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Well the old world may be dead
Our parents can't understand
Bur | still love my parents

And 1 skill love the old world

Modern Lovers, “Old World”

In 1976, as punk vock was busy smashing rhe
cultural rubble left behind i)y the second world war
and rejecting the consumer society that had
emerged from the ruins, one hand bravely announced
that it wanted no part in this destruction. Jonathan
Richman’s Modern Louers sang about how they stilf
loved the old world. Neither parents nor girlFriends
could understand, but the decaying inner city with
its Fulse promises of progress still held a tascination
for Richman, who claimed he wanted to heep his
place in this arcane landscape. Punk's assault on
culture was the |ngiciﬂ conclusion of modernism’s
linear narrative of art as a force of innouation thar
must reject prm:atling arfistic movemenks o
establish new ones. |f::|ming the negations of Dada,
i set ouf to pul an end to this narrative, an end 1o
culture. It is partly hecause of rhix‘inherently
destructive and I'nl'iﬂisinq side of Modernism that it
has come under harsh critique in the post modern
era. Nevertheless, we are still caught up in the same
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dialectic of progress, revolution and destruction.
Post modernism has failed ro unsear our desire
for rhe rmm!urinnnrg momenkt, even ax if has
been (:n-nptad to the rlﬂgra('. ol mzilningiessnexs
Lg the discourses of marimtim_] and C1pirﬂ|ism.

The rerm ‘reactionary modernism’ has been
applied by Jelfery Herf ro the Weimar republic
and the Nazi party's Fraught alliance with science
and simultaneous rejecrion of the enlightenment
values From which it had evolued'. More recently,
writers like Kanishka Jayasuriga and John Gray?
have observed that contemparary ﬂngln-ﬂmarimn
neo-liberalism ix simi}arlg engﬂged ina
reactionary mntlc:rnising project, imposing the
Free marker euergwhare as a kind of scientific,
rational economics, while dis;msing of the
universalistic valuex rhar are its |ngim|
conclusion: “Economic borders are opening for
the movement of mpirai while pnlirimﬂ borders
are closing ro the movement of people”™. Bur
if ‘reactionary modernism’ is not an oxymoron,
then neither is a non-nostalgic appropriation,
or retromadernism. In his Untimely Meditations,
Nietzsche describes “historical man” ax impelied
rowards the Future by fooking 10 the past?, and
it is this kind of ufopianism thar must be
recovered from modernism ro counter the
conservatism of irs current neo-liberal
incarnation.

In the intraduction to his |1is|‘mg af modernism,
Farewell to an ldea, T. L. Clark imagines an
archaeolagist of the Furure stumbling upan a



painting by Maleuich, a collage by HeartField and
so on, and affempring to interpret the twentiath
cenlury in rehuspects. In many ways, the culrure
we are currently living in is the culture of thar
archaeologist: we are refromodernists, hn‘mg and
miiuing the ruins of the rwentieth cenrury as a
vollection of relics and rituals whose urigin;ﬂ
meaning we are unahle to understand or embrace.
Unlike Clark’s archaeologist, though, we do not
seeh to reconstruct the pask from the evidence.
We are nor lnni(ing For truth and we make no
pretence at scientific objectivirg. Le Corbusier
looked ar the house as a mut:hine, Maondrian
reduced painting fa a mathematical formula and
Rodchenko designed uniforms For the prolerariat,
but we are more selective in our appropriation ol
their discourse, refraining From such wide
enforcement. In a recent article relaring to the
Modernism exhibition ar the YA, 1. G. Ballard
has written about the pt'.rl:nrmum:ﬂ anxiely that
modernist archirecrure inspires rhmugh ifs
expectation of mtinnﬂfil‘g and clarity at all timex®.
We are no iungt'.r horritied lpg universalism. It has
become so imp|;|usi|ﬁe that irs ammphns are now
emply staqes For us to inhabir with our own
subjectivity. We are truly modern lovers, driven
I}IJ a love for the modern, a desire to make it our
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Take a closer look at rthar qeomelric Mondrian,

rhmuﬁ\, and a different picture emerges. It ix easy ll.

fo fnrgzi' what any major refrospective show
reveals: that modernist art was xeldom perfect.
The Jeseph Albers paintings thar look so crisp
on Tare Modern’s exhibition poster are nnl‘hing
of the sort in real life. The edqes of the collaged
paper cutfings stick our of the canvas, austere
black and whire silk printed images are smudged,
the lines diuiding a4 canvas acmrding fo some
obscure equation are hand drawn. Nor was the
approach ro science as cold and objecrive as we
like to think it was, the Suprematists were
preoccupied with “non-objective feeling” and
the Fascinarion with the machine was often quike
spirirual, art and research converging in the
bizarre experiments of Nikolai Ladouski's
pxglzhnm(:hnit:ill lﬂhuratmg. Modernism was
only truly modern insofar as it funcrioned as a
]n|unprint For (:al'u(:|gsmic t:|mng|-., asx idﬂ(ﬂngg
rather than pragmakics. It's not a coincidence
rhat the arrow ix irx qr;lphi(: icon, u]wagx
poinfing towards, bul never arriving ar, a
ukapian pi;m-.im. Modernism ix abour |1m:nming$
not heing, and as such, it is not interested in
attaining resolution, which is whg s00n as t||(£g|
came info power and roiled 10 make rhis ulopian
blueprint a reality, the great modern ideologies
stopped being modernist. In comparison, our
own times seem to lack this sense of a projection
rowards an unmaterialsed furure. Art I'm]al_]
presenls us with a sul)jr.ctiuirg thar is a process
of TEpression and remembrance, of chﬂsing down

l:mgm('.ntx of ethereal memory, a nnsrillgiis for
cohesion. This is pa;fmpx wixg so many arfists and
writers are aqain Fimling the modernist moment so
irresistible, despite the negative connofations of
totalitarian regimes. Suhail Malik, writing in the
Showroom Annual documenting the gallery's New
Moderns conlerence, identilies rhis renewed
interest in the legacy of modernism with “rhe
return of a cectain Faith in rhe power of

transformation through cultural acriviries™.

Rather than inﬂl{ing back at a herter or simpl({r
time, when the avant garde gesture was still a
disrupriw, pnssil:ihl‘g, the artists in the exhibition
Modern Lovers use the blueprints of utopia to look
Forward,inscribing their own arrows on their
archeological Findings. Like Jonathan Richman,
I‘Ilt{g |u-.('.p refurning ro modernism for snmarhing
else. Instead of I‘illling it at irs word when ir
pmﬂm revolution, they turn ro it in search of
reform, apling for neqotliation and sirateqgic
repositioning instead of an mlh'iql\r rejection (as
Reqis Debray pointed out, the revolurion
revolutionises the counter-revolution). Srill |:ming
the old world and dﬂsiring i &iﬂ|ng|1|r. with the pask,
pzrlﬁlps ax an antidote to the erernal present ol
Cilpil';||i!m, l‘[mg are willing ro engage with irs
aesthetics and ideas on equal ground. Leaving
behind the ironic deconstructions of postmodemism,
they Find perspecrives worth salviging and
juxtapose them with confemporary isual pmrluctinns.
Trmfing in the grand narratives of mndernirg For

4 more pzrmnall ilpprnm:h, thug don't seek rhe s
A b

purily of form that drove the avant gardz movements
that inspire rthem bur rather revel in adulteration,
dilurion and cantamination of the past i)q the
prasent.
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Introduction
Biography (Fragmenr)
Nrturo Maure

Delgado was born in 1921, in Lishon, Portugal. Ma
the age of I3 he was employed as a wrirer of
necrologies by the local newspaper “Lishon”. In
|93“, in a bold rhetorical act of dcfiimm, he wrate
d nm:roingl] ol Salazar, the Fascist dictator who
ruled the counlry at that time. This necrnlngg was
not well received by the qovernment. Salazar did
all rhar was in his power o eliminate the author
of his death. Dnigadn managed to leave l’nrrngal
during a Festival celebrarion, disguisml as Abraham
Sutzkever. In 1982, after he misused Lewis Carol's
map to navigate the acean, he accidentally arrived
in Buenos Aires. Thanks ro his unusual Spanish
accent, which the director Roberto Cossa confused
with a rypical Russian accent, he got a rale in
Chelthov's p|a|g| Tio Uania, ax uncle Yania. On the
nighl' of the qr;md apening, Dﬂlgadn used this
oppartunity ro shatrer the rradition of realism in
theatre During the second act he threw the gun on
the Hoor and hanged himsell From the word “mimesis”.
This was the end of his career as an acror and the
beginning of his career as a performance arvist.

D('.|gildn has not pulniis]w.& d xinqhz poem under his
name, hut it has been claimed thar he has published
miany poems and a few iircraru essays under the
pseudonyms: Arturo Maure Rodriguez, Marian Loap,

rs

Professor Uakolinchok and Alberr Swissa, among
others.

Rutobiography in the third person

Jodio Delgadn, Pmtuguase poel. Was born or died
in Lishon. Lived for three days in Alcantara. On

the Fourth he joined the navy. Arrived with it in -

Buenos Aires. There he read the grear poets of the
twenties in the seventies, pﬂrtinipi:tad in evening
art classes at municipal night schools, which urgml
him to quit poetry and the arts. It ix said of him
that one euening he discovered a memorial rabler
in a square in the fourteenth quarler, that I\r.jumpt:d
three times higher than his rall brother and that in
the nighrs he collected what he threw out at noon.
Jodia Delgado
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Da!gadn Jixappﬂﬂmd. It is said he went on to hunt
elephants. We who knew him know this rumor is

unfounded'. We all recognized its literary origins.

Some identify in this version the voice of Delgado,
an indication thar he is alive and well (thar he
managed to bypass the wilirary dictarorship and
Hemingway and sreal the border).

Delgado was a multi-disciplinary artist. Among his
many occupations — poet, installation arrist,
jourm:iisr, researcher, composer and collecror of
worthless nlajm:h;. “Ddgadu'x many occupafions
can he interpmlcd as an attempt to stmngrben the
oppressed individual against the power of the
oppressing collective” (Rodrigues). Delgado wrole
in arder ro be fnrgumm, in order to dissolue into
otherness. He was pursuing conciseness, or 4 mulri-
Facered anonymity. Delgada’s complete body of
worl has not been collected ro thix {Iag‘ daspire
the efforts of Arruro Mﬂura, his classic domino
opponent (the author of this essay). It should be
said ham. without il(fding a !:Gni'nnl“ﬂ, thar Maum,
whose role model was Max Brod, devored his life
ro the dissemination of Delgado’s work.

In his work, the Portuguese-Argentinean poer
anticipared post modern arf by more than thirky
years, ﬂl'l(', MOTEOVer, the school of pﬂxl‘-r({ilhxr
research, which, he predicred, will evolue in the
second decade of the twenry-First century. This
discipline, he estimated, will rightly destroy his
minor works (in the post realist sense of the word)
which include rhis predicrion irsell. Neither the
critics nor the academic world paid any attention

S
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to Delgado’s work. The only instance of a discussion
of his poetics is Rodriquez”? research proposal For
his docroral rhesis ar the University of Buenos Mires
(a proposal which was nor accepred). Iix ropic was
“the poelics of De]gﬂdn in |igfit of shadow’. The
author’s intent was to crown Delgada the first post-
realistic poer. “Delgada — a Grear Poet” was the
title of Rodrigues's work. The starting poinr of his
research was a rich mv.i'ilphnr, pm!mhlg borrowed
from the words of Delgado himself. These words
were said of a volume of poerry by Moises
Benedero, chiel executive of the Buenos Aires
Flectricitg Company, which was handed our to all
empiugezx of the city's company ax a tir fo
celebrare the Fifrh anniversary of Benedeto’s
becoming a money earning poer. Using the same
urban murilphur, re!aﬁng both to the aestheric value
of the ward and to ity marker value, lerignm
(:i\imgcd the intended name to turn the bitter simile
info a compliment{1):

“The qualiry of Delgado’s writing is
higher than rhat of rhe dearest nylon™.

The research proposal was accompanied hy many
drawings unrelared ro the thesis, and presented
to the public at a mass demonstration, which he
organized in the spirit of May 68, with the aim
of displﬂging the force of D(’.|gal|n'x poelry. Ar
this demonstration, ﬂags were Hown bearing
slogans such as:

I. For a comprehensive study of
Delgada’s concise art.
2. We are all Portuguese poets.
3. Humour ix srill Funny.
B, Po-er-ry is killing us®.
The reiﬂrinnship of rthese s|nganx to the poiiri(:;ﬂ
reaiirg and their subversive power were a secref
on euergone’s lips. During the demonsiration,

pilmplﬂets were distributed, on which was printed
on one side:

u’.\.l‘ iaﬂ‘ we Ilill.l('_ (hS(I(‘HI‘(‘!I'I‘.(I Wtﬂ) l’tll'n(‘!ll |‘Ilt’.

signiFieJ into the signifier: D.ELGADQO."
Ind an the other side:

“1 am the synecdoche Rodrigues”

The most pnwnrruf poink ol the thesis was acl‘ual”g
a quote about myselP* Gn bold rype):

One must poink ko the Final stanza of the poem -lno

“No recuerdo el olor a vino, siquiera cuando bebo vina
No quiero ser victima de o meralora, beber de los espejos,
Cuando :Iitj() vino (!ign o0 quiero decir vino

Y cuando digo rosa quiero decir rosa o vino?”

| do not remember the scent of wine even when § drink wine /
| do not want to be a victim of mui‘ilpimr, to drink From
the mirrars /

When | iy wine I sdy or wish ro sdy wine /

And when | say rose | want ro Xay rose or wine?l}"m

-

As a prace&enr and a continuation of rhe Firsy
stanza of Jorge Luis Borges’ Bl Golem

“Si (como el griego afirma en el Crarilo)
el nobmre es arqueripo de la cosa,
en las letras de rosa esta la rosa
y todo el Nilo en la palabra Nilo.”

ﬁ, (as that Greel in Cratilus did wrike),
the name is but an archerype of things,
in the l‘hur |aﬂms nf il Fose the rose exists
and all the Nile in the word Nile.

The starement supparting the thesis arises From
that of Borges, lover of p;lmhicx:

*" loio Delgado’s liverary ralent surpasses that
of Jodo Delgado’s™

Thence my conclusion:

“It would nor be an
exaggeration ro plﬂctz
the statue of Delgado
amaongsh the srafues of

¢ 4OUS MMIEZ,
. 1L FAUT
L DNTEND

[ oour QU
Gasc

quevats LT

the qreal poels in the
wrikers square.“

Rodrigues thought that
his comparison to
Borges,the grear
Drgentinean wrirer,
who awon worldwide




Lapinu, The Marcel
Duchamp’'s Rock
UD, & min., 2003

recognifion oufside ﬂrgcnrimu, waould, ht_; the same
logic, grant Delgada’s poetry, which was also
uirl‘uu“g unknown in l\rgenrinaan iirﬁrarg circles,
international Fame. Where Rndriguez’s research
proposal Failed was in citing Delgada himselF:

“Delgado is nor a poer, Maure. The pen burdens
me. The rype writer is a violent and Frightening
world. Maure, you are wrong. (Delgado)”

This line, which in Radriques’s apinion was the
pm(ﬁ af the poel’s qrearness and xuppnrrad hix
thesis, was his downlall. The reason was that
ﬂcmrding to the scholars of the Spanish kmgunqc
academia there is no pf;lm'. for rransition between
third and First person when speaking of the same
person, hoth in poerey and in prose. Post realism
was nol yel established. Thix kind of rransition
was considered an affront ro common sense.
However, the negation of the transition From
third ro First person was nothing bul an anticipation
of the politics of rhe abolition of the independence
ol the singular and poetic individual over the past
fnrl'g years in our land, ar the wery least.

p.s: Due ro the political sitvation, 1 am unable to
Finish the article. 1 am of the opinion thal were
Delgado ro read my words, he would say to me:
“Maure, you are wrong.” | must now qo hunt
elephants.

Dpril 19762

A5

noles:

1. See Rodrigues, “OFficial Versioa”, a hand-written article by
Rodriguer, wherein the author develaps the thesis negating the
rumour claiming that the poet left 1o hunt elephants. The asricle
is based on Dr.'gm]u‘x slory “The H«phanr Sh’.ppe.rl on the Hc“sn,
in which an elephant leaves the jungle Tor the big city and

becomes a successhul writes,
2. ledirors” notel: Arruro Maure's prendonym.

3. leditors” notel: in the nriginzll Spilaish. “La po-tia nos mata’,

wordplay on the similarity between “poesia” and “policia”.

& See Nrvwro Mavre, “Estadio ara. 27, Criticas y ensayos 25

(1963, pp. 15 - 83

5. This wordplay is a reference ro Jofio Pisto Delgada, one of
the poets of P(:rruyili's converts who lived in the 16th century
and was considered as important as Garcilaso de la Yega and

Luis de Leon.

6. leditors’ notel: in March 1976 vhe military Forcibly fakes
vontrol of Argenrina. The article was written, judging by rhe

signature, between a week and a month alter this act.



Demnahon

|ntrmE(.|ng the llgpur-mmium in contemporary music

Nvi Pitchon

Have you ever noficed how music in sci-li Films -
Clockwork Orange (record shap scene), Srar Wars
(Mos Lisly canting scene), and Buck Rogers (dance
ball scene) - a!‘i'empmd o pmdict the music of the
Future by taking 607°s/7Q’s then-cutting edge
lounge, easy listening and Maag sgnrhesimr skereo
sounds to different extreme 1ngi(:ill conclusions of
either utopian or dystopian proportions? Lither
reqal, neo-classicist new wave (Buck Rogers) or
trivial, populist bubble-qum pop (Clockwork
Orangel, and ultra-cheesy, xpae_dcd-up foy jarz
(Star Wars). Uncannily enough, these Films did, in
fact, predict the Future — but whar they pra(lir.l‘ml
was the contemporary appropriation af their own
musical visions, because it is pr{:i:isclg this romantic
naiveré thar confemporary |nungﬁ1 ('.|r.(:tm-pop and
guank-pop music tries fo recaphure. Therefore,
parhapx for the Wrong reason, the Facr remains thar
these Films were correct ahout what music will be
heard in the Future. This non-linear concepiual (and
who knows, parhaps actual) wormhole demonsirares
the inrensiry of relations between modernism and
the contemporary in mosic.

The band Stereolab scems like an uwltimare
posrmudcrn test case in the sense of adnpring the
aura of the madernist pask and using il in a

upgmdes into it thus making it relevant in discourse.
Stereolah not only pushed the aforementioned shiny,

oprimistically Futuristic 60's sound ro an extreme
logical canclusion by playing (and worshipping) a

range ol andioqm' instruments lead by the Mnnq.
They also adopted, to lerishistic levels, a parallel,

positive aesthetic model and jarqon af pnpnklr
technological progress (as demonstrated in the
latest dzuelopmenrs in hi-Fi sound mpmducrion)‘
The image of the atom as popularised in the 50'x
and in Technicolour, abstract pop and ap arl of
the 60’s joined uropian, scientilic post-war
mumlm-jumim culminating in the very band moniker,
sang tilles like “The Free Design’ and the naming
of their own record label ‘Duophanic Uhira High
Frequency Disks”. This serup backed lyricx with a
sirong, manifestational uropian Hare discussing
pulil‘ilzi:i and social issues in a rignmuslg Marxist
fone, as nppmml o more I'rendg counter-cultural
sensibilities. Yer, the Iyric.\‘ addressed contemporary,
globalised, post-Fukugama neo-liberalism, and
injr.ntml renewed zeal to a srruggic caughl ina
millennial dead end. The song ‘Wow and Flurrer’
envisioned the downfall of Capitalism with
unprecedented clarity and confidence: ‘I thought
IBM was born with the world/The US lag would
Hoat Forever/The cold opponent did pack away/
The capital will have to Follow/It's not erernal,
impcrishah]a."()h yes it will go/lIt's not eternal,
imperishable/The dinosaur law™. When asked
whether Stereolab are a post-modern revolutionary
cell, singer Laetitia Sadier reja(:red the rerm,
uplmh!ing & qenudine heliel in humanism and progress,

confemporary conlexk, whilsr insthing suhriﬂl ( s nppnsed fo any &ldnptinn of l:omp!cu rackics and
)
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David Maljkovic, These Dags,
DUD, 5:5i min., 2008




4 loying with linear, formal historical time’. One
must conclude then rhat basic notions of posr.
mml('.rnitg indeed do not sulfice ro undersrand
Stereolab.

N diFferent rerm Chigh post-modernism’?) must be
coined to describe processes deeper and more
meaningful than the mere signilyication of
Modernism's end, and the subsequent mannered,
emply juggling of its aestherics. Whar is now
tul{ing place instead is a positive, construchive
revixifing of modernism: x&l|uaging, rm:glrlinq, and
moxt impurtnnl‘lg revising aspects that are still
potent, that shine from undernearh the rubble wirh
a mythical Phoenix-like glow. Thix is a shift From
nostalgia/retra fo refro-activism or, in ferms of
the band who re-aligns modernist roralirarian
utopias fo the highest degree, Laibach: rerrogarde

Thanks to a liberation from modernism's sweeping
universalism and hridge—huming armw-nf—pmgm“

momentum, a (:nnmptu&ﬂ fold opens where - like
the role of songs in Bollywood musical narrarives -
the rush of linear rime halrs and we are free to
inspect ideas, symbols, shapes and sryles
G’requenﬁim, emanations) that were lelt behind
and are worthy of picking back up. Yer, an even
(l('.aper and more dramatic process ix mhing pl;me,
farritied by recent understandings and
interprefations al quanium p|1gsi(:s: the realisation
that the pasl is dgnalmic. and as perception of it
shifrs, so does the present in ilx entirely. This
realisation allows us to tap into the deepest
umlerlging essence of modernism — its will 1o
power — the axix ol its nl'urn&lﬂq iw.mming threshold
sfance in the gale of sacred dreamrime.

Modernism's biggest Mindspor was mistaking irs
aesthetics For padilgngi{: aids o carry ik ideas,
while in Fact ir was the other way around - the
ideas themselves had stgh'. and shape — not nn|g
by merit of iw.ing mgemisml into manilestos, but

by the actual poetic force of the single words (1

am an Anarchist nor because of the logic of
stareless organisation bur ax slave ro the sound
of the word ‘Anarchisr’). Sound is the qate,
aflnwing these processes fo be detecred. Laibach,
the musical branch of the NSK art cu"m:fiur., ix
its populist public Face. Like Stereolab bur For
difterent reasons, Laibach rejeck inkerprefations

al their ;lpprmmll as post-modernist in the narrow
sense. Laibach cimuki[g describe themselves as

‘tlassicist magicians*: the ideas, aestherics and

musical influences the band welds mgl-.tlu'.r info
the mnm—ﬂullmrirariun-rh;ln—authnrirg~irsei[ ijim
harse that rimg are, range From ancient/classical

Eurnp('., lo romankicism, mmlmnism, sci-FL Jixm,
punf(, industrial, rechno and confemporary rllinl{ing
such ax Slavaj Tizek's. On their kst album, Laibach

proclaimed ‘we are Hime'.

This deep grasp of mm]emitg as the recenr sration
in a cycle of threshold stances is allowed 1o be
Ful!g n.xplnrmf main!y and inil‘izr”g in the music
SCene, larer nuar|:|owing| infa art, dt-.sign and of
course cinema. Laibach pulx inlo context more
marginal musical movements, namely neofolk and
black meral (or Uiking and pagan metal), who, in
their neo-romantic rejection of rhe‘mmlern, ol
progress and the slave (ludeo-Christian) manraiirg
il enmi!s, look back ro mgl'himll, af rimes inuﬂni'ei
‘lost ancient wisdom’, or a [nrqnl‘ran gpf(fﬂn A e.
While high post modernism |ﬁgiﬁmises this walk
among the ruins in search of lost qems, these
mouements expose a cerlain najve reackionary

Al

ﬂ:;i’.!ﬁ?{!}éi".} !{{}\’E(';‘!_”S\?‘fﬁ ina ﬁ:h’iii! f,{}Hl‘(,h!F\

dapariment, 1915 selected ;Hj flavid Makb

blindspot, since the golden age they scek is hidden
nok onig in the c:hrann]ugi(zn“g ancient — ir ix
nuriining madernist ;mstlmrinx. art and ;lrchil'ﬂctum.
as well ax playFully hiding itselF behind the
contemporary. Yer, cach spm:ifi:z rr-.mpora!/aasthari::
!w,g can open the door. U|rim;|ie.|g. that is the
remaining relevant funcrion of im|iuh|uniirg mdag

Notes:
I Mars Budiac Quinter, Duophonic UHF Disks, 1994,
1 Pil & Galia Kollectiv interviewing Laeritia Sadier, Exence #9, 1999,

5 Dui Pirchon, Post Modern Post Martem, Terrorirer Magazine, 2003
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748 For a New Nowvel

\.,Ddﬁ which it invents lines, planes, an architecture
and such description particularly scems to be inves
ing its object when it suddenly contradics, rep
corrects itself, bifurcates, ete. Yet we begin to gl
something, and we suppose that this somerhing

thout

il

facr, does not fail to do.

fagment

accurnulate, grow heavier, cancel one another
shift, so that the image is jeopardized as it Is crea
A few paragraphs more and, when the descripl
comes to an end, we realize that it has lefr nothi
behind it: it has instituted a double movement

creation and destruction which, moreover, we

interests them, but its possi

f

total structure—whence the disappointment inhere
in many works of today. L

The concern for precision which sometimes bo.
on the delirious (those notions so nonvisual as “ri
and “left,” those calculations, rhose measurem
those geometric points of reference) does not
to keep the world from moving even in its most i imagination.
rial aspeces, and even at the heart of irs apparent
mobility. It is ne longer a question here of
passing, since gestures paradoxically are on the
trary shown only frozen in the moment. It is m
itself which is both solid and unstable, both pi
and imagined, alien tw man and constantly b
invented in man’s mind. The entire interest of the
scriptive pages—that is, man's place in these
is therefore no longer in the thing described, b : recognize, though transformed,
the very movement of the description. Ppreoccupations. s

. at once, the cye and the ear;

all its force, all its violence. It
question of the nature of the im

We thes see how false it is to say that sach
ok mwwl pocormioiy of weed the oI

elsewhere. It is not the camera
ties in the rea
| subjective, of the imaginary. They do not conceive

the cinema as a means of expression,
and what most captures their attention is,
* urally, what has most escaped the powe
find in the book on all levels and in particular i ture: which is not so much the image s the sound
track—the sound of voices, noises, atmosphieres, musl
—and ahove all the possibility of acting on two sens
in the image
all

in RHobbe-Griller,
New

ar

ected by Claire Honpes

&

Noye

!Dl

‘importance—what most rescmbles a  poiat—startis raphic image. That image, taken in is0
make us sce, in the fashion of Balzacian description,
and would therefore seem made on the contrary to
replace the latrer, which the naturalistic cinema, in

!
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The definite attraction which cinematographic crea-
now become clearer. But the lines of the dra tHon exercises upon many new novelists must be sought

’s objectivity which
im of the

image he sees, 2 primary quality: it I8
present. The breaks of cutting, the repetiti
the contradictions, the characters su
25 in amateur photographs afford this perpetual present
no longer a
ages but of their com-
position, and it is only here that the novelist can
certzin of his literary

is,

These new cinematiC structures,
os and sounds, tarn out to be directly apparent ro

%%ﬂﬁnﬁggmﬁ

finally,
25 in the sound, the possibility of presenting with a
the appearance of inconrestable objectivity i.rmn is,
| 4lso, only dream or memory—in & word, what s o

but of exploration,

quite nat-

There is in the sound the spectator hears,

1s of litera-

ic

1=

nly.

in the

it is there, it

this movement of

then,
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Untitled (Helmer),
mixed media, 2006
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sala-manca, Concrete Rresponse I, performance, 2002
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