
using this method. In these cases, the interaction with
music is crucial for the success of the show, and the
three groups mentioned are all audiovisual groups who
synchronize music to fit their images perfectly.
Another type of loop is what I call an “endless loop”.
In this kind of loop the beginning and the end are so
similar that the clip seems to continue without a cut
even though it is looping.
One example is a landscape where nothing seems to
happen, until someone appears in the scenery and
then leaves the image. The cut is done when the person
has left the image, thus the beginning and the end

show the same landscape and continuity of the loop
appears seamless. With many repetitions, the exact
duration of this kind of loop can also become obvious,
but until that point, the loop’s presentation time has
exceeded its actual duration. The endless loop seems
to offer more presentation time in the performance.

So why is presentation time so important ? Realtime
performances are based on looping material. Realtime
software automatically loops all clips until told otherwise.
Let us imagine a performance which lasts one hour,
where the artist has a library of videoclips each lasting
15 seconds. If each clip were shown only once, the
artist would need 240 clips, which is quite a lot to
handle during the performance, not to mention the
time consumed on the  production of the clips.

3.3 Projection
3.3.1 Spatial projection
In live cinema performances, cinematic set-up is
common, although there are many other ways in which
to use projections. Unlike cinema, live cinema
incorporates the setting up of projections as part of
the creative process. The extended cinema artists, as
well as contemporary installation artists, have done
plenty of experimentation with projections. One of the
goals has been to create spatial experiences. Various
artists have already discovered smoke as a spatial
projection surface. A Canadian video artist, Rebecca
Belmore’s new video work, Fountain, exhibited in Venice
Biennale 2005, was projected on falling water. In this
case the sound of the water transformed it into an
audiovisual screen. Many artists and VJs also used
different shapes like balls as a projection surface and
transparent screens which create 3-dimensional effects.

Jeffrey Shaw, one of the most famous media artists of
our time has explored the possibilities of panoramic
and surround projections. One example is Place – a
User’s Manual (1995), in which the image moves on



the 360-degree purpose-built cinematic environment.
The installation has a large cylindrical projection screen
with a round motorized platform in its centre, a computer
and three video projectors that project onto a 120-
degree portion of the screen. Continuous rotation of
this viewing window around the screen reveals the full
360-degree computer-generated scene. While the
work is controlled and generally viewed from within
the circumference of the screen, the projected image
can also be seen on its external surface. The user
interface in this work is a modified video camera. By
rotating this camera and using its zoom and play
buttons, the viewer controls his forward, backward and
rotational movements through the virtual scene as well
as the rotation of the platform and of the projected
image around the circular screen. In this case the user
is still watching a rectangular image, even though she
can control its size and movement.

A more recent example of spatial experimentation is
the 360-degree Pictorama project at SAT (Society of
Arts and Technology) in Montreal. Sebastian Croy,
with his group of students from the University of
Montreal, launched in 2004 a free software LightTwist
in order to automatically adjust the projected images
onto the projection surface and various artists have
been exploring the possibilities of spatial montage. In
this case, as well as in the example of Jeffrey Shaw,
the projection becomes an environment, and thus calls
for spatial narrative, as the viewer can not see all of
the image simultaneously. Surround audio is already
a well known concept. It is a very different concept for
visuals, but nevertheless interesting one, especially as
audio can support the visuals in order to draw public’s
attention to a certain direction.

3.3.2 Mediatecture
A projector is not the only possibility with which to
show visuals. Computers can be directly connected
to LED screens which are more powerful light sources
than projectors. Media installation SPOTS converted

an office block located at downtown Potsdamer Platz
Berlin into one of world´s largest media facades in
2005. Commissioned by the agency Café Palermo
Pubblicità, this large scale matrix made up of 1800
conventional fluorescent lights was designed by the
architect/ artist office realities:united, Berlin.

Another example of a large scale media facades is
located in Melbourne’s Federation Square, and was
created by Greg Giannis. Facade (2004), is an
interactive artwork that allows participants to transform
the appearance of the facade. Using a simple java
interface, participants are able to create individual
designs which will be projected onto the facade itself,
effectively allowing the wall to be 'painted'. This strategy
allows a participant anywhere in the world with access
to the internet to determine what will be projected.

Interactive media facades are interesting also from an
architectural point of view, as projection surfaces could
be implemented in the design of houses. Facades can
also be reactive. i.e. the external input like weather,
pollution, noise or movements of people could
determine the content of the visuals.

3.3.3 Tangible screen
The projection can also function as an interface like in
the case of Alvaro Cassinelli’s Khronos projector,
described as a video time-warping machine with a
tangible deformable screen. It explores time-lapse
photography. The audience can interact with the image
by touching the tangible screen and therefore, effectively
go back and forth in time.

As these examples show, projection is a flexible
concept. We can understand projection as an interface,
as in the case of the Khronos Projector. Or as an
environment as in the case of Pictorama at SAT. These
kinds of projects give an idea as to what projections
might become in the near future, and how they could
change the concept of performing visuals in realtime.
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One prognosis is that the projected image could turn
out to be the best visual instrument for realtime
performance, as also the performer’s body would also
become an integrated part of the live show.

3.4 Performance
What is the role of the performer in live cinema ? In
the Wikipedia, performance art is defined as “art in
which the actions of an individual or a group at a
particular place and in a particular time constitute the
work. It can happen anywhere, at any time, or for any
length of time. Performance art can be any situation
that involves four basic elements: time, space, the
performer's body and a relationship between performer
and audience. It is opposed to painting or sculpture,
for example, where an object constitutes the work”.

In most laptop performances the audience sees the
performer standing or sitting behind the computer,
attentively watching the monitor while moving the
mouse and pressing keys on the keyboard. The Laptop
performer resembles an operator who carefully performs
tasks with the machine more than a performer in the
traditional sense of the word. According to the the
ClubTransmediale 2004 press release:

“The laptop hype is over. Laptop performers, who
resemble a withdrawn scientist publishing results
of laboratory research, are now just one role-model
amongst many. Electronic music takes a turn
towards being more performance based, towards
ironic playfulness with signifiers and identity, and
to being a more direct communication between
the public and the artists.” [18]

The question arises of how to form a relationship with
the audience and create "liveness" during the
performance? This can be a challenging issue in a
laptop performance, as the audience can not see what
the live cinema artist is actually doing with the laptop.
How would the audience know if they were watching

a playback of a DVD ? It is also challenging for the
performers, to perform and use the software at the
same time, as in the live situation the computer screen
normally requires their total attention.

After a performance I am often asked what I did live.
I wonder how the experience of watching visuals
changes by knowing whether it is done live or as
playback ? In TV shows, musicians play electric guitars,
while it is obvious that it is playback as the guitar is
not even plugged into the amplifier. The musician's
presence is more important. On the other hand, there
arguably exists a certain sense of betrayal and doubt
on the part of the viewer. London based Slub has
resolved this problem by using two projections; one
with a view from from their desktop, which in their case
shows how they use only command line to create the
audio and the visuals, and another with the view of the
results. This enables the audience to know what they
are doing, which in their case is coding. In this case,
their bodies still remains static and the attention focuses
to the projection screens.

It is quite obvious that a laptop is not the best tool to
bring the body into the performance, as concentrating
on what is happening on the screen limits the physical
actions to moving the mouse, or turning knobs on a
midi controller, which might not be the most interesting
sight for the audience. On the other hand, the necessity
to “prove” liveness can lead to performances where
live becomes the “content” of the show rather than
integrated part of the performance. There are audiovisual
groups who have successfully united liveness and
content, including the Swedish audiovisual group
AVCENTRALEN. At the Pixelache Festival, in Helsinki
in 2003, their whole performance was based on live
camera work. They had set up a "visual laboratory" of
different miniature scenes; in one they dropped coloured
powders into a glass of water which was shot (close
up), with the video camera. In the projection, the image
from the camera had transformed into an abstract



visual world resembling space travel. Without having
seen the setup, it would have been impossible to define
how the projections were produced. In this case,
watching the process of "creative misuse of technology"
and the results became interesting for the public.

Justin Manor, MIT graduate (2003), wrote his thesis
on gestural performance tools for realtime audiovisual
performance. He also produced the Cinema Fabrique
instrument, which allowed the control of the audiovisual
environment with gloves, especially designed for
realtime visual performance. Data gloves and
sensors are also the performance tools of S.S.S
Sensors_Sonics_Sights, a performing trio formed by
Cecile Babiole, Laurent Dailleau, and Atau Tanaka who
take laptop performance to another level by creating
the audiovisual worlds by their movements and gestures.
In order to fully implicate the body in the performance,
visual instruments, datasuits, datagloves, and sensors
are used to allow the body of the performer to be more
active. Using this kind of equipment requires technically
demanding set-ups and also programming skills.
Controlling the performance with gestures and
movements is also a valuable skill as gestures can limit
the whole range of possible controls available in the
software. Another issue is the meaning of the gestures
in the performance. Should they have a corresponding
effect in the visuals ? Without this kind of
correspondence the performer’s actions can become
vague for the audience. In a piano concert, when a
pianist presses the keys, the sound immediately
corresponds to the actions of her fingers. If the pianist
plays faster, the speed of the music accelerates. If this
correspondence were to suddenly disappear, the
audience would immediately think it were a playback.
The key concept in gestural interfaces is realtime
correspondence between the actions and the results.

I believe that in spite of the new possibilities offered
by digital technologies, the content of the performance
should still count the most, and an interesting

audiovisual experience as a whole is worth striving
towards, with or without the involvement of the body.
"Classical" videomixing and processing can offer
fascinating insights to the nature of images. Even
though performance is a vital element in the live context,
creating new narratives for visual culture should be
equally important.

3.5 Public
In cinema the public does not generally have a very
active role, though the experience of watching a movie
cannot be called passive either. As Kuleshov argued,
watching is an act in itself, and the viewer is actively
making connections in her mind, remembering, feeling,
even though she could not interfere with the actual
film. The viewer is making the story and creating
meanings in his or her mind. [19] In cinema the public
does not participate in the creative process of movie
making, although the viewer can decide which films
they watch and thus choose which directors have more
possibilities to get funding for their work in the future.
TV continues the same traditional role of the public,
although occasionally throughout history some
experiments pop up. Interactive-TV was hyped about
couple of years ago, when digital TV was on our
doorsteps. In Finland, there is a late night programme
dedicated to SMS messages in which a presenter sits
beside the arriving texts and reads and comments on
them to the spectators.

In the 60’s video artists responded to TV’s “one to
many” formula by transforming the signal and creating
video installations, where the viewer formed part of
the work. Video cameras played a central role in these
experiments. In these installations, the viewer became
the protagonist and her body and actions played a
central role. Many installations did not exist without
the viewer’s presence. In Bill Viola’s video works like
Instant Replay (1972) the viewers’ image is captured
and presented in two monitors in the exhibition space.
In the first monitor they see themselves in the present
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moment and in the other with seven seconds of delay.
These installations were also called “video
environments”, and they paved the way for the interactive
installations of the 90s, in which computer controls
the environment. Virtual reality environments are perhaps
the most immersive experiences for the public.

Messa di Voce, is an installation designed by Golan
Levin and Zachary Liebermann in which several visitors
can interact with the environment simultaneously. The
visitors control the projections by their voice and
gestures. Their gestures can make different shapes
and forms, in bigger and smaller sizes, depending on
the volume of their actions. Therefore, playing with the
projections resembles performing.

“The active participation of audience is not original
nor is it disruptive of narrative diegesis; it is merely
incompatible with certain Narrative conventions,
which have become unduly privileged by historical
accident.”[20]

How to involve the audience in live cinema
performances? Many performers use cameras in their
performances which allows the public to become the
protagonist of the projections. Cameras are also used
as sensors to track motion, which has become more
and more popular lately due to applications like softVNS,
isadora or MAX/MSP/JITTER, which offer special
objects for tracking. The idea of the public as the
user/performer of the visuals is attractive one, although
the question arises: would the performance then
become an installation ?
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Even though the interest in Avant-garde film and Visual
Music has rekindled in the last decade through video
clips and the VJ movement and even though Mary Ellen
Bute had undertaken a lot of pioneering work in those
realms, she remains little recognized compared to her
male counterparts. Bute is rarely mentioned in film
encyclopedia or in the music clip context, and if so,
only in passing and with perpetually wrong dates and
facts.

The black sheep of a prominent Houston family, 1906
born Mary Ellen Bute was more interested in art than
anything else and in 1923 went to Philadelphia to
study painting. There she first came in touch with the
European Avant-garde, with modernist music and
abstract painting. She became especially fascinated
by the work of Kandinsky and his “beautiful nonobjective
patterns resembling musical neumes poised, ready to
move in themes and variations and emitting sounds of
their own as they developed in time-continuity.”

These influences strengthened her interest in movement,
space and composition and are mirrored in her paintings
of that time. But she soon became convinced that the
potential of painting was too limited for what she was
trying to express and thus started to explore the laws
of optics and the principles of music. This research for
possible means for kinetic compositions led her to the
medium of light.
-
She explained that an “independent art of light” would
be necessary because the visual sense would need
the same kind of – abstract – stimulation as is the
case for the aural sense through music. In order to
find an appropriate medium for the modulation of light
she thus went on to study stage lighting in New York
and Yale. In the 1920’s devices for the projection of
colored light became increasingly popular as for
example the “Reflektorische Farbenlichtspiele” at the

by Sandra Naumann



German Bauhaus and Bute began to examine the
existing instruments in the United States and in Europe.
In 1929 and back in New York she then assisted
Thomas Wilfred, the inventor of the “Clavilux” color
organ, with the conception and installation of his “Hall
of Light”. At this time she made her first sketches for
light compositions even though she hadn’t found the
suitable and precise enough instrument yet to realize
them.

When she started to work with Leon Theremin in 1931,
Bute was hoping to construct an instrument that would
allow her to create moving color and form with both
precision and creative freedom. Theremin who already
had gained his reputation as an ingenious tinkerer with
inventions like the astonishing electromusical instrument
“Termenvox”, was now working on the development of
a television set. In this context Bute and Theremin
conducted experiments about the live transformation
of aural into visual signals and designed a costum-
built device for the painting with light.
-
But this was still only an approximation of what she
wanted. She later reflected: “At that time … all of the
apparatus was highly erratic and very expensive… it
wasn’t dependable enough. You could get something
you liked one time – but it was hard to repeat. In other
words, it was just experimental and not truly usable.”
--
Bute eventually discovered that her goals of a kinetic
art of light could best be achieved through motion
pictures. Film was not only a time-based art form like
music, it was furthermore the first medium where sound
and image could be recorded on one and the same
carrier material and thus allowed an accurate and tight
synchronization of the visual and the acoustical
components. Thus, in her personal development
towards the abstract film she followed the same insights
and conclusions as her European contemporaries

Walter Ruttmann, Hans Richter, Viking Eggeling and
Oskar Fischinger. Except Fischinger, they all started
out with painting, rejected it as too static and began
to move towards musical composition and film as a
medium for their aspired visual music.
In 1934 Bute teamed up with cinematographer Ted
Nemeth and with Melville Webber to realize her first
film “Rhythm in Light.” Accompanying “Anitra’s Dance”
from the “Peer Gynt Suite” she arranged filmed pictures
of every day objects such as ping-pong balls and
eggbeaters and a few hand-drawn images. Through
the use of soft-focus and different camera speeds as
well as through the multiplication and distortion through
prisms these objects lost their representational
character and produced an appealing play of light and
shadow. Within the next two decades she went on to
produce a series of “seeing sound” films synchronizing
abstract imagery to pieces of popular music. After
refining the black-and-white-techniques she turned to
early color-film-systems and extended her visual
language to animation techniques like frame-by-frame-
drawings and superimposition.

Rhythm in Light:
Still from "Rhythm in Light" (1934/35) by Mary Ellen Bute
- courtesy Cecile Starr
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For the temporal coordination of sound and vision Bute
used a method by Schillinger with which she could
transfer the pitch and the duration of every single tone
for every single instrument in a coordinate system. This
graph notation of the musical score served as the basis
for planning and synchronizing the visual components.
Additionally, starting with her black-and-white-films,
she tried to relate the use of zooms, camera angles,
and cuts via algebraic operations to the musical
structure. With her color films she eventually applied
this procedure to the connection of sound parameters
to the color parameters hue, saturation and value.
However, she was only able to execute these kinds of
relations partially. That was mainly due to that fact that
the available color palette of the early color systems
remained limited.

Her films show how well Bute not only mastered the
techniques of animation and the creation of complex
arrangements out of complicated figures but besides
that she was able to recreate musical structures using
new ways and means.
Through the multi-dimensional structure of her works
she obtained a temporal and spatial interaction of
different planes and elements with which she could
even visually reproduce the musical forms of a
symphony or a rhapsody.

In 1950, Ralph Potter, a scientist from the “Bell
Laboratories,” who was particularly interested in her
films, approached Bute. Potter custom built an
oscilloscope device for Bute’s requirements. Using
diverse switches and levers Bute could now control
the parameters of the evolving Lissajous-Curves such
as their position in the plane, their speed and their
brightness and additionally create the image of three-
dimensional space. Because of these possibilities Bute
regarded this new device not only as the “true pencil
of light” she had always dreamt about. She also saw



it as a tool for the most direct and physical visualization
of sound, as an unique fusion of art and science and
a big step towards a universal art.
-
Around the same time during which Norman McLaren
and Hy Hirsh started to use oscilloscopes for their
films Bute worked with it in 1952 for her short
“Abstronic”, whose title was constructed from “abstract”
and “electronic”. Bute filmed the oscillograms triggered
by folk music by Aaron Copland and Don Gillis and
superimposed them with pictures of her own paintings.

A few years later Bute  directed the first adaptation of
a novel by James Joyce called “Passages from
Finnegans Wake” which won the prize for the best first
debut film in Cannes in 1965. Her turn towards live-
action film she explained as follows: “I am often asked
how I moved from ABSTRACT FILMS to FINNEGANS
WAKE (…). Joyce’s Finnegans Wake (with all its
hilariously comic and profoundly moving revelations of
the life and adventures of the human mind) flows like
Music; so the transition from Abstract Films was in a
way inevitable. (…).” Later projects as adaptations of
works by Thornton Wilder and Walt Whitman remained
uncompleted because she couldn’t raise enough
funding. Since she had spent all of her resources on
filmmaking, Bute died in 1983 completely impoverished
in New York.

Bute was always very sensitive towards the potentials
of innovative technologies and even though she again
and again reached the limitations of the medium and
couldn’t always completely realize her visions, with her
artistic concepts she farsightedly anticipated later
developments as VJing and Live Cinema.
Her dream of a live generation of images through the
transformation of sound, which she tried to get closer
to through her experiments with Theremin as well as
later through the oscilloscope, made me think of the
use of MIDI-Protocol by VJs.

Abstronic
Still from "Abstronic" (1952/54) by Mary Ellen Bute
- courtesy Cecile Starr

When Bute was starting to develop a visual language
in analogy to musical composition theory, she was
trying to define visual elements and to establish
principles to relate them to each other as well as to
their acoustical counterparts. In that regard she
imagined „successive or simultaneous groups of color
patches which may or may not be juxtaposed,
overlapped, blended, be of any shape and not
necessarily uniform.“

Contrasts, for instance, could be achieved through the
simultaneous or successive use of complementary
colors in various areas of the visual field or through
the juxtaposition of different color values, saturations
and hues. Furthermore combining materials from
different resources with a variety of techniques is a
very similar approach than the one applied by VJs
today.
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Portrait - Oscilloscope Device
Mary Ellen Bute with her oscilloscope (around 1954)
- Photo by Ted Nemeth - courtesy Cecile Starr

For the structuring of time Bute not only used
Schillinger’s system of graph notation for the analysis
of the musical score, she also adjusted it for the
synchronization with film to 24 images per second.
Additionally she developed a method to note the
appearance and duration of certain colors with their
variable parameters. Similar strategies are used by
VJs. VJ Anyone for instance utilizes a “visual score”,
where he runs clips, effects, and the energy of the
music horizontally across the page comparable to a
musical score. The energy level of the music is the
barometer that determines which elements along the
visual material are triggered at certain points. The
content follows the energy level of the music (…).

Today Software allows VJs not only to trigger clips
automatically but to precisely define the rules for the
application of visual effects and filters. It is possible
to analyze music by any conceivable characteristic and
to connect any parameter of the sound with any
parameter of the visual material, whereby any operation
can be controlled and modified by the performer in
real-time. Even though Bute only had the knobs and
switches of her oscilloscope with their limited spectrum
I suppose she had something similar in mind when she
was talking about the creation of a visual world in
which the elements would be in a continuous flow and
the parameters of color, form and direction were
modifiable in any conceivable way.

Just like all the modern Software tools are based on
algorithms, Bute applied mathematical formulas to
develop visual compositions of the musical score using
for instance permutations, expansions and distortions
and relating them to the music.

With these means Bute was reaching for a multimedia
experience to expand the perception and to arouse an
emotional reaction in the spectator.



in 1952, where she received a special mention for
“Polka Graph” and to Brussels where she won a prize
in 1958.

This ambiguous position between high and low culture,
between art and entertainment might be the reason
she is rarely mentioned in film encyclopedia and not
recognized enough for her artistic achievements. This,
by the way, is also true for the standing of VJs today.
In spite of the insufficient recognition by Bute’s
contemporaries, looking from today’s perspective and
particularly with regard to Live Visuals one may perceive
how progressive her concepts actually were.
Living in a time where audiovisual art works are
omnipresent, but both producers and consumers are
lacking the awareness for historical predecessors, it
is not only important to trace back the roots of the idea
of merging sound and vision. In this art form that still
remains particularly male dominated, it is also essential
to show how women were and are shaping this
development. A prime example thereof is Mary Ellen
Bute whose work can serve as a role model for
contemporary female audiovisual artists.

© Sandra Naumann 2007

“One sense of perception such as sight or hearing is
not enough to induce a strong reaction and to put our
emotions in balance with the present highly developed
intellect. To achieve strong emotional reactions we
must charge our perspective sensual apparatus with
greater and more intense exciters. In the field of art
these stronger exciters are synchronized art forms.”
As she pointed out several times, an appropriate effect
was only possible through abstract visual signs,
because just like music they are directed towards the
emotions and not towards the intellect - as opposed
to representative images.
-
At Bute’s time the use of soundtrack was generally
not very popular within the Avant-garde and most of
the films by the likes of Stan Brakhage are silent. Stan
Brakhage even stated: “You sinc something, and it is
sunk.” This might be one of the aspects to explain
Bute’s ambiguous position between Avant-garde and
Mainstream.

The fact that she, even though applying techniques
and concepts of the Avant-garde, addressed her films
to a mainstream audience and showed them in
commercial theatres might be another reason the
underground filmmakers never really accepted her.
Even though her films are rarely seen today, during the
1930s to 1950s she was likely the most widely-viewed
Avant-garde filmmaker in America. Her shorts often
ran before regular Hollywood features at movie theatres
around the country, beginning with her first film,
“Rhythm in Light” which appeared on the gigantic
screen at the Radio City Music Hall before the premiere
of the first Technicolor feature, Ruben Mamoulian’s
“Becky Sharp”. At the same time, works of Bute were
included in programs at the Museum of Modern Art in
New York or at the “Art in Cinema Festival” in San
Francisco and were invited to several film festivals
such as in Venice

Sandra Naumann
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living in Berlin and working in Linz (Austria) at the
Ludwig Boltzmann Institute Media Art Research.
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relations between sound and vision in the arts. She
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and German literature, writing a M.A. thesis about
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talks at the Transmediale.07 - Festival for Art and
Digital Culture Berlin and at the annual conference
of the Society for Animation Studies (SAS). Her
previous occupations embrace repertory cinema, film
distribution, film production and film festivals.
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Generative art theorizing is determined by a post-modern
or post-revolutionary attitude. As such it takes late
consequences of structuralist and cybernetic theories, as
it focuses on the art system, its elements, its relations and
its functions – at the cost of the artistic subject: Once
being the creative centre, modernly driven by the
subconscious, or by political and social missions, it now
is degraded and perhaps liberated to a position at the
corner. Or, following the notions of generative art arguing
[1], to the very ground, where only rules are to be instituted.
These basic rules or algorithms mark the limits of a then
starting autonomous generative process, out of which
results a somehow unpredictable artwork. Composed or
constructed in such a way through the use of systems
defined by computer software algorithms, or similar
mathematical or mechanical randomized autonomous
processes the artwork becomes a co production of the
artist and an operating system; the latter is complex to a
degree that behavioural predictions are difficult or even
impossible. Thus the artist programs an artwork, in
accordance to the Greek etymology ‘prographein’, which
means ‘before’ plus ‘write’. The artist codes a set of rules,
which then starts an open-ended process, triggering the
development of a self-contained artwork.

The method of generative art could be traced back to
Ramon Llull, 13th century
Catalan philosopher, logician and theologian, who became
famous through his invention of so-called Ars Combinatoria.
Llull’s autobiography tells that he was converted in 1263
during the composition of an ardent trobador poem, when
he was a seneschal at the court of Jacob II [2]. From this
time on, he called himself Doctor illuminatus, and developed
his Ars Magna in order to expose the compatibility of faith
and reason, and in order to prove the truth of Christian
religion by providing an objective and formal system of
thinking that should be universally valid across all cultures.
We could call the mechanism developed by Llull, some
sort of generative system, a text-machine: He designed a
mechanical paper apparatus for the combinatory production
of all possible declarations a human mind could think of.
It was this the completely new concept of a logical machine
combining a limited quantity of elements of thinking in a
complex and subtle way, so that the totality of human
wisdom could be generated [3].

Figures 1 to 3 (l. to r.): Alexander Fidora (ed.):
Raimundus Lullus. Ars Brevis, Hamburg 1999
Figure 1 represents the fundamental principles of God
Figure 2 shows the relational principles
Figure 3 shows all binary combinations of  figure 1 and 2.

Asli Serbest and Mona Mahall

Doctor illuminatus or
Ancestors of Generative Art
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Figure 4 shows the three circles, which, by rotating,
produce combinatory triples.
http://quisestlullus.narpan.net/eng/83figbreu eng.html

Therefore Llull set up an alphabet of nine letters (including
B to K, A was reserved to God) indexing at the same time
the nine principals of God, nine logical relations, nine
rhetoric questions, nine hierarchical entities (from God to
instruments), and nine virtues and vices. Three figures
(figures1-3) helped to design the complex algorithmic
mechanism (figure 4): The nine letters were ordered around
each edge of three circular discs of decreasing radius.
Through simple rotation of these wheels on an axis, new
positions and combinations were produced automatically,
linking three letters step-by-step, new truths as Llull called
them. Triples from BBB to KKK could then produce an
enormous variety of meanings, as the ‘artist’ could choose
the exact meaning and grammatical form of every letter
from different semantic categories, with the help of figures
1 to 3. In this way the machine extended the possibilities
of mechanical reproduction to the virtuality of artist’s creative
know how, who could of course decide which statement
was true or false.
In fact it was brilliant Llull who could, in this way, read off
successively all potential attributes of God and deduce all
wisdom of creation on a ‘scala naturae’ – from a determined
set of possibilities.
The interesting aspect of Llull’s wheel transforming logics
to an ars inveniendi consists in the synthesis of a relational
alphabet and a combinatory apparatus, by operatively
keeping them separated. The combinatory mechanism
(figure 4), which automatically produces all possible triple
statements, without considering any content, refers to
figures 1 to 3. These determine the semantic horizon of
each triple in a transparent and logical way.
Llull’s operative separation is an artifice that will recur
throughout the history of logic. The artist, within Llull’s Ars
Combinatoria described as a user knowing by heart the
systematic of the machine, obviously foreclosed the artist
of generative design.
We will forward in history, leaving behind important steps
made within logics by Leibniz, and within arts by Mozart
and Cage, to concentrate on the invention of computers,
as we know them today.

Doctor illuminatus or Ancestors of
Generative Art



Although not using the term ‘programming’ it was the
mathematician John von Neumann who developed the
idea of software programming, as it is still implemented
in the most computers of today. Therefore he introduced
the so-called von-Neumann architecture, a stored
program concept of a system architecture, in which
programs as well as data were located in the same
accessible storage.
His influential texts from 1947 to his death in 1957
build up a context of programming, in relation to
mathematics, engineering, neurophysiology and
genetics.
Von Neumann noted in the definitions of a ‘very high
speed automatic digital computing system’:
´Once these instructions are given to the device, it
must be able to carry them out completely without any
need for further intelligent human intervention. At the
end of the required operations the device must record
the results again in one of the forms referred to above.
The results are numerical data; they are a specified
part of the numerical material produced by the device
in the process of carrying out the instructions referred
to above´ [4].

According to the main points of the von Neumann
machine, the computer has to perform a cycle of events:
firstly it fetches an instruction and the required data
from the memory, then it executes the instructions
upon the data and stores the results in the memory;
to loop this cycle it goes back to the start.
The implementation of an instruction or algorithm into
a universal machine means, from von Neumann on, the
operativeness of all formalizable ideas. It is Llull’s text
machine in electronic format.
But the machine must be told in advance, and in great
detail, the exact series of steps required to perform
the algorithm – the series of steps is the computer
program.

Figure 5: Universal
construction in the cellular
automata model of machine
replication
Robert A. Freitas Jr.,
Ralph C. Merke: Kinematic
Self-Replicating Machines,
Landes Bioscience,
Georgetown, TX 2004
http//www.molecularassembler.com/KSRM/ListFigures.com



132  133

Doctor illuminatus or Ancestors of
Generative Art

Figure 6: Implementation of
von Neumann’s self reproducing
machine within a cellular
automata environment
Umberto Pesavento and Renato Nobili
http://www.sq3.org.uk/Evolution/JvN/



Illustrating the concept of his machine, von Neumann
clamped an analogy to the nervous system: Thus
neurons of the higher animals are definitely elements,
in the sense of those elements needed for a digital
computing device. Such elements have to react on a
certain kind of input, called stimulus, in an all-or-none-
way, that is in one of two states: quiescent or exited.
In the draft of 1945 von Neumann actually designed
a device composed of specialized organs, which was
able to operate on the arithmetical tasks of addition,
subtraction, multiplication and division. He mentioned
a central control organ for the logical control of the
device, a memory organ carrying out long and
complicated sequences of operations and transfer
organs.
Actually in biologizing the digital device, or the other
way round: in computerizing the nervous system, von
Neumann consequently approached the revolutionary
question of a living organism being comparable to an
artificial machine. In 1948 he gave a lecture titled “The
General and Logical Theory of Automata“ on the
occasion of the Hixon Symposium on Cerebral
Mechanisms of Behaviour. He introduced his design
of a universal constructor, a self-replicating machine
in a cellular automata environment. The machine was
defined as using 29 states, which should provide signal
transfer and logical operations and which should act
upon signals as bit streams. The most interesting
feature of this concept was the ‘tape’, actually the
description of the universal constructor, or in other
words: the encoding of the sequence of actions to be
performed by the machine [5]. In the eyes of the
machine, it must have been a kind of self-description
and auto-instruction.
Von Neumann’s cellular automata have been regarded
to modularize an environment appropriate to
demonstrate the logical requirements for machine self-
replication.
Theoretical Biology and Artificial Life identified von
Neumann’s automaton, and the separation of a
constructor from its own description to be useful as

a treatment for open-ended evolution.
We recognize the conceptual separation of a (re-)
production mechanism and a formal or algorithmic
description, as a descendant of Llull’s system.
In concerns of generative design, we are interested
when and where this operative concept also entered
arts.

Algorithmic computer artworks of the mid fifties
originated in the USA and in the so-called Stuttgarter
Schule in Germany, where young programmers had
access to a Zuse 22 computer with a ‘Graphomat’
printer. Frieder Nake, Georg Nees, and Helmar Frank
were protagonists of a local computer art scene. They
were theoretically supported by the philosopher Max
Bense, who subsumed under generative aesthetics all
operations, rules, and theorems, which could, when
applied to a number of material elements, produce
aesthetic signs [6]. This form of artificial art, as Bense
called it, was, in contrast to natural art, characterized
by the introduction of a medial scheme, a program or
programming language, between author and artwork,
turning creation into a process of co production. This
approach obviously recalls the concept of separation
between production and description: whereas the artist
defines the rules, develops a formal description of a
process, the computer executes the process and
produces outcomes. That computer art had to exhibit
this concept of separation is quite obvious, since the
technical dispositif determined this form of procedure.

More interesting to us seems another line of generative
art evolution: Inspired by Marcel Duchamp, who rejected
the ‘retinal art’ as being stagy, declared the concept,
the idea, or the description of an artwork to be preferred
to the artwork itself, and who demonstrated the
mechanisms and algorithms of art as art, concept art
completed the separation of artistic production and
description not until the sixties.
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One might think it would not take that long till the
avant-garde strategy of Duchamp was set in the context
of a formal logic or semiotic system, in the context of
an artificial language. But the next step to art as a
systemic and code guided, or generative practice was
big. The reasons, Boris Groys explains, are multifarious:
artists and theorists of the post-avant-garde surrealism
declared the erotic desire to be the engine of the
artistic decision [7]. At the same time these decisions
were politicized. Not until the post war era, not until
the first higher programming languages were developed,
it was possible to describe the individual artistic
decision in terms of formal, logical, and semiotic
systems. This was prepared by structuralist theories
after Ferdinand de Saussure, and by the cybernetics
of Norbert Wiener. The latter described the behaviour
of animals and machines as a series of binary decisions.
There was no sovereign, or autonomous decision, there
was no creativity left for the artistic subject, but only
processes of control and regulation, of feedback and
communication.
Groys states: ªThe lonesome, irreducible and
undisputable decision of the autonomous artistic
subjectivity was replaced by an explicit, traceable, rule
guided, algorithmic operation, which could be read off
in the artwork.´ [8]
Against negation of classic modern art, minimal art
took the line of variation. Donald Judd presented an
artwork as a series of binary decisions, as result of an
algorithmic loop transforming the same object to a row
of variants. Actually it was not the object, which was
meant by Judd, but the code of transformation itself.
It was the in-between, the transition from one to another
object, moving to the centre of minimal artistic interest.
It is the known separation of the production from the
instruction clarified in a virtually endless iteration. It is
the art of a computer program without a computer.
Boris Groys calls Donald Judd’s minimal art generative,
in that it is able to endlessly produce variants, and –
that is the main point – in that its code is somehow

observable for the viewer. Thus it is the viewer who
theoretically becomes able to imagine by himself all
possible not yet realized but evoked variations of the
code. In this way the aspect of generativeness is not
limited to the production process but it is opened up
to the process of reception, or better: to some kind of
prosecution. In the notation of the sixties and seventies,
one might as well take this as a form of participation.
And to participate in an installation of Donald Judd, is
to surround the objects, to anticipate the algorithm
and to think of all variants still to be realized for this
open art project.
Form there on it is not too far to media art practice of
today, which is again emphasising aspects of
participation. Not only do artists develop installations
open to interaction, but they also provide open source
programming environments, like Processing and Pure
Data, for non-professionals to take part at generative
processes of production.

Doctor illuminatus or Ancestors of
Generative Art



Teaest (Asli Serbest, Mona Mahall) is engaged in media art
and research, electronics, and history of the computer. It gave
theoretical, programming and design courses in Berlin (Chaos
Computer Club), University of Stuttgart, University of Applied
Sciences Konstanz, Istanbul Technical University and Yildiz
Technical University in Istanbul.

Teaest presented and curated works in Linz (Ars Electronica
Center), Karlsruhe (HfG Karlsruhe/ZKM Center for Arts and
Media Technology), Stuttgart (media art gallery fluctuating
images) among others.

Teaest initiated Junk Jet, an extravagant independent publication
for electronics and aesthetics.
It also has an electro virtual punk project called
Ton Teaest 1 2 3.
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1. We would like to motivate people to reflect
theoretically on their practice. There is a lot of work
being done and VJing is so diverse, but there is not a
language that is unique to it or a vocabulary. There is
an immense diversity of approaches to this practice
and we hope something relevant in the equally diverse
theoretical and philosophical approaches is being
developed. From the day we put out the call for papers
we received contributions; people were participating
enthusiastically since this very first approach. From
here on we have received a lot of papers and have
been invited to talk about the project at festivals and
conferences. We are always looking for ways to expand
our community (and the other communities it links)
and helping to establish collaborative working through
the events we are organizing and taking part in.

2. To publish texts on VJing and realtime interactive
visual performance. To have an arena for people
discussing theories and philosophies and to
develop theoretical works informed and that inform
their practice and to have people to come and look
for texts and other resources on theories about these
practices. We are also interested in ways to support
the development of theoretical and philosophical work
(which doesn't have to be only texts) collaboratively.
In this sense we have been organizing and implementing
irregular Small Projects, which experiment with
technologies and formats for collective  debate and
construction of theoretical works.
The Small Projects also got a lot of people interested
and involved in the project VJ Theory. We always reply
to everyone's emails personally and we like to meet
our collaborators in person when we have the chance.
This results in a closer and active community very
generous and interested in the project. Plus, they
become the project, every time we work together. As
for example with the blogs happening between
beginning of July and end of September, where
collaborators are developing work by posting about
subjects such as the performer, the performance and
Interactors, audiences and participators. Everyone that
is not part of the team of writers (from our collaborators)
is welcome to participate with comments.
http://www.vjtheory.net/vjamtheory.html

http://www.vjtheory.net/

The original idea for the project came from the Narrative
Lab workshops At AVIT (Brighton in 2002 and
Birmingham in 2004) where Brendan presented
some ideas and organized workshops where
participants could present ongoing work. A lot of good
ideas were debated. There was also an obvious need
for written texts which would inform VJ practice and
related issues, from a philosophical and theoretical
perspective. Some of the people involved were students
trying to feed their practice as VJs into their studies,
some others were practitioners interested in reflecting
on their own and similar practices. They would struggle
to find written documentation to support and refer to.
This also became apparent in the college where Ana
and Brendan teach and in their own work.

From there we sent out a call for papers in June 2004
to compile a collection of texts into a book about VJing
and realtime interaction. This turned into a website
and the website grew to become as important as
the book. Now we have a growing community,
discussing theory, philosophy and ideas, active in the
development of the website. We have quite a few plans
for the future, which expand on what we've Been doing
so far. These include constructing ways (methodological
and technological) to develop theoretical works
collectively, using a diversity of media instead of being
restricted by the written word. This is a very experimental
area that not many people have touched so far.
We'd also like to expand on the experimental work
produced in physical and online spaces, using those
already available and creating our own spaces.

>>



VJing and Live A/V Practices
Andrew Bucksbarg

Begin

“Two worlds confront each other, the
world of culture and the world of life,
the only world in which we create,
cognize, contemplate, live our lives and
die or- the world in which the acts of
our activity are objectified and the world
in which these acts actually proceed
and are actually accomplished once
and only once.”  -M.M. Bakhtin M.M.
Bakhtin, Toward A Philosophy of the
Act (Austen: University of Texas Press,
1993).

What Bakhtin, a Russian philosopher and literary
scholar, chiefly concerned with the novel, ironically
calls to our attention draws a fuzzy boundary between
the embodied process in momentary experience or
“real-time” actions, improvisations, interactions,
generative processes or simulations and how we utilized
media to create representations or reflections of this
experience we refer to in narrative forms.  Bakhtin was
expressing the limitations of the medium of literature
or print media and technology.  We know that
technology is closely tied to creative production,
influencing mass scale media or major forms of creative
expression and leading to the convergence of our acts
and their objectification.  As computational speeds
increase and technologies become more inexpensive
and pervasive, our media world changes from a focus
on functions of representation or expressions to those
that include components of our experiences- momentary
acts, performances, improvisational play and
participatory culture.  VJing practices are an expression
of this change and represent a continued desire for
the intersection of the senses, such as sight, hearing
and the performance and interface of the body.  VJ
and live A/V practices bring a convergence or mixing
of the elements of rhythm and movement in a sensoria

l and motorial engagement and construction, from the
extended interfaces of sensors used in performance,
to mass scale gaming systems like the Nintendo Wii.

What happens in the movement from states media
where we are identified through representational
practices, to a mediascape based on actions,
preferences and performances that we create and
share? Newer media, such as games, socially interactive
website/databases, simulations and live A/V
performances or VJing practices are situated in an
embodied cognition and environment that bear
momentary, time pressured relational processes,
engaging and interacting persons and environments
in complex ways quite different from more traditional,
representational and mass scale media and arts
practices.  What bubbles to the surface is that these
occurrences cannot be explored through the use of
representational structures, as they are more than what
can be represented and require a thinking from and
an analysis related to content that is generative,
participatory, interactive, communicative, simulated,
performed and experiential in nature.  New fundamental
qualities of these forms emerge, such as rhythm and
movement, dramatic intensities and performance.

The interplay and interaction in VJ practices of
performers and content, work that is often both
composed and improvised in a collaborative
environment, as well as physically manifested and
interfaced in the body, require us to rethink and expand
our toolbox of inquiry beyond representation and into
presentation, the experiential and convergences of the
psycho-social-physiological.
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Early Abstract A/V Practices- Rhythm and Movement

“All of a sudden it hit me---if there was
such a thing as composing music, there
could be such a thing as composing
motion. After all, there are melodic
figures, why can't there be figures of
motion?” -Len Lye

“We perceive rhythm in three different
ways.  There’s rhythm we can hear,
rhythm we can see, and rhythm we can
feel.” Bruce Block, The Visual Story:
Seeing the Structure of Film, TV, and
New Media (Boston:  Focal Press,
2001).

Creative and artistic practices abound with an art of
movement that synthesize the audio-visual and the
body and are as old as any cave paintings.  In Western
art, there is a historical intersection of musical practices
in visual work dating back to the early 1920s with the
film experimentation of a number of artists that captures
the kind of abstract, non-narrative and other formal
elements, the qualities of performance and generative
work that feed into VJing and similar practices.  The
work of artists like Hans Richter, Walter Ruttman, Viking
Eggeling or Oscar Fischinger, for example, create
convergences and remediations of the audio-visual-
performed.  This early work was influenced by the
nuanced, abstract and time-pressured expression of
movement in audio and visuals and a kind of delight
in the sensorial and performed moment.  Contemporary
A/V work can be traced as coming out of earlier work
beginning with “light” or “color” organs, instruments
designed for the live performance of light and visual
media beginning in the mid 1700s, as well as early
filmic and animation experiments.

Early filmic experiments drew an impetus from the
convergence of photography and dramatic arts, as
well as practices on how images change frame-by-
frame in the creation of the moving image.  These forms
come together in notions of depiction in portraiture,
“capture” in landscape photography, as well as

performance and frontality in the dramatic arts.   The
work grew to be no longer captured time, but time-
based, organized around either a “frame rate” of change
or the pulse in music.  Performance was also time-
pressured.  The marriage of waveforms of sound and
light established in experimental cinema and animation,
or an art of movement.  This work now shares its history
with VJ practices, a context for working, based on
movement- rhythm (pattern, repetition and tempo) and
measures of dramatic intensity (power/strength).
Finally, sound and image is extended or augmented
through varying relational performance strategies of
the body.  With the introduction of interactive software
and fast personal computing, this experimentation
becomes creative performance practice in real-time-
usually improvisatory and collaborative work between
artists/VJs and musician/composers/DJs.

Music, theater and dance share their presentation
mode of performance, something that came about in
1960s in the larger visual arts canon by such artists
as Vito Aconcci, Joseph Beuys or Allan Kaprow.
Rhythm and movement also appeared in early works
by those such as Man Ray, Marcel Duchamp, Ferdinand
Leger, as well as aforementioned filmmakers like Hans
Richter and Oscar Fischinger who utilize the sequential,
time-frame structure of film as a material and
performance process in the making of the work.  Other
artists, such as Mary Ellen Bute, who created
experimental abstract animations from about 1934
until the late 1950s in the US, had studied stage
lighting in order to create a “color organ” for live
performance, as well as collaborating with musicians
in her films. William Moritz, Animation World Magazine,
Issue 1.2, 1996.  There is a whole minority history of
visual work that comes out of a musical and
experimental sound tradition and experiments in
animation and cinema, a history of work that is
challenging and difficult to commodify, has been
appropriated into other forms, such as narrative film,
or fallen into the gaps in the institutionalization or the
disciplinization of creative work.



The Hirshhorn Museum and Sculpture Garden at the
Smithsonian Institution in Washington, D.C. recently
organized Visual Music, a white-cube based show that,
“surveys the rich and resonant relationship between
abstraction, color, and sound over the past century.”
However, the lack of mention of rhythm and movement
betrays any real understanding of this work, other than
extending and expanding their own stale collections.
 Rhythm and movement are the important commonalities
throughout audio-visual-performed practices, not
necessarily color, although the curators do understand
the importance that levels of abstraction play in this
work.

Movement in film and video is simulated by presenting
samples, painted or manipulated stills or captured
images, at a fast enough rate that we perceive the
smooth, connective movement of shapes and forms in
the frame.  Rhythm is created by the regular (or irregular)
alternation of content and the negation of content over
time.  For example, rhythm is created by the repetition
of a drum hit followed by silence, repeated over time.
 One drum hit (1), does not create rhythm- 010,
however, by repeating sound and silence, we create
rhythm- 010101010101010101010101010101, etc.

Similarly, the space in the frame can be divided up and
rhythms can be created visually by repeating shapes
in areas of the frame, as well as repeating pictures
(pictorial rhythm) and through editing (editorial rhythm).
Ibid.  Rhythm and movement are endemic to time-
based media at the level of the frame or sample, where
images and samples begin and collect over sample or
frame rate to create sound and motion.  Rhythm and
movement are also expressive and relational to the
body, both in practice (walking, dance, etc.), as well
as psycho-physiologically (heart rate, blinking, muscular
activity, cognitive processing predisposed to movement,
etc.)  Artists would naturally explore these sensorial
and bodily occurrences in expressive forms as different
media technologies encourage or inspire.

The 1921 project, Rhythmus 21 (Film is Rhythm),
directed by Hans Richter, uses rectangles and squares
in negative space with chance procedures.  Chance
procedures have often been utilized in time-pressured
contexts, such as performance or improvisation, and
accidents are as important to the creative and inventive
process as intention.  Richter’s film attempts to show
the transformation of content in time, similar to dramatic
features in other media, but without characters, plotlines
and the grammar of film storytelling.  Recto-linear
shapes appear, grow and shrink, taking advantage of
both visual rhythms in negative space, as well as the
editorial rhythm of how the piece is cut.  This process
builds intensity in tempo and density.  Richter said of
his piece, ”The simple square of the movie screen
could easily be divided and ‘orchestrated.’  …In doing
so, I found a new sensation:  rhythm- which is, I still
think, the chief sensation of any expression of
movement.”  Rhythm, the repeated alternation of sound
and no sound is created visually through the repetition
of visual elements in sectors of the visual frame amidst
negative space. Ibid.  By varying the tempo or speed,
different intensities are created, charging the work with
a kind of dramatic shape known in sound design as
an “envelope,” but we can also think of these formal
structures as phrases or gestures as well, where
movement begins, moves through a shape and is finally
completed.  These varying intensities and rhythms are
translated cognitively and influence how the work is
received emotionally through tension and release.
These synchronies between the audio-visual content
and the changing rhythms and intensities are
foundational in current VJ practices.

Viking Eggeling’s Symphonie Diagonale produced in
1924 is another piece that is interesting in contrast to
VJ and live A/V practices. Symphonie Diagonale uses
basic forms like curves and line segments to create
basic geometric shapes that form and dematerialize
rhythmically, in the black space of the frame, into ever
increasingly complex shapes.  As the title states, the
piece is a remediation of the musical term ‘symphony,’
which refers to a piece with three or more movements
for a symphonic orchestra.  The title may also refer to
a cohesive piece with many distinct elements
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(instruments) that function together harmoniously
(orchestra), but the word symphony also refers to a
creative production that requires human performance
for its articulation.  What this early work helps us
understand about VJ practices is that when put together,
the visuals and the sounds are extensions or
amplifications of each other, like instruments in an
orchestra.  The moving image helps us “feel” the music.
 The mixing of sensorial forms and synesthetic
metaphors become a complex, pleasurable tableau of
forms that interplay in between the areas of sensation,
perception, physiology-body, emotion and memory.
However, the audio is not always required, even if
implied in the creation of work.  Jules Engel, an
experimental animator, speaks of his work,

“Conductors, composers and musicians
have described my work as musical
through the composition, timing and
direction that they sense.  They are
moved by the rhythm and by the
‘complete, fulfilling process’.  This is so
interesting to me, as I do not rely on
music as a starting point.  Since 1969,
I have animated more than thirty abstract
films, adding the scores to my films at
their completion;  I prefer to do the
graphic choreography from my own
sense of timing instead of a
predetermined sound or musical score.
 In my films, ‘sound score’ is often far
more appropriate, since a formal musical
composition in not always necessary to
provide enhancement, nor is it the basis
of stimulus.”

Pattern and repetition are two important elements in
the remediation of music in experimental film and
animation and both are subcomponents of rhythm.
Pattern in visual form can be created by repeating
information in space (the frame) and over time.  Pattern
in sound, described as meter, is created by accenting
certain beats of the pulse.  For example, accenting
every first beat in a division of three beats is a waltz.

However, differences exist between the senses, and
it may very well be that these differences are as
important in these creative works as the convergences,
amplifications or commonalities between the senses.
 For example, we cannot separate different wavelengths
of light when mixed, unlike our ability to separate out
frequencies in hearing, such as following the different
melodic lines of instruments.  We do not blend different
sounds together.  One could theorize that such
differences may be important to understanding such
convergent forms in newer media.

Patterns are very expressive forms in many cultures,
seen for example in Navajo rugs or African textiles,
however these cultures do not apprehend these as
abstractions, but as culturally expressive forms.  Patterns
in Western culture seem to come in and out of vogue.
 Digital media, for instance the simple, clean look of
vector graphics, seems to have created a new surge
in abstraction and pattern.  Pattern processes can be
thought to be built up from minimal atoms as with the
frame rate or sample rate, just like the basic processes
of heart rate and breathing compose the systemic
process of human physiology in movement and dance.
 We can trace pattern and abstraction back to early
video gaming systems and 8 bit computer graphics,
where content was created from simple color grids of
pixels.

Rhythm, movement, pattern and repetition are carried
throughout human experience, society and culture.
Early film/animation experiments segue into VJ or live
A/V practices, such as complex, symmetrical moving
images, which often incorporate kaleidoscopic repetitive
patterns, strobing content, as well as visual, pictorial
and editorial rhythm.  These are added to a time-based
practice, to communicate an expressive form of
abstraction in performance.



“Saturated Sweets and Crunchy Beats”- Abstraction

“The dream of creating a visual music
comparable to auditory music found its
fulfillment in animated abstract films by
artists such as Oskar Fischinger, Len
Lye and Norman McLaren; but long
before them, many people built
instruments, usually called ‘color organs,’
that would display modulated colored
light in some kind of fluid fashion
comparable to music.” William Moritz,
Animation World Magazine, Issue 2.1,
1997.

Musicians, composers, experimental animators and
filmmakers have been encouraged to negotiate with
the abstract, time-based and pressured qualities of
sound and light.  Sound can easily become abstract,
what semiotics attempts to describe as “floating
signifiers.”  VJ practices, as well as music, food or
forms of amusement, actions, sensations, etc. are
experiential in that they relate directly to sensation and
perception and the relationships and differences
between the senses, as much as they are
representational or require further orders of cognitive
processing, such as the memory involved in the
development of characters in a serial drama.  They
perform meaning in manners outside of a linguistic
sense in their experience.  They do not only transfer
information, but also elicit and inspire a praxis of
pleasure (and sometimes pain) in the direct experience
of such forms.  One could argue for an understanding
of the experience of riding a roller coaster, but without
ever riding one, the words would be pointless.  Artists
understand this negotiation.  The experimental animator
Jules Engel, for example, says, “My work is abstract,
but it contains an organic element that brings people
close to their inner feelings.  It doesn’t ‘explain’; within
feeling, one can discover answers.”  Perhaps this
freedom of expression and interpretation in abstraction
is what draws people into creating this kind of work,
as much as it is the sensual qualities of vision, hearing
and bodily movement.

Composers have long worked with abstract tools and
sounds and have long been partial to the abstract,
constructed and subjective experience of beauty.
Musical instruments produce specific sounds that offer
little in signification outside their potential reference
to the register of the human voice.  Yes, they do “sing,”
but they are also momentary generators of abstract
timbres or tonalities that the listener construes as
pleasurable. The abstractions of extremes of pattern,
repetition and color have never been a problem for
artists who come from a musical background.  Music
has traditionally been much more abstract or
nonrepresentational than the traditional visual arts
(sculpture and painting) and it is difficult to think of a
historical equivalent to these in music, outside of recent
flowerings like abstract expressionism.  Forms that are
“traditional” in music are still abstract and non-
representational.

Much of the history of musical expression has also
included an exploration of an emancipation of sound
from traditional practices.  Composers like Edgar
Varese experimented with noisy and percussive timbres,
as did John Cage.  Composers were the first to embrace
new technologies of electronics and the computer,
opportunities that came later and were slowly absorbed
in visual work.  Electronic and computer music gave
composers the freedom to expand a sonic palette in
similar ways.  Perhaps these freedoms and associations
of abstraction in sound have a relationship to simple
forms like curves, stripes, etc., that seemed to suggest
a symphony to Viking Eggeling in “Symphonie Diagnale.”
 Musical production does have a more difficult time
with concrete figures and may only evoke character
and story, unlike visual representation, which has a
history of weaving in and out of layers of abstraction
and meaning.

What is retained from this history in VJ culture is the
experience of the moving image in all its abstract
magnitude.  Both audio and visual abstraction have
suffered from criticism and misunderstanding.  The
image’s movement- the rhythms, patterns, repetitions
and the negotiation of both experience and meaning
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in its abstraction in the rectangular screen or display
are often negatively described as “decorative,”
“entertaining,” “formal,” or “indulgent”.  VJing comes
from a history of “eye candy”.  VJing or other live A/V
projects retain the abstract liminal negotiation of sound
and image that can slip in and out of purely pleasurable,
ordinary or entertaining forms, like eating food or
dancing at a club.  The term “eye candy” refers to a
simulated or multimodal synesthetic mixing of the
saturation of color and pattern and the intensity of
sweetness of candy and the kinds of people who would
indulge in bright colors and “sweets” With the
prevalence of digital media, the convergence of
sensorial means of expression continues to produce
these synesthetic-like mixings.  One VJ related website
describes music as “crunchy beats,” mixing touch,
hearing and possibly the sense of taste..  Some of the
earliest experiments converging the audio-visual where
by people who have been described as syneasthetes,
such as the composer Scriabin.  Newer media and
technologies offer increasing opportunities for different
sensorial forms to be converged in real-time or
performance practices.  It may very well be these
creative forms have finally come home.

Intensity in Audio-Visual Structure

The power to pull you in, hold your attention, make you
“feel”, and create and build dramatic structure?
Intensity.  Intensity is directly related to the level of
energy expressed or modeled through a system.  For
example, we can think of the amount of energy required
to produce different volumes from a stereo speaker,
the voltage sent to a light or the amount of energy
required with different kinds of physiological activity,
such as sleeping or dancing.  Varying intensities create
dramatic shape and are cognitive attractors.  In vision,
psychological studies show that it is not color, but
contrasts in light intensities that are important in the
perception of movement, depth, perspective, the relative
movement of objects, shading and gradations of texture.
 Intensities in audio-visual and movement based
practices can create dramatic tension and hold attention
though varying amounts of complexity, levels of
activity/speed and movement, hue, brightness and

saturation, timbre and tonal qualities and other
compositional devices.  VJing performances share the
potential for dramatic structure.  Dramatic structure in
narrative is forged along plotlines of conflict and rising
actions that build intensity to a climax.  The simplest
description of this dramatic form is- exposition, climax
and resolution, but dramatic structure does not
necessitate canonical storytelling.  In sound design,
the articulation of time in sound is called the “envelope.”
 The envelope is comprised of the attack, sustain,
decay and release and are familiar elements for
manipulating sounds in samplers and software.   The
envelope is used to create different timbres of or
tonalities of sound, for example a percussive attack of
a piano versus a smooth attack of a flute initiating a
note.  In terms of perception, some of the neurons
involved in hearing are only sensitive to the beginning
of a sound and others to the end of a sound.  This
means that we perceive sound in terms of temporal
shape.  Other general methods of producing dramatic
intensity in music are sound intensity or amplitude,
tempo or timbral complexity.  VJ practices should take
into consideration these varying intensities and VJ
artists should not be afraid of using the empty frame,
just as a composer uses silence or “rests” in notated
music.

Intensity is an important element of the art of movement
or similar expressive forms.  To understand that intensity
does not require conventions of story is important to
creating and exploring new practices that converge
audio-visual and bodily acts.  Understanding how
intensity works is also important in terms of shaping
longer expressive forms.

Playing the Audio-Visual

Only recently with the advent of computer technology
and multimedia software have we gained the
widespread ability to “play” or “perform the image,”
something composers have had a longer history in
practice with sound, outside of a few experimenters
with instruments like color organs.  For instance, the
notion of polyphony, multiple voices and the
relationships they form, can only be compared to more



recent techniques of layering or compositing of film,
animation or video, seen in applications and
programming environments like Flash, Director, Isadora,
Processing and Max/Jitter or nonlinear video editing
suites.  Much of earlier practices revolved around
animation and painting on film, however new practices,
such as VJing, take advantage of the algorithmic
potential in digital media.  Software processes are
created, which are used in the real-time manipulation
of the image.  VJs and live A/V performers choose from
a menu of content, elements or “clips” and then apply
software based, algorithmic processes to them.

Some qualitative differences in live creative works are
their improvised, generative, playful and performed
processes.  These works often have pre-composed
elements, which are mixed with work that is improvised
or generated from the context of the performance,
such as using and manipulating software or code or
using a live video feed.  These improvised elements
are playful in the sense that they engage with the
moment in an experimental, fun and even humorous
way, many, as well as balancing a line between intent
and accident.  Often a performer will use material from
errors, accidents or problems in the performance.  The
“glitch” or “glitching” is a descriptive term that applies
to digital errors, as well as a kind of stylistic of work.
Notions of glitching point to experimentation and play,
as well as the importance of accidents in digital
practices.

The practice of a VJ is a performance.  Along with this
heightened, conscious state, come certain paradigms
of work.  VJ performances are also embodied, in other
words, they include interfaces and controllers that
require the movement and gesture of the performer
for control, as well as the use of expressive movements
of the body that are translated into audio-visual material.
 They are also participatory, co-authored and
collaborative.  Improvisation makes use of momentary
processes that engage liminal experiences with others
or within groups of people.  The practice of a VJ is
meant to initiate the participation or interaction of other
performers, as well as engaging the audience.  The VJ
is bounded in a kind of flow of his or her perception,
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audience reception and energy and the interaction of
the audio.  Often a VJ will accompany the audio work
of a musician, DJ, composer or sound artist.  These
real-time group improvisations create a sense of danger
and excitement for the performers.  They are required
to work off of each other in the moment and embody
various political forms and practices.

These practices are complex audio-visual rituals.  Forms
ebb and flow in the interplay of the audio-visual-
performed and in the momentary negotiations of media,
the participants and the audience.  These practices
create non-narrative or evocative forms that still have
rising and falling structures and build tensions and
resolutions, all within time-based and pressured
contexts.

Real time and Representation

“I do not look for any kind of narrative
that would lend itself to graphic
expression. I must convey
ideas/feelings through movements that
could not be put into words. Lines,
Squares, Spots, Circles, varieties of
Color -- sometimes difficult to
comprehend -- provide the keys to our
pictures. In film, natural movement does
not give presence to any object to line:
the filmmaker's talent gives movement
an aesthetic expression.”  -Jules Engel

Scholars of new media bring theories of narrative into
the realm of the digital, but narrative can only account
for a portion of what occurs in the momentary process
of digital work like VJing.   These moment-to-moment
body-sense experiences are overshadowed by theories
of narrative, such as canonical ideas of story with a
few main characters that traverse a developmental arc
from beginning to climax and finally to a resolution. I
will not argue here regarding the value of using notions
of narrative in order to conceptualize the complex
process for how the brain processes and remembers
information, however this limited perspective of narrative
denies liminal acts such as performance, play,

improvisation and participation, as well as
communicative and generative processes in the
exchanges of those creating live A/V work, such as
artists and VJs.  As stated earlier, narrative does not
factor in other means of constructing meaning, as well
as the experiential- such as experience from sensual
forms.

As the momentary performance and exploratory process
in digital media continues to build cultural
pervasiveness, new theories will be needed to
differentiate fundamental structural means in digital
media to that of older methods of representation. The
structural mythos of narrative does not articulate the
improvised, performed and shared momentary acts of
individuals engaged in creating meaning in the digital
medium.  The practice of a VJ, an interactive website
experience, the improvised actions of a digital media
performer, a gamer, a participant in a multi-user synthetic
world, visualizers, amusement park rides, meditation,
dance states, sports, as well as car crashes and other
traumatic events or communicative exchange in a social
networks are formed in a time-pressure state, comprised
of  systems of continuous sensorial inputs, psycho-
physiological processing and motor tasks and bodily
experiences and actions.  Narrative is only a sampling
construction of meaning of the analog complexity,
discontinuity and nonlinearity of the moment.  A moment
that narrative desires to fix in its framework of continuity.

Narrative accounts or recounts as means of structuring,
in the reflexive, retelling and representation of
experience, but narrative is only part of the experience,
and some would argue it is something altogether
different.  The reciprocal, dialogic or exchange process
in digital media, a momentary sense experience, is an
embodied act- an engaged and interpenetrating process
that implies notions from cybernetics and the biological,
in the feedback system of communication and control.
  Here we often have the dissolution of the author and
spectator, as well as a dissolution of narrative and the
experiential.



Digital media has a history and functionality built up
from momentary processes related to systemic bodily
processes- the continuous measurement, comparison
and exploration that provides for a certain kind of
pleasure and meaning.

This real-time, immediate and dynamic process and
exchange forms intensities similar to the tradition of
the dramatic structure, where characters are developed
over an arc, and where actions and plotlines coalesce
into a climax, however there protagonist is often the
user or participant.  Intensities and exposition don’t
always work hand-in-hand.  This has been the
experience of game designers, where storytelling slows
down or completely stops game play.  There is a
compromise, a kind of “explorytelling,” which seeks to
weld a mixture of play, exploration, game-play and
storytelling.  This seems to be the kind of practice
arising in virtual worlds, but also arises in other practices
of new media.

Narrative is also considered the retelling or recounting
of (past) events
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(New York:  Cornell University Press, 1980)., yet much
of live A/V work is based on real-time process.  The
practice of interacting with digital media is not purely
representational; it is experiential, participatory and
generative.  The narrative or the retelling of the
experience of interactive media is what happens in the
reflection or the sharing of the experience- like a play-
by-play.  Live A/V practices are based upon real-time
interactions and performances, and only partially on
the kind of representations structured in the form of
fixed sequences of signs as in traditional forms of
narrative.  The immediate, participatory experience of
the players in a VJ environment and the construed
events- images and sounds, patterns and rhythms and
their referent content, be they programmed or
generative, form a problem for thinking of live A/V work
in narrative terms.  This is because it is not necessarily
the narrative quality or the “re-presentation” of
information, but what the person does with the content,
the performance, their experience and their agency-
the relations and behaviors which occur randomly
and/or generatively.  What a DJ or musician performs

and what a video artist produces or plays and
manipulates in a project may come from intent, but the
signification of the audio and visual material together
creates accidents, exciting dangers, which spin forth
in the process of playing together.

Narrative has been critiqued in gaming as only a portion
of what is occurring in the media and that new media
are extended into simulation, “to simulate is to model
(a source) system through a different system which
maintains (for somebody) some of the behaviors of the
original system.” Gonzalo Frasca, The Video Game
Theory Reader (New York and London:  Routledge,
2003).   However, it is interesting to note that we can
think of the typical notion of storytelling formed from
a modeled system, including a protagonist, antagonist,
as well as conflict, climax and resolution.  For instance,
an improvised bedtime story models or simulates a
system.  We can expand out to think of time-pressured
activities in this manner.  For the performer, it is the
flow state she or he is engaged with, a process, not
the negotiation of narrative.  What the VJ process is
closer to is an embodied or situated activity like play
experimentation.  Thus it makes sense in describing
live arts as multi-directional flows of information that
are both time-pressured, as well as socially engaged.

However we could also take other literary forms a
starting point for discussion such practices and VJing.
 A discussion of poetry would be as apt a means as
notions of conventional narrative and dramatic structure
for discussing VJing.  Poetry extends practices beyond
Aristotelian notions of story into convergences of sonic,
semantic and performance practices.  Poetry also has
an extended history in relation to other forms of creative
production, such as music and other performing arts.
 Rhythm exists in poetry in both rhyme (assonance),
as well as the accenting of syllables, also called meter
and in sound quality, via assonance and alliteration.
Layers are composed via metaphor and simile, creating
different and complex interpretations.
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Overall characteristics, such as euphony or the general
flow of the speech can be created by both repetition,
but also the musical and percussive qualities of vowels
and consonants, the repeating of lines and phrase.
Why not consider new media practices in terms of
poetry, rather than narrative?

End Note
There is a history of the art of movement that forms
relational streams and tributaries into the practice of
live audio-visual-performed work, such as VJing.  This
history of experimental film and animation shares and
overlaps with sonic practices in levels of abstraction
in elements of form like rhythm and movement, the lack
of conventional narrative, as well as time-based and
performance practices. These practices continue to
evolve in the live audio-visual work of VJing, as well as
in the work of contemporary musicians, composers,
artists, designers and performers.  Technology and
digital practices have fed the fire of audio-visual work,
historically described as visual music, as well as the
art of movement.  The prevalence of technology and
software now enables the live performance and
interaction of sound and image in ways that were not
possible fifteen years ago.  We will continue to see art
and media created and influenced by such practices
as VJing.



The Contrary of the Movie Theater
Gabriel Menotti

We usually look for references for live images’ analysis
in the history of light shows and visual music, according
to a chronological paradigm that associates
contemporary club video projections with the color
concerts of the XIX century and the psychedelic wet
shows of the 1960s, among other artistic
manifestations. This approach is related both to the
non-narrative appeal of live images in general, as well
as to the conditions of rendering of a VJ projection,
where the message is generated, edited or composed
in real-time – methods traditionally associated with
music presentation.

The real-time processing of visuals seems to be directly
opposed to the most conventional dynamics of moving
images’ exhibition, the century-old cinematographic
screening. While in real-time processing the message
is generated (if not composed) at the same moment
it is expressed, in cinema screenings the message (the
movie) was generated months before its expression
(projection), in a complex process that goes from
scriptwriting to post-production, and may take years
to be completed.

From a practical perspective, however, the difference
between both conditions of rendering is subtle. Movie
exhibition is not an automatic routine, but an active
effort that demands a lot of technical expertise from
the operator. It involves changing film rolls, adjusting
the audio mix, monitoring and correcting the image’s
conditions. The movie projectionist, just like a VJ, must
operate in real-time to convey the message. In a certain
sense, he is also a performer, but his performance is
negative: he must avoid that the feature-length film
loses its coherence. The VJ, on the other hand, enacts
a positive performance: he creates coherence from
distinct visual samples.



Therefore, the difference between live images and
cinema screening is not exactly like the one between
a live music presentation and playback, but more like
the one between improvising and following a score.
And it was much more akin in the early years of the
cinema, where the scores didn’t exist yet. In fact, live
images recreates certain possibilities that were a reality
in the first cinematographic exhibitions, but were
discarded within the years, by the progressive
fossilization of the movie theater.

Ina Hae Rark groups the places for cinematographic
exhibition in three main categories, historically
coordinated: those of the “cinema of attractions”, like
fairs and parks, where the movie cohabits with other
leisure activities; the nickelodeons, the first outlets to
exhibit movies with exclusivity, that treated them like
products; and the movie palaces, built like opera
houses, that treated the exhibition as a cultural event
(HARK: 7).

According to her, shopping mall multiplexes promote
a return to the connections between exhibition and
consumerism that characterized nickelodeons. In that
sense, the VJ arena can be considered another step
back, since it actualizes characteristics from the cinema
of attractions. Flávia Cesarino Costa, who made a very
complete study on the early cinema, says that “the
initial period of the cinema is much more related to the
typical video situation than to a cinema situation”
(COSTA: 58).

Cinema situation is how Hugo Mauerhofer calls the
particular viewing regime of the movie theater, defined
by the most complete isolation from the exterior world
and its sources of visual and sonic disturbance
(MAUERHOFER: 375). What makes cinema situation
possible is the specific architecture of the movie theater,
dedicated to capture the audience’s attention and
directs it towards the movie. The VJ arena opposes
itself to this configuration by promoting cognitive
dispersion. Among several sensorial stimuli, the
projection is just another one. Negotiating with these
conditions, live images establishes a viewing regime
that is contrary to the cinema situation, and denies its
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historical construction – that is, the formation of the
movie theater.

The places of exhibition have always occupied a
determining position in the cinematographic industry.
They’re the point of contact between the consumer
and the film, where the production’s investments must
finally be covered – and we cannot forget that the
feature-length movie is a very specific product, that
takes years to be made, and whose commercial value
diminishes each day after its release (ANDREW: 164).

Few goods require so much spend of capital per unit
produced as the feature-length movie, and it is not
even sold (HARK: 2), what increases even more the
importance of its places of consumption, and the
necessity of the industry to control these outlets.

Besides that, the conditions of exhibition have a deep
impact in all cinematographic institution. From the one
side, they establish the foundations for filmic reception
(idem: 3) – that is, they restrict the viewers’ experience
to a commercially determined socio-cognitive dynamics.
The movie theater defines the movie’s production and
format much more than the film, its secular support.

That becomes clear nowadays, when film has become
obsolete, and survives only because of the resiliency
of the traditional procedures of projection. Electronic
and digital technologies, historically related to video,
are already widely used in cinematographic production.
Today, there is no movie that is not digitized in some
step of its creation (DE LUCA: 204).

Even the recording of raw material can be made using
high-definition digital cameras, just like in George
Lucas’ The War of the Clones (2002). The final result
is exported to film rolls just because cinema’s
consumption dynamics – based on analog movie
theaters – so requires.

We are about to witness the metamorphosis of cinema
in a completely digital media. All that lacks to complete
this process is the transition of the distribution and
exhibition mechanisms. But the industry resists, and
has chosen the movie theaters as its last trench.



Contrary to what is publicized, For example, in
newspaper articles like “Digital Projection displeases
Specialists”, published in Folha de São Paulo, in
29/12/05. the reasons for this resistance are not
immediately aesthetical. Digital projection technologies
capable of generating images as defined as a 35 mm
projector are already available in the market (idem:
21). The industry does not adopt these technologies
for operational reasons.

Producers, distributors and exhibitors have not yet
decided what are the best standards for everyone.
This decision process is leaded by the Digital Cinema
Initiative (DCI), a consortium formed by the seven
biggest Hollywood studios (idem: 149). DCI embodies
the industry’s resistance to yield the axis around all
cinema economy turn, from where this economy can
be controlled: its places of consumption.

The main interest of the agents that dominate the
market is to maintain their privileged position. The
digitalization is a serious threat to the present
configuration, since it would provoke the complete
devastation of the technological park in vigor, replacing
it for a more open, dynamic and flexible structure. This
paragraph could also refer to the phonographic industry,
which, assaulted by digital technologies, insists on an
obsolete economical model, adopting these
technologies just to maintain this model. The
comparison can be very profitable for the study of
digital cinema. But, since that’s not the focus of this
works, I leave it as a suggestion for the fellow readers.

For that reason, more than ever, we must think about
viewing regimes and movie exhibition practices – “all
the practices that come together within a time and
place to enable viewers to watch a film” (HARK: 1).
This paper belongs to that field of study. It sets some
bases for the comparison of the projection room with
another place that hosts a certain exhibition practice,
the VJ arena.

We may assume that the VJ arena is to the projection
room what digital video is to celluloid film. So, it’s a
very convenient starting point to consider viewing

regimes appropriated for a cinema that is becoming
more and more digital. Especially because live images
uses all the technological possibilities that the
cinematographic industry denies: digital projection
systems, online networks for file sharing, sampling,
remixing.

In 1963, Stan Brackage still talked about the projection
as performance, that is, a creative practice
(BRACKAGE: 350). However, the march of the industry
has undermined this capacity, as it instituted a
commoditized viewing regime, and technical (and
symbolic) standards became necessary to guarantee
the penetration of different works in different exhibition
places. Sound system standardizing is a good example
of this. Gregory Waller says that the arrival of sound
helped “regulate and perhaps standardize” movie
exhibition in the USA (WALLER: 175).

In this process, the movie became the economical
pivot of the cinematographic industry. The tableaux
vivants and the travelogs lost their place for the
millionaire blockbuster. At the same time, the exhibition
became more and more a transparent procedure, so
that the less interference possible actuated over the
movie fruition as it was originally planed.

So, the noisy nickelodeon and the luxurious movie
palace were substitute for the shopping mall multiplex,
whose spartan architecture does not have and spatial
mark, and favors an unstoppable flux of public and
works.

It’s hard to tell causes apart from consequences in
this complicated evolution. All that we can do is to
make its results clear: that cinema’s viewing regime –
the articulation between the projection room and the
moviegoing – is nowadays a hyper-determined practice.

But we can also point that it has not always been like
this. That cinema once had extremely fertile viewing
regimes, which the industry has nullified within time.
But these long-forgotten routines are on the lookout,
in p2p sharing networks and in low-luminance projectors
at night clubs. The more cinema is digitized, the more
the movie theater is threatened by them.
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The first cinema and the VJ arena

During the first cinematographic exhibitions, from 1895
to 1907, cinema was not fixated anywhere yet. In fact,
we may say that there was no appropriate place for it,
as most exhibitions were itinerant (HERZOG: 54).
Cinema’s place was created slowly, by the
cinematographic institution itself, in proportion to the
consolidation of an economically stable practice. An
stability that only projection made possible. See
GOMERY: 1992, 7.

The first cinema projections were built in spaces
traditionally directed to public entertainment, which
made possible some kind of commercial exploration
of the exhibition: places like fairs, amusement parks,
vaudevilles and cafés (MACHADO: 78). There, movies
were presented as better suited the ambient: as a
spectacle or a scientific curiosity; sometimes after a
can-can show, sometimes in the place of the bearded
woman.

Cinematographic experience was not only
contaminated, but completely defined by the
organization of the place where the projection was
installed, and by the traditional behavior of its patrons.
The viewing regime was especially vulnerable to the
most diverse influences:

Movies were watched differently, and had a wide
degree of meanings, depending on the district and
status of the theater, on the ethnical and racial
baggage of its habitual audience, on the mix of
genders and ages, on the ambitions and abilities
of the exhibitor and the acting crew (John Fell,
apud COSTA: 54).

It is interesting to note that aspects related to film
production are not mentioned. That’s because, at that
time, a film was not dissociable from its projection –
or, like Flávia Costa says, “it only appeared in its
presentation-performance” (COSTA: 60).

Cinema economics at that time was very similar to live
images’ one today. The manufacturers of
cinematographic apparatuses were the same one that
made the movies, and initially also accumulated the
role of projectionists. For some time, the Lumière tried
to maintain the monopoly over the projection, renting
their cinematographer (along with a technician) to the
outlets that wanted to use it. That tactic proved to be
economically useless, as equivalent equipments – like
the vitascope – appeared in the market. By 1897, the
French brothers have already given up the idea, and
were selling units of their invention to whoever became
interested (MANNONI: 450).

That shows how, in the beginning of the cinema, the
particularity of the moviegoing was in the apparatus.
People did not went to the movies (a place that didn’t
existed yet), nor went to see a movie (a product that
didn’t had any autonomy), but went to witness the
marvels of Lumière’s cinematographer About the
Lumière’s first cinematographic exhibitions, see
MANNONI, 449. or Edison’s vitascope. The first movie
exhibitions in the USA were “exhibitions of Edison’s
vitascope”, that occurred in the Koster & Bial’s Music
Hall, in Nova York, in 1986 (MUSSER, 13).

Individually, the movies didn’t worth much. Disconnected
from the adequate projection mechanism, they were
reduced to the most banal materiality. Even during its
projection, a film alone was nothing. For many reasons,
especially technical, the works didn’t last enough to
fill an entire exhibition session. But that was also
culturally reinforced. In 1925, speaking about Chicago’s
Capitol Theater, John Eberson already said: “variety is
the primary demand of an amusement-loving public”
(EBERSON, 106).

The negligence with the movies’ specificity was
reflected in the treatment they received as products.
Film rolls were originally sold to the exhibitor. Since
they were relatively short and cheap to produce, the
most efficient way to profit from their realization was
selling them to the movie theaters. The value was
determined in the most material way possible: by it’s
length in meters (SCHILLER, 107).

Cine Falcatrua's
public screenings



This structure lasted until de 1910s, when the
producers started renting film copies. Until then, the
exhibitors’ control over the exhibition sessions was
almost absolute. As Suzanne Schiller says, “when a
print is sold outright to the exhibitor it may displayed
and used without limitation” (idem, 107).

This control had a deep influence in the film’s rendering,
in a way that can be paralleled to the live-editing
performed by VJs. “Throughout the 1890s”, tells Charles
Musser, “the exhibitor thus had a creative control over
a variety of elements that we would now call post-
production” (MUSSER, 17).

In organizing and presenting sequences of short
films they not only shaped meaning but created it.
[…] Programming and editing were, in this respect,
not yet distinct phenomena (idem, 17).

For that reason, Musser says that narrative was not
strange to the cinema of attractions. According to him,
the first exhibition of the vitascope would have created
“a highly structure, if oblique, narrative” (idem, 17).
But it is useless to look for a common coherence in
the six works screened in that 23

rd
 April 1896’s night,

since the narrative would have been build exclusively
during it ensemble presentation.

Because of the extremely unregulated viewing
conditions, the sense created in the exhibition, although
ephemeral, invariably overcame any discursive
arrangement originally present in the movies.

In 1911, in a critics ironically titled The Murder of
Othello, H. F. Hoffman reports a particularly catastrophic
exhibition of a cinematographic version of
Shakespeare’s play. “He was murdered by an operator
last night” (HOFFMAN, 73).

Among several mistakes committed by the so-called
operator, the most serious was putting the film in
reverse, so that “the title and sub-titles came through
reading backwards”. Instead of stopping the exhibition
to correct this error, he tried to “disguise” it, fast-
forwarding the movie every time the titles showed up.

With that, he transformed the drama in comedy, and
ended up attracting more attention to himself than to
what was on screen.

In Hoffman’s critics, we can already perceive a certain
concern with “the one thing that brings the people to
the place”, the movie. Yet, it is a kind of “movie review”
that doesn’t judge the film (not even name its director
or its producing company). It just evaluates one of its
reproductions. That shows how cinema was still focused
in the exhibition, since movies didn’t exist beyond it.
It is also evident how hard it was to maintain the
coherence of this element. The exhibition techniques
(and technologies) were not automatic at all, and the
perfect reproduction of a work depended on the
arrangement of a series of factors over which there
was merely functional standardizing.

If we ally these conditions of exhibition to the disperse
audience of the first movie theaters, we will get a
picture that resembles the contemporary VJ arena.
Originally, cinema didn’t have a specific audience; it
borrowed its public from the various places in which
it has penetrated. These patrons came bringing a series
of cognitive expectations that the projection was never
obliged to fulfill, but the producers couldn’t do
otherwise, in order to keep their job commercially
viable. There was no way to control the audience. The
audience controlled the exhibitions.

The front row is invariably filled with children kicking
their heels, giggling and talking for the pictures.
The audience as a whole indulges in fervent hand-
clapping at frequent intervals. The boys love to
whistle accompaniments to the music, regardless
of either tune or time (BOBLITZ, 138).

Although the last paragraph refers to the sufferings of
the piano players in the nickelodeons, it describes
rather well the behavior of the audience in the first
cinematographic exhibitions. Here, there is no vestige
of the superperception and the submotricity that
Christian Metz considered indispensable for a
cinematographic situation – but who can deny that it
constitutes one? (METZ: 409)
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When the first outlets for movie exhibition appeared,
around 1905, the frivolous posture of the vaudeville
audience was imported into them. These places were
called nickelodeons, a term that combines the Greek
word for theater, Odeon, to the coin whose value
corresponded to the ticket, the nickel. Russel Merritt
says that the typical nickelodeon was “a small
uncomfortable makeshift theater, usually a converted
dancehall, restaurant, pawnshop, or cigar store, made
over to look like a vaudeville emporium” (MERRITT:
22).

Not by chance, the audiences commonly associated
with the nickelodeons are the proletarians and the
immigrants of the big cities (MACHADO: 79). At that
time, the commercial exploration of entertainment
outlets was especially favored by the reduction of
working hours and the increasing of middle class family
revenue (ROSENZWEIG: 30). Outlets of all kinds
appeared throughout the cities. Among them, the only
ones that fitted working class life’s rhythm were the
nickelodeons.

For that reason, the nickelodeons were soon converted
in some kind of refuge for the ghetto population. What
was on the screen didn’t matter; the important was to
be there. Merritt says that, to these people, going to
the movie theater was a way to escape from the
crowded slums and the insalubrious factories
(MERRITT: 23). It was also a way to relate to other
people: the projection room, the unique space in the
nickelodeons, soon became a socializing space.

In a 1909’s newspaper article, Jane Addams reports
that the movie theater in Chicago “is also fast becoming
the general social center and club house in many
crowded neighborhoods. […] The room which contains
the […] stage is small and cozy, and less formal than
the regular theater, and there is much more gossip
and social life as if the foyer and pit were mingled”
(apud ROSENZWEIG: 34).

Rosenzweig says that the patrons adopted an “interactive,
lively, and often rowdy public behavior” (Idem: 32), that
doesn’t seems very different from the behavior of the
audiences in the vaudevilles and the cafés. The fact is
that, although this behavior was completely appropriated
for the cinematographic exhibitions in these other places,
it didn’t match a theater atmosphere – parameter
according to which the nickelodeons intended to place
cinematographic exhibitions.

For many scholars, that lends a romantic aura to the
nickelodeons and to the beginning of the cinema. But
reality is not quite like this, especially because the
exhibitors never intended to offer a democratic
entertainment – they were after a profitable business.
It was because of necessity, not by choice, that they
welcomed workers, immigrants and the unemployed. As
soon as it became possible, they tried to control the
audience behavior and raise the level of the patrons.

Nevertheless, it was the nickelodeons that established
a standard for national film distribution, and build the
base for a broad audience, without which the
cinematographic exhibition would never have reached
its full potential. In 1910, there was around 10.000
movie theaters in the USA. These theaters created a
demand for 150 new film rolls every week (MERRITT:
22).

The economical role of cinema increased every day. It
was at that point that it became necessary to control
movie reproduction, suppressing audience reactions
and commoditizing the projection in order to make it
more profitable.

This was achieved by the naturalization of the cinema
situation, which is considered an essential condition for
the film fruition, and not only one of its modalities, build
by the movie theater. This naturalization provoked a
transformation of the exhibition space in a transparent
structure (MANOVICH: 64). The movie theater denies
its own existence, offering a mediatized cultural message
(the movie) as if there was no contingent code behind
it (the architectural-social-economical complex).
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In that sense, it seems that the reluctance of the
cinematographic institution to accept the digitalization
of the distribution circuitry and the movie theaters is
because such a shift would make cinema’s non-
transparent condition clear, rendering obvious the use
of the cinema situation as a way to control movie’s
consumption and reproduction. Nevertheless, it would
certainly make cinema more like in its first years – or
more like live images.

Live images’ projection system is completely opaque.
Is leaves deep marks in the projected material. The
software used in the projection is more important to
define its rhythmic and aesthetic qualities than the
collection of visual loops projected – the “projection
mechanism” has once again preponderance over the
“movies”.

In fact, any minimal action of the audience has much
more importance to its experience of the projection
than anything the VJ might do. The VJ arena’s spatial
organization does not give the projection a privileged
place, and creates a very particular relation between
the public’s gaze and “cinematographic” fruition. It
does not try to canalize the spectator’s attention to
the image: spectator and image, each one in its own
side, are in everlasting movement, meeting each other
sporadically in the course of the projection.

We may even say that, in live mages, the projection
mechanism, the space and the audience itself are in
a mobilized virtual condition (FRIEDBERG: 2). The
VJ arena works as a projection room that, instead of
trying to connect the spectator’s gaze and the movie
through the cinema situation, let them free to wander,
so that they can find each other on their own, in a new
form of cinematographic exploration, where image and
space, man and machine, swallow each other.
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de computadoras y navegando a distancia por los links
seleccionados. También pueden modificar el interfaz
de navegación, el background, los links, textos, visuales
y sonidos con las herramientas y efectos integrados
en el software. A diferencia de los disc-jockeys o los
video-jockeys que cargan en sus discos duros el
material sonoro o visual con el que trabajan, el web-
jockey selecciona previamente sus links favoritos y,
durante la performance, navega a través de ellos
directamente online y en tiempo real.

El resultado es una metáfora de todos los mapas de
navegación posibles y una experiencia de net-art, una
forma de arte esencialmente no-objetual basada en el
proceso comunicativo y la arquitectura reticular de
Internet que sólo puede experimentarse en las
coordenadas de no-lugar y tiempo efímero de la red.
 Como señala David Ross, director del museo de arte
moderno de San Francisco, el net-art "se desarrolla
en un instante, resistiéndose a toda tentativa de ser
fijado en el tiempo (...). Cada obra no es más que un
rastro, una huella sometida tanto a la evolución del
proceso artístico como a la erosión del entorno digital".
 En él conviven  todos los formatos imaginables -audio,
imagen fija, en movimiento, texto o hipertexto- dando
lugar a un sistema polisémico que integra diferentes
formas de expresión, articuladas en base a relaciones
de significado y redes sociales. Conexiones que a
priori pueden parecer delirantes pero existen y en el
entorno digital se convierten en algo tangible.

Por esta razón, los usuarios potenciales de esta
herramienta no son solamente artistas sino, sobre
todo, personas familiarizadas con la navegación digital
y los contenidos de Internet: bloggers, podcasters,
programadores multimedia, hackers, investigadores o,
como dice Roquigny, “web-mutants”. En suma,
internautas compulsivos y apasionados del under-net
capaces de guiar al público en el descubrimiento de

La aplicación informática WJ-S
transforma la experiencia
de la navegación en una
performance colectiva.

Maria PTQK

WJ-S: los jinetes de la red

La aplicación informática WJ-S (Wj-software), es una
hija natural de la cultura de redes y un soplo de aire
fresco para el tan cacareado net-art, a medio camino
entre el arte de acción digital y el software-art. “Hace
diez años que estoy inmersa en la creación digital y
me sentía insatisfecha por el modo en que las obras
de net-art son expuestas en  museos y festivales, en
una computadora instalada en una esquina de la sala.
De esta frustración surgió la idea de crear una
aplicación que permitiera transformar la experiencia
de la navegación en una performance” señala Anne
Roquigny, creadora de WJ-S. Comisaria de nuevos
medios y productora de eventos multimedia, Roquigny
fue responsable de programación del mítico Web bar
de Paris y miembro muy activo del CICV (Centro
Internacional de Creación Video) de Belfort, uno de
los espacios de experimentación artística más
fructíferos de Europa hasta su polémico cierre en
2004. En la puesta a punto de esta herramienta,
Roquigny ha colaborado con el artista y manipulador
multimedia Stéphane Kyles, encargado del diseño del
software y la programación.

Con WJ-S (literalmente, software para web-jockeys),
la experiencia de la navegación, a menudo solitaria y
vivida como una relación íntima entre el internauta y
la máquina, se transforma en un happening colectivo
que expone las derivas virtuales de cada participante
en vivo, a modo de ciber-jam electrónica. El web-jockey
actúa como un glosador, un nodo de comunicación
que selecciona contenidos de ese inmenso disco duro
que es Internet, los interpreta y propone itinerarios de
sentido.  Técnicamente, la performace se organiza en
torno a una computadora central que funciona como
servidor o webdeck y controla la relación entre las
máquinas-cliente en una red de múltiples pantallas.
Desde el webdeck, los web-jockeys mezclan y
sincronizan sus diferentes fuentes simultaneamente
en todas las pantallas, tomando el control de la red
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los lugares más recónditos de la red de redes. En la
performance de Bilbaoarte en el junio 2007, Roquigny
y Kyles actuaron acompañados de algunos de los wjs
habituales, provenientes de escenas y disciplinas
diversas: Jean-Baptiste Bayle, músico y activista del
copyleft y la contra-vigilancia, Sylvie Astié (DJ Sascii),
artista visual y miembro de los colectivos Büro &
Dokidoki, y Anne Laforet, artista sonora e investigadora
especializada en net-art. Junto a ellos estuvo también
Mia Makela.
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Since 1999, CAMP (Creative Arts and Music Project)
takes place every two years, choosing another venue
in or around Stuttgart (Germany) for each edition of
the festival. Sometimes, CAMP likes also to travel, as
in 2005, when the festival followed an invitation to the
Espaço do Tempo in Montemor, Portugal. But this is
not what makes CAMP so special: it is all about the
format the founders of the festival, Friedemann Daehn
and Thomas Maos, have invented to bring musicians
or sound artists together with artists from the visual
field (video, installation, new media) in order to create
visual music Visual Music is understood here as a form
of predominantly non-narrative experimental audiovisual
production that is mainly performed or produced live
and where sound and image become equal partners..
The musicians and artists are invited for one week and
CAMP gives them all the essential luxury you need to
experiment freely: time, space, technical and
gastronomic support.

The first impressions by entering the vast building of
the Württembergische Kunstverein Stuttgart, where
this year’s CAMP took place from August 12-19, was
one of a mixture of different sounds. The sounds came
from the team of the Kunstverein still being busy with
deconstructing the last exhibition and from the
musicians trying out their sounds. Everybody seemed
to be running around in search for a cable, a graphic
card or another electronic device. But later on, one
could also see small groups of musicians and visual
artists discussing the concepts for their improvisations
or relaxing in deck chairs on the terrace while talking
about their projects. As an informal atmosphere often
encourages the exchange between the international
guests and also an interested public, the bar is a very
important part of the CAMP philosophy. But of course,
there are also other forms of exchange: this year, the
festival had organized for the first time workshops
where an interested public could get an insight into
the artists’ work. A public lecture on visual music by
Verena Kuni (Germany) and Axel Stockburger (Austria)
gave different theoretical approaches to the subject
and led to a discussion that created a link between
ongoing theoretical discourses and the creative
experiments the artists at CAMP were undertaking.

During the whole festival week, between workshops,
lectures and group rehearsals, there was an almost
feverish atmosphere of concentrated work that led in
a relatively short time to astonishing results which were
presented to the public at the end of the festival. Before
and between the performances, the visitors could
become involved themselves and play with the
interactive audiovisual installation programmed and
constructed by the two students in resident, Hiroyuki
Hori (Japan) and Michael Hieke (Germany). The first
performance evening was dedicated to the groups of

CAMP ’07 –
Glimpses of a
Visual Music
Festival
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rtists that had been combined by the artistic directors
Fried Daehn and Thomas Maos, each group containing
one visual production unit and several musicians
working in one defined space. The groups had reacted
in different ways to the challenge of the spatial situation,
which they had found on their arrival, the spaces of
the Kunstverein being very beautiful but also difficult
to deal with in terms of acoustics. One room also being
still under construction while the group was working
in it, the only sensible thing they could do was to
include the situation in their performance. They
consequently filmed the transformation of the room
over several days (destruction of a wall, painting of
another wall) and recorded the sounds. In the end, the
Berlin based visual artist Philipp Geist chose to use
only very reduced material from this shootings in black
and white, projecting on two opposite walls of the
room little above the floor, so that people could walk
through the projections, becoming a part of them with
their shadows that made an answer to the shadows
on the walls in the projection. The electronic musician
Markus Urban (Austria) performed with the
corresponding recorded sounds while Mark Lorenz
Kysela (Germany) was improvising with his saxophone
to the visuals and the electronic sound generated out
of a beautiful concert of electric drills and hammers.

Here, a part of the answer to the question that is
intrinsic to visual music, that is, how to generate a
correspondence between sound and image, lies already
in the common source of the material for the
performance. In a similar way, the visual artist Kasumi
(USA) tried to link her material to the music: Kasumi
had reserved a premiere to the festival, working for the
first time with new material, different figures cut out of
film material, very often with a political background –

a like George Bush saying “Violence is always the
solution”. While she was mixing her visual material she
could also control its sound by switching it on and off
and giving it as a source to Thomas Maos (Germany),
who integrated the spoken words and other sounds
into his improvisation on the electric guitar while
Masayuki Akamatsu (Japan) was joining in with an
improvisation on his laptop. The work of another group
with Solu (Spain/Finland) on the visuals showed again,
that image and sound can come beautifully together
on the base of a very concentrated and reduced
aesthetics, even without technical link between them.

Solu was projecting her images on two opposite walls
of an elongated room, bathing it in the beginning literally
in a flickering white light. Then, thin moving lines and
the black and white shape of one of the musicians
moving in the same room started a dialogue with the
equally reduced but – like the flickering light – slightly
aggressive laptop sounds of Fried Daehn (Germany),
who had decided against the more opulent sound of
his electric cello, and the noisy drones of Tobias Kirstein
(Denmark).

It seemed, however, more difficult to create a link
between the gigantic slide projector operated by
Friedrich Förster and Sabine Weissinger (Germany)
and the music. The machine, coming from the French
“son et lumière” context, had no problem in filling the
big dome of the Kunstverein with images and in
impressing by this mere technical wonder. As the
images, however, were moving extremely slowly and
were taken from a preproduced aesthetical stock rather
than adapted to the specific architecture, the musicians
had some understandable difficulties in dealing with
the images.



On the second evening, the public could discover the
“freestyle” projects in which the artists had organized
themselves, namely a “noise” project and a “silence”
project. In the first project, Solu and Philipp Geist
created together a noisy imagery with e.g. oscillator
lines freeing themselves and developing into white
noise, in collaboration with a finely structured improvised
noise music, even if Tobias Kirstein and Ricardo
Caballero (Mexico City, Mexico) would have preferred
to be more powerfully noisy. In the end, it was all
“silence”: several monitors were placed on the floor
of the dome with the screen upwards, showing the
installation “Riverine Zones Connected” by Phillip
Geist, and all musicians were improvising to these
floating waters. Paul Hubweber (Germany) mastered
his trombone in almost incredibly low tones as well as
Anja Füsti (Germany) reduced her drums according
to the extremely difficult acoustics of the cupola. The
festival ended with an exquisite electronic beep by
Masayuki Akamatsu and many ideas coming up for the
next edition of the festival. One result of Solu and
Philipp Geist doing visuals so fruitfully together was,
for example, to invite more visual artists in order to
give them the opportunity to leave the traditional format
of one visual artist performing with a group of musicians
and to experiment with different kinds of audiovisual
combinations.

For more information on CAMP see
www.camp.festival.de

Photos: Stefan Hartmaier

Text on CAMP ’07 by Cornelia Lund and Holger Lund,
directors of “fluctuating images” in Stuttgart, Germany, a
non commercial media art space with a focus on
audiovisual artwork (www.fluctuating-images.de).
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The Light Surgeons is a collective of
pioneering multimedia artists  founded
in 1995 as an experimental production
company witch seeks to develop new
hybrid forms of communication outside
the established media and art institutions.
http://www.thelightsurgeons.co.uk/
- - - - - - - - - - - - - - -
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El imagógrafo

    Robert Bresson se cuidaba de distinguir su concepción del cine
del cine comúnmente entendido mediante el empleo del tecnicismo
‘cinematógrafo’. Y no por ánimo elitista y pedante – nada más lejos de
su humildad casi jansenista –, sino por rigor conceptual y libertad de
espíritu: cinematógrafo es en primer lugar un dispositivo generador
de imágenes.

   Todavía no se ha reflexionado suficientemente sobre el estatuto
ontológico de la imago y de su facultad imaginativa correspondiente.
Su condición espúria, intermedia, entre la idea y la sensación, entre
la abstracción y lo concreto, predispuso el pensamiento occidental a
relegarla a la marginalidad o al olvido, cuando no a demonizarla, según
se hiciera de ella un miserable puente entre la inteligencia y la
sensibilidad – fácilmente prescindible –, o una dimensión fantástica
de engaño e ilusión. Ni siquiera el Romanticismo la rehabilitó en su
justa medida, y prosiguió la tradición kantiana de considerar a la
imaginación desde la perspectiva limitada y pobre del juicio estético.
La imago es mucho más que un mero quicio entre dos naturalezas o
facultades perceptivas. Justamente, en tanto que articuladora de lo
inteligible y lo sensible, debe ser considerada como la dimensión
fundacional de ambas cosas, y por tanto de la totalidad de lo que es.
Hay que prescindir de la jerarquía ascendente o descendente
‘entendimiento-imaginación-sensibilidad’ establecida según el caso
por un pensamiento positivista o idealista, que respectivamente hacen
del entendimiento o de la sensibilidad el fundamento del orden simbólico
y por tanto del mundo. El mundus imaginalis, precisamente en tanto
que intermedio, es la dimensión originaria del mundo: toda idea y toda
sensación son una forma de imagen, provienen de la imagen como de
lo que las funda. El psicoanálisis, al vincular estrechamente el
inconsciente con la imaginación, lo onírico y lo fantasmático, terminó
con la jerarquía platónica, e hizo de la imago el foco (in)original de
nuestro ser y de nuestro mundo, la primera manifestación de nuestros
afectos y pulsiones más íntimas: el yo se cuece y se prepara en su
hormigueante y subterránea ebullición.

    El cinematógrafo extrae de su sima esa materia prima y, reconfigurada,
la exhibe a la luz del día en calidad de objeto. Salta a la vista que el



trabajo con una materia tan primigenia y universal, tan adherida a
nuestro pathos, conlleva la posibilidad casi inevitable de su modificación,
la tentación de su manipulación. Mediante una suerte de operación
de cirujano loco, la imago, separada de la retina y de la facultad
imaginativa, en definitiva, de su sujeto, es arrancada de la esfera
subjetiva y transferida, por decirlo así, al ‘otro lado del espejo’, al
mundo de los objetos y de los entes. Ahí, de ese otro lado, reviste
los rasgos propios de lo óntico, caracterizada ahora por una fijeza,
estabilidad y acabamiento que le eran ajenos en el orden magmático
y polimorfo de lo (pre)subjetivo de donde procede. La pregnancia
afectiva de la imago-objectum fijada fotográficamente, tiene el poder
de hacer representar en su verdad iconográfica la totalidad de nuestras
pulsiones, de reducir su pluralidad irreductible e inquieta a la inmovilidad
de una sola forma homogénea: el estereotipo. Las estrategias puestas
en marcha para forzar ese encarrilamiento del libre fluir pulsional, esa
escandalosa proyección de los afectos en una sola modalidad de
simulacro, son las de la repetición, divulgación y magnificación
mediáticas. “La estereotipación de la sugestión permite a la industria
interceptar la génesis de los fantasmas individuales con el objeto de
desviarlos para sus propios fines, extraviarlos y dispersarlos en interés
de las instituciones” (Pierre Klossowski, ‘La monnaie vivante’). El
señuelo arrojado por la imago-objectum convertida en película
cinematográfica se corresponde a la perfección con el Edipo freudiano
criticado ferozmente por Deleuze y Guattari en ‘L’Anti-Œdipe’. En
efecto, el psicoanálisis condiciona toda nuestra sexualidad, infantil o
adulta, a la experiencia edípica del niño (y a su castración correlativa),
de suerte que, de la respuesta dada a dicha experiencia, dependerá
la formación del individuo – su salud, o bien su frustración, psíquicas
–. Edipo es lo que los dos autores denominan el ‘representado
desplazado’ del deseo, puesto que en él se condensa y encierra
simbólicamente la totalidad de lo pulsional (a-representable), como
núcleo traumático inaugural de toda vida afectiva, y puesto que en él
se desvían los innumerables flujos del deseo, atrapados, y como
obligados a afluir hacia un único flujo central que monopolizaría a los
restantes. La trampa tendida por el psicoanálisis consiste en identificar
lo que es sólo una de las infinitas posibilidades de configuración del
deseo – el enamoramiento de la madre o del padre – con el deseo a
secas, de forma que todos los demás deseos no sean sino derivaciones
más o menos encubiertas de ese deseo fundamental, haciendo pasar
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por verdad absoluta, so pretexto de positivismo científico – ciencia al
servicio de los intereses de la máquina social –, lo que es una mera
identificación hipotética. El cinematógrafo no precisa esgrimir ningún
dogma pseudocientífico para imponer una desviación semejante, le
basta con el poder sugestivo y de seducción inherentes a la materia
que emplea: la imago. La repetición y la insistencia de la misma harán
el resto.

    Ahora bien, la deformación semiótica del cinematógrafo no se forjó
de la noche a la mañana. Como sucede con todo inicio, el cine nació
libre: magia y fascinación de la imago por la imago, puro dispositivo
generador de imágenes desprovisto de todas las añadiduras posteriores
ajenas a su naturaleza (sonido, música, palabra, guión, etc).
Sobredimensionalización de la imagen convertida en absoluto fílmico
que trasciende el mero documento en los hermanos Lumière, ningún
síntoma de subordinación a lo narrativo en ese prestidigitador de la
imago que fue Georges Méliès, o en su discípulo, el español Segundo
de Chomón. El expresionismo alemán todavía contrapesa la cada vez
mayor presencia de la narración mediante la plasticidad onírica, a
menudo pesadillesca, de una imago que todavía no es imitación de
realidad, sino autoproducción: ella crea sus propios referentes, o se
dedica a deformar los ya existentes a fin de conjurar la inminente
tentación de la re-presentación. ‘Les Vampires’ de Louis Feuillade,
abusa de lo folletinesco y de la acumulación de anécdotas precisamente
como excusa para exhibir lo que no es más que una sucesión de
imágenes, escenarios y personajes inverosímiles. Pero esa imaginería
desbordante y libre de coacciones, esa liberación fantasmática del
pathos colectivo, ese impulso inicial, auténtico y generoso con que
nació el cine en Europa, fue acallado con prontitud progresiva sobretodo
por la tendencia americana hacia la trama narrativa (cuyo exponente
sería D. W. Griffith): tremendo corsé organizador de las imágenes y
de las escenas, trazador de hilos conductores entre lo inconexo, dador
de sentidos al cúmulo de los afectos asignificantes. En suma,
domesticación de la pulsionalidad mediante la reglamentación de la
sintaxis cinematográfica, cuya función de vehículo de aquélla pronto
no se le escapó a la industria. Desde entonces, esa función ‘imágica’,
de producción de imágenes, quedaría relegada al reducido gueto del
llamado cine experimental, que afirmaría su identidad y sus pretensiones
frente a la aplastante dictadura del cine normativo y comercial. La
intelectualización de parte de este tipo de cine, a menudo resultante



de un proceso de autorreflexión metarreferencial – del todo
imprescindibles para toda disciplina honesta consigo misma – sobre
el dispositivo y el soporte fílmicos, no hace más que devolverle a la
imago, pero como desde el extremo contrario, el del pensamiento y
el concepto abstractos, sus derechos irrevocables, el carácter absoluto
e incontestable de su naturaleza de simulacro.

    Se diría que el cinematógrafo retrocede conservadoramente ante
el vértigo de su propio descubrimiento, ante la aberración ontológica
de su operación – preludiados medio siglo antes por la fotografía –.
En efecto, no le es posible al hombre salir ileso de semejante hallazgo,
el cual, como retroactivamente, se venga de su creador, y desde su
esfera separada, la del simulacro hipostasiado, objeto de contemplación
colectiva y social, empieza a operar sobre los individuos bajo la
prerrogativa de su poder hipnótico. Esa fuerza retroactiva es la que
es instrumentalizada por el miedo atávico ante el hallazgo, ante el
hecho de desenterrar lo que antes era ebullición subterránea
(pre)subjetiva y (pre)individual, devenido ahora objetivo y colectivo,
fenómeno de masas dado ónticamente en el mundo efectivo. Horror
al extrapolamiento de nuestra locura en la pantalla pública. Pero he
aquí que la gestión interesada de nuestras pulsiones por fuerzas
gregarias, operada por lo que Deleuze denomina ‘el deseo vuelto
contra sí mismo’, equivalente a la pulsión de muerte freudiana, para
defenderse de la locura subjetiva, elabora todo un férreo sistema de
signos que constituye una camisa de fuerza inteligible ella misma
demencial, una antilocura infinitamente peor y más nociva que todos
los desequilibrios nerviosos catalogables – provocados, en buena
medida, precisamente por la presión de dicho sistema –. La salud
mental del individuo vendrá dada por su desacuerdo con el modelo
de vida significada propuesta e impuesta – a base de insistencia –
por el dispositivo ya no sólo cinematográfico, sino por todos los
desarrollos posteriores de la fotografía y de la cultura de la imagen,
esto es, televisivos, publicitarios, y video e infográficos. Es más, vendrá
dada por un equilibrio incierto y poco menos que imposible entre esa
locura social y normativa – de la que la psiquiatría, con su proyecto
de normalización del sujeto, se hace cómplice – y la locura intrínseca,
personal y patológica que es carne de sanatorio. ¿Salud mental?
¿Acaso existe, acaso es compatible con las oscilaciones intensivas
de la vida? Entonces, probablemente más bien se trate de escoger
una tercera locura: la dictada por ese fondo intensivo, sin coartarlo –
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como querría la primera –, y sin entregarse ciega (y estúpidamente)
a su libre curso – como querría la segunda –. Demencia presubjetiva
y subjetiva a la vez, pero en absoluto objetiva; mía y de mi ‘sí mismo’,
pero en modo alguno de los demás, ni de todos – paradoja de una
locura alienada –.

    Baudrillard y el pensamiento postmoderno han popularizado el
concepto de simulacro, de raíz nietzscheana: la imago, una vez abandona
su condición de copia de un modelo preexistente, su función de re-
presentar lo previamente presentado en la ‘realidad’, remitida a sí
misma (y ya no a ninguna presunta realidad ausente que le servía de
referencia), deviene copia de sí, copia de copia, esto es, simulacro.
Ninguna presunta verdad o realidad detrás de él, ningún detrás o más
allá de la superficie de su inmanencia: el simulacro es su propio
absoluto, y no admite contestación. La producción industrial ha
terminado con el mito platónico de la caverna, matriz del sistema
representativo, y con la idea de un original, de una esencia verdadera,
que las apariencias imitarían: todo es proliferación de copia, sin modelo
posible. El modo de producción en serie efectúa una estandarización
de la imago cuyas repercusiones homogeneizadoras en todos los
órdenes del corpus social cada vez más parecen confirmar de forma
siniestra el ‘1984’ de George Orwell. En la gran pantalla especular se
representan modelos que abarcan todas las facetas de la existencia
humana: comportamientos, valores, acciones, psicologías, erotismo,
sexualidad e incluso cuerpos y estéticas. El simulacro, copia de copia
– sin modelo –, serializado, repetido hasta la saciedad, acaba por
grabarse en las neuronas, e, inyectado en el tejido social, se erige
tramposamente en paradigma, de suerte que, desde la esfera separada
de esa virtualidad objetivizada por el cinematógrafo y todos sus
derivados imagográficos, pronuncia en silencio su particular imperativo
categórico: la obligación de imitar su ‘verdad’, so pena de la más
completa forclusión social. Ley tácita, por eso ilegal, que, prescindiendo
de todo aparato judicial, se ejerce y desarrolla desde la nocturnidad
alevosa de la imago, y que aspira a inocular en la intimidad de cada
ciudadano al autopolicía que lleva dentro – descargando así al cuerpo
policial físico de una gran parte del trabajo sucio –. Desde el instante
en que la honorable ciudadanía se pone a copiar una copia de copia,
el simulacro arrasa con todo. El concepto mismo de ciudadano, tan
en boca de los políticos, parece honrar al individuo anónimo otorgándole
su plétora de derechos mientras lo inserta en el engranaje triturador



de otros tantos deberes que lo deshumanizan, derechos tan dudosos
como el más fundamental de todos ellos: la libertad. En efecto, la
doble moral es un ejercicio constante en el sistema político-social:
para empezar, se proclama continuamente esa consabida libertad –
concepto vacío y formal – mientras el dispositivo imagográfico se
dedica a administrar la intimidad de nuestros afectos y deseos mediante
la exhibición, reiterada hasta la náusea, de sus títeres paradigmáticos.
El enorme teatro virtual levantado alrededor de nosotros por todas
partes – de suerte que casi el aire mismo que respiramos contiene
restos imágicos, y que nuestros pensamientos ya están contaminados
por sus pregnantes partículas –, ha llegado a tal grado de ubicuidad
que ya no es posible distinguir entre espacio público y espacio privado:
la imagografía óntica se imbrica con nuestra imaginería personal,
formando innombrables conglomerados; no cabe distinguir entre la
propio y lo ajeno, no hay más que una única veta, un único Afuera –
más allá de interior y exterior –, donde burbujea la multiplicidad
imágica, con toda su carga libidinal. Los intereses institucionales, la
desviación homologadora de nuestros anhelos, la nivelación de las
intensidades, se ha filtrado insidiosamente a través de la porosidad
de la facultad imaginativa y de su ventana al exterior que es el órgano
visual. Por fuera, en el mundo objetual, el horror vacui propio de la
sociedad de la información dicta la proliferación de la imago en todos
sus formatos proyectivos, y aspira a ocupar todo el espacio y el tiempo
físicamente disponibles, para asegurar así la digestión y rumía incesante
del imaginario institucional. No es preciso enumerar toda la serie de
estereotipos que se hace desfilar machaconamente por la pantalla y
qué nuevos formatos y estrategias se ponen en marcha a fin de
inculcarlos con mayor eficiencia, incluso qué nuevos valores se crean
en ese proceso – esto sería trabajo de una semiótica de la imagen de
carácter sociológico –. En la cara de tonto de cualquier actor de
Hollywood se condensa icónicamente como en un signo único toda
la carga de imbecilidad de su semántica.

    La consecuencia de esa suerte de irrisión del mito de la caverna,
por la que la copia empieza a ser imitada por la realidad, por la que
los hombres se ponen a imitar a las ‘sombras’ (por emplear lenguaje
platónico), es que éstos a su vez devienen títeres de los títeres:
verdadera caída del ser humano al estadio de mero monigote, éxtasis
de la alienación que estremecería a Marx en su tumba. La existencia
humana ingresa en una forma de vitalidad mecánica, donde la reiteración
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esquemática de comportamientos se extiende más allá del horario
laboral al ámbito doméstico e íntimo. En efecto, el ciudadano no
reencuentra su presunta libertad en el pequeño espacio que queda
fuera de los deberes profesionales, por el contrario, es sobretodo en
los intervalos de ocio – el de las últimas horas de la jornada o el del
fugaz fin de semana –, en la aparente privacidad del hogar
pequeñoburgués, cuando los resortes de la pantomima mediática
operan sobre el psiquismo humano con mayor evidencia – pues ahí
uno sólo responde ante sí mismo, ahí uno se hace responsable de
dejarse encadenar pasivamente al gran complejo de automatismos
socio-político-económicos –. Ese mecanicismo – consistente en la
imitación de patrones de vida exhibidos una y otra vez por el dispositivo
especular, mayormente por el cine y la televisión – llega a tal grado
de penetración en la naturaleza humana que incluso el cuerpo físico
empieza a dar signos de ello. Nuestra vida erótica se pone a imitar los
actos, la gestualidad y los imperativos de la pornografía sobretodo
videográfica. Guiados, entre otras cosas, por valores tan burdos como
el tamaño de determinadas partes u órganos corpóreos, por una
axiomática cuantitativa del número de veces identificada con la potencia
sexual, o por una mímica histriónica y más bien automática, se desarrolla
todo un pequeño teatro de alcoba, íntimo, sin público, del que los
propios actores se hacen espectadores, incapaces ya de gozar de
otra cosa distinta de la perfección imitativa. Por su parte, la contribución
de los programas o consultorios sexológicos – por tanto de la psicología
en general –, consiste en rebajar hasta su grado cero la escasa
intensidad que pudiera quedar todavía dentro de esa mímica, haciendo
del sexo un jugueteo frívolo más o menos morboso donde lo que se
persigue es el placer egótico de cada cual, previamente normalizado
– insípido –. La estética pornográfica y hollywoodiense – ¿cuál deriva
de cuál? – implanta lentamente su modelo de hombre/mujer que,
extendido primero por las ‘altas esferas’ del star-system, empieza a
hacer estragos en el resto de la sociedad devenida ella misma a su
vez espectacular: modelo de supermujer consistente en cuerpos
siliconados, de curvas imposibles, cabelleras rubias y labios
exageradamente gruesos – identificados icónicamente con la
sensualidad –; modelo de superhombre consistente en un cuerpo
esculpido a base de fitness intensivo. El resultado es una creciente
homogeneización de los cuerpos masculino y femenino, los cuales
presentan ahora los caracteres de la estandarización propios de la



producción en serie de la era industrial. El culto demente a la juventud
establece tácitamente la prohibición de la vejez que convierte en
profundo trauma sus dos síntomas más característicos según el sexo:
la arruga sobretodo en la mujer, y la calvicie en el hombre. En el primer
caso el negocio de la cirujía estética acude en ayuda de la señora al
precio de desproveer su rostro de expresión, convertido en máscara
impersonal; en el segundo, la industria farmacológica pone a disposición
del afectado (en lo más hondo de su virilidad) toda la serie de dudosas
lociones o de píldoras, así como el recurso a la implantología capilar
en desarrollo – la moda del sombrero y de la gorra, o la de llevar el
cráneo rapado, no son ajenas al tremendo tabú social en que se ha
convertido la alopecia masculina: se echa de menos hombres que
lleven con dignidad natural su calva.

    La pantalla, al tiempo que le hurta al hombre su realidad, se la otorga
dejándose imitar por éste – ordenando su imitación –, pero no le
entrega más que una realidad reglamentada por patrones siempre
idénticos y cuya recurrencia apenas permite un margen de maniobra
extremadamente reducido; o bien es el propio hombre el que renuncia
a su realidad para buscarla fuera de sí, en ese no-espacio especular
tan avaro y poco magnánimo en cuanto a producción de imágenes.
Ahora bien, el cine y la televisión no se dedicarían a estructurar
normativamente nuestra existencia con tal facilidad, si, a cambio de
tan desproporcionado sacrificio, no ofrecieran al mismo tiempo alguna
forma de resarcimiento, alguna compensación que mitigara la
insatisfacción a la que se nos relega. Es el famoso cuchillo de Baudelaire
que cura la herida que provoca, sólo que en este caso más bien finge
curarla, ofrece un espejismo de curación que funciona mientras dura,
precisamente el de la virtualidad. La regulación universal de la existencia
humana efectuada por el gran despliegue del dispositivo imagográfico
se destila gota a gota a través de su anzuelo, el poder de seducción
de las imágenes presentadas: sus grises principios se inculcan mediante
la exhibición de un mundo fabuloso, lleno de acontecimientos,
emociones, personajes fascinantes, acción trepidante, pretendidamente
rebosante de amor y de vida. La misma operación que desprovee de
acontecimientos, de intensidad, de humanidad, de vitalidad, la existencia
del espectador, se los otorga, multiplicados y amplificados de forma
exagerada, durante el tiempo que dura una película. Como si se tratara
de contrapesar la monotonía y el carácter anodino que dicha existencia
arrastra a instancias del cinematógrafo mediante la condensación, en
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el espacio de hora y media aproximada, de una carga intensiva por lo
menos equivalente a la sustraída – carga expresada bajo la forma de
saturación, velocidad y sentimentalismo a ultranza–. Si nunca hasta
ahora se había visto tanta cinefilia, tantas ansias por consumir películas,
es porque urge huir del desierto y de la fealdad moral de nuestra
cotidianidad; si todo el mundo se cree autorizado para hablar y entender
de cine, es porque el cinematógrafo, como dispositivo de libre
producción de imago, ha muerto; en su lugar, su función de
entretenimiento, pero últimamente ni siquiera cumple esas expectativas.
El cine es el bálsamo de una herida ya incurable, un mero sedante
tramposo, pues no ofrece más que un sucedáneo pobre de vida, una
sucesión de fuegos artificiales, una pompa de jabón cuyo estallido
nos deja con un mediocre goce, aquél que proporciona un pasatiempo,
sólo que nada inofensivo: a la paupérrima satisfacción con que se sale
de la sala de proyección se le añade indiscerniblemente toda su carga
antivital de moldes coercitivos.

    Pero el círculo vicioso de la imitación no termina ahí. Pues, mediante
el formato de reality show – en auge desde la última década –, el
aparato imagográfico se ha puesto a imitar a su vez la vida cotidiana
del ciudadano medio, esto es: la copia (humana) de la copia (simulacro
virtual) es a su vez copiada por dicho aparato. Copia, por tanto, en
tercer grado: copia de copia de copia destinada, no cabe duda, a ser
copiada también por una humanidad que ya era simulacro
institucionalizado. Este retruécano mimético, efecto de feedback,
reverberación inacabable de lo copiado, obedece al movimiento
inherente de la asemejación que aspira (vanamente) a la identidad.
Ciertamente, como muy bien establece Blanchot, la semejanza entre
dos términos es la ausencia de reposo que impide a cada uno de los
dos ser idéntico a sí mismo, pues cada una de las potenciales
identidades se halla contestada por su otro semejante, el cual,
precisamente en virtud de su semejanza, ni le permite descansar en
sí misma ni tampoco asimilarse a su otro. La aspiración a la identidad
por parte de lo asemejado constituye la mala versión del simulacro, su
connivencia con una determinada organización mortífera de las
pulsiones: la clausura, el replegamiento, la fijación del ser. La copia
en tercer grado inaugura una nueva etapa de negatividad: considerando
insuficiente la simulación a la que se ha prestado servilmente la
naturaleza humana – cada vez más desnaturalizada –, pretende insuflar
una nueva oleada de mímesis en ésta, con el objeto de ajustarla todavía



más a la verdad modélica establecida. La oscura aspiración a una
identidad final en el proceso mimético es un imposible por cuanto
dicha ‘verdad’ también es imago, está constituida por la movilidad y
el carácter abierto del simulacro, en consecuencia, nunca dada de
una vez por todas; su movimiento se adecúa y responde sin cesar a
la evolución incesante de la máquina social de la que es instrumento.
La idea siempre retrocede un poco más, ofrece un horizonte todavía
más cerrado, y se reinventa a sí misma conforme a nuevas
constelaciones socio-culturales. En ese juego especular interminable,
puro demonismo, donde el simulacro redunda hiperbólicamente, y la
fabulación ficcional prolifera sin fin, hay que dar definitivamente por
perdido todo atisbo de verdad y de realidad. Los realities despliegan
su nueva gramática, elevan un grado más la imbecilidad universal que
hace presa sobretodo de la juventud, punto de mira de los intereses
institucionales, puesto que en ella coagulan todas las esperanzas de
planificación del futuro mundo, puesto que ella es la gran consumidora
de productos efímeros, puesto que ella es la atrayente y nostálgica
imago en la que se representa de forma pervertida la vida perdida y
deseable – no sólo para la madurez y la senectud, también para la
propia juventud –, y porque su tierna ingenuidad la convierte en objeto
fácil de todas las manipulaciones: así, todas las derivaciones del
formato ‘Gran Hermano’, donde la cámara espía el día a día de las
anodinas peripecias de unos concursantes cuya jovialidad se aproxima
cada vez más a cierto modelo de serie barata americana. El
cinematógrafo deviene pornógrafo cuando se convierte en ventana
abierta a la intimidad del prójimo, cuando se orienta por la satisfacción
en masa de una pulsión voyeurística – hasta ahora individual y
clandestina – y de un morbo de lo más descafeinados, exhibiendo no
sólo cuerpos, sino también sentimientos, amoríos, secretos, peleas y
discusiones violentas. Puesto que dicha exhibición es completamente
falsa – obedece a reglamentaciones sociales y a guiones programados
–, su obscenidad no consistirá en la impudicia de sus contenidos sino
en el hecho de pretender hacer pasar por humanidad lo que no es
más que espectáculo de trasuntos de miseria humana – ni siquiera de
miseria real –. Mal pornógrafo, por tanto.

    Coetáneamente al movimiento imitativo descrito, se hace patente
una suerte de submovimiento, un circuito cerrado que se inserta en
el primero como su condición de posibilidad. A cada instante, en cada
etapa del itinerario seguido por la similitud, la imago se erige en su
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propio absoluto, la semejanza prescinde de la suerte de idea reguladora
que orientaba su dinamismo – a su vez, como se ha visto, ella misma
imago –, para ponerse a parecerse a sí misma, cerrando el círculo de
su vida interior en favor de una autorreferencialidad y autosemejanza
que usurpan paródicamente la anhelada identidad. En esa subdimensión,
la inquietud imitativa, aparentando descansar por fin en su propia
verdad (imposible), presentando una estabilidad y fijeza engañosas,
se ha vuelto loca y ha perdido aquel impulso originario que la guiaba,
ha abandonado la dialéctica imitable/imitado, para sumirse en el hecho
mismo de la imitabilidad, en el movimiento sur place de la tautología.
¿Qué imitan, por ejemplo, los concursantes de los realities?, ¿de qué
son copia? De ellos mismos, pero una vez se han perdido a sí mismos
en el dédalo de superposiciones simulativas: imitación de grado ∞
(infinito), pura apariencia especular, viven sólo de y por la pantalla.
Absorbidos en la virtualidad, devienen la emergencia de lo que aparece
en la pura superficie de lo visible: a tal punto exhibibles que dejan ver
el hecho mismo de su visibilidad. El disco se ha rayado, el movimiento
de la semejanza ya no puede devolver nuevos impulsos de asemejación,
no es posible apretar más las tuercas – pasadas de rosca – del
simulacro, éste ahora campa a sus anchas, libre, ligero, improbable,
por fin ha alcanzado su entelequia, como forma hueca que ya no
vehicula nada, ningún efluvio vital, ningún deseo o emoción humana,
ningún interés gregario o no, ninguna maquinación: nada, ausencia de
contenido, éxtasis del conjunto vacío, pura estupidez huera, a la que
no le queda más que insistir sobre sí misma, redundar en su propia
inanidad: fantasma, sí, pero sin muerte o ausencia a los que referirse,
sin carga afectiva, sin redención por el espíritu, fantasma de fantasma,
muerte completa (¿en vida?) que parece anticiparse en la pantalla, y
vaticinar el final de ese proceso de negatividad universal. Puesto que
el espectador se ha dejado atrapar en la reverberación reflexiva de los
simulacros, en el insidioso doble movimiento por los que respectivamente
se simula una trayectoria y el extravío de toda trayectoria, helo también
ahí, dentro de la gran ventana, en el afuera de la virtualidad, cedido
a la (mala) suerte de las imágenes, al nefasto uso del pornógrafo, que,
como vampiro metafísico, comete todas las exacciones concebibles.

    En la ubicuidad espectacular en la que estamos inmiscuidos, no
queda más que el simulacro. Éste, aunque de signo neutro, ha sido
investido por todas las fuerzas negativas de gregarización. Sin embargo,
su extraordinaria ductilidad lo hace depositario de todas las esperanzas
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y promesas. En el filón de todos los composibles e incomposibles de
la ficcionalidad reside una potencia de contestación insospechada.
¿Qué podrá contra ello una sola modalidad institucionalizada de
ficción? El único deber, una vez han caído todos los deberes y todas
las morales: reelaborar los simulacros a la medida de la única ley
admisible, la vida, que es incremento intensivo inacabable. Pero antes
es preciso todo un doloroso trabajo de desaprendizaje, una disolución
de todos los simulacros establecidos, que sólo puede llevarse a cabo
en el silencio de una separación menos decidida que sufrida (‘Si
fueseis del mundo, el mundo amaría lo suyo; pero porque no sois del
mundo (...), por eso el mundo os odia’ (Juan 15, 19)), y cuya falta de
medida paradójicamente hace de la soledad una experiencia que
solidariza al hombre íntima y tiernamente con el mundo, mundo
reconciliado por fin consigo mismo conforme a una reconfiguración
tanto más singular cuanto inalienable.


