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H TTOAITIKN OKEWN EVOG
KOONMEPIVOU CWHATOG

The political intellect of
an everyday body




YVONNE RAINER
Y-1934, Zav ®pavaoioko, KaAipopvia, Hvwpéveg MoAireieg

NG Erin Brannigan

O1 Tauvieg JOU TTAVTA EiXOV OKOTTO VA ETTIPEPOUV OUYXUOT)
JE karoio TpoTro. (Yvonne Rainer)'

H xopeuTpia, xXopoypapog, TIEpPOPUER, OKNVOBETIG kal auyypapéag Yvonne Rainer, Trou
gexivnoe va kavel Xopoypagieg To 1961 kal yupioe Tnv TIpWTN TG Taivia 1o 1967, gival nyeTikr
Hop®r} OTNV IaTopia TNG VEOUOPKEQKNG aBaVYKAPVT aTTé TNV ATToWn KAl TwV YPOTITWV Kal

NG TIPAKTIKAG TNG. 2 H Rainer Trapeixe éva oxoNIaoué TwV ETTIPPOWY TTIOU TIponyrBnKav

TwV JIKWV TNG AIoONTIKWY OTOXWV Kal €EEPPATE To BIKO TNG £PYO PECA OTTO TTIPAKTIKY| Kal
€TTEENYNUOTIKG AGYO, KaBiepwvovTag TN Béon TnG wg (wTikoU TrapdyovTa aTnV afavykapvt
NG Néag YOpKng ammo TG apxEG TNG dekaeTiog Tou ‘60 £wg Ta péoa Tng dexaetiag Tou "90. Tnv
TIEPIOdO aUTH) EKave BWOEKA TaIVIES, TIEPIAAUBAVONEVWY BwBWV HIKPOU PAKOUG TAIVILV Yia
TIEPPOPHAVG TIOAUECWYV (TIG OTTOIEG EKEIVIN OTTOKAAET «KIVNUOTOYPAPNUEVEG XOPOYPAPIKEG
QOKAOEIGY) 3, KABWG Kal JeYEAOU WNKOUG TaVILV. ZUP@wva e Tn Rainer, 1o evdlagépov Tng
IO TO XOP4 Kal TOV KIVNUOTOYPAPO ekdNAWONKE GTav eyKaTEAEIWE TV NBoTTolial OTNV NAIKIO
Twv 25. Eival avapgiBoAa pia Xopoypapog TTou €ixe TOOA KIVNUOTOYPAPIKA GNUEI avapopdg
600 KOl XOPOYPOPIKG, Kal TOUTO KOTAdEIKVUETAI OTTO TN XPron TNG TIPOBOARG GTo GKNVIKO TNG
€pyo kai Tn Adyia Xprion KIVRHATOYPAQIKWY OVaPOPWY OTo OKNVOBETIKS TG €pyo. 4 Ekeivo
TIOU OUVOEEI TO XOPEUTIKO £pyo TNG Rainer e To KIVUaToypaiKo ival Jia VIOV KPITIKF TwV
oupBAaoEwy TG TEXVNG Kai Hia &G BaBog eEETaam Tou poAou TG TrEpPOppavG. H Treppdpuavg
€ival KEVTPIKAG ONHOaaiag yia OAEG TIG TTAEUPEG Tou £pyou TnG Rainers n idia avagépeTal aTnv
TIEPPOPHAVG WG T BepaTIK Twv TaIVILWY TNG Kai n Peggy Phelan trepiypdepel Ta ypamTd Tng
WG KPNTOPIKEG TTEPPOPHAVGY.°

O yoveig Tng Rainer Atav petavaoTeg — n pntépa g MNMoAwvoeRpaia kai o TraTépag g
ITaAGG («avapxIkEG Kal EAAIOXPWHATIOTHG OTO ETTAYYEAO» ) — TTOU EYKATOGTABNKAV GTO 2OV
®pavaoioko. H Rainer Treplypdipel Tov €auTd TNG WG Eva GUVEGTOAUEVO TTaID] TIOU TOU GPECE
va diaBadel, Tnv de TTaIdIKT TNG NAIKIal WG «péda oTnv KaTdBAIpn».6 Mipw ata 15, dpxioe

Va TINYaivel Je Tov adeAPO TNG OE CUYKEVTPUITEIG AVOPXOTOCIOAIOTWV OTTOU £YIVE (IAN HE
KAm NeoUopkéoug TTou ETTIOKETITOVTAV TNV TIOAN. XTa gikooi TG, n Rainer «BpéBnke» aTn
OpapaTikr) oxoAr) ato Theater Arts Colony Tou Zav Ppavaioko, aAdG UoTepa oTTd pIa OEIpd
amoyonTeloewv peTakopioe otn Néa Yopkn W’ évav {wypdgo, Tov Al Held. Ekei dpyioe v’
QOXOAEITOI E TO XWPO TWV EIKATTIKWY TEXVWIV KOI CUVEXIOE VA TIAPAKOAOUBEI uabripoma
UTTOKPITIKAG, aTn oxoAr} Herbert Berghof aur T @opd, étmou Tng eimrav 6m «Traparitav
diavooupevny. H Rainer gekivnoe éva ipdypappa ekTraideuang ot XxoAr Tng Martha Gra-
ham aTa 25 Tng, ka1 aoXoNIGTOV OTTOKAEIGTIKG PE TO XOPO HE TNV UTTOGTAPIEN TWV YOVIWV TNG.
Tov eAelBePA TG Xpdvo Tov Trepvouoe aTo Mouaegio ZUyxpovng TéXvng, TTapakoAoUBWVTaG
KAQOIKEG KIVNUATOYPOPIKEG TAIVIEG. ZUVEXIOE TNV ekTTaideuon Tng Ye v Merce Cunningham
Kl KOTOTTIV £yIVE JEAOG HIOG AVETTIONUNG KOAEKTIBaG TTou auvavTiétav ota atouvTio TG Cun-
ningham ka1 doUAguav padi Kal Ekavav TTEPPOPHAVG JETAEU TOUG.

H Yvonne Rainer éyive KEVTPIKT| HOP®r TOU auEPIKAVIKOU PHETAOVTEPVOU KIVFUATOG XoPoU,
Kai IdiaiTepa TG SpaacTnEIGTNTAG TTou TIEPIERAAAE TO TTOAMIOTIKS KEVTPo Judson Church.
AxolouBwvtag 1o Trapddelypa TG Merce Cunningham, To XopoBéatpo Judson dexorav
KaANTEXVEG TToU aoxoAoUvTav e GAAEG TExveG. H oknvoBeaia Atav Idiaitepa Kupiapyn aTig
ekdnAwaelg Tou XopoBedmpou Judson kai n Sally Banes trepiypdel To Tredio autd wg pia
«Baaikr) TTapagudadax» TG opadag.” Eva Kivnuamoypa@ikd £pyo, TG TOKTIKAG CUVEPYATPIOG
Elaine Summers ka1 GAwv, Gvoige TV TTPWTN TIEPPOPUAVS oTo Judson Kal n aeipd Twv
ekdnAwoewv TrepieAduBave kal GAeG TIPORoAEG, OTTwg Tnv Taivia Woton's Wake Tou yupioe
0 Brian De Palma 10 1963 (11ou Trapwdei T Maya Deren petagt aMwv).8 O Peter Wollen kai
n Vicky Allan £xouv ypdwel 6T O TIEIPOUATIKOI KIVNUOTOYPAPIOTEG TIAVIOTE «EVOIAPEPOVTAV
yia TIG aVaAOYiEG TTOU UPIaTaVTal AVANETT GTO XOPO KAl TOV KIVIUOTOYPAPO WG KIVNTIKEG
TEXVEG KOl GANEG TEXVEG TTOU BaTifovTal TO XPOVo», Kal OTNV TIEPITTWOT TwV OEKAETILV TOU
'60s ka1 Tou 70, o1 oTPATNYIKEG TNG XOPOYPAPIag Kal Tou @IAW/BivTeo puTropolv va BswpnBolv
OUVAKOAOUBEG Twv BUO TEXVWV TTOU TPOPOSOTOUV KAl avaTTTUOGOUV N Hiat TNV GAAn. QoTtéao,
1ENIKG, N Rainer dnAwvel 6T o1 EMPPOEG TNG BpiokovTav £Ew aTTd To XWPO ToU TTEIPAUOTIKOU
KIVnuaToypdgous 61 yWwpIGe To £pyo TG Maya Deren kai KIVNOToypa@iaTwyV GTTwg ol

Stan Brakhage ka1 Kenneth Anger, aAAG 611 «ol I5€€G dev e auvapTTadav PE ToV TPOTTO TIoU
pe ouvaptradav ol Iéeg Tou [John] Cage yia T JOUGIKN) Kail TIG KAANTEXVIKEG TIPOKTIKEG TG
OeKaeTiag Tou '60».™°

H Yvonne Rainer rjrav pia oTmd Tig TIpWTEG ETTAYYEAUCTIEG TOU XOPOU TTOU ETTECTPEWAV
GUAABBNV aT0 ‘KaBNUEPIVO CWHA" WG EVAAAKTIKF ATTEVAVTI OTO ‘CWHA TOU TIEPQOPUER’ TTOU
emdekvUel EMOECIOTTA Kol SegloTexvia. H xopoypa@IkEG kavoTopieg Tng Rainer cuvduadav
KIVIOEIG TToU TIAPEKKAIVAV EVTEAWG OTTO TO AEITOUPYIKO 1) TO GKOTTIO W' évav TOVO KaBNUEPIVIG
OUPTTEPIPOPAG. AUTO 08YNCE OTNV QVATTTUEN HIOG OUOANG, QVTIOPANATIKAG SIOTUTIWANG, N
otoia €BeTe UTTO APPIOBATNON TNV TIAPAdOCIaKH CKOTTIUGTNTA THOW OTTO TNV TIEPPOPHAVG,
JE TOV XOPEUTN Va ePPaVICETal wg ‘oudétepog TTpdmTwV'. 'ETal, n Rainer dnpioupyei pia éviaon
QVAPETQ OTIG iDIEG TIG TIPAEEIG (UN MIMNTIKS, XOPOYPAPNUEVO TTEPIEXOUEVO) KOl TOV TOVO TG
EKTEAEDT)G TOUG (TTECH) CUMTTEPIPOPG, N DEEIOTEXVIK)® IOt EVTOOT OVAUETQ OTO TTEPIEXOMEVO
Kl TV TTEP@POPUAVG. To evOIapéPoV auTd Yia T OxEOT AVAUEST OTO TTEPIEXOMEVO KAl TIG IOEEG
TIEPI “TIEPPOPHAVG’, KABWG KAl TO QVTIKTUTTO TNG TTAVW G’ auTd TTou N Phelan arokaAei «Tn
oxéon avdueoa aTo Béapa kal Tov Bearr»,! Sev ETTaWE Va UPICTATAI GTO KIVNUATOYPOPIKO
¢pyo TG Rainer.

O Taivieg TG Rainer €xouv avaAuBei Kupiwg P€oa aTTé £va GENIVIOTIKO 1} TIPWTOTTOPIKS
TIACiCIO K N Kapiépa TG £xel BewpnBei wg pia ypappikr TTpdodog Pe «TTPoBARaTa»

Ta OTTOIx TIPOEKUTTTAV KABWG 0 XoPpAg TNG SouAeudTav péoa amro TiG Tavieg TNG. H Béon

NG Rainer wg KkavoTépou aTnv TTPAKTIK) TOU KIVNUOTOYPAPOU UTTOPET VO VIXVEUTE OTN
METOTATTION TNG OTTO HIa TEXVN OTNV GAAN KaTA TNV OTT0Ix £PEPVE IBEEG KOl OTPATNYIKEG OTTO
TOV PETOOVTEPVO XOPO, TIG EIKOTTIKEG TEXVEG Kal T OUOTKY) GUVBEDN aTo aavyKApvT
KivnuaToypa@iko yiyveabai Tng Néag Yopkng. Mia oo TiG TTio TTOAUCUGNTNHEVEG OWEIG

NG METOTOTTIONG TNG Rainer amd 10 Xopd OToV KIVNUATOYPAPO CTPEPETAI YUPW aTTO TV
avodIapGPPWAN TIOU ETTEPEPE OTN GXEDT TIEPPOPUEP-BEATT. To TTPOTCEKT QUTO EEKIVNOE E
N péixn TG Rainer evavriov evag vapKiooioTIKoU-NSOVOBAETTTIKOU TTPOTUTTOU TNG XOPEUTIKIG

YVONNE RAINER
b.1934, San Francisco, California, United States

by Erin Brannigan

My films always were meant to confound in a certain way.
(Yvonne Rainer)'

Dancer, choreographer, performer, filmmaker and writer Yvonne Rainer, who began cho-
reographing in 1961 and made her first film in 1967, is a key figure in the story of the New
York avant-garde in terms of both her writing and practice.? Rainer provided a commentary

on the influences that preceded her own aesthetic objectives and articulated her own project
through practice and explicatory discourse, establishing her position as a key player within the
New York avant-garde from the early 1960s through to the mid-nineties. During this period

she produced twelve films, including silent short works for multimedia performances (which
she calls “filmed choreographic exercises™) as well as features. According to Rainer, her
fascination with dance and film emerged simultaneously when she moved on from acting at
25. She is certainly a choreographer who had as many film reference points as choreographic,
evidenced in her use of projection in her stage work and her erudite use of cinematic quotation
in her film work.* What links Rainer’s dance and film work is an intense critique of disciplinary
conventions and a profound interrogation of the role of performance. Performance is central

to all aspects of Rainer’s work; she herself refers to performance as the subject matter in her
films and Peggy Phelan describes her writings as “rhetorical performances”.®

Rainer’s parents were migrants, her mother Polish-Jewish (“a potential stage mother”) and her
father Italian (“an anarchist and a house painter”), who seftled in San Francisco. Rainer de-
scribes herself as a shy child who liked to read and her childhood as “depressed”.® At around
15 she started attending socialist-anarchist meetings with her brother where she made friends
with some visiting New Yorkers. At 20 Rainer “fell into” acting school at the Theater Arts Colony
in San Francisco, but after some frustrations there she moved to New York with a painter, Al
Held. There she became involved in the visual arts scene and continued acting classes, now
at the Herbert Berghof school where she was told she was “too intellectual’. Rainer started
full-time training at the Martha Graham School at 25 and danced full-time with the support of
her parents, spending her spare time at the Museum of Modem Art watching film classics. She
moved on to Merce Cunningham'’s classes and then became part of an informal collective
meeting in the Cunningham studios who would work together and perform for each other.

Yvonne Rainer became a central figure in the American postmodem dance movement, spe-
cifically the New York activity surrounding the venue, Judson Church. Following Merce Cun-
ningham'’s lead, Judson Dance Theatre was inclusive of artists working in other disciplines.
Filmmaking was particularly predominant at Judson Dance Theatre events and Sally Banes
describes this area as a “key outgrowth” of the group.” A film work, by regular contributor Elaine
Summers and others, opened the very first Judson performance and within the series there
were other screenings including Brian De Paima’s 1963 film, Woton's Wake (which parodies
Maya Deren among other things).2 Peter Wollen and Vicky Allan have written that experimen-
tal filmmakers have always been “interested in analogies between dance and film as kinetic
and time-based art forms”,® and in the case of the ‘60s and 70s, choreographic and film/video
strategies can be discussed as concomitant with the two disciplines informing and elaborating
on each other. Rainer ultimately states, however, that her influences were from outside the
experimental film scene; that she was familiar with the work of Maya Deren and filmmakers
such as Stan Brakhage and Kenneth Anger, but “the ideas didn't really turn me on the way that
[John] Cage’s ideas in music and ‘60s art practices had.”"°

Yvonne Rainer was one of the first dance practitioners to make a wholesale retum to the
‘everyday body’ as an alternative to the ‘performing body’ which displays skills and virtuosity.
Rainer’s choreographic innovations involved combining movements that completely digress
from the functional or purposeful with the tone of an everyday attitude. This led to the develop-
ment of an even, anti-dramatic phrasing, challenging the traditional intentionality behind per-
formance with the dancer appearing as a ‘neutral doer’. Rainer thus set up a tension between
the actions themselves (non-mimetic, choreographed content) and the tone of their execution
(pedestrian attitude, non-virtuosic); a tension between content and performance. This interest
in the relation between content material and notions of ‘performance’, and its impact on what
Phelan terms “the relation between spectacle and spectator”," continued in Rainer’s film work.

Rainer’s films have mainly been analysed from within a feminist or avant-garde framework,
and her career has been viewed as a linear progression with ‘problems’ that emerged in

her dancing being worked through in her fims. Rainer’s position as an innovator within film
practice, pre-empting major shifts in both feminist discourse and avant-garde film movements,
can be traced to her shift across disciplines bringing ideas and strategies from postmodern
dance, visual arts and musical composition to the avant-garde film scene in New York. One of
the most discussed aspects of Rainer’s shift from dance to film has circled around her recon-
figuration of the performer/spectator relation. This project began with Rainer’s battle against a
narcissistic/voyeuristic model of dance performance, a critique that had ideological repercus-
sions for the dance audience. Rainer’s choreography was freed from the exclusivity of virtuosic
dance; an ‘everybody’ was performing and this thrilled as many people as it shocked. A new
relation between performer and spectator was achieved through a suppression of spectacle in
the dancer’s activity on stage, a kinetic familiarity with the corporeal performance, challenging
phrasing that evened out dramatic crescendos and an aversion of the dancer’s gaze. Specta-
torial ‘reconditioning’ was achieved through the very construction and execution of the dances,
was built into the performance, inserting into her work an inherent socio-political challenge.

The continuities between Rainer’s performance strategies on stage and on screen are enlight-
ening given the radical break she was making with contemporaneous trends in avant-garde
film. If Rainer’s films explore “the ways in which art was undemocratic, ideological, fraught with
problems related to power and authority, and decidedly mediated”,12 she had already under-
taken an exploration of such issues within her choreographic work. The sense of continuity
within and across Rainer’s two bodies of work comes from the continual questioning of mean-
ing construction and presentation through performance, whether on the level of the actions

of performers or the total performance comprising of the constituent elements of the work.
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NG METATOTTIONG TNG Rainer aTmd 10 Xopd OToV KIVNUATOYPAPO CTPEPETAI YUPW OTTO TNV
avadIaPGPPWAT TTOU ETTEPEPE OTN GXEDT) TIEPPOPUEP-BEATT. To TTPOTEEKT QUTO EEKivaE e
N péixn g Rainer evavriov evag vapKiIooioTIKoU-NSOVOBAETTTIKOU TTPOTUTTOU TNG XOPEUTIKIG
TIEPPOPHAVG, HIOG KPITIKFG TTOU €iXE ISEOAOYIKEG ETTITITWCEIG VIO TO XOPEUTIKO Kovo. H
yopoypaegia g Rainer atreAeuBepwBNKe aTTd TNV aTToKAEIGTIKOTNTA TOU SECIOTEXVIKOU X0pOU:
aTn oKNvA BPICKATAV 0 «KABEVAGY, KI auTd ATAV £EI00U CUVOPTTACTIKG GO0 KAl GKAVOOAIOTIKO.
Mia véa axéon pETagy Tou TrEPPOPHEP KOl TOU Bear| ETTITEUXONKE PECQ ATTO WA KATAOTOAT) TOU
BeduaTOg TIOU EVUTINPXE OTN OPACTNPIGTNTA TOU XOPEUTH) ETTi OKNVIAG, I KIVATIKF OIKEIGTNTA
ME TN CWHOTIKA TTEPPOPHAVG, HIa TIPOKANTIKF SIOTUTTWOT TTOU ICOTTESWVE Ta SPANATIKG
KPECEVTO KaIl KIa ATTOCTPOPR Yia To BAEUMA Tou XopeuTh. H ‘attokatdaTaon’ Twv Bearwv
emmTeUXONKe péoa ard TV idIa TNV KATOOKEUN) KOl TNV EKTEAEDT) TWV XOPWV, EVOWUATWVETOV
aTnV TIEPPOPHAVG, EICAYOVTAG OTO £PYO TNG MIC EYYEVE] KOIVWVIKOTTOAITIKF) TIPOKANG.

H ouvoxn avaueca aTig oTpatyIkéG TG Rainer TTou apopoUv Tnv TIEpQOPHAVG OTn GKNVH
Kal oTnv 086vn gival SIaPTIoTIKY), dedopévng TNG PIZIKAG PrENG OTNV oTToia €iXe TTPORET e
TAUTOXPOVEG TAOEIG TOU afavykapvT Kivnuatoypdgou. Av ol Tavieg Tng Rainer e€epeuvoiv
«TOUG TPOTTOUG PE TOUG OTTOIOUG N TEXVN ATAV aVTIONMOKPATIK, ISEOAOYIKY, YEUATN
TIpoPAUaTa OE OXEon We TN dUvaN Kai TV €E0Uaia, KOl avap@IoRATNTA pecoAaBoUpevn», 2
n idia €ixe BN avaAdBer T Slepelvnon TETOIWVY {NTNHATWY PECT OTTO TN XOPOYPAPIK) TG
SouAeid. H aioBnan g ouvoyrg péoa kai JETagy Twv SU0 £pywV [Tou XOPEUTIKOU Kal TOU
KivnuaToypagikoU] g Rainer Trpoépyetal amré Ty adIGkoTm ap@ioBATon Tng SounRg

Kall TNG TTPOUCTIoNG TwV VONUATWY PECA aTTO TNV TIEPPOPHAVG, ETE QUTH) YiVETOI OTO
ETTITESO TWV TIPASEWV TWV XOPEUTWV EITE TNG GUVONIKNG TTEPPOPHAVG TTOU ATTOTEAEITOI OTTO
Ta ouoTaTIKG PéPN Tou €pyou. H Rainer attodopei T Agia ETTIQAVEIR TNG KIVIUOTOYPAPIKN
OOpNG Kal OOKEi KPITIKA 0TV TIONTIKT) TIAEUPA TwV OXECEWV BeaTr-TTEpPOpUEP EETACOVTAG
Ta Bacikd GUOTATIKA TNG GUOKEUNG, E TOV iBI0 TPGTTO TToU &iXE TTOSOUNOE! TIG CUMBACEIG
TOU OUYXPOVOU XOPoU O€ OX£ON HE TNV TTEPPOPHAVG, dnAadn pubuilovTag Tov TOVO Kai T
SI0TUTTWGT TG XOopPOoYypaiag aTo eTTiTedo TNG Bacikrig povadag. O1 dipopol GUVOUAoOI
Kal o avTIQACEIG TNG HOPWPIKAG KiVNONG, TNG EIKGVAG, TOU OMIAOUEVOU 1 YPATTTOU KEIPEVOU,
TOU XOU Kall TNG TTPOOTITIKAG TOU XWPEOU, Kal N GXECT Tou TIPoBaANGHEVOU UNKOU JE TIG
TIPoCdOKieG TOU aKpoapiou, gival éva TTedio To oTToio O Tavieg NG Rainer diopkwg
egetadouv.®

To evdiagEPov TG yIa T aXEON METAEU TOU TTEPIEXOHUEVOU Kal TV IDEWV TTERI “TIEPPOPHOVS',
auto Tou n Peggy Phelan Trepiypdgel wg «Tnv KUPIOAEKTIKr) Slepelvnon aTtd TTAEUPAG TNG
Rainer Twv ammoouvdéoewv PETagU TG HOPPIG KOl TOU TTEPIEXOUEVOUY, UTTOPET VO EPUNVEUTET
ae gx€an KE TNV agriynan aTig Tavieg Tng Rainer. Zuxvd n Rainer augntd kém 1o otroio Ba
HTTOpOUCapE Va TO TIOUUE £va TTalVidl e TN ‘UETEd00N’ Tou TTapaAcTaTikoU OTo £TTi TG 086vng
£pYO TNG PETQ OTO TTACIOIO TNG £E£TAONG TWV KIVNUATOYPAPIKWY OTOIKEIWY TNG apriynong Kai
Tou xapaktipa. To 1978, n Rainer piAnoe oto Intemational Forum on Avant-Garde Film, 61rou
OUCATNOE TIG OTTAITACEIG TNG OPNYNUOTIKAG OKNvoBeCiag Kal TTEPIEypaye éva €idog Talviag Trou
TIEPIEXEN «KQl APNYNUOTIKE KOl N apnynHOTIKE XOPOKTNPIOTIKAY:

I TTopdderypa, Ia OEIpd YEYOVOTWY TTOU EPTTEPIEXOUV TIG ATTAVTATEIG GTO TTOTE, TTOU, VIO,
Troiov, divel Tn B€0m TNG o€ pIa GeIpd oTTo EIKOVEG, I ioWG Kal Yial povadikr| KGva, n oTroia,
AOYW TNG EYHOVIKAG ETTAVOANTITIKOTNTAG A TNG TTOPATETAPEVNG TNG SIGPKEING 1 TNG PUBHIKNG
NG TTPOBAEWINATNTOG ) AKOUA KOl TNG aKIVNOIOG TNG, OTTOCUVOEETAI ATTO TV I0TOPIA KAl
EI0EPXETAl OE P GAAN ogaipa, ag Tv TToUPE KaTAAoyo, TTIOEIEN, AupIolO, Troinon i Kabapr
épeuva. To £pyo Twpa Tagidelel EAeUBEPO, Xwpig TO BAPOG TG TEAIKAG KopUPWaONG, Tou
XOpévou Bnaaupou, TNG 66¢GANCNG Twv AoYapIaoUWV, TNG MEANOVTIKG aABEI0G: UTTIAPXE
povdixa oto Trapov. H iowg éva £pyo TTou EeKIVG WG GTOXAOTIKO, TTOU TIpAyATEUETal TO
36B0og, TV WuyIknA JIGBEoN. .. EaPVIKA AAAGCEN TNV TTUKVOTNTEA TOU, OIKEIOTTOIOUKEVO OTOIXEID
TOU PeAodpApaTOG.

H avadidragn Trou emgéper n Rainer oTig GuPBACEIG TG KIVNUATOYPOPIKAG TIAPAYWYAG

KOl TwV TTPOCOOKIWY TTOU YEVVA, BETEI UTTO ap@IGRITNON To £i00G TOU KIVNUOTOyPAapou

NG Weudaiobnong kai Tou aTrokAEIopoU BAcel piag SIATagng TG TITapaywyng, auTd TTou n
Rainer atrokaAei TNV «Tupavvio» TG «KUpIiapxXNG HOP@RG a@rynang». AUTO TIoU TTEPIYPAPE!
n Rainer atnv TTapatmévw avagopd, AUTEG Ol EIKOVEG TTOU ETTAVOAANBEVOUV, TTapaTEVOUV,
OnuIoupyouv pubud Kal TIaywvouv, 0dNyouv o’ évav eVOANIKTIKG KIVNUATOYPAQO TTOU TTOTE
OeV KATOPYE EVIEAWG TIG CUVOETEIG TOU WE TIG OPNYNHOTIKEG CUHBACEIS. AUTE TA ‘XOPOYPAPIKG
aToIxEia TTou TTaifouV PE TNV KivoT KOTA KOG TOU XWPOU Kal Tou XPAVoU KOTAdEIKVUOUV
10 evdIaPEpov TG Rainer yia Tnv KIvuaToypa@ikr Kivnan Trépa arro TIG KIVAOEIG TNG
Tapaywyng,™ ‘evepyoTroloUvTar SPwG POVOV GTaV OKOVIGQTOUV OTNY aPnynHATIKGTNTA TTIOU
QTTOKTG OAOEVA KOl HEYaAUTEPN onuacia o’ oAdkAnpo To £pyo TG Rainer. H Rainer ouyva
pvnpovelel aTa yparrTd Tng Tov Jean Luc Godard kai n €mmppor) Tou YiveTal avapgiBoAa
aIg6nNTA O€ QUTEG TIG OTPATNYIKEG TTOU SOUAEUOUV TO XWPO HETAEU TOU agpnynuaTikoU Kai Tou
HN o@nyNUATIKOU HE AETTTOUEPY] KOl EKAETTTUGEVO TPOTTO.

210 Lives of Performers, n mpwn peyédAou prikoug Taivia g Rainer kai autr| TTou Seiyvel

Mo KaBapd T PETATATTION TNG aTTd TO XOPO GTOV KIVNUATOYPA@pO, N aTTéoTAon OTTo TiG
OUPBAOEIG TOU aPnynUATIKOU KIVNUATOYPAPOU KAl N KPITIKT TwV TIApadOCIoKWY BEwpIWV TTERI
Beam) eival adiop@IoRATNT. H Tawvia auTr, Trou €xel ouxva BewpnBei wg éva €id0g TTPWIKOU
‘okapIpripaTog’ Yéoa ato €pyo Tng Rainer 1o otT0io OV £x€1 OAOKANPWOE! TN YETATATTION ATTO
TN OKNvr| aTnVv 086vn, arroyupvwvel Tig BepeNiideIg aTpatyikég NG Rainer ol otroieg aTn
auvéyeia Ba UTToaTNPIEOUV TO OAOEVA Kall TTIO TTONITIKOTTOINUEVO TTEQIEXOUEVO TNG. ZTO Lives of
Performers dev utidipxer kammoia uwnAGSTEPN TAEN 1) OKOTTAG TToU Sopei Tn dpdaon aTnv 086vn
KQl T OTOIKEIO KAl T JEPN TNG TAIVIOG £X0UV GUPPAPET 0aV TIG AVOAAOIWTEG XOPEUTIKEG TNG
PpPACE avéva pépog dev divetal PeyaAUTepn agia, n HOUCIKR SEv UTTOTACOETAI TNV
€IKOVa, OEV UTTAPXET QPAKTIPAG HE TOV OTT0i0 Va TauTI{OpacoTe. H Aéel 6T o1

The continuities between Rainer’s performance strategies on stage and on screen are enlight-
ening given the radical break she was making with contemporaneous trends in avant-garde
film. If Rainer’s films explore “the ways in which art was undemocratic, ideological, fraught with
problems related to power and authority, and decidedly mediated”,12 she had already under-
taken an exploration of such issues within her choreographic work. The sense of continuity
within and across Rainer’s two bodies of work comes from the continual questioning of mean-

OUo 15€€g TToU TTAaITIWVouV To Lives of Performers givai 0 «X0pog Kol i) CUVAIGBNUOTIKR {wr)»,
KOl N Tavia TIpdypaT OTPEPETAI YUPW OTTO TIG ETTi KOl EKTOG TNG OKNVAG, AVTAGTIKEG KAl N
PAVTIAOTIKEG SPACTNPIGTNTEG MIAG OPABOG XOPEUTWV-TTEPPOPHEP. MAGvVa aTTd XOpEUTIKEG
TIPOREG, SPAPOTIKEG AVOTIAPACTATEIG, PUITOYPAPIES KOl TAPTTAS BIBAV epgavifovTal JE POVTo
Hia NNTIKT) JTTavTa TTou oXoNIGel kal SIaTpEXE TN SPAoT.

‘Omwg Aéer kai n idia, «av Kal EpXOVTal 0T ETTIPAVEIA POPTIOPEVEG KATACTACEIGY, aTo Lives
of Performers, «dgv UTTOpEIG va TTapakoAouBnoeig Tnv IoTopiax atnv Tavia. Or KaTaoTaoelg
auTéG dNUIoUPYOUVTal PECT OTTO HIA EKBECT TWV IBIWTIKWY KOl GUVAITONUATIKWY JWwv
TWV XOPaKTPWV PECA aTTd TO OMIAOUEVO KEIUEVO KAl OPIOUEVEG OKNVEG Kl EIKOVEG. AMG
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g ConStructio amd-presentation througHT peronmarnce, whether o thefeverof theactions

of performers or the total performance comprising of the constituent elements of the work.
Rainer deconstructs the smooth surface of cinematic construction and critiques the politics of
its spectator/performer relations by interrogating the basic components of the apparatus, just
as she had deconstructed the performance conventions of contemporary dance by adjusting
the tone and phrasing of the choreography at the level of the basic unit. The various combina-
tions and contradictions of figural movement, image, spoken or printed text, sound and spatial
perspective, and the relation of this on-screen material to audience expectation, is an area for
constant interrogation in Rainer’s films.™

An interest in the relation between content and notions of ‘performance’, what Peggy Phelan



‘Omwg Aéer kai n idia, «av Kal EpXOVTal 0T ETTIPAVEIA POPTIOPEVEG KATAOTACEIGY, aTo Lives

of Performers, «dgv UTTOpEIG va TTapakoAouBnoeig Tnv IoTopiax atnv Tavia. O1 KaTaoTaoEeIg
auTéG dNUIoUPYOUVTal PECT OTTO HIA €KBECT TWV IBIWTIKWVY KOl GUVAITONUATIKWY JWwv

TWV XOPaKTPWV PECA aTTd TO OMIAOUEVO KEIUEVO KAl OPIOUEVEG OKNVEG Kl EIKOVEG. AMG
oroiadnTToTe aioBnan agriynong f pubottAaadiag avarpéTTeral. Ta aAnBivé ovépaTa Twv
EPMUNVEUTWV XpnalpoTToloUvTal Kai UTrepdedovTal PETAEU Toug, Kal 0 pEANIOHOG TG OVOUATIONG
TWV EPUNVEUTWV ETTNPEGCE TIG EPWTIKEG OXETEIG KAl TA XAPOKTNPIGTIKG TWV TIPOCWTTIKOTATWY
TToU Ba UTTOPOUTAE VO TOUG BEWPHOOUPE UTTAPKTG TTPOCWTTA. AUBOPUNTA, TTIPOCWTTIKA

Kal PEANIOTIKG OTOIXEIQ avTITTOPARAAAOVTAI [E TO KATOOKEUOOUEVA KAl BEQTPIKG (WOTE VAl
QVOTPETTETAI CUVEXWG OTTOIdNTTOTE ETTiOVN aioBnon puBottAaciag. Ta emitreda Twv
€PUNVEIWV TENIKA TTPOKaAOUV oUyxuon. QaTéo0, TIapd To TTaIXVidl TNG JE TV IO Tou
‘Xapakmpa’, N Rainer dev SIOTACE! va XPNOIUOTIOIRTE! TO PEAGSPANA 1 TNV Kwpwdia EKEl TTou
Bewpei 6T appo6Cel. AMG o1 HEAODPAPATIKEG TIAEUPEG TNG TAIVIAG — CUZNTACEIG YIa TOV £pWTa,
TNV €MBUia Kal T CEEOUAAIKI) ETTAPF), OKNVEG CUVAICBNOTIKIG TAUTIONG, EPWTIKA TPIYWVO
— e§looppoTTouvTal OTTO TN PIAUIKA TTPOCEYYION TTOU AVOTPETTEN TIPOCDOKIEG WG TTPOG TO
KIVNHOTOYpaIko €idog. H avarporr) autr ivar IdiaiTepa £vTovn wg TTPOG TNV aTTeaTacH) TTou
OnuIoupyei 0 OXONIOOUOG TWV TTPAEEWV.

To Trapakdmw amréomacua utrepBepaTiCel Ta axONia Tng Rainer oxeTika pe Tn Xprion
UTTEPBOAIKWV KIVIUOTOYPAPIKWV KIVIOEWVY OTN PETATOTTION TNG TTPOO30U TG Tauvia TTad To
0pIOVTIO TTPOG KATI TTIO ‘KABETO”:

‘Otav n agriynon ¢aivetal Trwg TTaUel Vo ASITOUPYET OTIG TAIViEG PoU, €ival aTTAWG yiaTi

exei £xe1 uTTaxBei o€ GAAOUG TTPOBANOTIOOUG, BTTWG OTIG AVINXNOEIG TTOU SNUIOUPYET N
ETTOVAANYN, N CIWTTA, O UTTAIVIYUOG, N TIOPATETAPEVN SIGPKEID, O ATTOCTTIOCHOTIKOG AGYOG Kal
TO OTTOOTIACKATIKG KASPAPIGHA, N ‘auAXavN’ Kivnan TG KAePag, KATT. Mapd va evidocovTal
OTNV I0TOPIx, AUTA Ta TIPAYHATA KaIG popd avTIKaBIoToUv Tnv IoTopia.

Suxva, ol TAEEIG TNG KIVNUaToypagIknG Kivnong aTo Lives of Performers 6x1 pévo diakdmouv
QMG KOTOTTViYOUV OTTOIaBATTOTE TNIBavVOTNTA op|(ovr|ag oppng omv Tavia. I'|q 1poG5EIY|JC(
TO TTapareTapévo TTAGvo Tng Valda pe 1o dpm agixd

anuacioAoyikr Aemoupyia. YTIGpXouV £TTioNG peyGAa SI0CTAHOTA OKIVNOIag oTnv Tavia, &iTe
péoa oTTo TO TIAYWHA TNG SPAoNG &iTe a6 TTAGVA ;i pan TNG KAUEPAG TIAVW OE PWTOYPOPIES.
H oknvoBEg §odelel TIOAUTIIO PIAY KIVNOTOYPOPWIVTAG PuITOYPAPIES, TIEPIAAUBAVOUEVWIV
EIKOVWYV aTTd HIa TIEPPOPHAVG X0PoU TnV OTToIa EiXaV dUWTEI O EPUNVEUTEG Aiyo TTpIV
EEKIVIIOOUV TO YUPIOPATA TNG TAVIAG, EVU) Of OVAKOTAOKEUEG EIKOVOYPOPNUEVIIY CUVBETEWY
yia TNV KAapepa gival TTapageveg kal avnouxaaTikéS. To Lives of Performers TeAeiwvel pe pia
aeipd aTré TapTTAS BIRAV, TTOU «avaTTOpIoTOUV HIO O€IpG aTTd SNUOGCIEUPEVEG PUTOYPOPIEG
amroé éva aevapio T Taviag Pandora’s Box.” H kivnion kai n akivnaia utrépxouv yia Tig SIkég
TOUG XOPOYPOPIKEG IDIGTNTEG, OVEEAPTATWG TWV PnYNUOTKWY ETTTaywv. Mia emmppor g
Rainer 0’ auTég TIG TTPWIMEG TaIvieg N oTToia dev Exel TUE IBIITEPNG TTPOTOXNAG Eival 0 POAOG
NG SieuBuVTPIOG PpwToypagiag Babette Mangolte, TTou €xel ONG @TaoE! amtd TN Néa YOpkn
Ko ToIpAgeTan va ouvepyoaoTei e Tnv Chantal Ackerman.'® H Mangolte Ba amroteAéoel éva
auvdeopo avaueoa atn Rainer kai TNV KAIVOTOPO OKNVoBETION TNG OTT0IOG N TIPOCOXT OTNV
TIEPPOPHAVG OTNV 0BGV KOl GTNV AVTI-APNYNHOTIKA TaIVIo KGVOUV TO £pY0 TNG GUVAPEG TTPOG
auté g Rainer.

O x0pdG wg éva €idog TrEPPOPHAVG AAAG KaI JIO XOPOYPAPIKA TIPOCEYYION GAAWY TUTTWV
HOPQIKAG Kal KIVNUATOYPOPIKAG Kivnong amroteAolv aToixeia Tou Lives of Performers,

EVW) 01 YVWIOEIG XOpOoYypapiag Tng Rainer gival iowg TTo eug@aveig Trapd TIoTé @’ auTrhv Thv
TIPWTN TNG JeYGAou proug Tawvia. H idia Trepiypd@er To GEVAPIO yI' QUTAY TNV TAIVI WG KATI
gav XopoypapikéG odnyieg, TTou aKIayPaPoUV «GUYKPOTAOEIG KOl AVOGUYKPOTACEIG» KAl
QAVOPEPETaI GTO EVOIAPEPOV TNG VIO TIG ETTEVEPYEIEG TNG KiVIONG KAl TG OKIVNTIOG WG CUVETTEI
NG ETTOXNAG TToU XOpeUe. AMG N Rainer €xel 10N 0AoKANPWOE! T PETATATTION TTPOG VAl TTIO
KIVNHOTOYPAPIKO EiD0G CWHATIKAG TIEPPOPHAVG. ZXETIKA PE QUTH TN pUBuIoN, n Rainer ypaeper:

Aev arréppimmra arTAwG £va OAOKANPO AEEIAGYIO TUTTOTTOINUEVNG KiVNONG KOl GUUTTEPIPOPAG,
KaraAaBaivovTag EVOTIKTWOWG 6T OPITUEVEG TIAPOXWPNOEIG Ba ETTPETTE va yivouv yia va
poiaouv Ta TTpdyparta ‘oav Juvtavd'. Qg £TTi TO TTAEIGTOV, O OMIAWVTEG EPUNVEUTEG POU
£KQaVaV QUTO TTOU O AVBPWTTOI, ) Ol XAPOKTAPEG, KAVOUV TOOO GUXVA «OTO CIVERGN»: KGBovTav,
£Tpwyav, Trepmarolioav oTo SPAHO, £kavav TTOdrAATO, KOITadav TTPAYHOTA, KATT. Av XOPEUE
KATTOI0G OTIG TTPWITEG MOU TaIViEG, 0 AGYog ATav ETTEION TOU €iXa AVABETE! TO ETTAYYEAUQ TOU
‘XOpEUTH.

Ki evy UTTdipX0UV XOPEUTEG TTOU TTPAYHOT XopeUouv aTo Lives of Performers, edpaiwveral

IO I0OPPOTTIO AVAPETT OTIG KIVATEIG TOU SPANATOG KAl TIG KIVATEIG TIOU TOUTOTTOIOUVTOI WG
‘Xopdg'. Aidipopeg gicodol piag «TTpwraywviaTpiagy (Valda Setterfield) o’ éva Swpdmo katd T
SIGPKEIO PIAG TIAPACTOONG TIAVW OTN OKNVH, JovTapovTal Jadi kai aTIAOUV TNV TIPOCOXH HOG
TNV CWHATIKA TTEPPAPUAVG PECA aTTd TNV ETTAVAANWN Kai TV TrapaAAayn. H idia yuvaika
KAvel éva ‘00A0’ OTO QWG EVOG TIPOROAEQ, OXNMATICOVTOG GXAMOTA LE Ta XEPIA TG, KI QUTA N
aTuN{opiapévn Kivnon €xel Tov iBIo TTapaaTaTKG TOVO Kail Ty idia avegfynTn Asimoupyia 6twg
Kal TO TTPONYOUUEVO TTaPASEIV QL.

O poAog TG Xopoypaiag EPEANE va aAAGdel 0° OAN T DIGPKEIR TNG KIVNOTOYPOAPIKNG

An interest in the relation between content and notions of ‘performance’, what Peggy Phelan
terms “Rainer’s literal exploration of the disconnections between form and content”, can be
read in relation to narrative in Rainer’s films. Rainer often discusses what could be called a
play with the ‘transmission’ of the performative in her screen work within the context of her in-
terrogation of the cinematic elements of narrative and character. In 1978, Rainer spoke at The
International Forum on Avant-Garde Film, discussing the demands of narrative filmmaking and
describing a type of film that contains “both narrative and non-narrative characteristics”

For example, a series of events containing answers to when, where, why, whom, gives way
to a series of images, or maybe a single image, which, in its obsessive repetitiveness or
prolonged duration or rhythmic predictability or even stillness, becomes disengaged from story
and enters this other realm, call it catalogue, demonstration, lyricism, poetry or pure research.
The work now floats free of ultimate climax, pot of gold, pay-off, future truth, existing solely in
the present. Or perhaps a work that starts out being meditative, concemed with resonance,
mood. .. suddenly changes its density by appropriating elements of melodrama.

Rainer’s rewiring of the conventions of cinematic production and generic expectation challenge
the kind of cinema of illusion and exclusion based on an ordering notion of production, what
Rainer calls the “tyranny” of the “predominating form of narrative”. What Rainer is describ-

ing in the quote above, these images that repeat, prolong, create rhythm, freeze, resultin an
alternative cinema that never completely gives over its connections with narrative conventions.
These ‘choreographic’ elements that play with movement across space and time demon-
strate Rainer’s interest in cinematic motion beyond movements of production,™ but are only
‘activated’ when they bump up against the narrativity that becomes more and more important
across Rainer’s oeuvre. Rainer often cites Jean Luc Godard in her writing and his influence is
certainly felt in these strategies that work the space between the narrative and non-narrative in
a detailed and sophisticated way.

In Lives of Performers, Rainer’s first full-length film and the one that most clearly demonstrates
her shift from dance to film, the distance from narra
raditional spectatorial positions is pronounced. Often considered as a klnd of eady ‘sketch’
within Rainer’s oeuvre that hasn't quite made the shift from stage to screen, this film lays bare
Rainer’s founding strategies that will go on to support her increasingly political content. In Lives
of Performers there is no higher order or purpose structuring the action on screen and the
elements and sections of the film are strung together like her uninflected dance phrases; no
single part is given more value, the score is not subservient to the visuals, there is no central
character with whom we identify. Rainer says the two ideas that frame Lives of Performers are
“dance and emotional life”, and the film does revolve around both the on and off-stage, fictional
and non-fictional activities of a group of dancer/performers. Footage of dance rehearsals,
dramatic enactments, photo stills and tableaux vivants are set against a sound score that com-
ments on and runs across the action.

As Rainer puts it, “although a very loaded set of circumstances begins to emerge” in Lives of
Performers, “you cannot follow the story” in the film. These circumstances are created through
an exposition of the characters’ private and emotional lives via the spoken text and certain
enacted scenes and images. But any sense of a fictional narrative is thwarted; the perform-
ers’ real names are used and are consequently mixed around, and the degree of realism in
the naming of the cast bleeds into the romantic involvements and character attributes which
could be mistaken as real. Spontaneous, intimate and realistic elements are set against the
contrived and theatrical to subvert any persistent sense of the fictional; the layering of perform-
ances is confounding. Despite this play on notions of ‘character’, Rainer doesn’t baulk from the
use of melodrama or comedy on screen whenever she sees fit. But the melodramatic aspects
of the film — talk of love, desire and sexual contact, scenes of emotional intimacy, love triangles
— are countered by the filmic treatment which thwarts genre expectations. This subversion is
particularly pointed in the distance that the commentary on the actions creates.

The following quotation reiterates Rainer's comments above regarding the use of excessive
cinematic movements in shifting the progression of the film from the horizontal to something
more ‘vertical:

Where narrative seems to break down in my films is simply where it has been subsumed by
other concerns, such as the resonances created by repetition, stiliness, allusion, prolonged
duration, fragmented speech and framing, ‘self-conscious’ camera movement, etc. Rather
than being integrated into the story, these things at times replace the story.

Often, the orders of cinematic movement in Lives of Performers not only interrupt, but
overwhelm any possibility of a horizontal drive in the film. For instance, the prolonged shot of
Valda in her newly arrived sun visor exceeds any signifying function. There is also a substantial
amount of stillness in the film, either through the freezing of action or shots of/pans over
photographs. The director spends precious film stock on still photographs including images
from a dance performance that the cast were involved in just prior to the film being made, and
her reconstructions of pictorial compositions for the camera is strange and disturbing. Lives

of Performers ends with a series of tableaux vivants, “re-enacting the series of published
production stills from a scenario of Pandora’s Box.” Movement and stillness exist for their own
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O poAog TG Xopoypaiag EPEANE va aAAGdel 0° OAN T DIGPKEID TNG KIVNOTOYPOPIKNG
kapiépag TG Rainer. Ze axéon pe 1o Journeys from Berlin/1971, n Rainer Aéer:

OT6Te TO ATTOPEIVAPIA TNG XOPOYPAPIag Kal Tou XopoU OTo £PYO Jou eugavifovial JGAAoV oTo
TTAQICIO PIOG KATTOIOG TIPOCOXIG TTPOG T CWHOTIKOTNTA KAl €X0UV UTTaXOEi aTnV Kivnon Tng
KAPEPOAG, TO KAdPAPIOUA KAl TO HOVTAL,. .. 210 Journeys from Berlin ékava TTPOBEG... yia TTAvVwW
aTTO EVVIA JFVEG Kal KABE XEIpovopia ATaV XOpOoypa@nuéV JEXPI KOl TO TEAEUTAIO aVOIYOKAEINT
TOU Jamou. ®

Ev TéAel, utmpge pia au€avopevn PETATATTION TTPOG Tov SIGAOYO GTO GKNVOBETIKO £pYO

NG Rainer, K4T TT0U eKeivn ATTOKAAOUTE «TIG, TIPOOAVOTONIGUEVEG TTPOG TIG YAWGOOEG,
aTPATNYIKEG TWV TAIVIWV Houy, divovTag yia Trapadelypa To Kristina Talking Pictures (1976),
GTTOU 01 XaPOKTAPEG KABOVTaN OTO KPERGT KOl KUPIOAEKTIKG «UTTOUPOOAOYOUV YIa GapavTa
AeTTdy. Méxpi va grdooupe oto Journey from Berlin/1971 (1980), o Noel Carroll knpuoael
ETTOVACTOCT OTNV APEPIKAVIKHA aBaVYKAPVT KIVNUATOYPOPIKA OKNVHA Kal TNV EUUOVH TNG JE TN
dopr), SnAWvoVTag TTwg 0" auTA TNV Tavia «n YAWOoOa €ival TTIO CNPAVTIKF ATTO TNV EIKOVO».

H avarpermkég aTpamnyikég TG Rainer o€ axéon pe TNV KIVNUATOYPOQIKA HOP®r) aTToTEAECaV
1O UTTGRABPO, GX1 HOVO Yia TN BIKA TNG PIAOCOPIKT| KAl PEUIVIOTIKY BEUATIKY), AAAG Kai yia éva
ohoéva SIEUPUVOEVO TTESIO MIKPWV Kal LEYAAWY KOIVWVIKOTTOAITIKWY TTPOBANUATIOUWY: aTTd
TNV TTOAITIKH) SIGGTOCT TG ayopds akiviTwy oTn Néa Yopkn wg TV KAIVIKA daigovoTtoinon g
KAipokTnpiou. OTTwg ypdgel o Adrian Martin, n Rainer Travra utmpge «pia GKANpr), ETTIKPITIKY,
QILVIO OKETTTIKIOTIKY) TIONTIKF) KAAAITEXVIG®, 17 aAAG €ivai TTIONG KATTOIN N OTTOIx TTOTE SEV
SIOTTPATTE TO PEYA apdpTNa Va XAVEl TNV aioBnon Tou xioupop Tg. O oxoANiaoudg Tng Rainer
XOPOKTNPIZETaI TTEVTA OTTO OKETTTIKIOWO KAl EIPWVEIa TTapd aTtd Kuviopd Kai arraiciodogia:
B¢éAel va TTIpokaAéaEl, Ol Va OTTOEEVIITEL.
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also a substantial amount of stillness in the film, either through the freezing of action or shots
of/pans over photographs. The director spends precious film stock on still photographs
including images from a dance performance that the cast were involved in just prior to the film
being made, and her reconstructions of pictorial compositions for the camera is strange and
disturbing. Lives of Performers ends with a series of tableaux vivants, “re-enacting the series of
published production stills from a scenario of Pandora’s Box.” Movement and stillness exist for
their own choreographic qualities, independent of narrative demands. One influence on Rainer
in these early films that has not received much attention is the role of cinematographer Babette
Mangolte, recently arrived to New York and prior to working with Chantal Ackerman.'® Man-
golte provides a link between Rainer and the innovative Paris-based film director whose atten-
tion to screen performance and anti-narrative film movement makes her work of relevance.

Both dance as a type of performance along with a choreographic approach to other types of
figural and filmic movement feature in Lives of Performers, and Rainer’s choreographic back-
ground is perhaps most evident in this her first feature film. She describes the script for this film
as being like choreographic directions, outlining “groupings and regroupings” and points to her
interest in the effects of movement and stiliness as a result of her “dance days”. But Rainer has
already made the shift toward a more cinematic type of physical performance. On this adjust-
ment Rainer writes:

| was not only jettisoning a whole lexicon of formalized movement and behaviour, realizing
instinctively that certain concessions to ‘lifelikeness’ would have to be made. For the most part
my speaking performers would be doing what people, or characters, so often do in ‘the mov-
ies’: sit around, eat, walk down the street, ride bicycles, look at things etc. If they danced in my
early films, | gave them good reason assigning them the occupation ‘dancer’.(93)

While dancers do dance in Lives of Performers, an equality is established between the move-
ments of drama and movements identified as ‘dance’. Various entries by a “protagonist” (Valda
Setterfield) into a room during a stage performance are cut together and draw our attention

to the physical performance through repetition and variation. The same woman performs a
‘solo’ in a spotlight, creating shapes with her arms, and this stylised movement has the same
performative tone and inexplicable function as the previous example.

The role of choreography would change throughout Rainer’s film career. In relation to Jour-
neys from Berlin/1971, Rainer says:

So | guess the remnants of choreography and dance in my work manifest themselves in a
certain kind of attention to physicality and have been subsumed by movement of the camera,
framing and montage... In Journeys from Berlin | rehearsed... for over nine months and every
gesture was choreographed down to the blink of an eye.'®

Ultimately there was an increasing shift toward dialogue in Rainer’s film work, what she called
“the language-oriented strategies of my films” and giving the example of Kristina Talking
Pictures (1976) where characters sit up in bed and literally “yap for forty minutes”. By the time
we get to Journey from Berlin/1971 (1980), Noel Carroll declares a revolution in the structur-
ally obsessed American avant-garde film scene, stating that in this film “language is more
important than image”.

Rainer’s subversive strategies regarding film form have provided the groundwork for, not only
her philosophical and feminist subject matter, but an ever-broadening field of socio-political
concems both large and small; from the politics of New York real estate to the clinical demonis-
ing of menopause. As Adrian Martin writes, Rainer has always been “a tough, critical, ever
sceptical political artist’,17 but she is also one who never commits the cardinal sin of losing her
sense of humour. Rainer's commentary is always characterised by scepticism and irony rather
than cynicism or pessimism; she wants to provoke, not alienate.

enlightening given the radical break she was making with contemporaneous trends in avant-
garde film. If Rainer’s films explore “the ways in which art was undemocratic, ideological,
fraught with problems related to power and authority, and decidedly mediated”,12 she had
already undertaken an exploration of such issues within her choreographic work. The sense of

NOTES

1 Yvonne Rainer, AWoman Who... Essays, Interviews, Scripts, Baltimore & London, The Johns Hopkins University Press,
1999, p.75.

2 Rainer’s first choreographed solo was Three Satie Spoons (1961) and her first film made for a performance, Volleyball
(1967). Her first article was published in 1965 and she has numerous articles and several books to her credit.

3 Work: 1961-73, New York, New York University Press, 1974, p.209.

4 Some of Rainer’s early films, including Volleyball and Hand Movie (1968) were made to be projected during performance.
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tions and clichés, for example, employing a self-consciously melodramatic mode of performance in some scenes.

5 Peggy Phelan, “Yvonne Rainer: From Dance to Film”, in Rainer 1999, p.4
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10 Rainer 1999, p.71. Rainer does refer to Deren as an influence much later in her career, in 1997:

The influence was quite conscious on my part. If you look at some of the editing in Kristina Talking Pictures, it's right out of
Deren’s At Land. Like the scene where she is running on the beach, and her movements seem to be continuous but the
landscape changes from shot of shot.(260)

11 Peggy Phelan, “Feminist Theory, Poststructuralism and Performance”, The Drama Review 32:1, Spring 1988, p.111/2.
12 Jonathan Walley, “From Objecthood to Subject Matter: Yvonne Rainer’s Transition from Dance to Film”, Senses of Cinema,
#18, Jan/Feb 2002, p.7.

13 Phelan writes of Rainer’s task; “Redesigning the relation between self and other, subject and object, sound and image,
man and woman, spectator and performer, is enormously difficult’.(Phelan 1988, p.125)

14 Here | am drawing on Jean-Francois Lyotard’s model of the cinema of production in, “Acinema”, Wide Angle, Vol.2 (3),
1978.

15 Mangolte was the cinematographer for Lives of Performers and Film about a Woman Who... (1974) and worked with
Chantal Akerman on Jeanne Dielman, 23 Quai du Commerce, 1080 Bruxelles (1975) and News from Home (1976).

16 Rachel Fensham and Jude Walton, “Naming Myself’: an interview with Yvonne Rainer”, Writings On Dance #7, Winter
1991, pp.17/8.

17 Adrian Martin, Melboumne Sun Herald, August 5, 1990

NOTE: This article appeared in a different form in the Great Directors database at
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Erin Brannigan’s research area is dance and film, in particular, the points of contact between dance and
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films

Five Easy Pieces
(48’ ouvohikn| didpkeia/total running time)

Mia guAMoyR TTEVTE TIPWIKWV HIKPOU AKOUG TAIVILV TTOU yupioTnkav aTré 1o 1966 éwg 1o 1969.
A compilation of five early short films made between 1966 and 1969.

Hand Movie

2knvoBeaia / Direction: Yvonne Rainer

Kapepa / Camerawork: William Davis

HIMA 1966, 8mm, aaTtpdpaupn, Bwpn, 57 USA 1966, 8mm, b&w, silent, 5’

Kovmivé TTAdvo evog Xepiod, Tou oTtoiou Ta SAxTUAa xopeUouv £vav aigBnoiakd Xopo.
Close-up of a hand, the fingers of which enact a sensuous dance.

Volleyball (oot Fim)

2knvoOeoia / Direction: Yvonne Rainer

Kapepa / Camerawork: Bud Wirtschafter

HIMA 1967, 16mm, aotrpopaupn, Bwfn, 10’/ USA 1967, 16mm, b&w, silent,
10°

Mia prréiha Tou BoAei KUAG péoa oTo KESPO Kai oTapatd. Auo TTedIar e aBANTIKG TTammoUTold, TIoU Tat
BAETTOUE OTTO TO YOVATA KOl KATW, PTTAIVOUV OTO KABPO Kail aTékovTal SITTAa GTn PTTGAa. To idio TTAGvo
eTTavaAapBAaveTal omtd IPOPETIKA ywvia Ayng.

Avolleyball ball is rolled into the frame and comes to rest. Two legs in sneakers, seen from the knees down,
enter the frame and stand beside it. Cut to new angle, same characters and actions.

Rhode Island Red

ZknvoBeaia / Direction: Yvonne Rainer

Kapepa / Camerawork: Roy Levin

HIMA 1968, 16mm, aoTrpopaupn, Bwfn, 10’/ USA 1968, 16mm, b&w, silent,
10°

Aéka AetrTd péoa o” Eva TEPAOTIO KOTETO.
Ten minutes in an enormous chicken coop.

Trio Film

ZknvobBeoia/Direction: Yvonne Rainer

Kapepa/Camerawork: Phill Niblock

HIMA, 1968, 16mm, aoTrpouaupn, Bwpn, 13 /USA 1968, 16mm, b&w, silent, 13’
Me Toug / With: Steve Paxton, Becky Arold

"Evag yupvog dvdpag Kai pia yupvr yuvaika aAMnAETIOpoUv PETagU Toug Kal W' éva JeYAAO GOTTPO PTTOAGVI
Uéoa 0 éva Aeukd GaAdvI.

Two nudes, a man and a woman, interact with each other and a large balloon in a white living room.

Line

ZknvoBeaia / Direction: Yvonne Rainer
Kdpepa / Camerawork: Phill Niblock
HIA, 1969, 16mm, acTrpopoupn, Bwpn, 107USA, 1969, 16mm, b&w, silent, 10°

Mia &avBid (Susan Marshall) pe doTrpo TravTeAGVI Kol TIOUKAUITO GAANAETTIOPG | éval KIVOURIEVO OTPOYYUAS
QVTIKEIPEVO KAl TNV KAUEPA.

A blond woman (Susan Marshall) in white pants and shirt interacts with a moving round object and the cam-

era.

+
Trio A

HIA, 1978, 16mm, aoTtrpdpoupn, fwpn, 10°30”
USA, 1978, 16mm, b&w, silent, 10°30”

H eAIKOEIBIAG I0TOpIa JIOG XOPOYPapiag-0pdanUou.

«AoUAewa T0 Trio A yévn pou yia €€l priveg To 1965. O Xopdg amroTeAETo OpPYIKG OTT WO TIEVIGAETTTN
OEKAVG Kivnong TTou TTapouaidoTnke TEAIKE e Tov TiTAo The Mind Is a Muscle, Part | otnv Judson Church
oTig 10 lavouapiou 1966. Exei 1o epunvetoape eyw, o David Gordon kai o Steve Paxton Tautéxpova aMa
1 ouyxpoviopéva. Mia petafarikry ekdoxr) Tou The Mind Is a Muscle (Judson Church, 22 Mdiiou, 1966)
eppnveuTnke ammé Toug William Davis, David Gordon kai Steve Paxton. 210 TeAeutaio TUAua, Trou Aeyotav
Lecture, o Peter Saul extéAeae pia UTTOAETIKY) GOA0 BePOIOV, SnAadK) HE TTIPOUETEG Kal GAUOTA. ZTNV TENIKR
Bepoidv (Anderson Theater, 11 AtrpiNiou 1968), 10 Trio A TO EpURVEUCA EYW PE KAAKETEG OTNV OPXIKNA TOU
ekdoyr oTo TéAog TG Bpadidg, evw ol Paxton, Gordon kai Davis To purveucav wg Tpio aTnv apxr TG.

O1 atopIkég aexavs diapkouv ot 4 éwg 5', avaloya e T owpaTikr) SIGBean Tou KABe XopeuTr). AUo
TIPWTEUOVTA XAPOKTNPIOTIKE TOU XOPOU €ival N GUVOXT] TOU XwpiG METOBOAEG OTOV TOVO Kall N ETTITAYT TOU

og 6,11 agopd 1o BAEUUa. Ta pdma TIévTa amro@eUyouV va KOITEEouV kar' eubeiav To kovo péoa aTtéd Tnv
QavegapTNTN Kivnan Tou KEPAAIOU 1 TO KAEIOIUO TwV PATILV 1) aTTAWG XOUNAWVOVTAG TO BAEUAL.

A@bEToU 0AOKANPWONKE, T Trio A €xel UTTOOTET TIOMEG JeTEVOapKWOEIG. To 1967 To epuriveuca adAo, wg
évav Convalescent Dance — avappwrikd xopd — (Angry Arts Week, Hunter Playhouse) [....]. To 1970 eyw kai
opiopéva péAn Tou Grand Union — oi Lincoln Scott, Steve Paxton, David Gordon, Nancy Green kai Barbara
Dilley — 10 gpunvedoape yupvoi atnv Judson Church, Je apEQIKAVIKEG Onaieg Tou

evapiol PETpou dePéveg YUpw amrd Toug AaigoUs pag, oTa eykaivia Tou People’s Flag Show (Trou
opyavwenke arré Toug Jon Hendricks, Faith Ringgold kai Jean Toche wg diapapTupia yia T GUANYwn
SIoPOPWY avBPWITTWV TTOU KATNyoprBnkav yia Tn «BeRAAWGCN» TG AUEPIKAVIKAG ONuaiag. AvAauead Toug
ATav kai o ykaAepioTag Stephen Radich, o otroiog €ixe ekBéoel To 1967 1o £pyo Tou yAUTTTN Mark Morrel
TIOU «MiOvE TN onaio» Kal TOu OTToiou N UTTOBEon  £@TacE PéXPI To AvVWTaTo AIKAoTpIo, TToU TV
amréppiye Adyw piag SiadikaoTKAG TTapaTuTiag). [....] To 1971 n Pat Catterson 1o epuriveuce avtiotpopa
(popovTag 6Aa TNG Ta poUxa) o€ Hia BPadid £pywv TG aTo oTouvTio TN Merce Cunningham- apydrepa
v idla Xpowvid, ekeivn Kal piat opdda GTTOUSACTWY TNG TO EPMIVEUTAV OTo TIECOBPAIO £§w OTTd TO dwATIo
TOU VOOOKOWEgiou 6110U Bpioképouv. To 1972 o Steve Paxton epurjveude 1o Trio A yia pio wpa T YKOAEPT
L'Attico Tng Pwung. To 1973 1o evowpdtwoa aTnv agriynon Tou multi-media épyou pou This is the story of
awoman who. . . To 1978, TévTe xpdvia agouU émaya va Sivw TIapaoTACEIG, TO EPUAVEUCA OTO GTOUVTIO TG
Merce Cunningham yia pia Tavia 16mm (ue rapaywyo Tnv Sally Banes).

H qwn Tou Trio A yia Ta emépeva 11 xpdvia pou dlogeuyel. [...] Zng 4 OktwBpiou 1999, 10 Trio A
eppriveucav oty Judson Church ol Pat Catterson, Y.R., Douglas Dunn, Steve Paxton kai Colin Beatty
wg Trio A Pressured. H Pat Catterson 1o x6pewe avtiorpoga: oi Rainer, Dunn kai Paxton wg Tpio- o1 Y.R.
kal Beatty wg viouéto oo otT0i0 01 KIVATEIG gkeivou BaailovTav aTo OTI ETTPETTE Va PAivETaI SIPKWG TO
TIPOOWTTO ekeivng: ol Catterson kai Y.R. wg viouéTo pe T ouvodeia Tou Tpayoudiou In the Midnight Hour
Twv Chambers Brothers.

2ng 3 AuyoUoTou 2000, To Trio A Pressured #3 TrapouaidoTnke arréd péAn Tou White Oak Dance Project
o710 TTAdioI0 Tou TTpoypdupaTog PAST/forward, evu To @BivéTiwpo Tou 2002 TrepIAjgBnke aTnv Trepiodeia
€UPWTTAIKWV TTOAewV Tou White Oak. [....]”

Yvonne Rainer

The winding story of a landmark choreography.

“| worked on Trio A alone for six months in 1965. The dance consisted initially of a 5-minute sequence of
movement that would eventually be presented as The Mind is a Muscle, Part | at Judson Church on January
10, 1966. There it was performed by me, David Gordon, and Steve Paxton simultaneously but not in unison.
interim version of The Mind is a Muscle (Judson Church, May 22, 1966), it was performed by Wiliam
n, and Steve Paxton. In the final section, called Lecture, Peter Saul executed a balletic
solo version, i.e. with pirou and jumps. In the final version (Anderson Theater, April 11, 1968), Trio Awas
performed by me in tap shoes In its original version at the end of the evening, while Paxton, Gordon, and
Davis performed it as a trio at the beginning.

The individual sequences last from 4’ to 5", depending on each performer’s physical inclination. Two primary
characteristics of the dance are its unmodulated continuity and its imperative involving the gaze. The eyes are
always averted from direct confrontation with the audience via independent movement of the head or closure
of the eyes or simple casting down of the gaze.

Since its completion Trio A has undergone many incamations. In 1967 | performed it solo as a Convalescent
Dance (Angry Arts Week, Hunter Playhouse)[...]. In 1970 | and some members of the Grand Union — Lincoln
Scott, Steve Paxton, David Gordon, Nancy Green, and Barbara Dilley — performed it in the nude at Judson
Church with five-foot American flags tied around our necks during the opening of the People’s Flag Show
(organized by Jon Hendricks, Faith Ringgold, and Jean Toche as a protest against the arrest of various
people accused of ‘desecrating’ the American flag, including gallery owner Stephen Radich, who had shown
the ‘flag-defiling’ work of sculptor Mark Morrel in 1967 and whose case traveled all the way to the Supreme
Court, where it was thrown out on a technicality). [....] In 1971 Pat Catterson performed it in reverse (now fully
clothed) during her own evening of work at Merce Cunningham’s studio; later that year she and a group of
her students performed it on the sidewalk outside my hospital window. In 1972 Steve Paxton Performed Trio
Afor one hour at L'Attico Gallery in Rome. In 1973 | incorporated it into the narrative of my multi-media This
is the story of a woman who. . . In 1978, five years after | had stopped performing, | performed it in Merce
Cunningham’s studio for a 16mm film shoot (produced by Sally Banes).

The life of Trio A for the next eleven years eludes me. [....] On October 4, 1999, Trio Awas performed at Jud-
son Church by Pat Catterson, Y.R., Douglas Dunn, Steve Paxton, and Colin Beatty as Trio A Pressured. Pat
Catterson danced it backwards; Rainer, Dunn, and Paxton as a trio; Y.R. and Beatty as a duet in which his
movements were predicated on keeping her face in view; Catterson and Y.R. as a duet accompanied by The
Chambers Brothers’ In the Midnight Hour.

On August 3, 2000, Trio A Pressured #3 was performed by members of the White Oak Dance Project as part
of the program PAST forward and in the fall of 2002 it was included in a White Oak tour of European cities.

[T

Yvonne Rainer
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H apxITEKTOVIKA TOU ovEipou
N TO @IAM gival éva aiviypa

Nau, givan ekaTouUpIa OCTEPIAL.
Ki examopUpia aoTépia gival dUo pdma Trou Ta Kormouv. !
Antonio Porchia

Keiuevo: Kive

O Téo Hemandez di€Tpege ToyUTOTA TO UTTOYEIO OTEPEWHA TG YOAIKIG KIVNUCTOYPapiag,
QAPAVOVTOG TTIOW TOU £Va OYKWOEG £PYO —TTAVL) OTTO EKATO TAIVIEG, YUPIOUEVES KUPIWG O€ Super

8, TPIOVTOEVA ONUEIWUOTARIO GTOXOOWY, SiXwg va uTtoAoyilovTal Ta gevAapia, TO TIPOOXEDIO KOl
Ol OTTOENVAPIOZ TWV TAVILWV TOU—, TO OTTOIO TIOPOEVE! KON OTTPOCTTEANGTO GTO Bea KaBwg
OTTAVIO TIPORAMETAL.

AKONOUBWVTAG TNV TIPOKTIKY TOU KIVIOTOYPAPIOTT) WG AmTOAUTOU SnuioupyoU Trou avaAapBavel
0AGKANpPN TN BI0BIKACIO CUVTEAEONG Wiag Taviag wg v TEAIKA TG Jop@r), 0 Hemandez cuvbéTel
€va TTIOAUOXIOEG £PYO TTOU GANOTE OKQOTTAITEI GTOV ATTOAUTO TTIOPOEUOO KI GAAOTE GUTTUKVWOVETON
TNV IEPOMIKK OTWIKGTNTA, SIOTTEPVWIVTAG OOV EUBEID TO! BA0IKG ONJEIN TOU CUUTTOVTOG TOU: TO
XPIOTOTTABEG AVOPIKG WA, TNV AIoBNTIKK TOU UTTAPAK,® TNV KOBNUEPIVATNTA WG TEAETOUPYI, Yio val
KOToEE1 OTO BAVATO WG YIoPTF PETOUGP@WONG. 4

ewwnuévog o1o Megikd 1o 1939, 0 Hemandez otroudddel apxrekTovikr). 'Epxetal o€ eTtaqr| Je

TOV KIVUOmoypdpo To 1959, apevog pEow TG idpuong HIaG opddag, padi ue To ¢ilo Tou Antonio
Campomanes, e OKoTTO TN dnpioupyia evag avegdpmTou Kivnuaroypdgou oto Megikd, ageTépou
péow Twv TIPoBoAwv aTto MaMiké ivaTmodTo mg Aamvikiig Apepikrig (.F.A.L.) 6TTou SiapopguoveTal
TO KIVIOTOYPaQIKO TOU QicBNTTPI0.

To 1968 yupiCel Mv TTPWIT Tou Tavia KOTd T SIGPKEIX piag oUvVTouNG TIOPAoVEG oTo Aovaivo,

10 14, Bina Gardens (9'), evw akoMoubBei éva xpdvo apydrepa 1o Un film provocado por.. .

(26), yupiopévo oo [MNapion, GTTou Ki £xel ykaTaoTaBEi arTé To 1966. Zmv TTpwm Trepiodo TG
@IALIOYPOIOG TOU KIVNIOTOYPaQEi Wia agipd Tamviwy oe 8 mm otnv Tayyépn kai o Némo Mapdko,
Grrou Tagidedouv padi pe Tov Michel Nedjar, yAUTTTN Kot KIVnOToypagioTr, GUVOSOMTOPO HEXO!

710 TEAoG TG Qi Tou. 2Ta Images du bord de la mer (1969, 34°), Estrellas de ayer (1969, 7°),
Michel la-bas (1970, 21°) diagaivovtai idn ol BEUOMKES TTOU ETTILOVA AVOKUKAWVEI GTO £PYO TOU:

TO KIVNLOTOYPAIKG NUEPOAGYIO® , TO TIOPTPETO, 1 QYT YIoX T AoyoTeXvid, To Togidi, N puBooyia.
«20 onpeiwpaTapio, 19/12/81. Merpd, 22:30. [. . .] Me g Tawvieg ou avapiyviw TV ITTAVIKY
auompP&MTa Kol T BopRopdtmTa Twv AZEKWV [....J». ©

To 1975, emoTpépovTag amd Ty 8Axpovn TrepmrAdvno  Tou pe Tov Nedjar oTnv AvaroAr| kai T
Namvikr) Augpikri, 0 Hemandez eykaBioTomal TTAéov pévia oo Mapial, étmou, éva xpdvo apydTepal,
KIVNUOTOYPOpEi TV TTPWIT Tou Tawvia o€ Super 8, v eppAnuomkn Salomé (1976, 70°), «Epyo
TEAETOUPYIKS, IEPATIKS KI APy, XOPOKTNPIOTIKG TNG TIPWTNG TOU TEXVOTPOTTIAGY 7, TIApaiodnTIK
TIapoAAayr) TG XPIOTIOVIKAG TIAPAS00NG, JECT aTTé TO TIPICIA TOu OUGTITAOU BeampikoU £pyou,
YPOUEVOU aTa YaAKG arté Tov Oscar Wilde Ty trepiodo 1891-1892. Eivan n) emtoxr Trou
TIPORAANE! O IBIOG TIG TOIViES TOU GE OPYT) TAXUTINTC XPNOTHOTTOIIVTOG IO HIKPI UNXOVT TIPOBOATG,
KOUIZoVTaG OTIG EIKAVEG TOU it OVEIPIKI) OXAU: «260 onpeiwpaTapio, 07/04/83. 086G Entrepdts,
14:20.[....] To TeAETOUPYIKO TNG KIVNUCTOYPAPIKI|G TIPOROANG €ival pic ETTaVAANWI Tou KaBnuepivou
TEAETOUPYIKOU, TOU UTTVOU Kal TOU OVEipou» 8

Exeivn v Trepiodo, 0 Hemandez ouoTteipuvetal padi e Toug Stéphane Marti, Maria Klonaris,
Katerina Thomadaki, Jakoboais, Lionel Soukaz o€ pict opdda KIvUomoypopIoTuV, T ZX0Ar) Tou
OWUATOG ° TTOU —UTTO TNV ETTIOPAON TwV KAANTEXVWV TNG GwiamkAg Téxvng Gina Pane kai Michel
Joumiac— eomddel oV avTiAnWn Tou QVBPWTTIVOU CLOKATOG MECT OTTO TNV KIVIUOTOYPOPIKY) TTPAEN
WG TEAETOUPYiQ, AEIOTTOIVTOG TIG SUVATGTNTEG TTOU TIPOOPEPE! O EAaPPUG EGOTTACOG Tou Super 8.
10 «210 onpewpaTdpio, 08/04/90. H dpaon eivan Wict QUOIKI) TIPOOTTABEIX TTOU EKNAWVETTN JEOW
MG OPUIrG OAGKANPOU TOU OLOHOTOGY. ™

>mv Terpaioyia Le Corps de la Passion Trou aroreAeital amd mig Tawvieg Cristo (1977, 65'), Cristaux
(1978, 70'), Lacrima Christi (1979-1980, 127’), Graal (1980, 77°), 0 Téo Hemandez e€etdel Ta T1d6n
ToU INCoU WG aPXETUTTIKF I0TOPIO TTOU EPUNVEUE! T SUTIKY) NBIK KOl KOOUOAVTIANWN. «AUTEG O
TEOOEPIG TaVIEG OIKOOOOUVTaI OTN BAOT) EVOG CUVOAOU OVOPOPUIV OTO XPIOTIOVIKO HUBO O OTT0i0G
YiVETaI avTIANTTTOG GX1 WG EKOVOYPAPNOT OANG WG EgPEVNOT TOU 0pAATOG TOU KOGKOU [ . .J». 2
2100I0Kd, O KIvnaToypdipog Tou Hemandez etmmayUveTal, n EIKOVOANWIa TOU OTTEAEUBEPUIVETA,
QTTOKTWVTOG HICt XPUWHOTIKI) PEUCTOTNTA €S OTTO Tr) VEUPWION XPHOT TG KAPEPOG KOl TOU
ypriyopou povtad —Corps aboli (1978, 24'), Maya (1978-1979, 95'), Texvikri TTou avomTTUCOETAI OTIG
ETTOHIEVEG TAIVIEG TOU WG XOPOYPOIa TG KIVNATOYPAPIKIG NXAVIG YUPW OTTO TO QVTIKEIHEVO TTOU
Kivnuamoypaepeitar: « 180 onpeiwpardpio, 10/02/88. [....] Otav kivnuamoypadw, [. . .] B£Tw 1o owpa
HOU O€ QVICOPPOTTIa, TNPIYHEVOS OTO éval TTOI. /\EG Kal N EMKIVOUVIN QUTH IG0PPOTTIaL IOIAZE! var givan
QTTOPGITITM Yot TV KIVPOTOYPpo@Ik TIpagn [ J». *2

The architecture of the dream
or film is an enigma

Yes, there are millions of stars.
And a million stars are two eyes looking at them.'
Antonio Porchia

Text: Kine

Téo Hernandez shot across the subterranean firmament of French cinema, leaving behind
him a voluminous oeuvre — over one hundred films, mostly in Super 8, thirty-one notebooks of
meditations, and countless scripts, drafts and rushes? of his films — which still remains largely
inaccessible to the viewer since it is so rarely screened.

Following the practice of the filmmaker as absolute creator who undertakes the entire process
of making a film from its beginning to its final form, Hemandez produced a muiltifarious oeuvre,
at times tiptoeing into pure paroxysm, at times being compressed into hieratic stoicism, pierc-
ing like a straight line the main points of its universe: the Christopathic male body, baroque
aesthetics,® the everyday as ritual, and ending up in death as a celebration of transformation.
Bomn in Mexico in 1939, Hernandez studied architecture. He came in contact with film in 1959,
on the one hand through the founding of a group, together with his friend Antonio Cam-
pomanes, with an aim to create independent cinema in Mexico, and on the other, through the
screenings at the French Institute of Latin America (I.F.A.L.) which helped to develop his feel of
cinema.

In 1968 he made his first film, 14, Bina Gardens (9'), during a brief sojourn in London. This
was followed a year later by Un film provocado por... (26’), shot in Paris, where he had been
living since 1966. During the first period of his filmography, he made a series of 8mm films in
Tangiers and Southern Morocco, where he traveled with Michel Nedjar, a sculptor and film-
maker and Hemandez's companion to the end of his life. In Images du bord de la mer (1969,
34’), Estrellas de ayer (1969, 7°), and Michel la-bas (1970, 21’), one can already discem the
themes that he persistently recycled in his oeuvre: the cinematic journal,® the portrait, love of
literature, the journey, mythology. “2nd notebook, 19/12/81. Metro, 22:30. [....] With my fims |
blend Hispanic austerity and the barbarity of the Aztecs [...]." ¢

In 1975, upon returning from his six-year wanderings with Nedjar through the East and Latin
America, Hemandez settled permanently in Paris, where, one year later, he fimed his first film
in Super 8, the emblematic Salomé (1976, 70’), “a ritualistic, hieratic and slow work; it is typical
of his early style.”” Salomé was a hallucinatory variation of Christian tradition as seen through
the prism of the play by the same title, written in French by Oscar Wilde between 1891-1892.
This was the time when Hemandez screened his films himself, at slow speed, using a small
projector and bringing to his images a dreamlike haze: “26th notebook, 07/04/83. Rue des
Entrepbts, 14:20. [...] The ritual of the film screening is a repetition of the daily ritual, of sleep-
ing and dreaming.”

During that period, Hemandez rallied together with Stéphane Marti, Maria Klonaris, Katerina
Thomadaki, Jakobois, and Lionel Soukaz to form Une école du corps ° (A School of the Body)
filmmakers’ group, which — under the influence of the Body Art artists Gina Pane and Michel
Journiac — focused on the perception of the human body through the cinematic act as a ritual,
taking full advantage of the possibilities offered by the light equipment of Super 8. °“21st note-
book, 08/04/90. Vision is a natural effort expressed through the drive of the entire body.” '

In the Le Corps de la Passion tetralogy — consisting of the films Cristo ( 1977, 65’), Cristaux
(1978, 70), Lacrima Christi (1979-1980, 127°), and Graal (1980, 77’) — Téo Hernandez exam-
ined the Passion of Christ as an archetypical story that interprets the West's morality and world
view. “These four films are built at the base of a set of references to the Christian myth which is
perceived not as an illustration but as an exploration of the vision of the world [...].” 2 Gradually,
Hemandez's cinema speeds up and his photography becomes more free. The resullt is a color
fluidity through the vigorous use of the camera and the fast-paced editing — Corps aboli (1978,
24%), Maya (1978-1979, 95). In his subsequent films, this technique evolved into the choreog-
raphy of the camera around the object which is being filmed: “18th notebook, 10/02/88.[...]
When I'm filming, [...] | put my body in a state of imbalance, standing on one leg. It is as if this
dangerous balance is necessary for the cinematic act[...].” *

Together with his friends and collaborators — Michel Nedjar, Jakobois, and Gaél Badaud — Heman-
dez set up the MétroBarbeésRochechou Art group, a name inspired by the metro station at Barbes,
adistrict in the north of Paris where exoticism and the West converge. As a collective, they shot 4
a4 MétroBarbesRochechou Art (1980-1983, 65') and Grappe d'yeux (1982-1983, 13), in which
they filmed each other in a homosexual act carried out in a spirit of absolute freedom. Hemandez
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Mad pe Toug gihoug kar ouvepydreg Tou Michel Nedijar, Jakobois ko Gaél Badaud, oynuaridouv mv
oudda MétroBarbésRochechou Art, dvopa EUTIVEUCIEVO OTTO Tr) GTAON TOU IETPO TTOU [BPIoKETal
am Barbes, cuvoikia ato Bépeio Mapiol, 6mou o e5wniopdg kai n Alon ouykhivouv. OMoKANPLVoUV
ouMoyiké Tig Tavieg 4 a 4 MétroBarbésRochechou Art (1980-1983, 65') kai Grappe d'yeux
(1982-1983, 13'), 610U Bt KIVNUATOYPAPATOUY O EVAG TOV GAAOV OE it TTPAEN OUOPUAC-PIAT,
OUVTEAEOEVNG HECT € TTVEUUA amTOAUTNG eAeuBepiag. O Hemandez diooyiZel padi Toug 1o Mapion,
QTTOTUTTLIVOVTAG TO OF Hia o€Ipd NAEKTPIKWY KapT TTooTAA: #Nuestra Sefiora de Paris (1981-1982,
22'), Parvis Beaubourg (1981-1982, 52'), Leau de la Seine (1982-1983, 18)).

MoapdnAa, cuvexilel va Siapopeuivel LeBodIKd ™ éva £pyo Gueca auToBioypoikd, Booiopévo

OTO TIPOCWTTIKG TOU TPITTUXO TTIOPATTipnon—Eppnveio—JeTapdpewon: *® Tables dhiver (1978-1979,
39), Souvenirs / Florence (1981, 19'), Trois gouttes de mezcal dans une coupe de champagne
(1983, 16'), 30 films brefs (1977-1984, 42'). «100 onueiwpardpio, 21/04/84. Od6G Entrepdts, 22:53.
ZUXva KAV TO €6716 AGBOG: OMUEILVOVTAG TTN QIALIOYPOIC IOU TNV TaXUTNT TTPOBOAG, YPGpW T
Gvopd pou ot Béan Tou apiBuoy. Taxummra Trpofolig: Teo Hemandez. [. . .] Exoviag auveidnon
MG avamTugng Twv SUVOTOTHTWV TTOU EVUTTAPXoWY oTn ouvBeon 30 films brefs, évag GAog TiThog
Ba uTTopouoE va ivat: 25 ¥pdvial KIVNUOToYpApou (QVapepSHEVOS aTa ETTOREVA 25 ¥pdvia TTou Ba
YUpiw Tavieg). Kai To GUvOAO Twv TaVILV pou Ba TTopoUoe va TrEPIAGBEI OAEG TIG TITUXEG G Gwng
JOU KQll TOU KIVIUOTOYPOPIKOU HIOU £QYOU: OOV TIPOCWITIKO TTEPIODIKG GTTOU TTOTPION, OIKOYEVEID,
TadIKA NAKia, £pnBeia, Tagjdia, GvBpwITTOI, AVOTTAPICTWOVTAN KI ETTAVEPXOVTOI OE OXEDT| E OAQ: TNV
TIaPAVoIa, To PUAC, TN Hovagd, T JIcoyuvia, TN VUHPOUavia, To XpUWHA, TO Gwg, To JOVTAL [....]». 7
To 1985 o Hemandez yupicei To VITRIOL (1985, 17°), Tavia Trou onuoarodorei my évopén Mg
ouvepyaoiag Tou pe To studio dm Twv xopeutwv-xopoypdpuwv Bemardo Montet kai Catherine Diver-
és, OTPEPOVTAG T0 BAEO TOU OTNV KIVLOTOYPAPNGT TOU X0POU, WG aVATTOPEUKTT e5ENEN TG
HOKPOXPOVNG £PEUVAG TOU TIAVW OTN CWUCMKSTTA Tou Kvnuomoypdgou: Pas de ciel (1987, 28),
Création de «Concertino» (1990, 29), Déjeuner sur Iherbe (1991) ¢, n ogipd Tamiwv Tauride (1992)
9, «180 onueiwpaTdpio, 18/04/88. Ayopd Malik, 13:40. [....] BAETIOVTOG TOUG XOPEUTEG Va XOPEUOUY,
avagwvoUpe auyva: Ba Trebdvouv! Kai Trpdypam To £pyo Toug, 0 Xopdg Toug, cuvioTatal 0 autd: V/
adeIioouV To XWPO aTTo To BAvATO TOug, VO GUINEUCOUV TO KEVO WOTE VO PaVEl KAAITEPA 0 BAVOTOG
10UG, [...] N adeidioouv v aiBouca ammé ke aviavdkhaon [....]». 2

216 19 louviou 1992 o Téo Hemandez ypdi@el, yia TEAEUTAIO POPE, OTO GMEIWHATAPIO TOU:

VO KPEPOOTEIG GTO KEVO, OTO XWPO [..] VO KAWTOT|OEIG TO adpaTo, VA KUVNYHOEIG TIG UTTOXBOVIEG
SUVAREIG — VO KAVEIG TO WU va TIAMeTan 2!, MeBaivel Niyoug prveg apydrepa ato Mapion.

A6 10 2001 01 Kive BETOuV EPWTAPATA OXETIKA E TA OPIA TOU KIVAHOTOYPAPOU

Kal TNV (uN) UAIKGTNTA Tou QIAY. Me pia ogipd TTpoBoAWY TTou avaTTTUooEeTal, Sixwg
TAEN, O€ ETEPOKANTOUG XWPOUG, (PAVEPWVETAI N GUCTAGCT) TOU TTUPAVA TOUG: N
eheuBepia Tou TTEIPAPATIOUOU, N KIVUATOYPA®Nnan o€ Super 8, To evolagEéPoV yia
£vVaV KUKAO OnuIoupywV TTou SIapKwG SIEUPUVETA.

YTTOONUEITEIG

1 Antonio Porchia, ®wvég, utepp. BaaiAng Aahiwng, ekd6oeig Tvaiktog, ABrva 2004, . 36.

2 Aitha o€ kB Taivia Tou Hemandez eugavifovial oav ektdmAaoia Ta Chutes (ammopevapia 1) UTTOAOITTA), OEIPA TAIVILV TIOU
KaBepia Toug aTroTeAeiTal ammd Ty évwaon Tou UAIKOU TTou Sev XPNOILOTIOINBNKE OTO TEAIKG HOVTAS KI QvTIOTOIXOUV OTIG TAIVIEG
G Baaoikrig PIAJoypagiag Tou. MN.x. Salomé / Chutes de Salomé, Nuestra Sefiora de Paris / Chutes de Nuestra Sefiora de
Paris. «40 onueiwpardpio, 01/08/82. 0d6g Entrepdts. [...] Ki av ouykévipwva dAa Ta ammopevdpia (chutes) Twv Taviwv pou
SnuIoupywWVTaG £va “eidwA0” yia kaBe Taivia pou; To auvoAo Ba ovopaldstav H GAAn giApoypagiox. Téo Hemandez, Trois
gouttes de mezcal dans une coupe de champagne, Editions du Centre Pompidou, Paris 1997, 6. 39.

3 «1o onuewpardpio, 25/11/81. MmaTpo, 0ddg Ponthieu. To aAnBivé prapdk dev eival UTrepBOAr) aAG auoTnpoTTa,
£owTePIKr amaitnon. Eivan diapkrig éAeyxog Tou TraBoug. To uTrapdk eival pia SoKIJaoia KaTd Ty oTToia To oV £pXETal
QVTIMETWTTO WE TO XGOG Tou KGoHoU [...]».Téo Hemandez, o. 35.

4 «70 onpeiwpaTapio, 17/12/83. O Bavarog ato Megiko €ival To dvBog Tou déppaTog» Téo Hemandez, 4., 0. 11.

5 «01/01/80. Autr Tn VUXTQ, TOTTOBEMOX TNV KIVNHOTOYPOPIKH HOU UNXavr| O’ éva TRITTod0 PTTPOCTA aTd TO AVOIXTO
TIapaBupo TTou BAETTE! TTPOG TNV AVaToAr] Kail Ty £€Beaa o€ Aemoupyia 0UTWG WOTE Val KIVNUATOYPAPE] avél TAKTE XPOVIKE
SiaoTrpaTa Ka®' 6An T didipkeia TG VUXTAG. O OTEX0G HOU: VA KIVNATOYPAPowW TO TIEPACHA OTTO TO vat £T0G OTO ETTOHEVO,
aTT6 T pic SeKaETIa OTNV ETTOHEVN [....]».

Xochitl Camblor-Macherel, Joumal de Téo Hemadez oo le je filmé, Editions du Centre Pompidou / Scratch Projection, Paris
1995, 0. 1935.

6 Téo Hemandez, 6.11., 0. 66.

7 Dominique Noguez, Téo Hemandez oo L'art du mouvement, Editions du Centre Pompidou, Paris 1997, o. 198.

8 Téo Hemandez, 6.1., 0. 107.

9 Omwg Ba xapakTnpIoTei amtd 1o YGAAO BewpnTikd Tou Kivnuatoypdgou Dominique Noguez oo opéitAo épBpo Tou Une
école du corps?, Politique hebdo, Tx. 287, 31/10-6/11/1977, 6Trwg avagépeTal aTo Jeune, dure et pure!, Editions Cinémath-
éque Frangaise, Paris 2001 / Edizioni Gabriele Mazzota, Milano 2001, 0. 393.

10 «60 onpeiwpaTapio, 21/07/83, 17:45. Buttes-Chaumont. To Super 8 eivai éva Gypio dpyavo-pECO TToU ETTITPETTEN KABE
£idoug aoéReia oy opBodogia Tou KivnuaToypdpoux». Téo Hemandez, 6.1., 0. 118.

11 Téo Hemandez, 6.1., 0. 24.

12 Téo Hemandez, 6.1, 0. 43-44.

13 Téo Hemandez, 6.1, 0. 42-43.

14 Dominique Noguez, Eloge du cinéma expérimental, Editions Paris Expérimental, Paris 1999, 0. 241.

15 O Hemandez opyavivel éva TUAUa TNG QIAUOYPOPIaG TOU O EVOTNTES, OEIPEG OTTWG TIG OVOUACE! 0 iI10g;: série Portraits,
série Paris saga, série Souvenirs.

16 Omwg avagépeTal 1o Téo Hemandez, 6.1., 0. 90.

17 Téo Hermandez, é.1., . 125.

18 Aev avagépeTal n JIGPKEIQ.

19 1000 pétpa TIEPITIOU KIVNUaTOYPa@Iko @A Super 8.

20 Téo Hemandez, 6.11., 0. 47.

21 Téo Hemandez, 6.11., 0. 29.
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Together with his friends and collaborators — Michel Nedjar, Jakobois, and Gaél Badaud — Her-
nandez set up the MétroBarbésRochechou Art group, a name inspired by the metro station at
Barbes, a district in the north of Paris where exoticism and the West converge. As a collective,
they shot 4 a 4 MétroBarbésRochechou Art (1980-1983, 65') and Grappe d'yeux (1982-1983,
13), in which they filmed each other in a homosexual act carried out in a spirit of absolute
freedom. Hemandez traversed Paris with them, recording the city on a series of electrical
postcards: * Nuestra Sefiora de Paris (1981-1982, 22'), Parvis Beaubourg (1981-1982, 52'),
L'eau de la Seine (1982-1983, 18)).

At the same time, he continued to methodically ™ give shape to an oeuvre that was directly
autobiographical, based on his personal triptych of observation-interpretation-transformation:
"6 Tables d’hiver (1978-1979, 39'), Souvenirs / Florence (1981, 19'), Trois gouttes de mezcal
dans une coupe de champagne (1983, 16’), 30 films brefs (1977-1984, 42). “10th notebook,
21/04/84. Rue des Entrepbts, 22:53. | often make the following mistake: when noting the
frame rate in my filmography, | write down my name instead of the number. Frame rate: Téo
Hemandez. [...] Conscious of the increased possibilities existing in the synthesis of 30 films
brefs, another title could be: 25 years of cinema (referring to the next 25 years during which |
will be making films). And the sum of my films could include all the aspects of my life and my
cinematic oeuvre: like a personal magazine in which homeland, family, childhood, adoles-
cence, travels, people, are all represented and recalled in relation to everything: paranoia,
gender, solitude, misogyny, nymphomania, color, light, editing [...].” "*

In 1985 Hermandez made VITRIOL (1985, 17°), the film that marked the beginning of his
collaboration with studio dm, owned by the dancers/choreographers Bemardo Montet and
Catherine Diverres, and the turning of his gaze to the filming of dance as an inescapable evo-
lution of his longtime research into the corporeality of cinema: Pas de ciel (1987, 28'), Création
de “Concertino” (1990, 29'), Déjeuner sur 'herbe (1991),"® and the Tauride film series (1992).'
“18th notebook, 18/04/88. Malik Market, 13:40. [...] Watching the dancers dancing, we often
cry out: they will die! And indeed, their work, their dance consists precisely in this: to empty
space of their death; to carve the void in order for their death to better appear. [...] To empty
the room of every reflection [...]."°

On 19 June 1992 Téo Hemnandez wrote in his notebook for the last time: “to be suspended in
the void, in space [...] to kick away the invisible, to chase after subterranean powers — to make
the body pulsate.” ?' He died a few months later in Paris.

Since 2001 Kine have been posing questions conceming the limits of cinema and
the (non) materiality of film. Through a series of projections that develops, with no
order, in miscellaneous spaces, the composition of their nucleus is revealed: the
freedom to experiment, filming in Super 8, and the interest in a circle of creators
which is constantly broadening.

Notes

1 Antonio Porchia, Voces, translated from the Spanish from http:/mww.revista.agulha.nom.br/bh32porchia.htm

2 Next to each film by Hemandez appear like ectoplasms the Chutes (rushes), a series of films, each one consisting of a join-
ing together of the clips not used in the final cut and corresponding to the main titles of his filmography. For example, Salomé
/ Chutes de Salomé, Nuestra Sefiora de Paris / Chutes de Nuestra Sefiora de Paris. “4th notebook, 01/08/82. Rue des En-
trepdts. [...] What if | gathered together all the rushes (chutes) of my films and created a ‘reflection’ for each of my films ? The
whole would be called The Other Filmography.” Téo Hemandez, Trois gouttes de mezcal dans une coupe de champagne,
Editions du Centre Pompidou, Paris 1997, p. 39.

3 “1Ist notebook, 25/11/81. Bistrot, Rue Ponthieu. True baroque is not exaggeration but austerity, an inner demand. Itis a
constant control over passion. Baroque is a trial in which the being comes face to face with the chaos of the world [...]". Téo
Hermandez, p. 35.

4 “Tth notebook, 17/12/83. Death in Mexico is the flower of the skin” Téo Hemandez, ibid., p. 11.

5“01/01/80. Tonight, | have placed my camera on a tripod in front of the open window that looks to the East and | have started
it rolling so that it will be filming at regular intervals throughout the night. My aim: to film the passage from one year to the
next; from one decade to the next [...].” Xochitl Camblor-Macherel, Journal de Téo Heradez in le je filmé, Editions du Centre
Pompidou / Scratch Projection, Paris 1995, p. 1935.

6 Téo Hemandez, ibid., p. 66.

7 Dominique Noguez, Téo Hemandez in L'art du mouvement, Editions du Centre Pompidou, Paris 1997, p. 198.

8 Téo Hemandez, ibid., p. 107.

9 As it would be described by the French film theorist Dominique Noguez in his article by the same title Une école du corps?,
Politique hebdo, no. 287, 31/10-6/11/1977, as mentioned in Jeune, dure et pure!, Editions Cinématheque Frangaise, Paris
2001 / Edizioni Gabriele Mazzota, Milano 2001, p. 393.

10 “6th notebook, 21/07/83, 17:45. Buttes-Chaumont. Super 8 is a savage organ/medium that allows all manner of imever-
ence against the orthodoxy of cinema.” Téo Hemandez, ibid., p. 118.

11 Téo Hemandez, ibid., p. 24.

12 Téo Hemandez, ibid., p. 43-44.

13 Téo Hemandez, ibid., p. 42-43.

14 Dominique Noguez, Eloge du cinéma expérimental, Editions Paris Expérimental, Paris 1999, p. 241.

15 Herandez organized part of his filmography into sections or series, as he called them: série Portraits, série Paris saga,
série Souvenirs.

16 As mentioned in Téo Herandez, ibid., p. 90.

17 Téo Hemandez, ibid., p. 125.

18 The running time is not mentioned.

19 Approximately 1000 meters of Super 8 film.

20 Téo Hemandez, ibid., p. 47.

21 Téo Hemandez, ibid., p. 29.



Salomé

1976 / Super 8 (1982 / peyéBuvon ora 16mm / blown up to 16mm)
2knvoBeoia/direction , 8épa/ subject, kduepo/ camerawork, povtag/
editing, oknvikd/ sets, kooToupial costumes, pwriopoil lighting,
nXnTikA prrévra/ soundtrack, {evepik/ credits, Trapaywyry/ produc-
tion: Téo Hernandez

Mouoikry/ Music: Agustin Lara, Elvira Rios, Mahalia Jackson, Sophie
Tucker

Me Toug/ With: Monica Carpiaux, Mona Thomas, Carlos Palacio,
Michel Nedjar

"Eyxpwpol Color, nxnriké/ sound, 65’

Tayxutnta TpoBoAg/ Frame rate: 24 kopé avd deutepoAetrTo/ 24
frames per second

«H Tavia autr) &ev aTToTeAEl TNV EIKOVOYPAPNON Hiag ICTOPIKAG a@riynong 1 evog AoyoTexvikou
KEIPEVOU, AAAG BOJET TO TWHA TNG PETW TNG EVEPYEIAG TTOU TTAPAYE! N SUVOIKT TG, KABWG
Kl HEOW TWV TPIWV BACIKWV OTOIKEIWV: TOU GWTAG, TOU XPWHATOG Kal TNG TaXUTNTag
TIPOBOANG [ONp: N TIPWTATUTTN €kBOXT TNG Taiviag oe Super 8 TrpoBaAdTav o€ 4 SIOPOPETIKEG
TaxuTnTEG Ka diapkouoe 707]. [...] H Tavia TrporTeiver pia eptreipia aviiAnyng: apvoupevn

TN XPrjon OTOIXEIWV EEWTEPIKAG OVAAUCNG (WUXOAOYIKNG, NBIKAG, KOIVWVIKAG, KTA.) 0UTwg
WOoTE va SIKAIOAOYHOEN TNV ageTnpia TNG, SNUIOUPYE TO iBIO TNG TO CWHA, AVIXVEUCIHNO HOVO
péoa oTtd TN JETAPOPPWON Tou BAEUHATOG Tou Bearr, SiakuBeUovTag TNV avTiAnyr Tou.
Mpooépel oTo Beatm éva dpapa, BoAS kal SIAPOPETIKS, [....] TTOU KIVEITOI, HETOTOTTICETN KOl
KOITACE! GY1 HOVO TO PG AAAG Kall TO OKOTADI® T XPWHATA SEV AEITOUPYOUV E TOUG GPOUG

ToU ouvnBIoPéVOU peaNIOPOU, OAAG WG OTITIKEG EVIUTTLIOEIG Kal GUPBONKES popTioeis. |...]

H TayUtnTa TTPoBoArig SI0CTTA TNV £Vvoia TOU XPOVOU GTTWG QUTH ETTIBAAAETOI OTTO TOV
KivnpaToypd@o. H pouoikn dev eikovoypagei Tv Tavia aAAG TipoTeivel pia avtiomign ye v
eIkdva, avarTuooovTag Hid TTAPAAANAN d1I0SPopr TTOU CUVAVTA KATA SIOCTH AT TO ONJEia
OUPPOPAG-OTTOKPUCTOAWOEIG AAUCTIBWV TTOU TTPOKAAOUV KOl (PAVEPLOVOUV TNV OTEAEIWTN
duvaréTnTa epuNveiag TG eikovagy. (TH, lodhiog 1978)

Nuestra Senora de Paris

1981-1982 / Super 8 (ueyéBuvon ota 16mm / blown up to 16mm)
2knvoBeaoia/direction , 8éua/ subject, kduepa/ camerawork, povrag/
editing, {evepik/ credits, Trapaywyr)/ production:

Téo Hernandez

A6 pia 18éa 100/ Based on an idea by Juan Blanco

Hynmikn pmravra / Soundtrack: Jakobois

Me Tov/ With Gaél Badaud

"Eyxpwpol/ Color, nxntiké/ sound, 22’

TayxutnTa TpoBoAng/ Frame rate: 18 kapé avd deutepoAeto/ 18
frames per second

O Téo Hemandez avattAdBel kivnpuatoypa@ika Tov KaBedpikd vaod g MNavayiag Twv
Mapioiwv, kaTaokeuddovTag OTTo Ta ETTIUEPOUG GTOIXEI TOU VOOU (OWEIG, ECWTEPIKG, BITPO) pia
XPWHOTIKY Biv) Héoa aTTd TEXVIKEG EBOBOUG TTOU £XEI 10N EEEPEUVITEI OTIG TIPONYOUHEVES
TAIViEG TOU: N XOPOypaPnuévn Kivnan TG KIVNUATOYPAPIKAG UNXavhg Super 8 o auvduaoud
HE TO YPryopo HOVTA GUVTEAOUV GE HIO BPAUGHATIKY) EIKOVOTTOI. TNV NXNTIKA UTTAVTa TNG
Taviog, n avTioTign BPNOKEUTIKWY TPayoudIwV Kol BopUBwY (KOUTTPETEP), ETTECEPYACHEVILV
aTTé TOV KIVNUaToypagIoTr) Kai gido Tou Jakobois, evioxUel Tnv aioBnon puoTaywyiog TTou
QVOTTITUOOO0UV O €IKOVEG. «40 anueiwpaTapio, 08/12/82. ERAetta Tov kaBedpikd vad aav pia
Z@iyya, éva aTiAaio, pia Trupapida Twv Altékwvy. (TH)

Salomé

1976 / Super 8 (1982 / peyébuvon ota 16mm / blown up to 16mm)
2knvoOeaia/direction , Bépa/ subject, kauepa/ camerawork, povrag/
editing, oknvikd/ sets, kooToupia/ costumes, pwriopoi/ lighting,
nxnTiKA préavral/ soundtrack, {evepik/ credits, Trapaywyry/ produc-
tion: Téo Hernandez

Mouoikry/ Music: Agustin Lara, Elvira Rios, Mahalia Jackson, Sophie
Tucker

Me Toug/ With: Monica Carpiaux, Mona Thomas, Carlos Palacio,
Michel Nedjar

"Eyxpwpo/ Color, nxnTiké/ sound, 65°

Tayxotnta TrPoRoArig/ Frame rate: 24 kapé avd deutepoOAettro/ 24

frames per second

“This film does not constitute the illustration of a historical narrative or a literary text, but rather
constructs its body through the energy produced by its dynamic, as well as through the

three basic elements: light, color and frame rate [n.b.: the film’s original Super 8 version was
screened at 4 different frame rates and ran to 707]. [...] The film proposes a perception experi-
ence: by denying the use of elements of extemnal analysis (psychological, moral, social, etc.)
in order to justify its starting point, it creates its own body, which can only be traced through
the transformation of the viewer’s gaze, thus endangering his perception. The fim offers the
viewer a vision, blurred and different, [...] which moves, shifts and looks not only at the light
but also at the darkness; the colors do not function in terms of ordinary realism, but as visual
impressions and symbolic tensions. [...] The frame rate splits the concept of time as itis
imposed by cinema. The music does not illustrate the film but rather proposes a counterpoint
to the image, charting a parallel course which, at intervals, meets the linkage points/crystalliza-
tions of chains that provoke and reveal the endless interpretational possibilities of the image.”
(TH, July 1978)

Nuestra Senora de Paris

1981-1982 / Super 8 (ueyéBuvon ota 16mm / blown up to 16mm)
2knvoOeaia/direction , Bépa/ subject, kauepa/ camerawork, povrag/
editing, evepik/ credits, Trapaywyr)/ production:

Téo Hernandez

A6 pia 16¢éa Tou/ Based on an idea by Juan Blanco

HxnrikAq prravra / Soundtrack: Jakobois

Me Tov/ With Gaél Badaud

‘Eyxpwpo/ Color, nxniké/ sound, 22°

Tayxotnta TrPofoArig/ Frame rate: 18 kapé ava deutepoAetrro/ 18
frames per second

Téo Hemandez attempts a filmic recreation of Notre-Dame de Paris, using the cathedral's
separate sections (external views, the interior, the stained glass windows) to create a colorful
whirlpool. This is achieved through the techniques he has already explored in his earlier fims:
the choreographed movement of the Super 8 camera combined with fast-paced editing resulit
in a splintered iconopoeia. In the fim’s soundtrack, the counterpoint of religious songs and
noises (power drills), processed by Jakobois, filmmaker and friend of Hernandez, reinforces
the sense of the mystical experience created by the images. “4th notebook, 08/12/82. | saw
the cathedral as a Sphinx, a cave, an Aztec pyramid.” (TH)
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