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NORMAN MCLAREN
(1914-1987)

Tactile Visions™

oe emuélela Awpou Anuntpiou
loTopikou Kivnuaroypdpou

H 1oTopia Tng TéXvng Tou animation 6a rjtav
nuiTeAng eav dev mepleAdppave €0Tw pia avapopd
oTo onoudaio €pyo Tou MPWTOMOPOU Kal akoupa-
otou kaAAtéxvn Norman McLaren. E¢pdppooe oto
€PpYO TOU MANBWPA KIVNHATOYPAPIKWY TEXVIKWY,

pe okomd va Snuioupyrfoel auTtd Tou orjpepa givat
EUPEWG YVWOTO WG O KKAAGCIKOG TIEIPAPATIKOG
Kwnuaroypddog animationy, xpnoponolvrag eite
adalpeTkEG ite ouvduaoTikEéG GpOpueg. ANNoTe
€kave Tawieg PAcIONEVEG OE €va LOUCLKO KOUUATL,
povTapovTag agnpnuéva oxripara mou Kivouvrav
oTOV pUBNO Tou. AAAeG dopéEg, XwpPIg TN Xprion TG
Kapepag, xapale To oeAIAOWVT KapE KapE, Pe TN Bo-
n6ela paxaiplou, Behdvag 1 Eupadiou. ANoTe, mAAL,
edpdppole oTig Tawvieg Tou TN péEBoSo Tou pixilation
(mou xpnolgornoleital yla Tnv Kivnomn avepwnwy Kat
AVTIKEIMEVWY PE AU Kap€ kapé€) yia va dinyn-

0l TIG 1oTOpieg TOU. ZwYPAdIZe Le OTUNOG, peEAAvL

1 Hroyld kal xdpade o€ GIAL EMKANUMUEVO PE
paupn pwToeuaiodnTn emddvela. Yrrp&e, eniong,
TMPWTOMOPOG TNG NAEKTPOVIKNG HOUCIKNG, TNV oroia
evOwpATwVE Kal oTIg Tawvieg Tou. O McLaren éAeye
MAVTOTE OTL OTOV KIVNHATOYPAdO «O TPOTOG UE

TOV omoio KiveiTal kATl eival MoAU ONUAVTIKOTEPOG
amnd To TL Kwveitaw. AAG, mpwTioTwg, o Norman
McLaren nioteue 611 To animation ogeilel va eivat
MPOCWIKO, TELPAUATIKO KAl TAOUCLO OE TEXVIKT).

SYNOUWEIZ
TAINIQN

Hen Hop
Norman McLaren
4’ — 1942

Zwypadplopévn pe HeAdvt mavew oTo GIAY, Hia pikpen
koTa xopormdd népa 6wbe oTOUG PUBPOUG EVOG
Tpayoudiou.

Boogie-doodle
Norman McLaren
3 — 1948

Mua énuioupyia xwpig T xprion kauepag, €va
PUBUIKA KAl XPWHATIKA EVTOVO KIvnuaToypadikd
neipapa.

Begone Dull Care
Norman McLaren & Evelyn Lambart
8 — 1948

O McLaren kat 1 ouvepydrida Tou Evelyn Lambert
Cwypadifouv kal ypatZouvifouv aneubeiag oTo
G yla va Snploupyrioouy [ia onTIKY avanapd-
otaon ™g 1¢ag pouaoikng Tou Oscar Peterson.

hen hop
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BIOIPA®IKO
ZHMEIQMA

Norman McLaren

O Norman McLaren yevvriénke oto Stirling Tng
TkwTiag Tov AmpiAto Tou 1914. O natépag Tou fjTav
Zwypadog kal n pnTépa Tou SlakoounTeLd. Xmou-
daoe TEXVN KAl ECWTEPIKT Slakdounon oTn ZXoAn
Téxvng g Maokofng and To 1933-36.

Exel Eekivnoe va KAVEL LIKPES TTEIPAPATIKEG TAIVIES.

To €pyo Tou TpdaPn&e Tnv mpoooxn Tou John
Grierson, o omoiog Tou Mpéodepe Souleld otn
povada Tawiwv GPO oto Aovbivo. To 1939 o
McLaren eykatéAewpe T BpeTavia kal peTakouioe
otn Néa Yopkn. To 1941 anod€xbnke mpodokAnon
Tou John Grierson yla va epyaotei oto National
Film Board Tou Kavadd, To omoio o Grierson eixe
15puoel To 1939. X1ov Kavadd o Grierson €dwoe
otov MclLaren Tnv eAeubepia va melpaparioTei.
Ekel i6puoe kal To TURPA KIVOUPEVWY OXESIWV
(animation) Tou NFB.

MeAétnoe Toug S1apopoug TPOTIOUG UE TOUG OTIOI-
0UG 0 1)XOG Kal N kivnon urnopoucav va cuvdua-
oToUv OTIG Talvieg kal avénTuEe pia motkiAia Siago-
PETIKWV TEXVIKWV Klvoupevwy oxediwv. O MclLaren
avayvwpioTnke MAyKoOoMiwg Kal anéonace oelpd
Bpapeiwv yia To €pyo Tou, cupnepAapBavopuévou
evog ‘Ookap 10 1953 yia Tnv Tawvia pikpol prikoug
Neighbors.

MapdAAnAa pe T dnuioupyia Tawiwy, o MclLaren
ouvepydoTtnke pe Tnv UNESCO katd Tig dekaeTieg
Tou '50 kat Tou ‘60 o€ mpoypauppara SidackaAiag
TAWVIWV KAl TEXVIKWV KIVOUUEVWVY oXediwv oTnv
Kiva kat Tnv lvdia. H oelpd Taviwv pikpou Prikoug
Animated Motion, mou yupioTnkav ota TéAn TnNg
Sekaetiag Tou 70, anoTelei eEalpeTikd mapdadeypa
S16aokaiiag Twv BacikV OTOIXEIWY Kal ApXWV ToUu
Kinparoypddou.

IVAC 2019 18 — 24.02

O MclLaren nédave To 1987, adprivovtag micw

TOU pla SlaxpoviKt) KANpovopld oTov KOGHO TOU
Kivnuparoypdéou kat Tou animation. To kTrplo Twv
KevTplkwV ypadeiwv Tou Canadian Film Board
ano 1o 1989 pertovopdotnke oe Norman MclLaren
Building, wg évdel&En avayvwplong Tou TepdoTiou
€pyou Tou.

O Norman McClaren eivat évag andé Toug mio mo-
AuBpaBeupévoug KivnuatoypadloTég oTny toTopia
TOoUu KavadikoU Kivnuatoypddou Kal mpwTondpog
TOCO0 OTO animation 600 kal oTov Klvnuatoypago.
Avdpeoa oToug BAUNACTEG TOU €PYOU TOU 1TAV O
Mikaoo kat o Tpido.

OIAMOIPADIA

Seven till Five

1933 (director; producer)
Camera Makes Whoopee
1935 (director; producer)
Colour Cocktail

1935 (director)
Polychrome Phantasy
1935 (director; producer)
Defence of Madrid
1936 (co-director with
Ivor Montagu; producer)
Hell Unlimited

1936 (co-director with
Helen Biggar; producer)
Book Bargain

1937 (director; producer)
News for the Navy
1937 (director; producer)



Mony a Pickle

1938 (director; producer)

Allegro

1939 (director; animator)

Love on the Wing

1939 (director; animator)

The Obedient Flame

1939 (director)

NBC Greeting

1939 (director; animator;
producer; TV, commerical)

NBC Valentine’s Day Greeting
1939 (director; animator;
producer; TV, commerical)

Rumba

1939 (director)

Scherzo

1939 (director; producer)

Spook Sport

1940 (director; producer)

Mail Early

1941 (director; animator; producer)
V for Victory

1941 (director; animator; producer)
Five for Four

1942 (director; animator; producer)
Hen Hop

1942 (director; animator; producer)
Stars and Stripes

1939 (director; animator; producer)
Dollar Dance

1943 (director; animator; producer)
Tic Tac Toe

1943 (producer)

Alouette

1944 (co-director with

René Jodoin; co-animator

with René Jodoin; producer)

C'est laviron

1944 (director; animator; producer)
Chants populaires no. 1-6

1944 (producer)

Keep Your Mouth Shut

1944 (director; animator)

Rainy Day

1944 (producer)

La-haut sur ces montagnes

1945 (director; animator; producer)
Hoppity Pop

1946 (director; animator; producer)
A Little Phantasy on a Nineteenth Century
Painting

1946 (director; animator; producer)
Fiddle-de-dee

1947 (director; animator; producer)
La poulette grise

1947 (director; animator; producer)

Story of a violin

1947 (co-animator with Evelyn Lambart)
Begone Dull Care

1949 (co-director with Evelyn
Lambart; co-animator with Evelyn
Lambart; co-editor with

Evelyn Lambart; producer)
Boogie-doodle

1948 (director; animator; producer)
Dots

1948 (director; animator; producer)
Loops/Boucles

1949 (director; animator; producer)
Over-dependency

1949 (animator)

Around is Around

1951 (co-director with Evelyn
Lambart; co-animator with

Evelyn Lambart; producer)

Now is the Time

1951 (director; animator; producer)
Pen Point Percussion

1951 (director; producer)

Blinkity Blank

1952 (director; animator; producer)
Neighbours/Voisins

1952 (director; animator; music; producer)
A Phantasy

1952 (director; animator; producer)
Twirligig

1952 (producer)

Two Bagatelles

1952 (co-director with Grant
Munro; animator; music; producer)
Upright and Wrong

1954 (music)

Rhythmetic

1956 (co-director with Evelyn
Lambart; co-cinematographer
with Evelyn Lambart; co-animator
with Evelyn Lambart, producer)

A Chairy Tale

1957 (co-director with Claude Jutra)
Le merle

1958 (director; co-animator

with Evelyn Lambart; producer)
Mail Early for Christmas

1959 (director; animator; producer)
Serenal

1959 (director; animator; producer)
Short and Suite

1959 (director; co-animator

with Evelyn Lambart; producer)
The Wonderful World of Jack Parr
1959 (director; animator; producer;
TV credit titles)

Opening Speech
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1960 (director; animator)

Lines Horizontal

1960 (co-director with Evelyn
Lambart; co-animator with

Evelyn Lambart; producer)

Lines Vertical

1960 (co-director with Evelyn
Lambart; co-animator with

Evelyn Lambart; producer)

New York Lightboard

1961 (director; animator)

New York Lightboard Record
1961 (director; producer)

Opening Speech: McLaren

1961 (director)

Christmas Cracker

1963 (co-director with Grant Munro,
Jeff Hale, Gerald Potterton)
Seven Surprises

1963 (co-director with Grant
Munro, Claude Jutra)

Canon

1964 (co-director with Grant Munro)
Mosaic

1965 (co-director with

Evelyn Lambart;

co-animator with Evelyn Lambart;
music, producer)

Korean Alphabet

1967 (music)

Pas de deux

1968 (director; producer)

Spheres

1969 (director; animator; producer)
Striations

1970 (director; animator)

Ballet Adagio

1971 (director; animator; producer)
Synchromy

1971 (director; animator;

music; producer)

Pinscreen

1973 (director; animator)
Animated Motion, Parts 1-5
1976-78 (co-director with

Grant Munro; producer)
Narcissus/Narcisse

1983 (director)

Pas de deux and the Dance of Time
1985 (co-director with Francine Viel)
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Tactile Visions

TO EPIO TOY

STAN BRAKHAGE
D\p Lwypadlopéva
oTO XEPL

o€ emuEAela
Christopher Zimmerman

To S1axuTIkd Kal EKPNKTIKO €pyo Tou Stan
Brakhage, ouvdpa euBpaucTo kal clwnnpd, eival
£pY0 amapAuAANG aloOnTIKAG TOU AUEPIKAVIKOU
aBdav ykapvt kivnupartoypagou. Aewvég melpapartt-
oTig, o Brakhage avéntu&e kal eE€AiEe pia Tepd-
OTIA YKAUA OKNVOBETIKWV TEXVIKWV Kal LEBOS WYV,
UTMPEETWVTAG TNV avalnTnon VEWV, EVAANAKTIKWY
TPOTMWV B€aong. QG POHAVTIKOG OPAUATIOTNG,
Snuloupynoe pia eVTUMWOLAKY OELPA TAWVIWY
Cwypadlopévwy OTO XEPL, OL OTIOIEG EKTIPOCWTIOUV
Ta&idla anmokaAumnTikd T600 yla To HATL 660 Kal
yla To pualdo, Ta omoia mpokUNTouVv péoa amo
€VTAOELG KAAAITEXVIKTG TPABEONG KAl UTTOKEL-
pevikng unmodoxng. Zwypaodifovrag aneudeiag
€MAVW o€ GEAAOIVT, Ol KIVOUHEVOL KKAUPBASESH
Tou Brakhage, xwpig xprion kaupepag, emyeipnoav
va amodwoouv Tnv €vvola mou o {5log ovopace
«©¢aon pe Khelota Mdaray.

*‘
—
the dante quartet

ZYNOVWEIX
TAINIQN

The Dante Quartet
Stan Brakhage
6’ — 1987

Epnveuopévog and 1 Ocia Kwuwdia Tou Advtn,
o Brakhage mnpoteivel 600 SladopeTikég ekSOXES
™G kOAaong: oTnv mpwTn, pe Titho Hell Itself
EeTuliyeTal éva kouBdpt and fwypadlopéveg Gop-
HEG e Lwnpd XxpwpaTta mou To €va npoonabei va
ypanwoel, 1 va egnodioel, To dAlo. 10 SelTEPO
pé€pog, pe Titho Hell Spit Flexion, To Lwypadi-
Opévo OeNAOIVT o€ cuvOUAONO pe €va KOAAL
dwToypadlwv mapouciafovral evaAldg, pe To éva
KapE va eloEPXETAL O€ €va AAAO, TTOAU WIKpOTEPO
and Tnv i6la Tnv 004vn, kat va mepIPaAAeTal anod
paupo mAaioto. Mpodkeital pdAAov yla pia ekmpo-
ownnon T¢ avTiAnyng Tou idlou Tou Brakhage
yla Tnv KOAao, anoocTacloNoKEVNG Ao ToV
oupPBoAlopd. H evotnta Purgation, dnhadn n Ka-
Bapon, anoTteAeital and apxelakd UALkd 35mm, To
omoio o Brakhage eixe {wypadioel pe TpéMO MIOU
ol ¢plyoupeg mpoBaldovTal oav va givat TUALYHE-
veg oTIG dASyeg. H avTiAnyn Tou Brakhage yua
Tov mapddeloo, émou «n Unap&n eivat Tpayoudiy,
Eenepvd Tov {510 TNG TOV £QUTO PE EVTUTTWOLAKEG
ekpNEels XPWHATWY, CWYPAPIOHEVWY TAVW amd
dwToypadieg Tou peyyaplou i evog ndaioTeiou,
npoodidovtag €Tol pia eEWTIKT KAl anmdkooun
aiobnon.

Stellar
Stan Brakhage
2'— 1993

O vuyTepivég oupavég péoa and To YUPVO PATL
Sev €xel uapEeL TOTE TOOO XPWHATIOTOG, TapoAo
mou To $pévTo Snuioupyel TNV evTUTIWON TNAECKO-
MKWV dwToypadlwv evog SldxuTou vepeAwpaTog.
EEicou onpavTikd eival kat Ta «acTéplay, Mou
anodidovTtal wg Aeukoi kKUkAol Slapdpwv HeEYEBWY
kal ToviCouv palvopevikd To vepéAwpa oe diago-
peTikaA eninmeda Bddoug, dSnuloupywVTAg ETOL TN
XAPAKTNPLIOTIKT) EVVOLOAOYIKT) TOAUTIAOKOTNTA TOU
Brakhage.



The Glaze of Cathexis
Stan Brakhage
3'— 1993

‘Onwg oe moANég Tawvieg Tou Brakhage, oe
eninedo «mMAoKNiGY, To aploTolpynua autd
mapouctddeTal wg €vag aywvag. XapdooovTag
dwToypadieg mou anoTunwvouv BoAEG - out-of-
focus - knAideg, o Brakhage Cwypdadile mavw
and TIg ypaTfouvIEg, SMULOUPYWVTAG ELKOVEG UE
TAXEWG KIVOUPEVEG HOPOEG, TTOU PaIVOPEVIKA SL-
AKOTITOUV TA AlwPOUPEVd, EAKUCTIKA dwToypadl-
KA oxrjpara mou Bupiouv oTrdN. XT0 £€pYyO AUTO,
n ¢avracia Tng B€aong (Mou ekmpoowmneiTat

and Ta xpwparta) aywvigetal evavTia oe KATL Mo
oTaBepod Kat AlydTEPO VONTIKO, 0av pid yudAl-
otepn emddvela 1} oav «kadeEny. QoTdoo, ol
SurTég évvoleg oTo €pyo Tou Brakhage, énwg To
kahd/kakd i 1 eleuBepia/mayibeuon, epléxouv
TIG SIKEG TOUG aVTIBEDELG: ol KNAiISeg SlaBéTouv
€vVa OaynVveuTIKA anmeleuBepwTiko BAB0G Kal
elBpaucToug pubpolg, evw ol adploTeg LALES
Tou eival acuvriBloTa enavaiapPfavopeveg. AvTi
va eEeliooovTal, paivetal va éxouv mayldeuTel
OTOV €QUTO TOUG. X& MOAAEG aMO TIG KadnPNUE-
vegy Tawvieg Tou Brakhage, autoi ot unawiypoi
6a unmopoucav va petappactolv oe aAnBeleg yla
v la T fwin: Ta npdyuata dev eivat moTé auto
mou ¢daivovTal, Kal OTIG EUUOVEG pag KpuReTal

n i6la n aneleubepwon pag. Ot mo €vroveg Kal
Snuloupylkég pag okeéPelg kal mpd&elg eivalt,
népa anod otdrmote dANo, eAeUBepeg.

Chinese Series
Stan Brakhage
2'— 2003

Eunveuopévog and 1o evdlapEpov Tou yla Tnv
KIVeQIKT) ypadn, mMou yla mavw and Tplavta
Xpovia pehetouoe, o Brakhage énplotpynoe

TO €pY0 AUTO XapAooovTag To Haupo CEAAOIVT
pe Ta vuxla kal To odAlo Tou, evoow PplokoTav
oTto TeheuTtaio oTAdl0 TNG Lwng Tou. Onwg eixe
gntioel o (610G 0 KAAAITEXVNG, TO €PYO OANOKAN-
pwOnKe pHeTA TOV BAvATO TOU, PE KABE XapaypeEvo
kapé€ va emavalapPdvetal dUo ¢popég, oUTWG
woTe va npoPaiieTal oe pubud dwdeka kapé
avd SeutepoAenTo kal, €melta and pia cuvToun
mavon, va mpoBAdAleTal WG HOVO KAPE, CUVETIWG
SUo dpopég ypnyopoTepa. Mapd Tn pikpr Tou
Sldpkela, To €pyo eival éva and Ta onoudaldtepa
KaTopOWHATA TOU: Xapaypéva oxfiuara, oto
HETAlXHIO adnpnpéVwY EVVOLLY, cUMBOAa Kal
€lkOveG ou Bupigouv KIvEQIka Loeoypappara, pe
pia aveEnynta LoXupT UTAVIKTIKOTNTA.

IVAC 2019 18 — 24.02

*Tig ouvoyelg €xel ypayel o Fred Camper kat €xouv dnpo-
oleuTel oTIg MeEPIAYPELS TAWVIWV TNG KaoeTivag By Brakhage
anthology, Criterion Collection.
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BIOIPA®IKO
ZHMEIQMA

Stan Brakhage

O Stan Brakhage yevvrbnke oto Kavoag iy,
MiooUpt, To 1933, evw oTnv nAkkia Twv €€l eTWV
petakoéploe oto NTévBep Tou KoAopdvTo. Zompdvo
Tpayoudiotg and naidikr nAtkia, To Gvelpod Tou
fATav va yivet mointig. Anogpoitnoe and 1o AUKeLO
South High School To 1951 kal k€pdiloe umoTpo-
¢dia yia omoudég oto mavemoTtipio Dartmouth.
Eykatéhewpe Tig omoudeg Tou and 1o MpwTo £EA-
pnvo, yia va adpoclwbei otnv Téxvn kal enéoTpePe
oto NTévBep To 1952, drou oknvoBETNOE TNV
TPWTN TOU Tawvia. XTa veavika Tou xpovia, égnoe
oto Xav ®pavoioko kat T NEa Yopkn, 6mou cu-
VEPYAOTNKE PE MANBWEA MOINTWY, HOUCIKWY, fw-
YPAdwv Kal oknvoBeTWV 6nwg ol Robert Duncan,
Kenneth Rexroth, John Cage, Edgard Varese,
Joseph Cornell, Maya Deren kat Marie Menken.
O veapdg «moinTig He TNV Kapepa» eEeAixbnke
ouvTopa oe évav aEldAoyo oknvoBETN, o omoiog
avénTuEe To S1KO TOU TMPWTATUTIO KIVNUATOYPAPIKO
€idog, éva Aupikd olvepd o€ MPWTO MPOOWTIO.

O Brakhage mavtpetUtnke v Jane Collom T0
1957 kat anéd Tig apxég Tng dekaetiag Tou '60
é¢noav padi oto Rollinsville Tou KohopdvTo, okn-
VOOETWVTAG TaViag KAl HEYAAWVOVTAG Ta TEVTE
naidid Toug. O Brakhage ocuvéxioe va Tagldevel
ava 1 xwpa kat va eEehiooeTal Siebvwg oe pia
OTMMAVTIKY] TTPOOWTIKOTNTA TOU ApEPIKAVIKOU afdv
YKapvT Kivnuatoypadikou kivjparog. E¢noe oTo
Boulder amné 10 1986, evw 10 2002 petakouioe
otov Kavada pe tn 6eutepn ouguyo Tou, Marilyn,
kat Ta SUo Toug natdid.

Mpwv Tov 6avatoé Tou Tov MdpTio Tou 2003, o
Brakhage eixe oAokAnpwoel népav Twv 350
Tawiwy, and Yuxodpapartikd €pya Tng dekaeTiag
Tou '50 péxpl autoBloypadikég Tawvieg, puboAo-
YIKA €M), VTOKIMAVTEP KAl AAANYOPIKES TTOINTIKEG
TAWVIEG, XPNOILOTIOIVTAG TN HOVASIKY TEXVIKT) TOU

HE BIVTEOKAUEPA XEPLOU KAl TEXVIKES YPTIYOPOU
povTag, XpovoemKAAuYng, KoAA, adpnpnuévv
dwTOYPAPIKWOV EIKOVWV Kal TTOAUCUVBETEG TEXVIKEG
Cwypadlkng pe To X€pl aneubeiag emdvw oTo OE-
AASWVT. Q¢ oknNVoBETNG pe Babld mpoowmikd Udog,
TO ONUAVTIKOTEPO €pyo Tou fTav N eEepelvnon
™G ¢Uong Tou pwTOG Kal KABe popod1ig BEaong,
EVOWNATOVOVTAG 0 auTd MAnBwpa Bepatwv. O
{510¢ xapakTriplle ouxvd To €PYO TOU WG KOTTIKY
MOUGIKT» 1} WG VTOKOUMEVTO €VOG KKIVOUUEVOU
onTikoU cUAAoylopoU». Ta meplocoTepa €pya Tou
ATav ek MPoBECEWS XWPIg Tixo.

O Brakhage &i6a&e Kwvnuatoypddo otn oxo-

A} School of the Art Institute of Chicago kat
epyaotnke w¢ Emitipog Kaényntrig Znoudwv
Kivnparoypddou oto Mavemotuio Tou KoAopd-
vTo - oTo Boulder. Amoveunionke Tpelg opeg pe
TiunTiko MTU)io kal anéonace MAnBwpa Ppafeiwv.
Mapouciace moAAég SlaAéEelg kat didake oe
oepvdapla yla Tn Xknvobeaia kat Tig Téxveg. Exel
ypayet 11 BiBAila, cupunepihappfavopévou Tou BiPAL-
ou Tou Metaphors On Vision, Tou 1963 kat pia mo
npoooatn oelpd dokipiwv e TitAo Telling Time.

Marilyn Brakhage
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Tactile Visions
PETER LICHTER
EwkaoTikétTnTa
kat ‘ETolpo YAko
(Found Footage)

o€ emuEAela
XptoTidvag lwdvvou

Mota n avaykn yia ‘elkacTikdéTTa’ oTa GIAM Tou
veapou Peter Lichter, ¢p1Ap Ta omoia €xouv wg kU-
pla OTTIKY KAl AKOUOTIKY] Bdomn mAdva and dnpo-
dIAeic xoAlyouvTiaveég Tawvieg?

To kUpa Tou Found Footage PBpiokeTtal oe pia
APKETA BplapPeUTIKY (KivnpaToypadikn kat oxt
HOVOo) akpr), akéun kat orjpuepa Uotepa and 50 kat
A€oV Xpovia, EPXOUEVO OUWG AVTIHETWTO OTIWG
moTé dAAoTe pe moAUmAoka, iowg kal SucemiAu-

TA KAAAITEXVIKA EpWTNHA TTOU GEPOUV TEPAOTIEG
oulnTioelg omwg To ‘Eival nika cwoTto?’, ‘Eival
KAAAITEXVIKA Kal dnuioupytkd Blwotuo?’ ‘Eival
odeTEPIONOG 1) okeloTnTA?’, ‘Tiati yivetar?', ‘Mwg
TO avTihapPaveral o dnuioupyog?’.

Apkel povo va avatpé€oupe miow, yla va Soupe
ané noco Padid nmyafouv auTtd Ta EpWTHHATA,
bépovTag wg mapadelypa To epwNpa Tou Hito
Steyerl. ‘O oknvoBérng Hito Steyerl 6€Tel SUo
Baoikd epwTthuara, To €va eivat kard méoo n Tal-
via Tou Vertov 6a énpene va ovoudderat Muvaika
oTo Tpamédt Tou Movrd{ mapd o AvBpwmog ue Tnv
Kivnuaroypagikry Mnxavn, kat §edtepo, o1t and 1o
1927 nepinou to npdéBAnua Brav nwg evroniferal n
SnuioupytkdTNTA KAl N 15lokTnaoia’.

‘H Tdon Tou found footage avéioe (yia mpwTn
dopd) ota TéAn Tou 1950 kat 1960, pe Tnv dvodo
™G TNAE6PAONG Kal TNG KOUATOUpAG TNG MadIkng
karavaAwong. Aev gival Tuxaio 6TL cuxvd eivat
TnAeonTikd mipoidvTa (Siadpnuioelg, informercials,
talk shows, evnuepwTika mpoypdupara) mou ot
OKNVOBETEG XPNOLUOTIOLOUV KAl avadlapopdwvouv.
To Found Footage, ané auty Tnv anoyn, epda-
vi€eTal wg pia Hop o1 MOAITIOTIKAG aVAKUKAWONG
omou TpédeTal amd TNV KOWWVIKY KPLTIKY, anod
ouZnTroelg mou adpopouv To TEAOG TNG LoTopiag,
kal p€povtag avarpomt (Tou apxikoU unvuparog
TOU MPOi6VTOG Yyla alclodo&ia kat mpdodo) péca
ané éva elpwvikd Kat Bialo povtdl'.2

Towg auTth n Kwvnuartoypadikr ‘avakUkAwon' va
eival améAuTa EVAPUOVIOHEVT HE TIG OTHAVTL-
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KOTEPEG AVAYKEG TNG CUYXPOVNG KOvwviag yla
BlwowpoTnTa. XTnv mepinTwon Tou Lichter ot
xelpomointeg Lwypadlkeg Tou mapeppacelg, eite
auTég eival pehdvia, eite eival XNUIKEG EVROEILG
TOU aAAOLWVOUV TIG KOTILEG, E(TE €lval YPATOOUVIEG,
{owg va eEunnpeTolv TN PEB0SO, TNV TEXVIKN
aAAd MPWTIOTA TN SNUIOUPYIKY OolkeldTTA. Oa
punopoucav va cupBoAifouv pe mo anid Adyla Tnv
15€a Tou 16iou Tou OKNVOBETN yla To TL Bewpeital
melpaparikd 6mwg Kal To molog eival évag (LeTa&u
Sladpépwv) ocUYXpovog TPOTIOG MPOCEYYIONG
Snuloupyiag Tawiwv. Ané Tnv dAAn, To found
footage mou xpnotponotei cupPoAilel To Koo,

TO AUETO, TO XOALyouvT, dAAd KaAl TO TIPOCWTILKO.
Ta €pya Ta omoia xpnotpomnolei wg Bdon, eivat
dpeoca ouveeSepEVA PE TIG UVIIHEG TWV TAISIKWV
TOU XPOVWY, Tawvieg mou mapakoAouBoUoe Kal eixe
npéoPfaon wg madi.

la mapdbdetypa ot SouAelég pou Cassette,
Rimbaud kat Polaroids, eivat yta Tnv mpoowmikr
MOU uvrijun, Onwg n uvhun eival yia anodnkeupuevn
eumnelpia. O okondg pou Sev eivat va ‘UAnow’
amAwg yta auth v uvijun, aAAd va tnv Eavadriow,
¢TidxvovTag €va onTiké medio yia Tov Bearij,

€101 WOoTe va Blwoel auTr) TNV YuxoAoyikn
naAvépéunon.3

O emmpeacpdg Tou anod Tnv Souleld Tou Stan
Brakhage eival, eniong, pavepdg. Ot elkdveg
evaAAdooovTal ypriyopa, matxvidiapika, Biaia,
kavovTag Tov Beartn va viwbel éva aiobnua
adpevalivng. Ot oeAIAGIVT Twv 8, 16 kat 35mm
mou mepvouv amod Tnv o8dévn potafouv 1600
CWVTAVEG TIOU OOU EMITPEMOUV va $avTaoTE(g
népav TG OYewg.

Ta Técoepa Ppiug

» To Some of the Sensations Eekiwva pe pla

paupn 066vn. O William Castle, pe évrovn
adnynuaTikdTTA Hag MPoeTolpdAlel yla Tov TpOUo
mou mAnotddel, éva aicbnua TPOUOU ToU UOVO UE
KPAUYEG (OWG va pmopéooupe va Eenepacoupe. H
€lkova aAlalel kal pag umodExovTal ol YVWPLUES
peTaAAikéG dwVEG and Tnv Tawvia Transformers Tou
Michael Bay. ‘OTtL akoUpe 6pwg dev cuvadel pe
auTo mou PAEmoupe. AuTéd mou BAEmoupe eival pla
€EalAn mavdalcia and {wypadiopéveg oeMAOLVT,
TOU TIEPVOUV e amioTeUTn TAXUTNTA KATIOTE AKOUN
kal duo kat Tpelg padi. Xpwpara mou karakAugouv
TV 004vn e opur mpokalouv adpevalivn kat
6évouv appovikd pe Toug Bialoug fxoug TG
Tawiag Tou Michael Bay.



» Mia okoTewvr puoTnpla S1abeomn KaTakAuZel Tnv
000vn, éva paupdaompo GIAp EeTuliyeTal umpooTd
pag evw PBAEmoupe pavpa peldvia, YpaTtoouvIEG,
TiTAoug, ypdaupara kat pUAAa ednuepidag kKoAAn-
péva pe oehoTém va naifouv. Ta patia cuykparouv
kamoleg AéEelg, AyvwoTeg AEEEIG VW €KATOVTASEG
adalpeTika oxfipara nepvouv amnd PnpooTd pag,
andéAuTa evapuovicPEvVa e TOUG 1XOUG amd xapTid
nou okiovTal, ypadounxavég mou Soukedouv kalt
Slapopeg opidieg. O TiTAol TEAoUG pag eEloTopouv
Ta yeyovéta TG 8ng OkTtwpPpiou 2016.

» X10 Pure Virtual Function BAémoupe avayvwpiot-
Houg acTépeg Tou XOAtyouvt énwg o Mat Damon,
o Arnold Schazeneiger kat o Sylvester Stalone,
oe S1apopeg OxL TOOO EUSIAKPITEG OKNVEG TAVIOV
TOUG eV TauTdxpova otnv 006vn napeppaivouv
Cwypadikeg kal xelpormoinTeg MpwToBoulieg Tou
16iou Tou oknvoBETN. Me eloToxo Tpdmo o Lichter
napepPaivel mavw oto found footage mou €xel
emAEEEL yla va yepioel aodukTika Tnv 006vn Kkat
va Tnv Talptd&el Ye pia egnoAeyn kardoraon,

éva nxoypaonpévo ulikd and Tig odnyieg mou
Aappavel 1y Sivel évag oTpaTiwg

moAépou oTo lpak.

» To No Signal Detected fjiTav npayuatikd éva
APKETA TIETUXNHUEVO Kal EUGAVTACTO CLVEUATIKO
neipapa. O oxeddv Anelpog T6TE OKNVOOBETNG
Sev pnmopouce va XelploTel kamola TeXVIKA Kevd
NG Tawiag mou eixe peratpéPel and Super 8 oe
ynolakn. Luykekpipéva To Enter the Dragon pe
mpwTaywvioTh Tov Bruce Lee. ZkédTnke Aoimdv
va elkovorolioel TIG KAWTOLEG Kal TIG YPOOLEG TOU
Lee pe Tn ouvBeon plag €lkOvag amd OMOLOYEVT
xpwpara ovopdZovtag Tnv No Signal Detected
kal va yepioel Ta keva. Kade ¢popa Aoimdv mou o
MPWTAYWVIGTNG XTUTIOUOE KAMOLo avTimalo, n
elkova NSD mapéppaive kdvovtag 1o GptAp va
Oupigel ByaAuévo, onwg avadépel o idlog, and
KOMLKG.

MNnyég

1, 8. ®ePpoudplog, 2015, An interview with: Péter Lichter,
Videofocus/Stigmart 10,

11n €kdoon, oeA.106-115

MNpoop. https://issuu.com/stigmartiOpress/docs/
stigmart_videofocus_-_special_issue_bffdb23ac34741, teA.
nu. npocp. 2/2019

2. Thomas Elsaesser, The Ethics of Appropriation: Found
Footage between Archive and Internet, Keynote Recycled
Cinema Symposium DOKU.ARTS 2014

Mpoop. http://2014.doku-arts.de/content/sidebar_
fachtagung/Ethics-of-Appropriation.pdf, TeA. nu. mpoop.
2/2019

ZYNOVEIZ
TAINIQN

8th of October
Peter Lichter
2'— 2016

211 8 OkTwpRpiou 2016, n kadnuepivy epnuepi-
6a Népszabadsag mou eknpoowmnouoe TN dwvr
Tou AaoU Kal ackoUoE KPLTIKT) OTNnV TOTE KUPBEP-
vnon Tng Ouyyapiag kAeivel avandvrexa. H Tawia
€xel dSnuloupynBei anmd kopudria Tou TeAeuTaiou
TEUXOUG.

OEXTIBAAIKEL YYMMETOXEX

Jihlava IDFF

2017

Berlin Critics' Week
2018

Pure Virtual Function
Peter Lichter
3" — 2015

To Pure Virtual Function emyelpei pe adpalperikod
Udog va npooeyyioel Tn palikn Bia, Tnv €ikovikn
Kal mpaypatikn Bia, xpnotgonolwvrag oeAASIVT
Twv 35mm Cwypadiopéva and Tov idlo Tov okn-
VvOBETN Kal nxoypadnueévo apxelakd UAkd amd Tov
néAepo oTo Ipdk.

OEXTIBAAIKEZ ZYMMETOXEX

Unseen Zinema

Madrid, Spain, 06.2015

EXIS Experimental Film Festival

Seoul, South-Korea, 2015

Winnipeg Underground Film Festival
Canada, 06.2015

Bronx Art Space / Synthetic Zero Event
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NYC, USA, 02.07.2015

Antimatter

Canada, 2015

Analogica Festival

Italy, 2015

K3 Film Festival

Villach, Austria, 2015

CineAutopsia - Experimental Film Festival
Bogota, Columbia, 2015

Honorable Mention of Jury

Alternative Film/Video Festival
Belgrade, Serbia, 2015

Strange Beauty Film Festival

Durham, NC, USA, 2015

Linton University College, Klex Show
Malaysia, 2015

AVI Fest - Festival alternativnog filma/videa
Podgorica, Montenegro, 2016

Analogica Selection 2015

touring program

Mexico City, 2016

Analogica Selection 2015

touring program

San Francisco, ATA, 2016

Analogica Selection 2015

touring program

CraterLab, Barcelona, 2016

Analogica Selection 2015

touring program - no-w-here

London, 2016

ZOOM Festival Zblizenia

Poland, 2016

Selections from Alternative Film/Video
Belgrade, National Gallery of Art
Washington, 2016

Mediawave, Komarom

Hungary, 2016

Mentés masként - Errorism (exhibition)
installation: Miszi

Budapest, 2016

Analogica Selection 2015

touring program

Milano, Rome, Napoli, 2016
Experimental Superstars Film Festival, Novi
Sad, Serbia, 08.2006

No Signal Detected
Peter Lichter
3’ — 2013

‘Evag pubuikdg olvepaTikog ocuvduaopog XNHIKWY

EVROEWV Kal Ynolakng eikovag. O Stan Brakhage
kat o Paul Sharits cuvavtouv Tov Bruce Lee.
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QEXTIBAAIKEL YYMMETOXEX
GoEast Film Festival WiesBaden
Germany, 04.2015

Artists' Television Acces, Analogica Selection,
San Francisco, USA, 2015

Motion Festival

Cyprus, 2015

Flex - Florida Experimental Film Festival
USA, 2015

Nightingale Cinema, Chicago
Festival of (in)appropriation
Touring program

2015

Spectacle Theater, Brooklyn, NY
Festival of (in)appropriation
Touring program

2015

Hampshire College, Amherst, MA
Festival of (in)appropriation
Touring program

2015

Mount Holyoke College, South Hadley, MA
Festival of (in)appropriation
Touring program

2015

Colgate University, Hamilton, NY
Festival of (in)appropriation
Touring program

2015

Northwest Film Forum, Seattle
Festival of (in)appropriation
Touring program

March 5, 2015

Festival of (in)appropriation,

Los Angeles, USA, 2015
Analogica Touring Program
Naples, Italy, 05.03.2015.
Analogica Touring Program
Nuovo Cinema

Aquila, Rome, Italy 03.04.2015
Oberhausen Film Festival 2014
Light Cone show

Other Cinema - Avant to Live
San Francisco, 2014

VideoEX

Zurich, 2014

EXiS

Seoul, 2014

Bolgatty Film Festival

India, 2014

Bienal Internacional de Video y Cine
Contemporaneo Video-Fest
Mexico, 2014

KLEX

Kuala Lumpur, Malaysia, 2014
Antimatter Film Festival

Victoria, Canada, 2014



Analogica

Italy, 2014

Underdox Film Festival

Germany, 2014

Festival de cine Al Este de Lima - special
screening

Peru, 05.2015

Dasein Academy of Art - installation;
Kuala Lumpur, Malaysia, 2015

Analogica Selection

Millenium, New York, 05.2015

Bibliothéque du cinéma Francois Truffaut
Paris, France, 28.03.2015

Some of the Sensations
Peter Lichter
4’ — 2017

To ¢\ mapouatdlel Tn oxeolakn eEepevvnon pe-
TaEU TwV TAWVIWV Tou Texvaoparog (gimmick) Tng
Sekaetiag Tou ‘50 kal Twv oUYXPOVWV XOAlyou-
VTIavQV PmAokundoTep, péoa amod Tn cuvaiobnoia
TOU KAaolkoU agalpeTikoU olvepd.

OEXTIBAAIKEZ TYMMETOXEZX
Process Film Festival
Riga, Latvia, 2017
Diametrale

Innsbruck, Austria, 2017
Eyemith Film Festival
Toronto, Canada, 2017
Antimatter Film Festival,
Victoria BC, Canada, 2017
Alternative Film/Video
Belgrade, 2017

Ta dikalwpata Twv GwToypadlwv Kat Twv GIAR avrikouv oTn
Lightcone.
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BIOPA®IKO
THMEIQMA

Péter Lichter

IMoTelw Mwg eipal apkeTd MEVACUEVOGS yia
uovtdd, kat akplBwgs yla autoé Tov Adyo eipat €vag
ouvTNENTIKGG OKNVOBETNG, VIWOW MO KOVTd oTnV
ontikn €AEn Tou Vertov, Tou Brakhage kat Tou
Michael Bay ané 671t oTov pvipaioud’.

levvnuévog 1o 1985, o Péter Lichter amoteAel
TO VEO TOAAA UTTOOXOMEVO aipa TNG OUYYPLKNAG
apdv ykapvT kivnuartoypadikig oknvng. e nAikia
10 mepimou xpovwv eixe Tnv embupia va yivel
ouyypadéag kal paAlota péxpt Ta 20 Tou eixe
nén ekdwoel 2 moiNTIKEG cUANOYEG. AuTd AMNa&e
dTav amékTnoe TNV MPWTYN Tou KAapepa, pa HI8,
géva onuadlakod yeyovog yla va EEKIVNoeL va
nelpapariceral pe Tnv Kwvoupevn elkéva. ‘Hoele,
Onwg avapEpel, va dSnULoUpYNoEL EIKOVEG TToU Ba
ennpéagav Tov Beatr, ahdd dev eixe Tnv avaykn
va dnuloupynoel KaBapEG aPnynUaTIKEG Talvieg
oav auTEG PE TIG omoieg eixe LEYAAWOEL Kal
favpale o6mwg yla napddetypa 1o 2001: A Space
Odyssey Tou Stanley Kubrick.

Inoudaoce loTopia kalt Oewpia Tou
Kwnpartoypddou oto Eétvés Lorand University
¢ BoubdanéoTtng kal Tautédxpova npoonddnoe
HOVOG Tou va avakaAuyel Tov KOGUO Tou
evaAAakTikoU Kivnpatoypddou. Ané to 2002
Aowmév dnuioupyei GIAUG Ta omoia €Xouv WG
Baon 1o Auptkd, TO AdALPETIKG, TO AVAKUKAWHUEVO
kal To PuxedeAko. Xuxvd ouvepydleTal e

TOV €lkaoTko Lorand Szécsényi-Nagy kal Tov
ouveérn Adam Marton Horvath. H Souletd Tou
€xel mapouotaoTel oe peydAa deoTIBAA Onwg

1o Tribeca Film Festival, Berlin Critics' Week,
International Film Festival Rotterdam kat
International Short Film Festival Oberhausen.
Méoa and Ta ¢pIAug Tou, aAld kat Tn S16aKTOoPIKY
SatpiPry Tou oto ELTE University mpoomna®ei va
katavonoel aAAd kat va potpactel T Sikry Tou
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mmyn €UMveuong, TNV 16€a MWG O TIEIPARATIKOG
Kwnpatoypddog kat Ta peydAa xoAtyouvTtiavd
UMAOKUTIAOTEPG, OMWG Ol Talvieg dpdoelg, €xouv
moAAd meplocdTepa Kovd onueia and 6oa
davragopaoTe. Tpiyovrag Ta SUo mpoomabei va
Bpel TNV koY) CUVICTAPEVT, YlaT{ OTTWG avadpEpel
o i6log Ta melpapartikd GpiApg eivat ot Tawvieg
6pAcELg TNG KIVNUATOYPADIKNG YAWOOoAG.






Tactile Visions
NORMAN MCLAREN
(1914-1987)

curated by
Doros Demetriou

No history of the art of animation would be
complete without at least a reference to the
vast body of work of the innovative artist

and tireless worker Norman MclLaren. He
implemented various techniques to create

what are now considered classic experimental
animated films, working on either abstract or
associational form. Sometimes he would make
films by choosing a piece of music and arranging
abstract shapes to move in rhythm to the

sound track. Other times he worked without a
camera, engraving the images frame by frame,
using knives, needles, and razor blades. And
other times he used pixillation (a term applied
to frame-by-frame movement of people and
ordinary objects), to create his stories. He
would draw with pen and ink, paint, or etch into
black emulsion-coated film.And he was also an
important pioneer of electronic music, which was
also used in his films. McLaren always said that
in film “how it moved was more important than
what moved”, and above all he believed that
animation should be personal, experimental and
diverse in technique.
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FILM
SYNOPSES

Hen Hop
Norman McLaren
4’ — 1942

In a drawn-on-film animation, a hen gradually
breaks apart into an abstract movement of lines
as it dances to a barn dance.

Boogie-doodle
Norman McLaren
3 — 1948

Made without the use of a camera, Boogie-
Doodle is a rhythmic, brightly coloured film
experiment.

Begone Dull Care
Norman McLaren & Evelyn Lambart
8 — 1948

In this extraordinary short animation, Evelyn
Lambart and Norman McLaren painted colours,
shapes, and transformations directly on to their
filmstrip. The result is a vivid interpretation, in
fluid lines and colour, of jazz music played by
the Oscar Peterson Trio.



DIRECTOR’S
BIOGRAPHY

Norman McLaren

Norman McLaren was born in Stirling, Scotland
in April 1914. His father was a painter and his
mother was interior designer. He entered the
Glasgow School of Art where he studied Art and
Interior Design from 1933-1936. There, he began
to make experimental short films.

His work came to the attention of John Grierson
who offered him a job with the GPO film unit in
London. In 1939 McLaren left Britain and moved
to New York. In 1941 he took up an invitation
from John Grierson to work at the National

Film Board of Canada, which Grierson had
established in 1939. In Canada, Grierson gave
McLaren the freedom to experiment. There, he
also founded the Animation Department of the
National Film Board of Canada.

He examined the various ways sound and
movement could be presented on film and
developed a variety of different techniques of
animation. McLaren was recognised worldwide
with a string of awards for his work including
an Academy Award in 1953 for his short film
Neighbours.

In addition to film, McLaren worked with
UNESCO in the 50s and 60s on various
programmes teaching film and animation
techniques in China and India. His five part
Animated Motion shorts, produced in the late
70s, are an excellent example of instruction on
the basics of film animation.

McLaren died in 1987, leaving behind a lasting
legacy to the film and animation world. The
Canadian Film Board recognized this in 1989
by naming the CFB head office building the
Norman McLaren Building.

Norman McLaren is one of the most acclaimed
filmmakers in the history of Canadian animation,
and a pioneer director in both animation and
cinema. His work has inspired artists from Pablo
Picasso to Francois Truffaut.
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Tactile Visions
STAN BRAKHAGE'S
Hand-painted Films

curated by
Christopher Zimmerman

Stan Brakhage’s expansive and explosive, yet
fragile and silent, body of work remains unparal-
leled in American avant-garde cinema.

A consummate experimenter, Brakhage de-
veloped and refined an enormous range of
techniques and filmmaking modes, all in the
service of his single-minded quest to open
alternative ways of seeing. Forever the Romantic
visionary, Brakhage made an impressive array

of hand-painted films that represent eye-open-
ing and mind-expanding journeys through the
tensions between artistic intention and subjec-
tive reception. Painting directly on the celluloid,
Brakhage’s camera-less moving ‘canvases’ were
attempts to represent what he referred to as
‘Closed-Eye Vision'.
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FILM
SYNOPSES

The Dante Quartet
Stan Brakhage
6’ — 1987

Brakhage's version of Dante, with two different
treatments of hell; in the first, Hell Itself, one
skein of painted forms seem to clutch at, or
even choke off, another. In the second, Hell

Spit Flexion, paint on film and fragments of
photographed imagery play out in a frame within
the frame that's much smaller than the whole
screen and is surrounded by black—surely one
Brakhage vision of hell would be a state in which
one is distanced from imagery. Purgation was
painted over footage from several 35mm features,
and sometimes figures can be glimpsed through
paint as if through flames. In Brakhage's vision
of heaven, “existence is song,” he nearly outdoes
himself with spectacular color bursts, some
painted over photographed imagery of the moon
or a volcano, adding an exotic, otherworldly feel.

Stellar
Stan Brakhage
2’ — 1993

The night sky seen with the naked eye was never
quite this opulently colorful, though the fields of
paint do suggest telescopic photos of nebulae.
Just as important are “stars,” represented by
circles of white in many different sizes, which
seem to punctuate the nebulae at many levels of
depth, creating a characteristically Brakhagian
perceptual complexity.

The Glaze of Cathexis

Stan Brakhage

3’ —1993

Like many Brakhage films, on its ‘plot’ level,
this stunning masterpiece is cast as a struggle.
Brakhage scratched into photographed
images of out-of-focus blobs and painted

over the scratches and images with a variety
of rapidly moving forms that seem to disrupt
those hovering, seductive, almost breast-like
photographed shapes. Here imaginative seeing
(represented by the paint) struggles against
something more fixed and less mindful, an



apparently glazed-over or fixated ‘cathexis.’
But good/bad or freedom/entrapment dualities
in Brakhage contain their own reversals—the
blobs possess seductively liberating depths
and delicate rhythms, while the staccato paint
splotches are unusually repetitive; rather than
progressing, they seem stuck in themselves.

As with many of Brakhage's ‘abstract’ films, its
implications can be translate into a statement
about living: Things are never what they

seem, and while our fixations may contain our
liberation, our more active and creative thoughts
and actions are often anything but free.

Chinese Series
Stan Brakhage
2'— 2003

Inspired by his three-decade-long study of
Chinese writing, Brakhage made this work by
scratching on black film using his fingernails
and spit, as he was dying. Per his instructions, it
was printed after his death with each scratched
frame repeated twice, thus seen at the rate of
twelve per second, and then, after a brief pause,
shown as single frames, so twice as fast. Though
arguably a fragment, it is one of his greatest
achievements: the scratched shapes, lying on
the cusp between abstractions, symbols, and
pictures that hint at Chinese ideograms, have an
inexplicably powerful suggestiveness.

*Synopses by Fred Camper taken from his ‘About the
Films’ written for the Criterion Collection’s By Brakhage
anthology.
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DIRECTOR’S
BIOGRAPHY

Stan Brakhage

Born in Kansas City, Missouri in 1933, Stan
Brakhage moved to Denver, Colorado at the
age of six. He sang as a boy soprano soloist,
dreamed of being a poet, and graduated from
South High School in 1951 with a scholarship to
Dartmouth. After one semester, he left to pursue
a life in the Arts, returning to Denver to make
his first film in 1952. As a young man, Brakhage
lived in San Francisco and New York associating
with many other poets, musicians, painters and
filmmakers, including Robert Duncan, Kenneth
Rexroth, John Cage, Edgard Varese, Joseph
Cornell, Maya Deren and Marie Menken. A
youthful "poet-with-a-camera,” Brakhage soon
emerged as a significant film artist, evolving an
entirely new form of first person, lyrical cinema.

Brakhage married Jane Collom in 1957, and from
the early 60s they lived in Rollinsville, Colorado,
making films and raising their five children.
Brakhage also continued to travel around the
country and abroad becoming a leading figure
of the American avant-garde film movement.

He lived in Boulder from 1986, and in 2002
moved to Canada with his second wife, Marilyn,
and their two children.

Before his death in March, 2003, Brakhage

had completed more than 350 films, ranging
from the psycho-dramatic works of the early
1950s to autobiographical lyrics, mythological
epics, ‘documents,” and metaphorical film
‘poems'—variously employing his uniquely
developed hand-held camera and rapid editing
techniques, multiple superimpositions, collages,
photographic abstractions, and elaborate hand-
painting applied directly to the surface of the
film. A deeply personal filmmaker, Brakhage's
great project was to explore the nature of light
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and all forms of vision—while encompassing
a vast range of subject matter. He frequently
referred to his works as ‘visual music,’ or as
documents of ‘moving visual thinking." The
majority of his films are intentionally silent.

Brakhage taught at the School of the Art
Institute of Chicago and as Distinguished
Professor of Film Studies at the University

of Colorado at Boulder. The recipient of three
Honorary Degrees and numerous prestigious
awards, he lectured extensively on filmmaking
and the Arts, and is the author of 11 books -
including his seminal 1963 work, Metaphors
On Vision, and his more recent series of essays,
Telling Time.

Marilyn Brakhage

f the sensations

)



Tactile Visions
PETER LICHTER
Hand Painting

on Found Footage

curated by
Christiana loannou

What is the need for Lichter, to hand paint the
celluloid strips of the films that he creates?
Films that have as a primal visual and sound
base, the shooting material/shoots from popular
Hollywood movies? The trend of Found Footage
is still at a (cinematic) rise, even after more

than 50 years, facing more than ever some
major artistic questions that are followed by
crucial discussions such as: ‘Is it ethical?’, ‘Is it
artistically viable?’, ‘Is it theft or intimacy?’, ‘Why
is this happening?’, ‘What are the thoughts of
the filmmaker?’

In an essay that reconsiders these beginnings,
the filmmaker Hito Steyerl makes two important
points: one is that Vertov’s film should have been
called Woman at the Editing Table rather than
Man with a Movie Camera, and secondly, that
already around 1927, the problem was: where

to locate creativity and authorship. (...) The
found footage trend [first] blossomed in the late
1950s and 1960s, with the rise of television and
the culture of mass consumption. It is not by
chance that it is often televisual artifacts [ads,
infomercials, talk shows, educational programs)
that these filmmakers re-use and subvert. Found
footage, in this respect, appears as a form of
cultural recycling [that is] informed by a social
critique, by discourses concerned with the end
of history, and subverting [the material’s original
message of optimism and progress] through
ironic and violent montage.

(Habib, 2006, 127-28)2

Maybe this cinematic ‘recycling’ is deeply
harmonised with the most important needs

of contemporary society for sustainability. In
Lichter's case, his hand-paint interventions,
whether these are inks, chemicals that distort
the celluloids, or even scratches, perhaps serve
the method, the technique, but mostly the
creative intimacy. In plain words, they could
symbolise his idea of experimental, as well as
his idea of a contemporary approach in making
films. On the other hand, the found footage
that he uses perhaps shows the common, the

direct, the Hollywood air. Personal memory

is also an important and catalytic factor. The
shooting material of the movies that he uses as
a base, are deeply connected with his childhood
memories, since most of them are movies that he
used to watch as a child.

My works for example Cassette, Rimbaud
and Polaroids, are about personal memory,
as memory is a seed experience. My aim is
not simply to “talk” about this memory, but

to re-experience the memory by creating a
visual space for the viewers to experience the
psychological regression.3

The overall inspiration by Stan Brakhage's work
is also quite obvious. Images alternate in such
a fast, vivid and violent manner that a viewer
can almost feel a moment of adrenaline. The
celluloid strips of 8, 16 and 35 mm that pass
by the screen allow you to see beyond that
moment's vision.

Four Films

» Some of the Sensations begins with a black
screen. William Castle, Hollywood’s b-movie
producer, vividly narrates and prepares the
audience for an unspeakable terror that is
approaching, a feeling of terror, that only by
screaming we might be able to get by. The
image suddenly changes and we are welcomed
by the quite familiar steel voices of Transformers
by Michael Bay. What we listen does not quite
match with what we see though. All we see
instead is a wild feast of coloured celluloids,
passing by extremely fast, sometimes even two
and three together. Colours that take over the
screen with rush and create adrenaline, while at
the same time are in perfect ‘harmony’ with the
violent fight sounds of Michael Bay's movie.

» A dark and mysterious mood is taking over, a
black and white film unfolds in front of us, while
at the same time we see stains of black ink,
scratches, head titles, words, and newspaper
sheets taped together. Our eyes catch some
words, some unknown Hungarian words while
hundreds of minimal shapes pass by, completely
inline with the sounds of typewriters, pieces

of paper torn and several conversations. The
closing credits recount the events of the 8th of
October 2016.

» In Pure Virtual Function we watch recognisable
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Hollywood stars such as Mat Damon, Arnold
Schwarzenegger and Sylvester Stallone, in
some not so recognisable movie scenes, while
at the same time hand painting initiatives made
by the director, interfere. Lichter is treating the
found footage he chose, with a very sharp and
to the point way, in order to fill up the screen,
creating visual asphyxiation and matching it with
uncomfortable sound recordings, recordings of
orders that a soldier receives or takes during a
moment in Iraq war.

» | had travelled to Bucharest, Romania, to
attend an experimental film workshop at the
national Film School of Bucharest. During
these six days | fractured this Bruce Lee film
with bleach, ink and other cheap chemical
substances. But | could not project the damaged
celluloid with their super 8 projector (...) After

| downloaded the original movie and cut out
the sounds- it was fun to realise that | couldn’t
synchronise it with my abstract super 8 image.
This helped me to find this formal joke, to edit
homogenous colours to punches, like an old
comic book movie, or like the Batman TV-series
of the 70s. | realised that these are two typical
kinds of abstraction, which were fighting each
other are form the classical era of American
avant-garde cinema.4

Sources

1, 3, 4. February, 2015, An interview with: Péter Lichter,
Videofocus/Stigmart 10, 11th edition, pp. 106-115

Web. https://issuu.com/stigmartiOpress/docs/stigmart_
videofocus_-_special_issue_bffdb23ac34741,

last visit 2/2019

2. Thomas Elsaesser, The Ethics of Appropriation: Found
Footage between Archive and Internet, Keynote Recycled
Cinema Symposium DOKU.ARTS 2014

Web. http://2014.doku-arts.de/content/sidebar_fachtagung/
Ethics-of-Appropriation.pdf, last visit 2/2019

FILM
SYNOPSES

8th of October
Péter Lichter
2’ — 2016

‘Népszabadsag’ used to be Hungary's largest
opposition daily and one of the most vocal
critics of the government. Its editorial staff was
suspended on 8th October 2016 without advance
warning. This film was made from the pieces of
the last issue.

Pure Virtual Function
Péter Lichter
3'— 2015

Pure Virtual Function is an abstract meditation
on the representation of violence, the
connection of virtual and real aggression. The
film was made from painted 35 mm film strips
and sound recording from Iraq war.

No Signal Detected
Péter Lichter
3'— 2013

Rhythmical combat of digital and chemical
decay. Stan Brakhage and Paul Sharits meet
Bruce Lee.

Some of the Sensations
Péter Lichter
4’ — 2017

This film examines the relationship between
the ‘50s movie gimmicks and Hollywood's
contemporary blockbusters through the
synesthesia of the classical abstract cinema.

The copyrights of the above films and photographs belong
to Lightcone.
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Péter Lichter

| think | am very hungry for editing, in this
respect | am a conservative filmmaker,

| feel closer to the visual attraction of Vertov,
Brakhage and Michael Bay than minimalism.!

Born in 1985, Péter Lichter is perhaps one of the
most talented and acclaimed young avant grade
filmmakers in Hungary today. At the age of 10, he
had the desire of becoming a writer; in fact, until
the age of 20 he had already published 2 poetry
collections. That came to change when he bought
his first camera, an HI8, something that inspired
him to start experimenting with moving image.
He wanted, as he recalls, to create visual stories
that would move the spectators, but he was not
interested in making traditional narrative movies,
as the ones he grew up with such as the 2001: A
Space Odyssey by Stanley Kubrick.

While studying History and Theory of Cinema

at E6tvos Lorand University in Budapest he
also took the initiative of discovering by himself
the amazing world of experimental filming.
Since 2002 then he creates lyrical, abstract,
psychedelic and found footage based films.

He often collaborates with visual artist Lorand
Szécsényi-Nagy and composer Adam Marton
Horvath. His work has been presented in many
notable festivals such as Tribeca Film Festival,
Berlin Critics’ Week, International Film Festival
Rotterdam and International Short Film Festival
Oberhausen.

His films as well as his PhD thesis in ELTE
University are fragments and extensions of

his own source of inspiration, the idea that
experimental cinema and big Hollywood
blockbusters, such as action movies, have a
lot more in common than what we can imagine.

While mixing those two cinematic genres
together, he tries to find their common root,
because as he claims, experimental cinema
is the action films of film language.
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