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THE TIME IN MOVEMENT

Der hier folgende Text wurde fiir den — nicht veroffentlichten — Katalog der von Raymond Bellour und Sergio
Mah kuratierten Ausstellung States of the Image: Instants and Intervals geschrieben. Sie prisentierte im Cent-
re Cultural de Belém im Rahmen der Biennale LisboaPhoto 2005 Arbeiten von 12 Kiinstlern (Chantal Ackerman,
Jean-Louis Boissier, Dara Birnbaum, David Claerbout, James Coleman, Pedro Costa, Masaki Fujihata, Yervant
Gianikian / Angela Ricci Lucchi, Thierry Kuntzel, Shelly Silver, Michael Snow, Jeff Wall). Shelly Silvers Video-
film WHat I'm Lookine For (USA 2004) wurde dort als eines von drei Elementen einer Installation gezeigt. Der
Film selbst lief auf einem Bildschirm in einem dunklen Raum. Im vorangehenden Raum waren an gegeniiber-
liegenden Winden zum einen eine Reihe wihrend der Dreharbeiten entstandener Fotografien aufgehingt, zum

anderen zahlreiche Ausdrucke der Webpage des Projekts, die das Werk erst ermoglichte. (R. B.)

Shelly Silver: What I’'m Looking For, 2004, Installation (Monitor, Video,

Dokumentation, Fotografien), Shown at the exhibition States of the Image:
Instants and Intervals, LisboaPhoto, 2005
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Shelly Silver:
WHAT ‘M LoOKING FoRr (USA 2004),
also the following illustrations

You are a film or video artist. You decide to compose a film, made up exclusively of photo-

graphs. You are yourself the author of these photographs. You accompany them with a
commentary, which attaches to the singular experience from which these photographs
emerge, divulging your inner detours, while simultaneously seeking to reflect a vertigo
on which the film insists. You choose a female voice for this commentary, a truly evoca-
tive voice, personal and invested, which colors everything with its effect. When you do
all this, you find yourself seized by the power of these things in the inexhaustible space
that has opened up in the twenty years that separates two films, which intersect without
resembling each other, marrying their respective qualities of fiction and witnessing:
La JeTEE and Sans SoreiL by Chris Marker. You know this. You can’t help thinking it.
“He writes.” “He writes from Japan.” And the most beautiful present that you knew to
give yourself, and that strikes your audience (to whom you are then offering it), is that
you have succeeded to create the conditions of extreme liberty from this obliged inter-
dependence, that belongs to the reality (of art).

The curious visitors to the internet dating site www.personals.salon.com can come across
the large shot of a closed eye that serves as self-portrait of “roothofasecond”, the user-
name that Shelly Silver gave herselfin order to enter the community. The film, theresulting
video thatwe watch —like a nearly private spectator sitting in an armchair facing a monitor—
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this film is above all an experience of the speed at which this eye, taken over by the

camera, opens and shuts to pick up signals of the reality in the faces and bodies that it
has become obsessed with.

In the already lengthy history of films composed of photographs, WHAT I'Mm LookING
For seems to have the particular feature of being given the subject of the re-creation
of a movement, of movements that correspond to real-life perceptions of a reality that
the photo arrests on principle in its instantaneous abstraction. Being obsessed by time,
wishing to stop time, this is what Shelly Silver (or her narrator) confesses to straight
away. But she wants, above all, to take from time what she already stole from it in
reinventing, with her montage, the virtualities of all its possible facets. It is, of course,
a chimera: no language, made up of images, is able to render the hypothetical life of a
body. But it can try. And it can succeed at perturbing us if it reaches visual hypotheses
that become similarly-weighted perceptive creations.

Many images of this film follow each other in a simple way: whether it’s the
relationship between a detail and its context, or vice versa; or whether it is sequences
of (more or less) rapid takes that translate into an immersion in street scenes, in crowds,
effecting a sort of defoliation. Quickly: two Asian children; then a woman who is ad-
vancing with her back to us in a strange robe. Extreme accelerations are produced,

209



according to very varied forms and it would be a bit vain to want to seize them in words.
But these moments, which multiply themselves, have the common quality of pro-
ducing movements which approach (without using the force of power or wanting
to conform) the movement of cinema and its illusion of life. In one of the most dis-
turbing sections, a longish part towards the end of the film, a mouth appears that
flickers from one shot, or photograph, to the next, and as much as these units of images
are brief, they mime an expression, making it look as though something is being
spoken. One even hallucinates (wouldn’t this be fitting?) that there are two mouths
there and that it’s a sketch of the dialogue that would have taken place at that moment.
It doesn’t matter that it’s real or not. The thing that counts is that such an impression
makes an echo of the two main forces that mold this film.

Firstly, a passion for the encounter with the other, which also animated the previous work
of Shelly Silver (from MEeeT THE PEOPLE to SuICIDE by way of FOoRMER EAsT/ FORMER WEST
or 37 STorIES ABOUT LEAVING HoME). Whatever it is, here, in the street, flying towards the
other with images or, in a more elaborate fashion, striking up a baiting dialogue on the Net,
it continues in the reality of an encounter (with the surprises, the dangers and the agitation

that one imagines). Next, we retain a relatively unique way of standing there between
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perception and hallucination, as though between mechanical recording and mental imagery,
and this duality has the same explicit proportions which delimit cinema and photography.
The end of the film is, in this way, exemplary: the images surge in floods, scanning various
darknesses, as though surging from these darknesses; images that are steady, miming the
physical reality of an imaginary film with this bombardment of light and forms, animating
the projection (from which we seize the internal principel) of an intermittent parade of
images on an interior screen.

Such a feeling adheres to the fact that this film, in the face of which we isolate ourselves —
as its creator intended — is at the same time the end of a journey that the two previous mo-
ments issued. On the one hand, the photographs, some of the photographs that allow for
the film, and for which each can be thus matched with its own portion of time. On the other
hand, above all, there are the printed pages that belong to the website, which permitted the
adventure of the film. The distress these pages cause is huge. Hence it induces an effect of
concomitant reality to its imaginary capacity. We can also read, into life itself, that which
each participant of the www.personals.salon.com is “looking for”. Lives are handed over well
across truths that are equally masks. Desires are expressed, the fictions of desires try to

become true. We remember, as though in passing, that Chris Marker’s film Lever Five (his




Within the installation What I’'m Looking For one sees three
separate uses of the photograph: the photograph as framed
object, the documentation photos from the website of the
respondents self-representation, and the photos, linearly

arranged in time and sequence, of the film itself

third most important film) also found its principle in the fiction of a game of life and death
across the internet. But here, with fiction, we touch the reverse of an inalienable experience.
A “this happened” close at hand and different from the one that Roland Barthes assigned to
photography. Different because many of the varied terms nourish and modify the images
that are delivered in these pages. But close at hand, if the whole photo has really “been” as
recent as it is. But again different if these photos, of which there are three, as is permitted
by the website (which also allows there to be none, we find at least one example: “no photo
available”), engage a look that is already beyond what we call “cinema”.

The man that goes by “For2nutone” has thus conceived of three images. Two of them
are immense vertical shadows of a silhouette of a man cut off at mid-leg, one of them,
blurred, projected against a background of earth and branches, the other, more clear,
shows him on a carpet of dead leaves. The third image shows two lower legs, feet clad
in red shoes and the suggestion of the forms of two stacked chairs. The thing that is so
immediately striking is that this image, or this shot, at least in terms of form, regards the
idea of a point of view, like a virtual reverse shot of each of these two shots of shadow.

As if a shadow could see, like the closed eye of “10othofasecond”.

Paris, 2005 / Translation: Natasha S. Randall

212




<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /All
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJDFFile false
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /SyntheticBoldness 1.00
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams true
  /MaxSubsetPct 70
  /Optimize false
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveEPSInfo true
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile (None)
  /AlwaysEmbed [ true
    /Courier
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 400
  /ColorImageDepth 8
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /FlateEncode
  /AutoFilterColorImages false
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 400
  /GrayImageDepth 8
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /FlateEncode
  /AutoFilterGrayImages false
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile (None)
  /PDFXOutputCondition ()
  /PDFXRegistryName (http://www.color.org)
  /PDFXTrapped /Unknown

  /Description <<
    /FRA <>
    /ENU (Use these settings to create PDF documents with higher image resolution for improved printing quality. The PDF documents can be opened with Acrobat and Reader 5.0 and later.)
    /JPN <FEFF3053306e8a2d5b9a306f30019ad889e350cf5ea6753b50cf3092542b308000200050004400460020658766f830924f5c62103059308b3068304d306b4f7f75283057307e30593002537052376642306e753b8cea3092670059279650306b4fdd306430533068304c3067304d307e305930023053306e8a2d5b9a30674f5c62103057305f00200050004400460020658766f8306f0020004100630072006f0062006100740020304a30883073002000520065006100640065007200200035002e003000204ee5964d30678868793a3067304d307e30593002>
    /PTB <>
    /DAN <>
    /NLD <>
    /ESP <>
    /SUO <>
    /ITA <>
    /NOR <>
    /SVE <>
    /DEU <>
  >>
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [566.929 822.047]
>> setpagedevice


