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TYPEMOTION. TYPE AS
IMAGE IN MOTION

The exhibition TYPEMOTION at the National Gallery of Art presents a
selection of over 90 outstanding examples of Schriftfilme//Typemotion
Films from more than 15 countries, dating from 1897 to the present day.
Referring to those sites and situations where we encounter type in mo-
tion, it examines the multiple possibilities for the presentation, percep-
tion and ways of communicating with type. The exhibition focuses on
artistic films and videos, but also includes feature films, commercials,
music videos and works from the computer demo-scene. TYPEMOTION
presents Schriftfilme//Typemotion Films in cinematic situations, on
interactive monitors, flat screens, as well as in large-format projections
recalling the media facades of our contemporary urban environments.
All films presented in the exhibition are digitised. With the digitalisation
of Schriftfilme//Typemotion Films, the project TYPEMOTION makes a
contribution to the preservation of the international cultural heritage.

We define Schriftfilme//Typemotion Films as analogue or digital films

or film sequences in which mainly animation, graphic design, or music
open up possible uses of type far beyond conventional ways of commu-
nicating with type and type in film.

Movable at least since Gutenberg, type has kept moving to and across
cinema screens, computer displays and other projection surfaces. This
has opened up an entire range of possibilities barely conceivable in

the cultures of print. Countering pessimistic assumptions lamenting the
decline or at least marginalisation of writing, TYPEMOTION highlights
an important feature of contemporary culture: the non-hierarchical play
with the simultaneity of writing and image in analogue and digital forms
of communication. Schriftfilme//Typemotion Films affirm the continued
social, cultural and economic significance of writing in and through visu-
al cultures.

Curators: Christine Stenzer ir Soenke Zehle

JUDANCIOS RAIDES

Paroda ,Judancios raidés” Nacionalinéje dailés galerijoje pristato dau-
giau nei 90 ypatingo démesio verty Srifto filmy (vok. Schriftfiime, angl.
Typemotion Films) pavyzdziy iS penkiolikos $Saliy, sukurty nuo 1897
mety iki Siy dieny. Gilinantis j tas vietas ir situacijas, kai susiduriama
su raSmeniu judesyje, nagrinéjamos jvairios jo panaudojimo reprezen-
tacineés, suvokimo bei komunikacinés galimybeés. Si paroda daugiausia
démesio skiria meniniams ir vaizdo filmams, taciau jtraukta nemazai
vaidybiniy filmy, reklamy, muzikiniy klipy ir kompiuteriniy demosceny.
~Judancios raidés” pristato Srifto filmus kino saléje, interaktyviuose
monitoriuose, plokSCiaekraniuose televizoriuose ir didelese projekcijo-
se, primenanciose medijy fasadus Siuolaikinéje miesto aplinkoje. Visi
parodoje pristatomi filmai yra suskaitmeninti. Tai buvo padaryta sie-
kiant prisidéti prie tarptautinio kultdrinio paveldo iSsaugojimo.

Savoka ,Srifto filmas“ mes apibréziame analoginj ar skaitmeninj filmg
arba filmy serijas, kuriose daugiausia animacija, grafinis dizainas arba
muzika atveria netradicines galimybes Sriftg naudoti komunikacijoje
bei kine.

Judancios — bent jau nuo Gutenbergo laiky — raides persikelé j kino
ekranus, kompiuteriy monitorius ir kitokius projekcijoms tinkamus
pavirSius. Tai atvéré platy galimybiy, sunkiai jsivaizduojamy spaudiniy
kultdroje, spektrg. PrieSingai pesimistinéms prielaidoms dél maze-
jancios rasto reikSmés ar rasto marginalizavimo, ,Judancios raidés*
iSrySkina svarby Siuolaikinés kultiros bruozg — nehierarchinius santy-
kius tarp rasto ir vaizdo analoginése bei skaitmeninése komunikacijos
formose. Srifto filmai patvirtina besitesianéias socialine, kultarine bei
ekonomine rasto reikSmes vizualiai kultarai.

Kuratoriai Christine Stenzer ir Soenke Zehle



KINETOSCOPE

Here we present our interpretation of kinetoscope, an early mo-
tion picture exhibition device, designed for films to be viewed by
one individual at a time. In this late 19th-century experimental
cinematic situation, a film from a slightly later period is presented,
Edwin S. Porter’s How Jones Lost His Roll (US, 1905).

The use of writing as an additional informational medium in film
became standard practice no later than 1908. In silent film, it
emerged initially in the guise of intertitles inserted to ensure nar-
rative coherence. In this context, writing appeared primarily not as
an independent means of communication, but as an auxiliary way
of compensating for the limitations of film. Since, in such cases,
the purpose of writing is to convey clear semantic information, ef-
fortless legibility is required; fade-ins are thus executed in linear
and logical, distinct, and static forms that produce a “rigid and
disruptive® (Victor Pordes 1919) and consequently un-filmic ef-
fect. And yet, ever since the early pioneering days of film, writing
in film has by no means remained restricted to the mediation of
semantic information. Through its graphic stylisation, it is capable
of serving pivotal additional functions. Innovative forms of visual
accentuation enhance the relevance of the intertitles to such an
extent that filmic narration is mediated by writing almost as much
as it is by the image.

KINETOSKOPAS

Pristatome savo kinetoskopo, ankstyvo filmy aparato, skirto indi-
vidualiam filmy zidréjimui, interpretacijg. XIX a. pabaigos ekspe-
rimentinéje kino rodymo situacijoje pristatomas Siek tiek veélesnio
laikotarpio filmas — Edwino S. Porterio ,Kaip sékmé nusisuko nuo
Joneso® (1905, JAV).

Rastas, kaip pagalbiné informacijos priemoné filmuose, standarti-
zavosi ne véliau kaip 1907 ar 1908 metais: nebyliajame kine raidés
atsirado tarsi titrai, uztikrinantys pasakojimo rislumag. Taigi Siame
kontekste rastas naudojamas ne kaip savarankiSka komunikacijos
priemone, bet kaip filmo papildinys, kompensuojantis jo trikumus.
Tokiu atveju, jeigu teksto tikslas yra perteikti aiSkig semantine
prasme, lengvas perskaitomumas yra butinas. Tekstg pateikiant li-
nijiniu badu, logiSkai, aiskiai ir statiSkai, sukeliamas ,nelankstumo
ir trikdzio“ (Victor Pordes, 1919) jspudis, todél atsiranda ,nefilmis-
kumo® aspektas. Ir vis délto, nuo pat kino sukdrimo dieny rastas
filmuose tikrai nebuvo vien tarpininkas atskleidziant semanting in-
formacijg. Naudojant grafine stilizacija, rastas gali atlikti svarbias
papildomas funkcijas. Inovatyvios vizualinio akcentavimo formos
taip padidina teksto intarpy reikSme, jog filmo pasakojimas tekstu
atskleidziamas beveik tiek pat, kiek vaizdu.



KAIP SEKME NUSISUKO NUO JONESO

REZISIERIUS EDWIN S. PORTER, JAV, 1905, 35 MM, NESPALVOTAS, BEGARSIS, 7 MIN.

AprasSymas skyriuje ,Nebylusis kinas / istorinis avangardas®

HOW JONES LOST HIS ROLL

DIRECTOR: EDWIN S. PORTER, US, 1905, 35 MM, B/W, SILENT, 7 MIN.

For description please see “Silent Film / Historical Avant-Garde”



TV TELEVIZORIY
HILLHII KORIDORIUS

This core element, “the” archive-station provides the visitor with Sis parodos elementas veikia tarsi archyvo stotis, suteikianti zitro-
a representative cross-section through the whole archive of vui galimybe pamatyti reprezentatyvy Srifto filmy archyvo skerspju-
Schriftfilme, with a journey through more than 120 years of the vj ir leistis j kelione per 120 mety trunkancig rasto filmuose istorija.
filmic writing.




KOLEDZO DRAUGA a

REZISIERIUS EDWIN S. PORTER, JAV, 1907, 35 MM, NESPALVOTAS, BEGARSIS, 11 MIN.

ApraSymas skyriuje ,Nebylusis kinas / istorinis avangardas®

COLLEGE CHUMS

DIRECTOR: EDWIN S. PORTER, US, 1907, 35 MM, B/W, SILENT, 11 MIN.

For description please see “Silent Film / Historical Avant-Garde*®
P TAI PERGALE b
,PERGALES OBLIGACIJU* REKLAMA, REZISIERIUS NORMAN MCLAREN, KANADA, 1941,

35 MM, SPALVOTAS (WARNERCOLOR), GARSINIS, 2 MIN. 5 SEK.

ApraSymas skyriuje ,Reklamos, anonsai, televizijos vinjetés*”

V FOR VICTORY
COMMERCIAL FOR VICTORY BONDS, DIRECTOR: NORMAN MCLAREN, CA, 1941, 35 MM, COLOR
(WARNERCOLOR), SOUND, 2 MIN 5 SEC.

For description please see “Silent Film / Historical Avant-Garde*“

Z0DZIY FILMAS (FLUKSFILMAS 29) C

REZISIERIUS PAUL SHARITS, JAV, 1966, 16 MM, SPALVOTAS, SU GARSU, 3 MIN. 40 SEK.

Aprasymas skyriuje ,Flicker (mirgéjimo) filmai”

WORD MOVIE (FLUXFILM 29)

DIRECTOR: PAUL SHARITS, US, 1966, 16 MM, COLOUR, SOUND, 3 MIN 40 SEC.

For description please see “Flicker Films*



3 KINEMATOGRAFINIAI TEKSTAI d

REZISIERIUS GERHARD RUHM, AUSTRIJA, 1955 (IDEJA), 1964 (GARSO TAKELIS),
VOKIETIJA, 1969 (JGYVENDINIMAS), NESPALVOTAS, GARSINIS, 4 MIN, PIRMA
TRANSLIACIJA: , OFELIJA IR ZODZIAI (SU 3 KINEMATOGRAFINIAIS TEKSTAIS)“, 1970 M.
SPALIO 29 D., RBB KANALAS.

Aprasymas skyriuje ,Konkre€ioji ir garso poezija“

3 KINEMATOGRAFISCHE TEXTE

DIRECTOR: GERHARD RUHM, AT, 1955 (IDEA), 1964 (SCORE), DE, 1969 (IMPLEMEN-
TATION), B/W, SOUND, 4 MIN, FIRST BROADCAST: OPHELIA UND DIE WORTER (WITH 3
KINEMATOGRAFISCHEN TEXTEN), OCTOBER 29, 1970, RBB.

For description please see “Concrete / Sound Poetry“

ATSITIKTINUMAS (PIRMA DALIS IS DAUGELIO) €

REZISIERIUS GARY HILL, JAV, 1982 / 1983, NESPALVOTAS, STEREOGARSAS, 6 MIN. 47 SEK.

ApraSymas skyriuje ,Videomenas: medijy kritika, medijy
refleksija ir kita“

HAPPENSTANCE (PART ONE OF MANY PARTS)

DIRECTOR: GARY HILL, US, 1982/1983, B/W, STEREO, 6 MIN 47 SEC.

For description please see “Video Art: Media Criticism, Media
Reflection and Other”

DVASIA YRA SVARBI f

REZISIERIUS PETER ROSE, JAV, 1984, 16 MM, SPALVOTAS, GARSINIS, 6 MIN.

ApraSymas skyriuje ,Flicker (mirgéjimo) filmai”



SPIRIT MATTERS

DIRECTOR: PETER ROSE, US, 1984, 16 MM, COLOUR, SOUND, 6 MIN.

For description please see “Flicker Films*

MIEGANCIOJI GRAZUOLE

ATLIKEJAS: , FUNKSTORUNG* KARTU SU LOU RHODES, REZISIERIUS , MK 12¢, JAV, 2004,
4 MIN. 9 SEK.

ApraSymas skyriuje ,Muzikiniai vaizdo klipai“

SLEEPING BEAUTY

ARTISTS: FUNKSTORUNG FEAT. LOU RHODES, DIRECTOR: MK12, US, 2004, 4 MIN 9 SEC.
(MUSIC VIDEO / DIGITAL ANIMATION)

For description please see “Music Videos*

KARCIAI GRAZUS

PAGAL ERNST JANDL EILERAST] ,,SNIEGO PAVEIKSLELIS*, REZISIERIUS JOHANNES VOGT,
GARSAS: TOBIAS WUSTEFELD, VOKIETIJA, 2008, ANIMACINIS, SPALVOTAS, GARSINIS,
1 MIN. 57 SEK.

ApraSymas skyriuje ,Poetiniai filmai“

BITTERSCHON

BASED ON THE POEM EIN SCHNEEBILD BY ERNST JANDL, DIRECTOR: JOHANNES VOGT,
SOUND: TOBIAS WUSTEFELD, DE, 2008, ANIMATION, COLOUR, SOUND, 1 MIN 57 SEC.
(POETRY CLIP / DIGITAL ANIMATION)

For description please see “Poetry Clips”



LOGORAMA i

REZISIERIAI: FRANGOIS ALAUX, HARVE DE CRECY, LUDOVIC HOUPLAIN (H5),
PRANCUZIJA, 2009, ANIMACINIS, SPALVOTAS, GARSINIS, 16 MIN, PAREMTAS CNAP,
CNAP KOLEKCIJOS DALIS

ApraSymas skyriuje ,Logorama*“

LOGORAMA

DIRECTORS: FRANGOIS ALAUX, HERVE DE CRECY, AND LUDOVIC HOUPLAIN (H5), FR,
2009, ANIMATION, COLOUR, SOUND, 16 MIN, SUPPORTED BY CNAP, PART OF THE CNAP
COLLECTION.

For description please see “Logorama“

ANEMISKAS KINAS ]

REZISIERIUS MARCEL DUCHAMP, PRANCOZIJA, 1924 / 1926, 16 MM, NESPALVOTAS,
BEGARSIS, 6 MIN.

ApraSymas skyriuje ,Nebylusis kinas / istorinis avangardas*®

ANEMIC CINEMA

DIRECTOR: MARCEL DUCHAMP, FR, 1924/1926, 16 MM, B/W, SILENT, 6 MIN.

“

For description please see “Silent Film / Historical Avant-Garde

POEZIJOS LAUKAS NR. 2 k

REZISIERIUS STAN VANDERBEEK, JAV, 1966, 16 MM, SPALVOTAS, GARSINIS, 4 MIN.

ApraSymas skyriuje ,Eksperimentiniai filmai“



POEMFIELD NO. 2

DIRECTOR: STAN VANDERBEEK, US, 1966, 16 MM, COLOUR, SOUND, 4 MIN.

For description please see “Experimental Film*

ATSILIEPIMAS

DENNIS OPPENHEIM PERFORMANSAS, JAV, 1971, NESPALVOTAS, GARSINIS,
5 MIN. 40 SEK.

Apra8ymas skyriuje ,Videomenas: performansas*”

FEEDBACK

PERFORMANCE BY DENNIS OPPENHEIM, US, 1971, B/W, SILENT, 22 MIN.

For description please see “Video Art: Performance”

REABRAKADABRA m

IGYVENDINIMAS: EDUARDO KAC, BRAZILIJA, 1985, ANIMUOTAS VIDEOTEKSTINIS
EILERASTIS (MINITEL), SPALVOTAS, GARSINIS, 55 SEK.

ApraSymas skyriuje ,Videomenas: medijy kritika, medijy refleksija
ir kita“

REABRACADABRA

IMPLEMENTATION: EDUARDO KAC, BR, 1985, ANIMATED VIDEOTEXT (MINITEL) POEM,
COLOUR, SILENT, 55 SEC.

For description please see “Video art: media criticism, media
reflection and other”



TIPOKINEMATOGRAFIKONAS

REZISIERIUS, SCENARIJAUS AUTORIUS ANDREAS KREIN, GAMINTOJAS: BADEN-
VIURTEMBERGO KINO AKADEMIJA, VOKIETIJA, 1997, 16 MM, SPALVOTAS, GARSINIS,
3 MIN. 27 SEK.

ApraSymas skyriuje ,Eksperimentiniai filmai“

TYPOKINEMATOGRAPHIKON

DIRECTOR, SCRIPT: ANDREAS KREIN, PRODUCTION: FILM ACADEMY BADEN-
WURTTEMBERG, DE, 1997, 16 MM, COLOUR, SOUND, 3 MIN 27 SEC.

For description please see “Experimental Film*

PANTERA

PAGAL RAINER MARIA RILKE EILERAST] ,,PANTERA (1902), REZISIERIUS CLEMENS
KOGLER, AUSTRIJA, 2005, ANIMACINIS, SPALVOTAS, GARSINIS, 2 MIN. 50 SEK.

ApraSymas skyriuje ,Poetiniai filmai“

PANTHER

BASED ON THE POEM DER PANTHER BY RAINER MARIA RILKE (1902, DIRECTOR:
CLEMENS KOGLER, AT, 2005, ANIMATION, COLOUR, SOUND, 2 MIN 50 SEC.

For description please see “Poetry Clips”

ATSIPRASAU

ATLIKEJAS: PHILIPPE KATERINE, REZISIERIAI: MRZYK & MORICEAU, PRODIUSERIAI
WANDA PRODUCTIONS, PRANCUZIJA, 2006, 3 MIN. 36 SEK.

ApraSymas skyriuje ,Muzikiniai vaizdo klipai“



EXCUSE-MOI

ARTIST: PHILIPPE KATERINE, DIRECTORS: MRZYK & MORICEAU, PRODUCERS: WANDA
PRODUCTIONS, FR, 2006, 3 MIN 36 SEC.

For description please see “Music Videos*

PASLEPTA KALBA

PAGAL JILA PEACOCK EILERAST] ,DESIMT HAFEZO EILERASTIY“, REZISIERIUS DAVID
ALEXANDER ANDERSON, DIDZI0JI BRITANLJA / IRANAS, 2008, DIGIBETA, ANIMACINIS,
SPALVOTAS, GARSINIS, 5 MIN.

Aprasymas skyriuje ,Poetiniai filmai“

TONGUE OF THE HIDDEN

BASED UPON THE BOOK TEN POEMS FROM HAFEZ BY JILA PEACOCK, DIRECTOR: DAVID
ALEXANDER ANDERSON, GB/IR, 2008, DIGIBETA, ANIMATION, COLOUR, SOUND, 5 MIN.

For description please see “Poetry Clips*

TIGRO DULKES

ATILKEJAS YELLO (VIRTUALUS KONCERTAS ,PALIESK YELLO“), REZISIERIUS KEVIN
BLANC, PRODIUSERIS JURG STEUDLER, ENCORE PICTURES, SVEICARLIA, 2009 M.,
3 MIN. 9 SEK.

ApraSymas skyriuje ,Muzikiniai vaizdo klipai“

TIGER DUST

MUSIC SEQUENCE, ARTIST: YELLO, IN: TOUCH YELLO THE VIRTUAL CONCERT, DIRECTOR:
KEVIN BLANC, PRODUCER: JURG STEUDLER, ENCORE PICTURES, CH, 2009, 3 MIN 9 SEC.

For description please see “Music Videos”



VIDEO ART:
PERFORMANCE

Although artists such as Nam June Paik and Wolf Vostell already
began to explore the new possibilities for display and image manip-
ulation enabled by video technology in 1963, other artists did not
develop an interest in video as a new form of artistic expression and
the forms of aesthetic practice it allowed until much later. Instead,
they considered video technology as a welcome new possibility
in the context of expanded cinema, but also as a cost-effective
technique for the storage especially of the processual moments of
their performance art. Starting in the late 1960s, artists in Austria,
Germany and the United States started to use the new technology
to document their performances, contrary to the original postulates
defining this art form as ephemeral and non-reproducible.

A. VIDEOMENAS:
PERFORMANSAI

Nors tokie menininkai kaip Nam June Paikas ir Wolfas Vostellis
pradéjo ieSkoti naujy vaizdo ekspozicijos ir manipuliacijos vaiz-
dais budy jau 1963 m., kiti menininkai dar gana ilgai nesusidome-
jo videomenu kaip nauja iSraiSkos priemone ar estetine praktika.
Videotechnologijas jie mielai priemé kaip naujas galimybes iSplés-
tinio kino (expanded cinema) kontekste, o taip pat kaip nebran-
gig priemone iSsaugoti savo perfomansy meno proceso akimir-
kas. Vélyvame septintajame deSimtmetyje Austrijoje, Vokietijoje
bei JAV menininkai pradéjo naudoti performansus dokumentacijai,
prieStaraudami originaliam performanso kaip efemerisko ir neat-
kuriamo karinio apibrézimui.



SVEIKI

PETER WEIBEL IR SUSANNE WIDL PERFORMANSAS, AUSTRIJA, 1967, U-MATIC PAL,
NESPALVOTAS, BEGARSIS, 46 MIN.

Performanse ,Sveiki“ Peteris Weibelis (g. 1944) ir Susanne Widl
netikétai susitinka gatvéje, pasisveikina — ,GriB Gott" (Sveikil;
vokiSkai pazodziui ,garbinti vieSpatj“). Po to skubama suvartoti
iSkeptus zodzius ,GriB Gott“. Kai Widl mégaujasi raidziy pyragu
»GraB® (garbinu), Weibel ispjauna ,,Gott* (VieSpats). Apibendri-
nant, ,zodziai pateikiami kaip maistas, kaip pyragai, kaip objektai:
kiekvienas Zodis yra kasnis, kiekvienas kasnis yra Zodis, ZodZiai
yra valgomi, naikinami, dedami j burng. Tai abécéliné Svente
akims, kulinariné kalbos Sventé, kalba kaip patiekalas, kalba kaip
vir§kinimas.“ (,Kunst aus Sprache*, 1976)

GRUSS GOTT

PERFORMANCE BY PETER WEIBEL AND SUSANNE WIDL, AT, 1967, PAL BY U-MATIC, B/W,
SILENT, 46 MIN.

In GriiB Gott Peter Weibel (*1944) and Susanne Widl encounter
one another on the street, and greet one another, “Gri3 Gott”
(“Greetings!”, in German literally “Greet God”), before promptly
proceeding to consume the baked words “GruB Gott”. While Widl
appears to enjoy the lettered cake “GriB” (Greet), Weibel spits
out “Gott” (God). In summary, “Words [become] shown as food,
as cakes, as objects: each word a bite, each bite a word, words
are eaten, devoured, others are placed in the mouth, stuffed in,
an alphabetic feast for the eyes, a culinary feast of language, lan-
guage as a dish, language process as digestive process” (Kunst
aus Sprache 1976).



MINDYTI TEISE

(,DAS RECHT MIT FUSSEN TRETTEN“), TEKSTO AKCIJA / TEKSTINIS APLINKOS MENAS, PETER
WEIBEL, AUSTRIJA, 1967 / 1968, U-MATIC PAL, NESPALVOTAS, 1 MIN. 14 SEK.

Filmuotoje Peterio Weibelio teksto akcijoje ,Mindyti teise” matome
keletg zmoniy, lipan€iy ant balta kreida ant grindy uzra8yto zodzio
Lteise”, tad jie tikrgja to zodzio prasme ,mindo teise”.

DAS RECHT MIT FUSSEN TRETEN

(STEPPING ON LAW), TEXT ACTION/TEXT ENVIRONMENT BY PETER WEIBEL, AT, 1967/1968,
PAL BY U-MATIC, B/W, 1 MIN 14 SEC.

In the filmed text action Das Recht mit FiiBen treten (Stepping On
Law) by Peter Weibel (*1944), one sees several people stepping
out across a floor marked in white chalk with the word “Recht” so
that in the context of this text environment, they seem to literally

“step on” the “law”.



LIETUS (PROJEKTAS TEKSTUI)

MARCEL BROODTHAERS PERFORMANSAS, BELGIJA, 1969, 16 MM, NESPALVOTAS, 2 MIN.

Belgy menininko Marcelio Broodthaerso (1926—1976) filmai tikrai
néra vien tik ranky darbo filmai, materialistiniai (struktdralistiniai)
filmai, teksty (konkreciyjy) filmai, asmeniniai, autobiografiniai ar
nekomerciniai pogrindiniai filmai — jis visus Siuos zanrus sujungia
i bendrg visuma. ,Lietus” pristato Broodthaerso pastangas rasyti
lietuje. Suprantama, jog taisyti tokiomis aplinkybémis parasytg ra-
Salu tekstg nesiseka; lietus priver&ia Broodthaerso uzraSus iSsilie-
ti, i$ jy lieka tik abstrak€ios, kaligrafiSkos Zzymeés, tekstas savaime
transformuojasi j ornamentiska, arabeskg primenantj paveiksla.

LA PLUIE (PROJET POUR UN TEXTE)

PERFORMANCE BY MARCEL BROODTHAERS, BE, 1969, 16 MM, B/W, 2 MIN.

The films of the Belgian artist Marcel Broodthaers (1924—-1976)
are clearly not just handmade films, (structural) material films,
(concrete) script films, personal, autobiographical, or non-com-
mercial underground films, but instead present a kind of conglom-
erate of all these genres. La pluie shows Broodthaers’ attempt to
write in the rain. Understandably, fixing a text written in ink under
those circumstances proves unsuccessful; the rain makes Brood-
thaers’ handwriting blur into abstract, calligraphic traces, and
transforms the writing into an ornamental, arabesque image.



ATSILIEPIMAS

DENNIS OPPENHEIM PERFORMANSAS, JAV, 1971, NESPALVOTAS, GARSINIS, 22 MIN.

Tekstas, kurj Dennis Oppenheimas (1938—-2011) uzrasé savo smi-
liumi ant Kristinos Oppenheim nugaros filme ,Atsiliepimas”, negali
bati perskaitytas ziGrovy; jis gali bati tik jau¢iamas zmogaus, ant
kurio kiino jis raSomas. Rasymo veiksmas iSkart sukelia fizines
reakcijas. Rasymas tampa efemeriSku gestu.

FEEDBACK

PERFORMANCE BY DENNIS OPPENHEIM, US, 1971, B/W, SILENT, 22 MIN.

The text that Dennis Oppenheim (1938-2011) wrote with his index
finger on Kristin Oppenheim’s back in Feedback cannot be read
by the viewers; it can only be felt by the person being written on.
The act of writing evokes immediate physical reactions. Writing
becomes an ephemeral gesture.



DAUGIAU NEKURSIU NUOBODAUS MENO

JOHN BALDESSARI PERFORMANSAS, JAV, 1971, NESPALVOTAS, GARSINIS, 32 MIN. 21 SEK.

Vaizdo performanse ,Daugiau nekursiu nuobodaus meno® kon-
ceptualistas ir medijy menininkas Johnas Baldessaris (g. 1931)
nenutrikstamai iStisg pusvalandj baltame popieriaus lape raso
vaizdo performanso pavadinimg. Nesinaudodamas jokiomis
priemonémis, jis jgyvendina filmo pavadinime suformuluota tikslg.
IroniSkai atskyrus formg ir turinj, Baldessario metodiskas, kartoja-
mas pratimas intencionaliai prie$tarauja pamokymo esmei — susi-
laikyti nuo nuobodaus meno kdrimo.

| WILL NOT MAKE ANY MORE BORING ART

PERFORMANCE BY JOHN BALDESSARI, US, 1971, B/W, SOUND, 32 MIN 21 SEC.

In the performance video I will not make any more boring Art, the
concept and media artist John Baldessari (*1931) writes the title
of the video on a white sheet of paper, for a period of half an hour
uninterruptedly. He by no means fulfils the pledge formulated in
the title. In an ironic disjunction of form and content, Baldessari’s
methodical, repetitive exercise deliberately contradicts the point
of the lesson, to refrain from creating “boring” art.



MOKANT GELE ALFABETO

JOHN BALDESSARI PERFORMANSAS, JAV, 1972, NESPALVOTAS, GARSINIS, 18 MIN. 40 SEK.

Johnas Baldessaris performanse ,Mokant géle alfabeto” siekia
iSmokyti kambarinj augalg abécélés. Sis beviltiskas sumany-
mas uztrunka beveik dvidesimt minuciy: mokytojas be pabaigos
kartoja kiekvieng abécélés raide atskirai (baaaaaaaa...“), tuo
pat metu didaktine maniera rodydamas lenteles su didZiosiomis
ir mazosiomis raidémis ir Zodziy pavyzdziais. Siame ir kituose
performansuose menininkas SmaikS¢&iai kvestionuoja kalba, jos
reikSmes, suvokima ir, Zinoma, patj meng.

TEACHING A PLANT THE ALPHABET

PERFORMANCE BY JOHN BALDESSARI, US, 1972, B/W, SOUND, 18 MIN 40 SEC.

In Teaching a Plant the Alphabet, John Baldessari (*1931) at-
tempts to teach the alphabet to a house plant. This hopeless
undertaking takes almost 20 minutes: the teacher relentlessly re-
peats each of the single letters of the alphabet in succession (“A a
aaaaaa..”) while simultaneously presenting text panels in up-
per and lower case letters in a didactic manner, along with word
examples. In these and other performances, the artist humorously
questions language, meaning, perception, and, not least, art.



APSIRASYMAS

PETER WEIBEL PERFORMANSAS, AUSTRIJA, 1973, U-MATIC PAL, NESPALVOTAS, GARSINIS,
12 MIN. 22 SEK.

PeterisWeibelis Siame performanse save charakterizuoja dviem
bldais: pirmuoju atveju rado jj apibadinanéius Zzodzius ant lango
stiklo, antruoju — save apibddina vizualiai, kai apraSytas lango
stiklas padedamas tarp kameros ir menininko. RaSydamas apie
save, Weibelis tampa geriau matomas, bet tuo paciu uzdengia
savo atvaizdg raSomu tekstu.

SELBSTBESCHREIBUNG
(DESCRIBING MYSELF)

PERFORMANCE BY PETER WEIBEL, AT, 1973, PAL BY U-MATIC, B/W, SILENT, 12 MIN 22 SEC.

In Selbstbeschreibung (Describing Myself), Peter Weibel (*1944)
describes himself in two senses: first, in self-reflective words,
which he writes on a pane of glass; and second, in a visual sense,
in that the inscribed pane of glass is placed between the video
camera and the artist. In his performance, Weibel makes himself
visible during the processes of writing, but covers his image, his
portrait made at the same time and with the script he is writing.



TOBULA VEIKLA NEPALIEKA ZYMIY

BERTRAM HAUDE IR JENS VOLZ PERFORMANSAS, VOKIETIJA, 2001, SPALVOTAS, GARSINIS,
5 MIN. 30 SEK.

Internetinés zZiniasklaidos platformose, tokiose kaip ,YouTube®,
galima rasti tuzinus taip vadinamy ABC filmy, kurie gimsta jvai-
riuose kontekstuose. Raidés Siems filmams nufilmuojamos kelio
Zenkluose ar plakatuose, paliekant galimybe atpazinti, i$ kur jos
pasiskolintos, o tada jos animuojamos ar tiesiog sukonstruojamos
i$ buities daikty. Vizualizuodami kalbos ir rasto daiktiSkuma, Sie
filmai atkreipia démesj j dviejy vizualiy medijy — rasto ir vaizdo —
santykj. Bertramo Haude’s ir Jenso Volzo vaizdo performanse , To-
bula veikla nepalieka zymiy“ teiginys sudéliojamas i$§ sékly, kurias
tuoj pat sulesa balandziai — ,tobula veikla nepalieka zymiy“.

PERFECT ACTIVITY LEAVES NO TRAGES

PERFORMANCE BY BERTRAM HAUDE AND JENS VOLZ, DE, 2001, COLOR, SOUND, 5 MIN 30 SEC.

In online media platforms such as YouTube, one can find doz-
ens of so-called ABC films, which originate from very different
contexts, whose letters have been filmed from signs or posters,
made recognisable as their components, and then animated, or
just constructed from all kinds of everyday objects. Through their
visualisation of the objecthood of language and writing, these
films all refer to the relationship between the two visual media

of writing and image. In the video performance perfect activity
leaves no traces by Bertram Haude and Jens Volz, the statement
is composed of seeds, which are immediately pecked by pigeons,
“perfect activity leaves no traces.”



SINTAKSE

ANNA GOLLWITZER PERFORMANSAS, VOKIETIJA, 2004, SPALVOTAS, GARSINIS, 4 MIN. 45 SEK.

Annos Gollwitzer (g. 1968) performansuose rasto ir kiino santykis
yra labai svarbus; vaidybinés strategijos visada derinamos su
tekstiniais objektais. Vaizdo performansai tampa gyvais tekstiniais
filmais tikraja Siy Zodziy prasme. Pavadinimg ,Sintaksé“ (vok.
L~Satzbau®, tiesiogine prasme ,sakinio statyba®) ji taip pat supranta
tiesiogiai: stato milziniSkus trimacius skyrybos Zenklus, patraukia
juos arba pereina j kitg vietg pati, atsiséda ir kitaip priglunda prie
vieno i$ septyniy Zmogaus auks¢io Zenkly, pagaminty i§ medzio
plauso plok&¢iy, ir sudaro sakinius vien tik i$ Siy zenkly.

SATZBAU

PERFORMANCE BY ANNA GOLLWITZER, DE, 2004, COLOR, SOUND, 4 MIN 45 SEC.

In Anna Gollwitzer’s (*1968) performances, the combination of
writing and the body is constitutive; performative strategies are
always combined with text objects. Her performances, which she
records on video, therefore present lively writing films in the true
sense of the words. In Satzbau, too, she understands her title in
a literal sense: she sets up huge three-dimensional punctuation
marks, moves them or herself, sits down and positions her body
next to the seven human-size marks made of medium-density
fibreboard, and builds sentences made solely of punctuation
marks.



VIDEO ART:
MEDIA CRITICISM, MEDIA
REFLECTION AND OTHER

VIDEOMENAS:
MEDIJU KRITIKA, MEDLJY
REFLEKSLA IR KITA

DR

Video technology swiftly began to catch artists’ attention follow-
ing its introduction to the North American and European markets
around the beginning of the 1960s, and therefore was able to es-
tablish itself as an independent art medium. The initially black-
and-white and minimal resolution images by no means diminished
the enthusiasm among artists for countering television with artistic
productions — to make their “own” television — and henceforth to
explore image, sound and writing with a more affordable means
of production, e.g. Richard Serra, Television Delivers People (US,
1973); Antoni Muntadas, Media Ecology Ads (US, 1982); Gary Hill,
Happenstance (part one of many parts) (US, 1982/1983); Dellbrig-
ge & de Moll, Video-Theorie (DE/FR 1992/1993) or Yann Beau-
vais, Hezraelah (FR, 2006). One of the most obvious differences
with film, reflected no less in the integration of writing since the
emergence of video art, is the genre’s (almost) entirely nonexistent
hierarchy of image, sound and writing. In video, the soundtrack
need not be superimposed over the images in a separate process,
nor should text panels be inserted into the pictorial space. In elec-
tronic — and later in digital - media, image, sound and writing not
only have equal rights from the outset, but are, above all else, of
a similar kind, based on the same electronic/digital components.

Menininkai pradéjo dométis videotechnologijomis iSkart po jy at-
siradimo prekyboje Siaurés Amerikoje bei Europoje septintojo de-
Simtmecio pradzioje, todél videomenas spéjo jsitvirtinti kaip visis-
kai nepriklausoma meno forma. Ankstyvasis nespalvotas ir prastos
raiSkos filmo vaizdas né kiek nesumenkino menininky entuziazmo
savo kariniais prieSintis televizijai ir kurti savagjg. Jie émé nagrinéti
vaizdg, garsa bei rastg Siuo daug prieinamesniu karybai badu. Pa-
vyzdziai gali bati Richardo Serra , Televizija pristato Zmones* (,,Te-
levision delivers people®, 1973, JAV), Antonio Muntado ,Medijos
ekologijos reklamos* (,Media ecology ads®, 1982, JAV), Gary Hillo
LAtsitiktinumas (pirma dalis i$ daugelio)®, (,Happenstance (part one
of many parts)“, 1982 /1983, JAV); Dellbriigge & de Moll ,Videoteo-
rija“ (,Video-Theorie®, 1992 / 1993, Vokietija, Prancizija) arba Yan-
no Beauvais ,Hezraelah® (2006, Prancuzija). Vienas i$ akivaizdziy
videomeno skiriamyjy bruozy yra ne tik rasto integracija j filmus
nuo pat jo atsiradimo, bet ir beveik neegzistuojanti hierarchija tarp
vaizdo, muzikos ir rasto. Videofilmuose muzikos takelis neprivalo
bati atskirtas nuo vaizdo, o rastas nebdatinai turi jsiterpti j vaizdg.
Elektroninése, o véliau ir skaitmenineése medijose, vaizdas, garsas
ir rastas ne tik turi lygias teises, bet yra ir panasus — sudaryti iS ty
paciy elektroniniy / skaitmeniniy komponenty.



ATSITIKTINUMAS
(PIRMA DALIS IS DAUGELI0]

REZISIERIUS GARY HILL, JAV, 1982 / 1983, NESPALVOTAS, STEREOGARSAS, 6 MIN. 47 SEK.

Savo nespalvotame filme ,Atsitiktinumas (pirma dalis i§ daugelio)”
Gary’s Hillas (g. 1951) zZiurovams pateikia sudétingg audiovizu-
aline struktira, sudarytg ne tik i$ vaizdo ir garso, bet ir i$ per-
skaitomo ir neperskaitomo rasto. Konceptualig laikine struktirg
galima apibadinti kaip sékmingg kompleksi$ka skirtingy kalbos
formy — kalbéjimo, radymo ir teksty kaip vaizdy — kombinacijg. Du
esminiai videoelementai yra perskaitomi subtitrai ir gerai girdimas
Hillo uzkadrinis balsas. Be to, kadre matome perskaitomo rasto li-
nijas, sukomponuotas su teksto paveiksléliais (ugnis, medis) arba
su visiSkai neperskaitomomis raidziy figdromis. ,Atsitiktinumas”
pasakoja istorijg apie beveik biogenetine vaizdo ir rasto transfor-
macijg ir rasto organinj gyvenima bei mirtji monitoriaus ekrane.

HAPPENSTANCE
(PART ONE OF MANY PARTS)

DIRECTOR: GARY HILL, US, 1982/1983, B/W, STEREO, 6 MIN 47 SEC.

In his black-and-white video Happenstance, Gary Hill (*1951)
confronts his audience with a complex audiovisual structure, com-
posed not only of image and sound but also and above all the in-
tegration of legible and illegible writing. The conceptual temporal
structure of the video can be described as a successively complex
combination of different forms for presenting language: speaking,
writing, and text images. Two of the constitutive elements of the
video are its legible subtitles and Hill’s clearly audible voice from
off camera. Within the pictorial space proper, moreover, there is
linear, legible writing composed either of text images (fire, tree) or
of increasingly illegible written figurations. Happenstance tells the
story of the paradoxical morphism of the transformation between
image and writing in an (almost) biogenetic model of the organic
life and death of writing on the surface of the monitor image.



REABRAKADABRA

IGYVENDINIMAS: EDUARDO KAC, BRAZILIJA, 1985, ANIMUOTAS VIDEOTEKSTINIS EILERASTIS
(MINITEL), SPALVOTAS, GARSINIS, 55 SEK.

Animuotame videotekstiniame eilérastyje ,Reabrakadabra® raidé A
sudaroma i$ geometriniy formy.Kitos raidés, filme pasirodancios
kaip baltos zvaigzdés skirtingose vietose tamsiame ekrane, susi-
délioja j atpazjstamg magiSkg formule (,Abrakadabra®). Eduardo
Kacas (g. 1962) savo animuotg eilérastj pristato taip: ,MagisSkas
kabalistinio rezonanso Zodis yra perteiktas kaip kosminis monoli-
tas, primenantis atominj modelj (balsé parodoma kaip branduolys,
o priebalsés — kaip orbitos dalys).”

REABRACADABRA

IMPLEMENTATION: EDUARDO KAC, BR, 1985, ANIMATED VIDEOTEXT (MINITEL) POEM, COLOUR,
SILENT, 55 SEC.

In the animated videotext (Minitel) poem Reabracadabra, the
letter “A” develops from geometric forms. Over the course of the
animation, the other letters comprising the familar magic formula
(“Abracadabra”) appear as small, white lettered stars at different
places in the dark image space. Eduardo Kac (*1962) expresses
the following in reference to his animated poem: “An incantatory
word of Kaballistic resonance is rendered as a cosmic monolith
following the atomic model (the vowel as nucleus, and the conso-
nants as orbiting particles).”



RECHAOSAS

[GYVENDINIMAS: EDUARDO KAC, BRAZILIJA, 1986, ANIMUOTAS VIDEOTEKSTINIS EILERASTIS
(MINITEL), SPALVOTAS, GARSINIS, 30 SEK.

Siekdamas pristatyti rasta unikaliai ir moderniai, Eduardo Ka-
cas perzengia disciplinos ribas. Daugybéje holografiniy darby,
interaktyviuose hipertekstuose ir navigaciniuose eilérasc€iuose
Kacas demonstruoja kalbos ir rasto formos ir turinio transformaci-
jas, nuolat sukeldamas naujas asociacijas ir reikSmines savybes.
Animuotame videotekstiniame eilérastyje ,Rechaosas” dubliuoja-
mos raidés C, A, O ir S gali bati perskaitytos kaip portugaliSkas
Zodis ,caos” (,chaosas®). Raidés i§ dalies uzdengia viena Kita, ir
tuomet, kaip pagalbos Sauksmas, pasirodo ,SOS“.

RECAQS

IMPLEMENTATION: EDUARDO KAC, BR, 1986, ANIMATED VIDEOTEXT (MINITEL) POEM, COLOUR,
SILENT, 30 SEC.

To present writing in a unique and modern way, Eduardo Kac
(*1962) crosses boundaries between disciplines. In numerous
holographic works (Holopoems), interactive hypertext, and navi-
gational poems, Kac subjects language and writing to transforma-
tions in form and content, permanently evoking new associations
and attributions of meaning. In the animated videotext (Minitel)
poem Recaos, the duplicated letters “C*, “A”, “O” and “S” can be
read as the Portuguese word “caos” (chaos). Through the letters’
overlapping arrangement on the surface, an “SOS” appeal for
help also appears in the mix.



VYRAS, MOTERIS, ZALTYS

REZISIERIAI: SILVIE IR CHERIF DEFRAOUI, SVEICARIIA, 1986, SPALVOTAS, GARSINIS, 11 MIN.

Nuo 1970-yjy mety pabaigos Svedy menininky pora Silvie (g.
1935) ir Chérifas (1932—1994) Defraoui kuré videomeng, naudo-
dami Ziniasklaidos jvaizdZius. Savo daugiakalbiame darbe ,vyras,
moteris, Zaltys“ menininkai pasakoja kalbos sukarimo istorijg
apie Pradzios knygg Senajame Testamente, apie vyrg, moter;j ir
gyvate. Moteris rankomis bendrauja (nezinoma) Zzenkly kalba, tuo
metu ekrane matomi prancizi$ky bei vokisky skirtingy spalvy ir
formy zodziai yra projektuojami ant jos ranky. Tik tuo metu, kai
projektoriaus Sviesa tiesiogiai apSviecCia Sviesias rankas, jmano-
ma perskaityti ZodzZius. Kitaip jie lieka nematomi tamsioje pro-
jekcijos dalyje: kad bty pamatyti, perskaityti ir suprasti, kalbai ir
rastui reikia Zmoniy.

HOMME, FEMME, SERPENT

DIRECTORS: SILVIE AND CHERIF DEFRAOUI, CH, 1986, COLOUR, SOUND, 11 MIN.

From the end of the 1970s onward, the Swiss artist couple Sil-
vie (*1935) and Chérif (1932-1994) Defraoui created video art
that thematised the mass media’s language of imagery. In their
multi-lingual video work homme, femme, serpent, they tell a story
about the creation of language: a story about the Book of Gene-
sis in the Old Testament, about a man, a woman and a serpent.
A woman is communicating via an (unknown) sign language with
her hands, while French and German words that vary in colour
and shape are projected on to them. Only when the projector
beam falls exactly upon the light-coloured hands and forearms is
it possible to read the words. Otherwise, they remain invisible in
the dark image space: to be seen, read, and understood, lan-
guage and writing require humans.



FOIT YET CLEEM TRIAVITH

REZISIERIUS PETER ROSE, JAV, 1987, ANIMACIJA, SPALVOTAS, GARSINIS, 2 MIN.

Peteris Rose’as (g. 1947) darbe ,Foit Yet Cleem Triavith“ vaiz-
dus pakeicia rastu. Garso takelyje yra girdimi sakiniy fragmentai
angly ir kita nezinoma kalba, bet jie yra elektroniSkai iSkreipti.
Didziosiomis raidémis pasirodantys sakiniy fragmentai ekrane yra
padauginami. Tekanc&iuose raidZiy peréjimuose iSaisSkeéja, kad vi-
deokdarinio pavadinimas yra anagrama ir reiSkia , The Verticality of
Time" (,Laiko vertikalumas®). Tam tikros Zodziy sudaromos figlros
primena konkreciajg poezijg, kurioje sudedamosios dalys jungiasi
i jvairias tiek laiko, tiek erdvines kompozicijas. Rodomi zodZiai
uzdengia ir perdengia vienas kitg, atkartodami chaosg garso take-
lyje ir tuo pat metu iliustruodami jy neSama teorinj turinj.

FOIT YET CLEEM TRIAVITH

DIRECTOR: PETER ROSE, US, 1987, ANIMATION, COLOR, SOUND, 2 MIN.

In the video Foit Yet Cleem Triavith, Peter Rose (*1947) replaces
the image with writing. Fragments of sentences in English, and in
another unknown language, too, are heard on the soundtrack, but
are electronically distorted. Appearing in capital letters, the frag-
ments are doubled or multiplied on the screen. In flowing, literal
transitions, this reveals the title of the video work as an anagram:
“The Verticality of Time”. The specific figurations of the words are
reminiscent of Concrete Poetry, whose constituents combine to
form various constellations, both temporally and spatially. The
words displayed both cover and overlay one other, doubling the
acoustic chaos of the soundtrack, and, at the same time, illustrat-
ing the theoretical content that they transport.



EXPOZICIJA / PERLAIKYMAS

REZISIERIAI: SILVIE IR CHERIF DEFRAOUI, SVEICARIJA, 1991, SPALVOTAS, GARSINIS,
17 MIN. 30 SEK.

Silvie ir Chérifo Defraoui videodarbe ,Expozicija / Perlaikymas®
vaizdai paslepti po raidémis. DidZiulés baltos raidés ekrane juda
i§ deSinés j kaire, 0 i$ jy sudaryti zodzius jmanoma tik jas sujun-
gus. Pavyzdziui, tekstinis intarpas ,La cage” (,narvas”), atrody-
ty, nurodo j realy vaizdg — Zuvj akvariume, taciau kitu tekstiniu
intarpu raidziy seka sukuria kitg reik8me: ,La cage... de I'escalier”
(,laiptiné”). Raidé po raidés, vaizdas po vaizdo sudaroma vide-
okalba. Jei Zilrovas pasyviai atsiloSia, vaizdai ir raidés blokuoja
tai, kas rodoma.

EXPOSITION/SUREXPOSITION

DIRECTORS: SILVIE AND CHERIF DEFRAOUI, CH, 1991, COLOUR, SOUND, 17 MIN 30 SEC.

In Silvie (*1935) and Chérif (1932—-1994) Defraoui’s video, Expo-
sition/Surexposition, only parts of images can be seen through
the forms of letters. The over-sized white letters run from right to
left over the screen, and can only be put together to form words
if they are combined. The text insert “La cage” (the cage), for
instance, appears to refer to the following real image, a fish in an
aquarium; but in combination with the next insert, the sequence of
letters seems to create a different context: “La cage ... de I'escal-
ier” — “the staircase”. Letter by letter, image by image, the video’s
language must be combined. If the viewer leans back passively,
images and letters block the view of what is being shown.



MUILAS

REZISIERIUS: ,DOGFILM*, VOKIETIJA, 1994, BETA-SP PAL, SPALVOTAS, GARSINIS,
4 MIN. 16 SEK.

Menininky grupe ,dogfilm“ savo filme ,Muilas“, naudodama stan-
dartizuotg vizualing kalbg ir piktograminius vaizdus, akustiskai ir
vizualiai iSjuokia muilo opery Zanra. ,Visy muilo opery konden-
satas, tarsi juodai baltos piktogramos Sokty farandola, ir jterpti
dokumentiniai interviu pristato televizinés dramaturgijos kvinten-
secijg, tarsi amzinos televizijos programy monotonijos sugrjzima.
Be to, autoriy kolektyvas sukuria visi§kai naujg simboliy ir vaizdy
kalbg, atrasdamas grafinius sprendimus net painiausiems istorijy
vingiams, kurie yra uzkre€ianciai komiski ir gluminanciai karybin-
gi.“ (I8 Tarptautinio videomeno prizo 1995 (International Video Art
Prize 1995) komisijos pasisakymo, apdovanojus ,dogfilm®).

SOAP

DIRECTOR: DOGFILM, DE, 1994, BETA-SP PAL, COLOUR, SOUND, 4 MIN 16 SEC.

In their video Soap, the artist group dogfilm both acoustically

and visually satirise programmes of this genre using their stan-
dardised visual language and pictogrammatic images. “A conden-
sate of all ‘soap operas’ as a lively farandole of black and white
pictograms and slotted-in documentary interviews presents the
quintessence of television dramaturgy as the return of the eternal-
ly monotonous from the reservoir of the TV guides [...] In addition,
the author collective create an entirely new language of symbols
and images, by finding graphic solutions for even the most intri-
cate entanglements of the stories, which are infectiously comic
and of baffling creativity.” From the jury statement of the Interna-
tional Video Art Prize 1995, which was awarded to dogfilm.



LOGOTIPAI JUODAME

REZISIERIUS DANIEL PFLUMM, VOKIETLJA, 1995 (QUICKTIME ANIMACIJA), 1996 (BETACAM SP),
2005 (PERMONTUOTAS ZKM KARLSRUHE), SPALVOTAS, STEREOGARSAS, 66 MIN. 43 SEK.

Savo darbe ,, Logotipai juodame” Danielis Pflummas (g. 1968)
pristato vaizdy gobeleng, sudarytg i$ Zymiy tarpusavyje nederan-
Ciy prekiniy zenkly ir jo iSrasty realiy ir iSgalvoty projekty logotipy.
Kadras po kadro Zenklai mazéja ir ima atrodyti tarsi centre jkom-
ponuoti spalvoti Sviesos taskeliai juodame fone. Jie taip pat pri-
statomi stambiu planu, o galiausiai taip iSdidinami, jog nebetelpa j
kadro ribas ir tiesiog tampa fragmentiSkomis, persidengianiomis
kliSémis. Sumesti kartu, iStraukti i$ konteksto tusti vaizdiniai-teks-
tiniai simboliai — jspudingi (net intensyvesni nei anksc¢iau) savo
estetinémis ir vizualinémis savybémis.

LOGOS AUF SCHWARZ

DIRECTOR: DANIEL PFLUMM, DE, 1995 (QUICKTIME ANIMATION), 1996 (BETACAM SP), 2005
(REEDITED AT THE ZKM | KARLSRUHE), COLOUR, STEREO, 66 MIN 43 SEC.

In his video work Logos auf Schwarz (Logos On Black), Daniel
Pflumm (*1968) presents a tapestry of images which consists of
famous brands’ highly disparate logos, and others that he devel-
oped for his own fictional and real projects. Image by image, the
logos are much reduced in size, and appear as centrally posi-
tioned, coloured dots of light against a black background. They
are also presented in close-up, and finally, enlarged to such a
degree that they exceed the frame, and appear merely as frag-
mentary, overlying clichés. Through being rapidly strung together,
the decontextualised, empty text-image-symbols develop their
effect especially, and even more intensely than before, thanks to
their visual and aesthetic characteristics.



ATVIRKSCIAS VEIDRODIS

REZISIERIUS EDUARDO KAC, JAV, 1997, NESPALVOTAS, GARSINIS, 6 MIN. 55 SEK.

Daugelyje savo holografiniy darby (,Holoeilérasgiai“), interakty-
viuose hipertekstuose ir navigaciniuose eiléras¢iuose Eduardo
Kacas atkakliai transformuoja kalbos ir rasto kontekstus. Taip jis
sukelia nuolat kintancias reikSmines asociacijas ir savybes. Vys-
tydamas naujyjy medijy poezijos teorija, jis tiria kaprizingg raidziy
prigimtj, ju daugiasluoksniskumag ir teksto kontrolés praradimg. Jo
skaitmeniniame videoeilérastyje ,AtvirkS€ias veidrodis® zodzZiai yra
sunkiai jskaitomi, raidés nuolat svyruoja tarp abstrakg¢iy linijy bei
formy ir tarp atpazjstamy raidziy.

REVERSED MIRROR

DIRECTOR: EDUARDO KAC, US, 1997, B/W, SOUND, 6 MIN 55 SEC.

In many of his holographic works (holopoems), interactive hyper-
text and navigational poems, Eduardo Kac (*1962) persistently
subjects language and writing to formal and contextual transfor-
mations. In doing so, he evokes ever-changing associations and
attributions of meaning. Thus, with his New Media Poetry, he
demonstrates the arbitrary nature of letters, their multi-coding,
and at the same time our lack of control over texts. In his digital
video poem Reversed Mirror, the words are hardly legible; the
letters permanently oscillate between abstract lines and shapes
and recognisable letters.



ISVADA

REZISIERIUS IAN WILLIAM GOULDSTONE, KARALISKASIS MENU KOLEDZAS, DIDZI0JI BRITANLIA,
TIESIOGINE ANIMACIJA, AFTER EFFECTS, SPALVOTAS, GARSINIS, 2004, 2 MIN.

Filmas ,ISvada“, sukurtas lano Williamo Gouldstone’o (g. 1979)
Londono karaliSkajame meny koledze, yra ,trumpametrazis
filmas, kalbantis apie teorinés matematikos mokymo susilpnéji-
ma“. Jame jungiami fotografuoti tekstai i§ matematikos vadovéliy,
atsitiktinai parinkti raSytiniai apibrézimai, matematinés formulés ir
su jomis susijusios matematinés figros.

COROLLARY

DIRECTOR: IAN WILLIAM GOULDSTONE, ROYAL COLLEGE OF ART, GB, 2004, DIRECT ANIMATION,
AFTER EFFECTS, COLOUR, SOUND, 2 MIN.

Corollary, which was made at the London Royal College of Art

by lan William Gouldstone (*1979) is “a short film centred on the
atrophy of a theoretical maths education” that combines photo-
graphed text excerpts from various mathematics books, randomly
arranged written definitions, mathematical formulas, and pertinent
mathematical figures.



POKSTAS. ]
GERHARDO RUHMO SRIFTO FILMAS

REZISIERIAI: GERHARD RUHM IR HUBERT SIELECKI, TEKSTAS: GERHARD RUHM, MODELIS:
EVGENIA STAVROPOULOS, AUSTRIJA, 1971, 2007 (PERKURTAS), BETA SP, DVCAM,
NESPALVOTAS, GARSINIS, 4 MIN. 10 SEK.

Gerhardas Ruhmas (g. 1930) medziaga filmui ,pokstas®, kuris

yra tiesiogine $io zodzio prasme grjstas kiino tekstu, nufilmavo
1971 m. Po jzangos ,Eva (Evgenia Stavropoulos) jauciasi labai
blogai, todél apsilanko pas gydytojg. Gydytojas nori jai atlikti tyri-
mus, todél papraso Evos nusirengti drabuzius®. Priklausomai nuo
to, kokia moters kiino dalis yra neuzdengta, Zodziai, kurie ten jkli-
juojami, gali bati perskaitomi ir sudélioti j tokj tekstg: ,Bet daktare!
AS prastai jaugiuosi, o jus galvojate tik apie malonumus.” Visi Sie
zodziai, iSskyrus paskutinj, sudéliojami ant ranky, kojy ar kaklo, o
zodis ,malonumai“ atitinkamai padedamas ties gakta.

WITZ __
EIN SCHRIFTFILM VON GERHARD ROHM

DIRECTORS: GERHARD RUHM AND HUBERT SIELECKI, TEXT: GERHARD RUHM, MODEL: EVGENIA
STAVROPOULOS, AT, 1971, 2007 (REMAKE), BETA SP, DVCAM, B/W, SOUND, 4 MIN 10 SEC.

Back in 1971, Gerhard Rihm (*1930) filmed the material for his
film witz, which is, literally, based on body text. After the spoken
introduction, “Eva is not feeling well at all, and visits a doctor. The
doctor wants to examine her, and asks Eva (Evgenia Stavropou-
los) to take her clothes off”, depending on which part of the fe-
male body is uncovered, the words that have been stuck on there
can be read and assembled into the following text: “But doctor! |
feel ill, and you only think of pleasure.” If all these words except
the last were put on arms, legs or the neck, “pleasure” is fittingly
placed above the pubic area.



SILENT FILM / HISTORICAL
AVANT-GARDE

SILENT FEATURE FILM: ANIMATED INTERTITLES

NEBYLUSIS KINAS /
ISTORINIS AVANGARDAS

NEBYLUSIS VAIDYBINIS KINAS: ANIMUOTI TITRAI

The use of writing as an additional informational medium in film
became standard practice no later than 1907/1908. In silent film,
it emerged initially in the guise of intertitles inserted to ensure
narrative coherence. In this context, writing appeared primarily
not as an independent means of communication, but as an auxil-
iary way of compensating for the limitations of film. Since, in such
cases, the purpose of writing is to convey clear semantic informa-
tion, effortless legibility is required; fade-ins are thus executed in
linear and logical, distinct, and static forms that produce a “rigid
and disruptive® (Victor Pordes 1919) and consequently un-filmic
effect. And yet, ever since the early pioneering days of film, writ-
ing in film has by no means remained restricted to the mediation
of semantic information. Through its graphic stylisation, it is capa-
ble of serving pivotal additional functions. Innovative forms of vi-
sual accentuation enhance the relevance of the intertitles to such
an extent that filmic narration is mediated by writing almost as
much as it is by the image. Writing establishes itself as means of
filmic communication and representation in its own right, in some
films even as a direct element of the filmic image: as in the Ex-
pressionist films The Golem: How He Came Into The World (DE,
1920, director: Paul Wegener), The Cabinet of Dr. Caligari (DE,
1920, director: Robert Wiene), Dr. Mabuse: The Gambler (DE,
1922, director: Fritz Lang) or in Marcel L’'Herbiers Impressionist
film L’Inhumaine (FR, 1924).

Rastas, kaip pagalbiné informacijos priemoné filmuose, standarti-
zavosi ne veliau kaip 1907 ar 1908 metais: nebyliajame kine raidés
atsirado tarsi titrai, uztikrinantys pasakojimo riSlumg. Taigi Siame
kontekste rastas naudojamas ne kaip savarankiSka komunikacijos
priemoné, bet kaip filmo papildinys, kompensuojantis jo trikumus.
Tokiu atveju, jeigu teksto tikslas yra perteikti aiSkig semantine
prasme, lengvas perskaitomumas yra butinas. Tekstg pateikiant li-
nijiniu badu, logiSkai, aiskiai ir statiSkai, sukeliamas ,nelankstumo
ir trikdzio“ (Victor Pordes, 1919) jspudis, todél atsiranda ,nefilmis-
kumo* aspektas. Ir vis délto, nuo pat kino sukdrimo dieny rastas fil-
muose jokiu budu nebuvo vien tarpininkas atskleidziant semantine
informacijg. Naudojant grafine stilizacija, rastas gali atlikti svarbias
papildomas funkcijas. Inovatyvios vizualinio akcentavimo formos
taip padidina teksto intarpy reikSme, jog filmo pasakojimas tekstu
atskleidziamas beveik tiek pat, kiek vaizdu. Rastas jsitvirtina kaip
savarankiSka kino komunikacijos ir reprezentacijos priemoné — kai
kuriuose filmuose netgi kaip tiesioginé filmo vaizdo dalis, pavyz-
dziui, tokiuose ekspresionistiniuose filmuose kaip ,Kaip Golemas
iSvydo pasaulj“ (,The Golem: How He Came Into The World*, Vo-
kietija, 1920, rezisierius Paul Wegener), ,Daktaro Kaligario kabi-
netas“ (,The Cabinet of Dr. Caligari“, Vokietija, 1920, rezZisierius
Robert Wiene), ,Daktaras Mabuzé: Loséjas” (,Dr. Mabuse: The
Gambler®, Vokietija, 1922, rezisierius Fritz Lang) arba impresio-
nistiniame filme ,Nezmoniskas® (,L’Inhumaine®, Prancizija, 1924,
rezisierius Marcel L’Herbiers).



KAIP SEKME NUSISUKO NUO JONESO

REZISIERIUS EDWIN S. PORTER, JAV, 1905, 35 MM, NESPALVOTAS, BEGARSIS, 7 MIN.

Kalbédamas apie tekstiniy intarpy dizaing filme ,Kaip sékmé nu-
sisuko nuo Joneso®, Charles’as Musseris yra pastebéjes: ,Istorija
[...] pasakojama dviem lygmenimis — ZzodZiais ir vaizdais. Teksto
intarpai, tarsi pabiri praneSimai, tampa svarbesni uz vaizdinius,
kuriuos jie paaiSkina. Taip apveriamas normalus vaizdo ir jo
pavadinimo tarpusavio ry8ys.“ (Musser, 1991) Pasitelkdamas ino-
vatyvy vaizdinj akcentavimg, savo trumpoje komedijoje Edwinas
S. Porteris (1870—-1941) jtvirtino tekstiniy intarpy svarba, tad filmo
siuzetas lygiavertiSkai perteikiamas tiek vaizdiniais, tiek tekstu.

HOW JONES LOST HIS ROLL

DIRECTOR: EDWIN S. PORTER, US, 1905, 35 MM, B/W, SILENT, 7 MIN.

In connection with the design of the intertitles in How Jones Lost
His Roll, Charles Musser remarked: “The story [...] is told twice,
in words and pictures, with the ‘jlumble announcements’ making
the intertitles more important than the pictures they illuminate, in-
verting the normal relationship between image and title” (Musser
1991). By means of innovative visual accentuation, Edwin S. Por-
ter (1870—1941) is able to enhance the relevance of the intertitles
in his short film comedy so that the filmic narration is mediated
through image and writing equally.



KOLEDZ0 DRAUGAI

REZISIERIUS EDWIN S. PORTER, JAV, 1907, 35 MM, NESPALVOTAS, BEGARSIS, 11 MIN.

Filme ,KoledZo draugai“ per vizualiai naudojama tekstg perteikta
iSradus telefonine komunikacijg jvykusi pergalé prie$§ nuotolius.
Panaudojus techninj vaizdo perskyrimo triukg, abu telefoninio
pokalbio pasnekovai gali bati matomi viename kadre, o negirdimi
ju Zodziai kaip fonetinés transkripcijos, pritaikytos balso greiciui,
sekdamos jsivaizduojamg bangos daznj miesto nakties danguje,
sékmingai nukeliauja atstuma tarp abiejy laido galy. Nuo jpras-
tinio statiSko teksto intarpy vaizdavimo rémeliuose besiskiriantis
zodziy pateikimas susilpnina kino iliuzijos pertraukimo ir teksto
kaip svetimkanio vaizdinéje medijoje jspudj. Svarbu ir tai, kad
tekstas filme néra naudojamas siekiant pagrjsti ir iliustruoti pasne-
kesj telefonu.

COLLEGE CHUMS

DIRECTOR: EDWIN S. PORTER, US, 1907, 35 MM, B/W, SILENT, 11 MIN.

In College Chums, the mastery of space made possible by the
new communication technology of the tele-phony is visualised by
writing. Through the technical trick of image division, both tele-
phone partners can be seen in the image simultaneously, while
their silent words as a phonetic transcription adapted to voice
speed, following an imaginary wave-line in the city’s night sky,
successively span the spatial distance between the telephon-

ing parties. The staging of the words, which deviates from the
common static presentation of intertitles on panels, makes them
appear less as a disruptive media-foreign and illusion-interrupting
factor, and far more as a visual element in the substantiation and
illustration of a telephone conversation.



STREIKAS

REZISIERIUS SERGE) M. EISENSTEIN, SOVIETY SAJUNGA, 1925, 35 MM, NESPALVOTAS, BEGAR-
SIS, 82 MIN, ISTRAUKA 13 SEK.

Savo debiutinj Sedevrg ,Streikas®, uz kurj tais paciais metais buvo
apdovanotas aukso medaliu pasaulinéje Paryziaus parodoje, re-
Zisierius, teorikas ir rasytojas Sergejus Eisensteinas (1898—1948)
sukdré budamas dvideSimt penkeriy mety amziaus. Filmas vaiz-
duoja tikrus 1902 m. darbininky streiko carinéje Rusijoje jvykius.
Teksto iSraiSka siejasi tiek su empatiSkai ekspresyviomis rasto
galimybémis (rusy) futuristinéje literataroje, tiek su geometriné-
mis konstruktyvizmo abstrakcijomis. Lyg svyravimo tarp kalbos

ir vaizdo bei tarp filmo ir iliustracijos zenklas, zodis ,HO" (,BET")
isiterpia j simboliy grandine, sudaryta i$ atskiry teksto fragmenty
ir vaizdy, Siais laikais primenanciy prekiy Zenkly logotipus.

STRIKE (ORIGINAL TITLE: STACHKA)

DIRECTOR: SERGEI M. EISENSTEIN, SU, 1925, 35 MM, B/W, SILENT, 82 MIN, EXCERPT 13 SEC.

With his debut film Strike (original title: Stachka), 25-year-old
director, theorist and author Sergei M. Eisenstein (1898-1948)
succeeded in producing a masterpiece, for which he was awarded
a gold medal at the Paris World Exhibition that same year. The
film depicts the real events of a worker’s strike in Tsarist Russia
in 1902. The script fade-ins are analogous both to the emphatic
expressive potential of writing in (Russian) literary Futurism, and
to the geometric-abstraction of Constructivist style. As a mark of
the oscillation between writing and image, between film and illus-
tration, the word “HO” appears in a clutch of symbols made up of
script fragments and images, much as we know them in current
brand logos.



KOJU LAUZYMAS

REZISIERIUS, SCENARISTAS FLORIAN KRAUTKRAMER, TIPOGRAFIJA: JORG PETRI,
ANIMACIJA: JAN-FRADERIC GOLTZ, MUZIKA: PETER M. GLANTZ, VOKIETLJA, 2010,
NESPALVOTAS, GARSINIS, 15 MIN.

|kvéptas Ingeborgos Bachmann filmo ,TrisdeSimtieji metai“
(1961), Floriano Krautkramero (g. 1977) tylusis filmas pasakoja
istorijg apie totalitarinéje valstybéje gyvenantj Zmoguy, kurj ima
nepelnytai jtarinéti. Visas dialogas, o taip pat mintys bei metako-
mentarai parodomi kaip animuotas tekstas — juda kartu su per-
sonazais, yra sujungti su jais ir netgi meta $e$élius kaip fiziniai
objektai. Tekstai ir vaizdai papildo vienas kitg, nes yra lygiatei-
siai komunikacijos elementai. Filmo dizainas atkreipia démes;j j
rasto ir vaizdy kaip medijy skirtumus. Jei rastas riboja potenci-
aliy reik8miy ribas, jos prasiple€ia, kai begarsiai vaizdai laukia
uzra8yto balso.

BREAKING LEGS
(ORIGINAL TITLE: BEINE BRECHEN)

DIRECTOR, SCRIPT: FLORIAN KRAUTKRAMER, TYPOGRAPHY: JORG PETRI, ANIMATION: JAN-
FREDERIC GOLTZ, MUSIC: PETER M. GLANTZ, DE, 2010, B/W, SOUND, 15 MIN.

Inspired by Ingeborg Bachmann’s Das dreiBigste Jahr (1961)
(The Thirtieth Year, 1964), Florian Krautkramer’s (*1977) silent
film tells the story of a man living under a totalitarian regime who
unjustly comes under suspicion. The entire dialogue, as well as
thoughts and meta-comments, appears as animated text and
moves with the characters, is attached to them, or casts shadows
like physical objects. Texts and images complement one another
as equal elements of communication. The filmic design draws
attention to the ways in which writing and image differ as media.
If writing limits the scope of its potential meanings, this scope
expands when the silent image longs in vain for the written voice.



ANTENA

REZISIERIUS ESTEBAN SAPIR, ARGENTINA, 2007, 16 MM / SUPER 16, NESPALVOTAS,
GARSINIS, 99 MIN.

ArgentinieCio rezisieriaus Estebano Sapiro (g. 1967) distopinéje
mokslinés fantastikos dramoje, greta garso takelio, vieng pa-
grindiniy vaidmeny atlieka uzraSytas scenarijus. Filmo dialogai
beveik visada pateikiami raSytine forma: dél kapitalistinés ,Pono
televizijos” (,Senor TV“) manipuliacijos Zzmonés netenka balso,
taigi tampa beteisiai. Sakiniai ir Zodziai atsiranda ne kaip subtitrai,
o kaip nebylus garsai — tarsi dinami$ki rasytiniai paveikslai, kaip
integralios filmo dalys. Vis deélto, Sis Sapiro filmas ne tik teigia
laisvg Ziniasklaidg kaip j politinés laisvés pagrinda, bet ir leidzia
Zidrovui i$ naujo atrasti kino iStaky menines formas.

THE AERIAL
(ORIGINAL TITLE: LA ANTENA)

DIRECTOR: ESTEBAN SAPIR, AR, 2007, 16 MM/SUPER 16, B/W, SOUND, 99 MIN.

In the dystopian science-fiction drama by Argentinian director
Esteban Sapir (*1967), and alongside music, written script plays
one of the main roles. The film’s dialogues are almost always pre-
sented in written form: by the manipulation of the capitalist “Sefnor
TV”, people have become voiceless, thus incapacitated. The sen-
tences and words do not appear as intertitles or subtitles, but, just
like otherwise inaudible noises, as dynamic written images, as
real integral parts of filmic diegesis. Hence, Sapir’s film is not only
an appeal for free media as the foundation of political freedom,
but it allows the viewer to rediscover the art form and the medium
of film at its origins.



HISTORICAL
AVANT-GARDE

European film avant-gardes that established themselves begin-
ning in the mid-1920s drew conceptual inspiration from Cubism,
Constructivism and Dadaism, and later from Surrealism. Interest-
ingly, their attempts to (further) develop a film-specific form of ex-
pression at the expense of a narrative, illusionist filmic constitu-
tion, still included written fade-ins. In the ambitious films of Marcel
Duchamp (Anémic Cinéma, FR, 1924/1926), Man Ray (Le Retour
a la raison, FR, 1923; Emak Bakia, FR, 1926; L’Etoile de mer,
FR, 1928), Fernand Léger (Ballet Mécanique, FR, 1924), Charles
Dekeukeleire (Histoire de détective, BE, 1928/1929) and Len Lye
(A Colour Box, GB, 1935; Kaleidoscope, GB, 1935; Trade Tattoo,
GB, 1937) one witnesses a distinctly open and creative treatment
of writing. These filmmakers are the first to treat writing as one
equally valid filmic design element among many, diametrically op-
posed to its conventional function as an integral part of a narration
and thereby achieving valence as an independent aesthetic formal
element in film. In their work, the mode of reception oscillates be-
tween reading and viewing. Schriftfilme of the historical avant-gar-
de anticipated forms of writing and film art that would only estab-
lish themselves many years later.

ISTORINIS
AVANGARDAS

Europiniai kino avangardiniai judéjimai, kurie jsitvirtino XX a. tre-
Ciojo deSimtmecio pradzioje, idéjiniy inspiracijy sémesi i$ kubizmo,
konstruktyvizmo, dadaizmo, kiek véliau — i$ siurrealizmo. Jdomu
tai, jog stengiantis vystyti specifiSkai kinematografinius iSraiSkos
budus nuoseklaus pasakojimo bei iliuzijos kiorimo sgskaita, ras-
tas buvo naudojamas toliau. Ambicinguose Marcelio Duchampo
~Anemiskas kinas“ (,Anémic Cinéma“, Prancuizija, 1924 / 1925),
Man Ray’aus (,Sugrjzimas j sveikg protg“, (,Le Retour a la rai-
son®, 1923, Prancizija); ,Palik mane vieng“ (,Emak Bakia“, 1926,
Prancuzija); ,Juros zvaigzdé® (,L’Etoile de mer®, 1928, Prancizi-
ja), Fernando Legerio (,Mechaninis baletas” (,Ballet Mecanique®,
1924, Prancizija), Charleso Dekeukeleire (,Detektyvo istorija“
(,Histoire de detective®, 1928 / 1929, Belgija) ir Len Lye (,Spal-
vy dézuté” (,A color box“, 1935, Didzioji Britanija); ,Kaleidosko-
pas“ (,Kaleidoscope®, 1935, Didzioji Britanija; ,Prekybos tatuiruo-
té“ (,Trade tatoo“, 1937, Didzioji Britanija) filmuose galima iSvysti
atvirg ir kirybinga rasto naudojima. Sie filmy karéjai pirmieji rasta
pradejo laikyti svarbiu filmo dizaino elementu, naudojo jj kardina-
liai prieSingai tradicinei pasakojimo funkcijai ir taip suteiké rastui
valentingumo kaip nepriklausomai estetinei formai, naudojamai
kine. Jy darbuose recepcijos budas svyruoja tarp skaitymo ir ziu-
réjimo. Avangardiniai Srifto filmai numaté rasto ir kino meno for-
mas, jsitvirtinusias kur kas veéliau.



ANEMISKAS KINAS

REZISIERIUS MARCEL DUCHAMP, PRANCOZIJA, 1924 / 1926, 16 MM, NESPALVOTAS,
BEGARSIS, 6 MIN.

Marcelis Duchampas (1887-1968), Manas Ray’us (1890-1976) ir
Marcas Allégret (1990-1973) filmg ,Anemiskasis kinas“ pradejo
kurti 1924 metais. StatiSka kamera buvo nufilmuota deSimt mo-
nochrominiy optiniy disky su koncentriSkais apskritimais, o po jy
filmuoti kartoniniai diskai su spiraliSkai pritaisytais prancuziskais
zodziy zaismais. Sukant koncentriS§kus dvimadius ratilus, siekia-
ma suzadinti trimatiSkumo jspudj. Teksto judéjimas vercia zilrovg
kartoti tuos pacius judesius galva ir akimis ir taip sgmoningai
suvokti medijos naudojimo galimybes. Medija iSlieka matoma —
kitaip nei naudojant mimetiSkas vizualizacijas, kuriomis nukreipia-
mas démesys j iSorinj pasaulj, Sis filmas pademonstruoja estetinio
suvokimo vizualy pobud;.

ANEMIC CINEMA

DIRECTOR: MARCEL DUCHAMP, FR, 1924/1926, 16 MM, B/W, SILENT, 6 MIN. (DADAISM /
STEREOKINETIC EFFECT)

Marcel Duchamp (1887-1968), Man Ray (1890-1976) and Marc
Allégret (1900-1973) commenced work on Anémic Cinéma in
1924. The static camera films ten monochromatic optical discs
with concentric patterns, each one followed by nine cardboard
discs to which spiral-formed French word games are attached. To
rotate the two-dimensional, concentric circles is to evoke percep-
tions that simulate three-dimensionality. The movements of the
writing, in turn, prompt the viewer to repeat these movements in
head and eye movements, and thus become conscious of his own
use of media. The medium thereby remains visible: rather than
referring to an external world via mimetic visualisation, the film
refers to the visual character of (aesthetic) perception.



FILM / KIPHO

KINEMATOGRAFIJOS IR FOTOGRAF1JOS PARODOS KIPHO BERLYNE REKLAMA, OPERATORIUS,
ANIMACIJA: GUIDO SEEBER, GAMYBA: JULIUS PINSCHEWER, VOKIETIJA, 1925, 35 MM,
NESPALVOTAS, BEGARSIS, 5 MIN. 30 SEC.

Kad sukurty ,Filmg“, taip pat Zinomg kaip ,KIPHO", Kinematogra-
fijos ir fotografijos parodos KIPHO Berlyne reklaminj filma, 1925
m. rezisierius ir prodiuseris Julius Pinscheweris (1883—-1961)
bendradarbiavo su operatoriumi ir animacijos specialistu Guido
Seeberiu (1879-1940). Filmui panaudotas ranka ra8ytas Sriftas
ir periferinés teksto perdangos, kuriose matomi gerai zinomi kino
industrijos prekés zenklai (Ica, Ufa), vis délto animuotas rastas
buvo pagrindiné naujove, pavertusi §j filmg vienu jsptdingiausiu
savo laiko animacijos pavyzdziu.

FILM / KIPHO

COMMERCIAL FOR KINO- UND PHOTO-AUSSTELLUNG (KIPHO) IN BERLIN, CAMERA, ANIMATION:
GUIDO SEEBER, PRODUCTION: JULIUS PINSCHEWER, DE, 1925, 35 MM, B/W, SILENT,
5 MIN 30 SEC.

In 1925, director and producer Julius Pinschewer (1883-1961)
collaborated with cameraman and animation specialist Guido
Seeber (1879-1940) to make Film, aka KIPHO, a publicity film for
the Cinematography and Photography Exhibition KIPHO in Berlin.
In addition to the handwritten flash “script”, and the more periph-
eral overlays of text, presenting well-known brands of the branch
(Ica, Ufa), it was particularly the use of animated writing that
made the film one of the most exciting and innovative examples
of animation technology in its time.



9413 GYVENIMAS IR MIRTIS,
HOLIVUDO STATISTAS

REZISIERIAI: ROBERT FLOREY, SLAVKO VORKAPICH, JAV, 1928, 35 MM, NESPALVOTAS,
BEGARSIS, 11 MIN.

Prancizy kilmés rezisierius Robertas Florey’us (1900-1979)

ir Serbijoje gimes filmo meno vadovas Slavko Vorkapichius
(1894-1976) savo filme atsisaké jprastiniy Amerikos kino studijy
pratikos formy tiek estetiniu, tiek turinio atzvilgiu. Nors eksperi-
mentiniai vaizdai ir elipsés modelio pasakojimo stilius, atrodyty,
reikalauja informatyvesniy tekstiniy intarpy, Florey’us ir Vor-
kapichius nenaudoja teksto funkcionaliai. Nesant nuoseklaus
siuzeto tarp rodomy vaizdy, jie papildomi tekstu, iliustruojanciu
tokias abstrakéias sgvokas kaip ,sékmé“ ar ,svajonés”. Taip pat
svarbu paminéti pacioje filmo pradzioje vis pasikartojantj Zodzio
,Holivudas* (paZodziui — Sventoji giria) motyvg. Pavadinimas yra
perskirtas j fonetinius vienetus ,hol“ ir ,ly“ bei morfemg ,wood",
kurie kartojasi visuose trijuose kadruose. Skiemenys ,hol“ ir ,ly*
fonetiSkai pana$us j angly kalbos daiktavardzius ,whole” (,visas")
ir lie“ (,melas“). Naudodami nejprastus raS8ymo badus, rezisieriai
stengiasi kritiS8kai pavaizduoti neigiamas ,nejZzengiamos girios”
puses.



THE LIFE AND DEATH OF 9413
A HOLLYWOOD EXTRA

DIRECTORS: ROBERT FLOREY, SLAVKO VORKAPICH, US, 1928, 35 MM, B/W, SILENT, 11 MIN.
(EXPRESSIONISM)

French-born director Robert Florey (1900-1979) and Serbi-
an-born co-director and art director Slavko Vorkapich (1894—
1976) rejected the common practices of the American studio sys-
tem in both the aesthetics and content of this film. Although the
experimental images and the elliptical narrative style of the film
call for informative intertitles, Florey and Vorkapich do not em-
ploy writing in its functional form. The lack of narrative continuity
between images is instead filled with writing to illustrate abstract
concepts such as “SUCCESS” and “DREAMS?”. It is also worth
mentioning the repeated appearance of the word “HOLLYWOOD”
right at the beginning of the film. The proper name is divided

up into the phonetic units “HOL” and “LY” and the morpheme
“WOOD”, and continues across three shots. The syllables “HOL”
and “LY” evoke by phonetic similarity the English nouns “whole”
and “lie” respectively. The directors critically depict the negative
sides of the “impenetrable forest” of Hollywood by incorporating
writing in an unusual way.



ASERIY NAMU ZLUGIMAS

REZISIERIAI: JAMES S. WATSON, MELVILLE WEBBER, JAV, 1928, 35 MM, NESPALVOTAS,
BEGARSIS, 13 MIN, ISTRAUKA 2 MIN.

Savo pirmame filme rezisieriai Jamesas Sibley’is Watsonas
(1894-1982) ir Melville’is Webberis (1871-1947) adaptavo to
paties pavadinimo Edgaro Allano Poe gotikine siaubo istorija,
parasytg 1839 metais. Sis neilgas filmas panasus j kino juostg
sDaktaro Kaligario kabinetas” (,Das Cabinet des Dr. Caligari®,
Vokietija, 1920, Robertas Wiene’as) — ne tik tema ir ekspresyvia
stilizacija, bet ir tuo, kaip panaudojamas tekstas. Nors eksperi-
mentinio pobtdzio kadrai ir elipsiSkas pasakojimo bidas ¢ia taip
pat reikalauja informatyviy paaiskinimy, jprastiniy teksto intar-

py visai néra. Prie$ prasidedant filmo veiksmui, teksta matome
knygos puslapiy formatu. Teksto jtraukimas buvo reikalingas kaip
metodas norint pabrézti filmo kaip fikcijos pobadj, kuris tuo metu
buvo gana daznas, bet taip pat parodo pastangas ankstyvojoje
kino teorijoje suvokti filmg pagal klasikines medijos tradicijas (Siuo
principu savo begarsiame filme ,Antena® (,La Antena“, Argentina,
2007) akivaizdziai remiasi Estebanas Sapiras). Vienoje sceno-

je, kai namy Seimininko paauglystés draugas, pakviestas tarsi
tam, kad praskaidrinty jam nuotaikg, skaito romang apie riterius,
atskiros raidés jpieSiamos j kadra ir palengva formuojasi j Zodzius
~musti“, skilti / skilo®, ,plésti / plySo® ir rékti. Zodziai skiriasi savo
Srifto dydziu (vieni spausdinti, kiti raSyti ranka) ir spalva (juoda ant
baltos ir balta ant juodos). Watsonas ir Webberis sieké tinkamai
perteikti Sig koSmariSkg skaitymo scenos atmosferg, rastg pateik-
dami kadre kaip ,vaizdg ar grafika“ (Grizelj, 2009).



THE FALL OF THE HOUSE OF USHER

DIRECTORS: JAMES S. WATSON, MELVILLE WEBBER, US, 1928, 35 MM, B/W, SILENT, 13 MIN,
EXCERPT 2 MIN. (EXPRESSIONISM)

For their first film, the directors James Sibley Watson (1894—
1982) and Melville Webber (1871-1947) adapted the eponymous
Gothic horror story by Edgar Allan Poe from 1839. The short film
takes its lead from Das Cabinet des Dr. Caligari (DE, 1920, direc-
tor: Robert Wiene) not only for its themes and expressive styl-
ization but also for its use of writing. Although the experimental
images and elliptical narrative here too cry out for informative ex-
planation, ordinary intertitles are lacking entirely. Even before the
action proper begins, writing is presented in the context of pages
from a book. This form of integrations is a method for exposing
the fictional character of film that was common at the time, but it
also points to efforts in early film theory to conceive film following
the example of a classic medium (as is also practiced pointedly
in Esteban Sapir’s silent film La Antena (AR, 2007). In one scene
in which a boyhood friend who has been invited by the head of
the household is reading a chivalric romance, supposedly in order
to cheer him up, individual letters are faded into, forming in turn
the words “BEAT”, “CRACK(D)”, “RIPP(D)”, and “SCREAM”. The
words vary in type size (typeset and handwritten) and color (black
on white and white on black). Watson and Webber were trying to
do justice to the blood-curdling atmosphere of this scene of read-
ing by having the writing appear “as image or graphic” directly in
the innerdiegetic pictorial space (Grizelj 2009).



P TAI PERGALE

,PERGALES OBLIGACIJU“ REKLAMA, REZISIERIUS NORMAN MCLAREN, KANADA, 1941, 35 MM,
SPALVOTAS (WARNERCOLOR), GARSINIS, 2 MIN. 5 SEK.

Normano McLareno (1914—-1987) reklaminis filmukas ,P tai perga-
le“ (,V for Victory“) buvo sukurtas Antrojo pasaulinio karo metais.
Jame buvo reklamuojamos Kanados karo obligacijos, Zinomos
kaip ,pergalés obligacijos” (Victory Bonds). McLarenas didzigjg V
pristaté kaip pagrindinj vaizda. Didzioji V raidé ekrane mazomis
kojytémis zygiuoja karinio mar$o ritmu, o véliau pavirsta reklami-
niu Sukiu: ,Nagi, Kanada [...]. Pirkite mano (pergalés) obligacijas.*
Raidé V MacLareno reklamoje sukuria visg judesio jspudj. Valliere
T. Richards §j reklaminj filmg apibadino kaip ,judesio improviza-
cija, kuriai panaudota raidé V. (Richard, 1982). Raide V, kaip
vienintelj specifiSkai animuotg ir personifikuotg Siame filmuke
kinematografijos elementa, Maynardas Collinsas i§ Kanados filmy
instituto pavadino pagrindine reklamos veikéja. Raidé V reklamoje
veikia ne tik kaip ,Victory Bonds" santrumpa, bet ir sukelia asocia-
Cija su pergalés Zenklu.



\ FOR VICTORY

COMMERCIAL FOR VICTORY BONDS, DIRECTOR: NORMAN MCLAREN, CA, 1941, 35 MM, COLOUR
(WARNERCOLOR), SOUND, 2 MIN 5 SEC.

The Second World War is the framework for the promotional film
V for Victory, which Norman McLaren (1914-1987) produced for
the state film authority, the National Film Board of Canada (NFB),
to promote Canadian war bonds, known as Victory Bonds. McLar-
en presented a capital “V” as the central image. To the rhythm of
a military march, the letter walks across the screen on small legs,
and transforms into the promotional slogan “Come On, Canada ...
Buy My (Victory) Bonds.” It is the only letter in McLaren’s promo-
tional film that produces all the movement of the film. Valliere T.
Richard has described the film as an “improvisation of movement
based on the letter ‘V"” (Richard 1982). The letter becomes the
“main ‘character™ (Collins 1976), as Maynard Collins of the Cana-
dian Film Institute has called it, by being the only element of the
cinematic representation that personifies and seems to animate
its specific mode of representation and superimposition. With the
letter “V”, McLaren was not only promoting the product with a
catchy abbreviation for Victory Bonds, but also making a perma-
nent analogy to the victory sign.



TV

AVANT-GARDE

For the first time in cultural history, the introduction of television
allowed communication with all social groups across demograph-
ic boundaries. But in the early 1970s, TV did not venture beyond
such a levelling of demographic boundaries. The mass medium
proved unable to transgress the boundaries between art and life,
already called for in the historical Dada movement or the Fluxus
movement of the 1960s and 1970s. Beginning in the early 1970s,
artists like Klaus Peter Dencker (DE) and Ferdinand Kriwet (DE),
Stephen Partridge (GB/US) or Jean-Luc Godard with his His-
toire(s) du Cinéma (FR/CH, 1988) attempted to counter TV with
artistic film and video productions, making their own television. To
push viewers out of their role as passive spectators, they combine
writing with decontextualised footage, or writing alone is featured
as image content. Artistic TV productions are integrated into reg-
ular TV broadcasting schedules, but also appear as unannounced
interruptions, as TV interventions.

TELEVIZIJOS
AVANGARDAS =

Televizijos atsiradimas pirmg kartg kulttros istorijoje suteike gali-
mybe komunikuoti su visomis socialinémis grupémis, perzengiant
demografines ribas. Septintojo deSimtmecio pradzioje televizija
nedrjso niveliuoti atskiry demografiniy grupiy. Masiné Ziniasklaida
pasirodé negalinti perzengti riby tarp gyvenimo ir meno, ko tikéjosi
istoriniai dadaistai ir Fluxus judéjimas septintajame—astuntajame
deSimtmeciais. 1970 m. pradzioje tokie menininkai kaip Klausas
Peteris Denckeris (Vokietija) ir Ferdinandas Kriwetas (Vokietija),
Stephenas Partridge’as (Didzioji Britanija / JAV) arba Jeanas Lu-
cas Godard’as ir jo ,Kino istorija(os)“ (,Histoire(s) du Cinéma®“,
1988, Prancizija / Cekija) priesindamiesi masinei televizijai karé
filmus ir videokarinius savajai televizijai. Siekdami iSstumti Ziaro-
vus i$ patogios pasyvaus zilréjimo zonos, jie jungé rastg su de-
kontekstualizuota filmuota medziaga arba patj rasStg naudojo kaip
vaizdo turinj. Meniniai televiziniai kuriniai jtraukiami j jprastines te-
levizijos transliacijas, nors gali pasirodyti kaip nepaskelbti pertra-
kiai ar intervencijos.



KOSM0SO0 KOVOTOJAS
(VIENO SIUNTIMO | FRONTA ISTORIJA)

REZISIERIUS KLAUS PETER DENCKER, VOKIETIJA, 1971, 16 MM, NESPALVOTAS IR SPALVOTAS,
GARSINIS, 4 MIN. 27 SEK.

1970-aisiais ir 1971-aisiais Klausas Peteris Denckeris (g. 1941)
sukdre tris eksperimentinius filmus: ,kosmoso kovotojas®, ,apsvai-
gimas“ ir ,astronautas®, kurie sudaré serijg pavadinimu ,Vaiz-
duojamoji poezija“. Filmas ,kosmoso kovotojas” pristato ,zirovo
sgmonés tékme, sukeliama zodziy ,KOSMOSO KOVOTOJAS"
(,STARFIGHTER®")“ (Dencker, 1972). I18blukusi balta didZioji raide
| uzdéta ant filmo apie Vietnamo karg vaizdy, juos lydi | (kaip
anglisko jvardzio ,as") ir ,Ich” tarimo garsas. Toliau rodomos kariy
nuotraukos, kurioms kontekstg suteikia raidés | ir G (trumpinys
»Gl“ reiSkia JAV kareivius). Denckeris atkreipia démes;j j rasytinés
kalbos funkcionaluma, kuris priklauso nuo maziausiy detaliy, taip
pat j kalbiniy nuorody transformacijg, kuri vyksta pasitelkus vizua-
linés informacijos elementus.

STARFIGHTER
(GESCHICHTE EINES FRONTEINSATZES)

DIRECTOR: KLAUS PETER DENCKER, DE, 1971, 16 MM, B/W AND COLOUR, SOUND, 4 MIN 27 SEC.

In 1970 and 1971, Klaus Peter Dencker (*1941) produced the three
experimental films starfighter, rausch and astronaut under the head-
ing Visuelle Poesie. The film starfighter represents the “viewer’s
flow of consciousness in the production of the word STARFIGHT-
ER” (Dencker 1972). The white capital letter “I” is faded in above
film images of the Vietnam War, and is indicated by way of parallel
audio-recordings of “I” and “Ich” as the English pronoun “I”. This is
followed by images of soldiers who are contextualised by the letters
“I” and “G” (the abbreviation “GI” for US soldiers). Dencker thereby
draws attention to the functionality of written language as depen-
dent on the smallest units, and the transformations of the language
reference system by different elements of visual context information.



APSVAIGIMAS
(RASYBOS VIKTORINA SU DISKUSLJA)

REZISIERIUS KLAUS PETER DENCKER, VOKIETIJA, 1971, 16 MM, NESPALVOTAS IR SPALVOTAS,
GARSINIS, 8 MIN. 11 SEK.

Antroji Klauso Peterio Denckerio trumpametraziy filmy serijos
dalis ,rausch” struktariSkai skiriasi nuo kity dviejy; tik antrame
epizode jungiami rasti filmuoti vaizdai (found footage) ir tekstai.
Pirmajame epizode rodomos studijoje nufilmuotos scenos, kur
pasakojama istorija apie rasybos viktoring, o tre¢iajame epizode
ziorovams leidziama sudalyvauti grupinéje diskusijoje, kurioje
sukuriama stulbinanti denkeriska televizijos poezijos versija: €ia
filmas vadinamas jspudingu, nes ,vaizdai ir situacijos jungiami su
raidéemis prieSais juos, ir jie kaip nors turéty deréti tarpusavyje bei
kiekvienam i§ masy padéti atrasti vis kitokig reikSme*. Taigi, rasy-
bos viktorina tampa Denckerio konceptualiy svarstymy jgarsinimu.

RAUSCH (BUCHSTABIERTAFEL
MIT ANSCHLIESSENDER DISKUSSION)

DIRECTOR: KLAUS PETER DENCKER, DE, 1971, 16 MM, B/W AND COLOUR, SOUND, 8 MIN 11 SEC.

In terms of its structure, the second part of Klaus Peter Dencker’s
(*1941) short film series rausch deviates from the other two; only
the second episode works with found footage images in combi-
nation with text fade-ins. The first episode shows scenes shot in
a studio, telling the story of a spelling-panel, the third episode al-
lows viewers to attend a discussion group, which stages a striking
version of Denckerinian TV poetry: here, the film is referred to as
“impressive”, since the “stringing together of images and situa-
tions [...] with letters in front of them [...] which should somehow
match [...] would signify something entirely different to each one
of us.” Thus, the panorama picture becomes the spelling panel,
and the pictorial space becomes the mouthpiece of Dencker’s
conceptual deliberations.



ASTRONAUTAS
(VOKISKAS FILMAS SU SUBTITRAIS)

REZISIERIUS KLAUS PETER DENCKER, VOKIETIJA, 1971, 35 MM, NESPALVOTAS IR SPALVOTAS,
4 MIN. 2 SEK.

Treciajame serijos ,Vaizduojamoji poezija“ filme ,astronautas®
Klausas Peteris Denckeris provokuoja ziurovy nepasitenkinima,
sukurdamas neatitikimg tarp teksto kaip subtitry (kaip skelbiama
filmo pavadinime) ir tikrosios jy funkcijos filme. Rodomy ZodzZiy ry-
8ys su matomais vaizdais sunkiai suvokiamas, nors kartais galima
izvelgti aiSkinamosios funkcijos uzuomazgas, o kai kurios zodziy
ir vaizdy kombinacijos gali bati lengvai susiejamos sintaksiSkai.

ASTRONAUT
(GERMAN FILM WITH SUBTITLES)

DIRECTOR: KLAUS PETER DENCKER, DE, 1971, 35 MM, B/W AND COLOUR, SOUND,
4 MINS 2 SEC.

In astronaut (German Film With Subtitles), the third film in the
series Visual Poetry, Klaus Peter Dencker (*1941) provokes irrita-
tion among viewers by the discrepancy between the functionality
of the text fade-ins as subtitles, as announced in the film title,
and the actual role they assume in the film. The faded-in words
hardly allow for a clear referential connection to the images, even
though, in some cases, they may have a rudimentary explanato-
ry function, and some word-image combinations can be loosely
related syntactically.



TELETEKSTAS

REZISIERIUS FERDINAND KRIWET, VOKIETIJA, 1967, 16 MM, NESPALVOTAS, GARSINIS, 13 MIN.

Ferdinandas Kriwetas (g. 1942) savo eksperimentinj televizinj
karinj ,Teletekstas® pristaté kaip vizualiniy pasialymy, kuriuose
vaizdas ir informatyvus raSymas gali bati perskaityti tuo paciu
metu ir individualiai interpretuojami, rinkinj: ,Kompozicijoje siekiau
perteikti dalele savo patyrimy, kuriuos jau iSgyvenau ir vis dar
nuolat patiriu per kasdienius raSymo apsireiskimus.“ (Kriwet,
1967). ,Teletekstg® sudaro rasti filmuoti vaizdai, iSimti i$ kon-
teksto, ir, Zinoma, uzra8ai: pavienés raides ir vokiSki bei angliski
zodziai arba jy serijos, semantinés raidziy sekos, sudarytos i$§
sumontuoty logotipy, reklaminiy plakaty ir eismo tvarkarasgiy.

TELETEXT

DIRECTOR: FERDINAND KRIWET, DE, 1967, 16 MM, B/W, SOUND, 13 MIN.

Ferdinand Kriwet (*1942) designed his experimental TV pro-
duction Teletext as an accumulation of visual offers that can be
read simultaneously as image and informative writing individually
interpreted: “I have attempted to convey in compositional form a
fraction of the experiences | had, and invariably have, with every-
day manifestations of writing” (Kriwet 1967). Teletext comprises
decontextualised found footage-images, and above all, writing:
single letters and German and English words or series of words,
a-semantic sequences of letters through to mounted logos, adver-
tising posters, and traffic signs.



SAKINIAI

REZISIERIUS STEPHEN PARTRIDGE, JAV, 1988—1993, TRLJY DALIY TELEVIZIJOS SERIALAS,
U-MATIC HI BAND VAIZDAJUOSTE, NESPALVOTAS IR SPALVOTAS, 2 MIN.

Visais savo konceptualiais ir audiovizualiniais eksperimentais
kompiuteriniuose videodarbuose Stephenas Partridge’as (g. 1953)
nagrinéja medijy technologijy naujoviy poveikj suvokimui ir savo
atradimus padaro matomus Zzigrovui. Trijy daliy televizijos serialas
LSakiniai“ yra Partridge’o susizavéjimo kalba pavyzdys. ,Saki-
niai“, parasyti ekrano centre baltomis raidémis juodame fone (yra
angliSka, vokiSka, prancuziSka ir ispaniSka versijos), vizualizuoja
lingvistikos filosofijg. Sakiniai yra savireflektyvios tautologijos, na-
grinéjancios savo paciy darybg arba, priklausomai nuo jy pristaty-
mo bado, atkreipian€ios démes;j j jy perskaitomumo sglygas.

SENTENCES

DIRECTOR: STEPHEN PARTRIDGE, US, 1988—1993, THREE-PART TV SERIES, U-MATIC HI BAND,
B/W AND COLOUR, 2 MIN.

It is above all through conceptual, audiovisual interferences in
his computer-based video works that Stephen Partridge (*1953)
seeks to analyse the changed modes of perception that innova-
tions in media technology have fostered, and render them visible
for the viewer. In the three-part TV series Sentences, Partridge’s
fascination with language finds exemplary expression. Centred
on screen in white letters on a black background, the Sentenc-
es (versions in English, German, French and Spanish) visualise
ideas of linguistic philosophy. The sentences are self-referential
tautologies that point to their own constitution, or focus on, ac-
cording to their mode of presentation, the conditions which make
their readability possible.



SIY ZODZIY GARSAI

REZISIERIUS STEPHEN PARTRIDGE, DIDZI0JI BRITANIJA, 1989, TELEVIZIJOS TRANSLIACLY
INTERVENCIJU PROJEKTAS, CHANNEL 4, 1990, SPALVOTAS, GARSINIS, 4 MIN.

Videodarbe ,Siy zodziy garsai“, kuris buvo sukurtas kaip tele-
vizijos transliacijos intervencija, kalbancios moters ZodzZiai yra
redaguojami vizualiai ir garsiSkai. Kai tik Zodziai iStariami, jie ima
veikti nepriklausomai, lyg baty paleisti nuo pavadzio. Zodziai api-
badina save, savo greitj arba iSsidéstymg ratu. Stephenas Partrid-
ge’as dar prideda neanimuotus Zodzius ,Sis sakinys ne“ ir tuomet
pabaigia fragmenta: ,Sis sakinys nevaik&to“. Sceny jungimuose
raidés iSkrenta arba perskrenda j paskutinj sakinio zodj, Sitaip
pakeisdamos jo prasme. Galiausiai trumpa seka baigiasi savire-
flektyviu teiginiu: ,Sis sakinys neveikia“.

THE SOUNDS OF THESE WORDS

DIRECTOR: STEPHEN PARTRIDGE, GB, 1989, TELEVISION INTERVENTIONS PROJECT, CHANNEL 4,
1990, COLOUR, SOUND, 4 MIN.

In the video work The Sounds of These Words, which was made
as a “TV intervention”, the words of a female speaker are visually
and auditively edited. As soon as the words have been spoken,
they start to act independently, as if they were unleashed. The
words refer to themselves, to their speed, or their circular arrange-
ment on the screen. Additionally, Stephen Partridge (*1953) inserts
the non-animated words “This sentence isn’t”, and then completes
the fragment as “This sentence isn’t walking.” In fluid transitions,
letters fall out, or fly into the last word of the sentence, changing
its meaning. Finally, the short sequence ends with the self-reflec-
tive and self-referential statement “This sentence isn’t working.”



STRUCTURAL

FILM IS

Based on the term structural film, which had greater currency in
the Anglo-American spheres, and which harked back to P. Adams
Sitney, material films were likewise referred to as “Strukturelle
Filme” (structural films) in Germany from the mid-1960s on. Struc-
tural films are based on concepts derived from the parameters of
the carrier material, such as the structuring of time, camera move-
ment, or serial montage sequences. Given their highly self-reflec-
tive character, structural Schriftfilme, like Ernst Schmidt jr.’s 9/g
Filmtext. Ein Schriftenfilm (AT, 1967), Hollis Frampton’s Zorns
Lemma (US, 1970), Peter Greenaway’s Dear Phone (GB, 1976)
or Michael Snow’s So Is This (CA 1982), analyse the conditions of
perception in the media of film and writing and, through the con-
nection of these media, offer different responses to the question
“does writing in film become film?”

STRUKTURINIAI
FILMAI

Turint omenyje strukturalistinio kino terming, suformuluotg P.
Adamso Sitney’io ir pla€iau vartotg angloamerikietiSkoje aplinko-
je, materialistinis kinas nuo septintojo deSimtmecio vidurio Vokie-
tijoje taip pat imtas vadinti ,Strukturelle Filme® (struktdralistiniu
kinu). Struktdralistinis kinas remiasi kino mechaninémis savybé-
mis: laiko struktdra, kameros judéjimu, montazo serijomis. Struk-
tariniai Srifto filmai, pavyzdziui, Ernsto Schmidto jaunesniojo ,9/g
filmo tekstas. ériftq filmas*® (,9/g Filmtext. Ein Schriftenfilm®, 1967,
Austrija), Holliso Framptono ,Zorns Lemma“ (1970, JAV), Peterio
Greenaway’aus ,Brangus telefone“ (,Dear Phone®, 1976, Didzioji
Britanija) arba Michaelo Snow ,Ar tai yra“ (,So Is This“, 1982, Ka-
nada), atsizvelgiant j itin savireflektyvy jy pobddj, analizuoja suvo-
kimo sglygas filmo ir rasto medijose, o0 jas sujungdami, kiekvienas
skirtingai atsako j klausimag: ,Ar rastas filme tampa filmu?“



ZORNS LEMMA

REZISIERIUS HOLLIS FRAMPTON, JAV, 1970, 16 MM, SPALVOTAS, GARSINIS, 60 MIN.

Holliso Framptono (1936-1984) trijy daliy struktdralistinis filmas
-Zorns Lemma®“, o ypac jo antroji dalis, galety bati laikoma Zorno
Lemmos, matematiko Maxo Zorno rinkinio teorijos (set theory)
vienuoliktosios aksiomos, vizualizacija. Ziarovai mato ne tik kaip
Zodziai gali bati sudeélioti i§ maziausiy lingvistiniy daliy, bet ir tai,
kaip subjektyviai raides pakeitus vaizdais, subjektyvumas tampa
neatsiejamu naujy reikSmiy karéju. Atrodo, kad egzistuoja pa-
slépta ir nesuvokiama nuoroda j vaizdy lingvistinius aspektus;
kiekvienas vaizdas filme atstoja kokig nors raide. Framptonas
savo vaizdy-raidziy kalba nagrinéja ne tik angly kalbos darybg bei
funkcines ypatybes, ne tik bet kurios kitos kalbos, apskritai kie-
kvieno reikSmés perteikimo veiksmo, bet ir kino medijos veikimo
badus ir Zilrovo mastymo procesus. Kino kalbos ,mokymasis” tar-
si uzsienio kalbos mokymasis yra nepakei¢iamai batinas, bet, dél
savo nevienareik§miskumo ir nestabilumo, kaip semiotiné sistema
jokiu budu neuztikrina (kinematografinio) supratimo.



ZORNS LEMMA

DIRECTOR: HOLLIS FRAMPTON, US, 1970, 16 MM, COLOUR, SOUND, 60 MIN.

Hollis Frampton’s (1936—1984) three-part structural film Zorns
Lemma, and above all its second episode, could be considered
the visualisation of Zorn’s Lemma, the 11th axiom of the set theo-
ry of the mathematician Max Zorn. Viewers are offered an exem-
plary demonstration not only of how words can be composed from
the smallest linguistic units, but also, through the arbitrary substi-
tution of letters by images, of the arbitrariness inherent in every
act of signifying. There appears to be an enduring reference to
the linguistic component of images that is hidden from perception;
in the film, every image stands for a letter. Frampton demon-
strates with his image-letter language not only the constitution
and functional mechanisms of the English language in particular
and of any language, of any act of signifying in general, but also
the functional mechanisms of the cinematic medium and the cog-
nitive processes of the film viewer. “Learning” cinematic language
by analogy with learning a foreign language is an indispensable
prerequisite, but, in its variability and instability as a semiotic sys-
tem, by no means a guarantee of (cinematic) understanding.



COMPUTER
DEMO SCENE

The communicative practices of the computer age are generally
considered to be email, chat, or microblogs, or the use of social
media in multimedial self-presentations within digital user commu-
nities. The pre-internet network culture of bulletin boards and flop-
py disk exchanges is less well-known, but it also included aesthet-
ic practices around typemotion design. Emerging as a subculture
around early generations of personal computing platforms such as
the Commodore 64, the demo scene defines itself in relation to the
computer demo as a medium for artistic expression. Combining
communication, information, experimental design, and creative
coding, artists create audiovisual compositions in the form of exe-
cutable software. While aesthetic styles have continued to devel-
op over the past 30 years, the core principle of real-time execution
has remained the same, creating a genre that is fundamentally
different to pre-rendered digital film.

KOMPIUTERINE
DEMOSCENA

Kompiuteriy amziuje daugelis komunikacijos neatsieja nuo elek-
troninio pasto, internetiniy pokalbiy svetainiy, mikrotinklarasciy ar
socialiniy tinkly, kuriuose skaitmeninés vartotojy bendruomenés
akivaizdoje galima prisistatyti jvairiomis medijomis. PrieSinterne-
tiniy laiky tinklo kultdra su skelbimy lentomis bei apsikeitimais di-
skeliais yra maziau iSanalizuota, bet taip pat susijusi su judan-
Cio rasto estetinémis praktikomis. Pirmosios kartos asmeninés
duomeny apdorojimo platformos, tokios kaip ,Commodore 64,
laikais susiformavo demoscenos subkultira, kuri kompiutering
demonstracine programg suvoké kaip meninés iSraiSkos priemo-
ne. Jungdami komunikacijg, informacija, eksperimentinj dizaing ir
karybiSkg kodavimg bei pasitelkdami vykdomajg programineg jran-
ga, menininkai kuria audiovizualines kompozicijas. Jy estetika per
pastaruosius 30 mety tobuléjo, bet realaus laiko vydymas (real-ti-
me execution) iSliko esminiu principu, nes Sio zanro kariniai turi
kardinaliai skirtis nuo baigty (pre-rendered) skaitmeniniy filmy.



BE MIEGO 2 (2 DALIS)

GRUPE: XAKK, JOLLY CRACKER (KODAVIMAS), KNATTER (MUZIKA), SVEDIJA, 1987, C64
DEMONSTRACINE VERSIJA, VISA DEMONSTRACINE VERSIJA KAIP VYKDOMOJI PROGRAMA:
HTTP://CSDB.DK/RELEASE/?1D=6419

Pirmosios demonstracinés programos, sukurtos kompiuteriu
~Commodore 64“, daugiausia buvo sudarytos i$ ranka piesty
pikseliniy diagramy, fonu slenkancio teksto ir muzikos. Tutancha-
mono kauké buvo populiariausias motyvas pademonstruoti namy
kompiuterio grafines galimybes. Taip pat buvo stengiamasi sulau-
zyti nelankscig teksto eilutés linijg. Siekiant iSdestyti raides visa-
me ekrane, buvo naudojami mazi laisvai judantys grafiniai viene-
tai (angl. ,sprites”), kuriais kompiuteriniy zaidimy dizaine daznai
tampa kosminiai laivai, transporto priemonés ar sviediniai. Dél Siy
judanciy grafiniy elementy filme ,Be miego 2 tekstas juda aplink
objektus, zaidimy pulteliu gali bati prasuktas j priekj ar atgal.

NO SLEEP 2 (PART 2)

GROUP: XAKK, JOLLY CRACKER (CODE), KNATTER (MUSIC), SE, 1987, C64 DEMO ON VIDEO,
EXCERPT

The first demos on the Commodore 64 mostly contained a hand-
drawn pixel diagram, a text scroller and music. The mask of
Tutankhamun had been a favorite motif with which to demonstrate
the graphic capabilities of a home computer. Efforts were also
made to break the linear rigidity of the text line. Instead, in order
to guide the letters across the screen as seamlessly as possible,
sprites were used: small, freely moveable objects that space-
ships, vehicles or projectiles often incorporated in computer game
design. Thanks to the sprites in No Sleep 2 (Part 2), the scroll text
winds around two bars, moves around the graphics, and can be
fast-forwarded or rewound with the joystick.



GNARPAS (3 DALIS)

GRUPE: TRIUMPH, MAHONEY (KODAVIMAS), SVEDIJA, 1988, C64 DEMONSTRACINE
VIDEOVERSIJA, VISA DEMONSTRACINE VERSIJA KAIP VYKDOMOJI PROGRAMA: HTTP://CSDB.
DK/RELEASE/?1D=13683.

Kai demoscena kelis kartus metuose susitinka vakaréliuose, jos
dalyviy grupés susirungia tarpusavyje demonstracinése rungty-
nése. Sioje konkurencingoje aplinkoje programuotojams svarbu
tampa ne tik dizainas, bet ir iSmatuojami rekordai. Darbe ,Gnar-
pas (3 dalis)“ Mahoney i$ grupés ,Triumph“ pirmg kartg i$ raidziy
sugeneravo visg ekrang uzpildantj slenkantj tekstg. C64 proceso-
rius buvo taip apkrautas, jog nebetilpo net garso takelis.

GNARP (PART 3]

GROUP: TRIUMPH, MAHONEY (CODE), SE, 1988, C64 DEMO ON VIDEO, EXCERPT

When the demoscene meets several times a year at parties, the
scene’s groups play against one another in demo competitions. In
this competitive spirit, the programming concern is not solely with
questions of design, but with the search for measurable records.
In Gnarp (Part 3), Mahoney of Triumph managed to generate a
scroll text from letters that filled the screen completely for the first
time. This taxed the C64 processor to such a degree that it was
impossible to have a soundtrack.



MEGADEMO 3 (SLENKANTIS 2)

GRUPE: NORTHSTARGFAIRLIGHT, MAHONEY (KODAVIMAS, MUZIKA), KAKTUS (KODAVIMAS,
MUZIKA), SVEDIJA, 1989, AMIGA500 DEMONSTRACINE VIDEOVERSIJA, VISA DEMONSTRACINE
VERSIJA KAIP VYKDOMOJI PROGRAMA: HTTP://JANEWAY.EXOTICA.ORG.UK/RELEASE.
PHP?ID=1962.

~Commodore Amiga“ kompiuteriuose jdiegtos specialios mi-
kroschemos grafinéms operacijoms atlikti Zymiai palengvino
judancios grafikos programavima. Taigi, pikseliai, tiksliai judantys
kartu su slenkandiomis eilutémis, tapo pastovia ansktyvyjy ,Ami-
ga“ demonstraciniy versijy savybe. Sukurtose Mahoney ir Kaktus
(Svedija) bei Dexion (Danija), besisukantys tekstai galéjo bati jvai-
riai deformuojami, kad pavykty sugeneruoti stipriy erdviniy efekty.

MEGADEMO 3 (SCROLLY 2)

GROUP: NORTHSTAR & FAIRLIGHT, MAHONEY (CODE, MUSIC), KAKTUS (CODE, MUSIC), SE, 1989,
AMIGA-500 DEMO ON VIDEO, EXCERPT

The Commodore Amiga is equipped with its own chips for graphic
operations, which considerably ease the programming of flexible
graphics. Consequently, the pixel accurate bending of scroll lines
became a permanent feature of early Amiga demos. In those
done by Mahoney & Kaktus (Sweden), and by Dexion (Denmark),
the rolling texts were subject to highly diverse distortions to gen-
erate some powerful spatial effects.



PUSLAPIY VARTIKLIS

GRUPE: BLACKMAIDEN, PANDUR (KODAVIMAS), AVE (GRAFIKA), AMOVE (MUZIKA), VOKIETLJA,
2004, PC/WINDOWS 64K |ZANGINE VAIZDO MEDZIAGA, VISA DEMONSTRACINE VERSIJA KAIP
VYKDOMOJI PROGRAMA: HTTP://WWW.POUET.NET/PROD.PHP?WHICH=15109.

Tiek kompiuterinés demonstracinés programos, tiek graficiai
laikomi subkultarinémis dizaino formomis, tad yra ,tolimi giminés*.
Kai pirmosiomis demonstracinés scenos dienomis buvo sukurti
pirmieji ,Cracker Intros” (prie$ pasirodant kopijuojamiems kompiu-
teriniams Zaidimams), jie buvo vadinami skaitmeniniais grafi€iais.
Véliau grupiy logotipams demonstracinése programose buvo nau-
dojamas dinaminis, kaligrafinis raidynas — populiarus pakaitalas
daugiausia kvadratiniam, nublizgintam kompiuteriniam raidynui.
~Puslapiy vartiklyje® grafi¢iy raidés jungiasi ir atrodo pulsuojan-
¢ios. Labai panasi ir gerai Zinomo grafi¢iy filmo ,Laukinis stilius”
(,Wild Style“, JAV, 1983, rezisierius Charlie Ahearn) pagrindinio
pavadinimo grafika. Pasirodo, animacija yra tinkamiausias budas
reprezentuoti §j grafinj menag.

PAGETURNER

GROUP: BLACKMAIDEN, PANDUR (CODE), AVE (GRAPHICS), A-MOVE (MUSIC), DE, 2004, PC/
WINDOWS-64K INTRO ON VIDEQ, EXCERPT

As sub-cultural design forms, computer demos and graffiti are dis-
tant relatives. When the first Cracker Intros appeared in the pio-
neering days of the demo scene, prior to copied computer games,
they were frequently referred to as “digital graffiti”. One subse-
quently used the dynamic, calligraphic lettering for group logos

in demos, where they represented a popular counterpart to the
mostly square, polished, high-gloss computer lettering. In the case
of Pageturner, the graffiti letters are offset, and seem to pulsate,
much like the main title graphics of the well-known graffiti film Wild
Style (US, 1983, director: Charlie Ahearn). It appears that anima-
tion is the most suitable way of representing this graphic art.



AMZINYBE ZEIDZIA

GRUPE: NEURO, PANIQ (KODAVIMAS), TOURNESOL (GRAFIKA), VOKIETIJA, 2006, PC/WINDOWS
DEMONSTRACINE VIDEOVERSIJA KAIP VYKDOMOJI PROGRAMA: HTTP://WWW.POUET.NET/PROD.
PHP?WHICH=25864.

Demonstracinéje scenoje yra itin zavimasi begalybés reprezenta-
cija. Begalinés programavimo ir kompiuteriniy programy talpinimo
galimybés turbut yra aiSkiausias rodiklis, siekiant atskirti demons-
tracines programas nuo filmy. Darbe ,Amzinybé Zeidzia“ begalybé
perteikiama iSskleidziant nervingos savikritikos procesg. Tekstas,
vaizduojantis nevaldoma krytj per skirtingas panikos stadijas,
susideda i vektoriniy raidziy, kurias priartinus, skaitytojas vél ir
vél jtraukiamas j daugiasluoksne gelme. Uz kiekvienos bet kurio
Zodzio raidés slypi naujas Zodis ir, kol pasaulis sukasi, nei maste-
lis, nei zemés trauka neatrodo stabilds.

DIE EWIGKEIT SCHMERZT

GROUP: NEURO, PANIQ (CODE), TOURNESOL (GRAPHICS), DE, 2006, PC/WINDOWS DEMO ON
VIDEO, EXCERPT

Representations of infinity are a source of great fascination on
the demo scene. Perhapsit is because the potential for endless
processing and nesting of a computer program is one of the most
sensible ways of distinguishing demos from films. In Die Ewigkeit
schmerzt (Eternity Hurts), this infinity is staged as an unfolding of
anxious self-criticism. The text, depicting free-fall through diverse
states of panic, consists of zooming vector letters, and draws
readers into multiple depths again and again. Behind each letter
of a word lurks another word, and while the world turns, neither
scale nor gravity appear stable.



COMMERCIALS /
TRAILERS / TV MOTION
DESIGN

REKLAMOS, ANONSAL,
TELEVIZIJOS VINJETES

| m— I

It was primarily in the period prior to the introduction of sound film
that, in advertising strategy, integrating the name and the manu-
facturer of the advertised product, and, as the case may be some-
times, an advertising slogan in one or another form, became all
but mandatory. What a so-called audio-logo can achieve when
images are combined with a familiar jingle could only be accom-
plished in the age of silent film by means of writing. A growing
number of artists and filmmakers entered the advertising industry,
and produced commercials in which writing leaves the frame of in-
tertitles to function in the effective communication of messages as
a means of design and information of its own. Whereas early films
include writing only between moving images, writing is itself set in
motion in more experimental ways beginning in the 1920s (motion
design), as in the avant-garde commercials of Julius Pinschewer
and Guido Seeber (DE), Len Lye (GB) or Norman McLaren (CA).
Whether in commercials, trailers or openers, writing creates emo-
tion through motion and design, and takes on functions no longer
limited to the communication of legible information.

Reklaminé strategija jterpti reklamuojamos firmos ar produkto pa-
vadinimag, o kartais Sukj vienokia ar kitokia forma iSplétota dar ne-
byliojo kino laikais. Rezultatag, pasiekiamg vadinamuoju audiologo-
tipu sujungiant vaizdg su atpazjstamu skambesiu, nebyliojo kino
amziuje buvo jmanoma pasiekti tik rastu. Vis daugiau menininky ir
filmo kdrejy jsitraukeé j reklamos industrijg ir kiré reklamas, kurio-
se rastas paliko titry rémus ir tapo savarankiska reklaminiy zinuciy
kaip informacijos ir dizaino derinio efektyvios komunikacijos for-
ma. Ankstyvieji filmai rastg naudodavo kaip intarpus tarp vaizdy, o
avangardinése Juliuso Pinschewerio ir Guido Seeberio (Vokietija),
Len Lye’aus (Didzioji Britanija) ir Normano MacLareno (Kanada)
reklamose, sukurtose treciojo deSimtmecio pradzioje, rastas eks-
perimentiniais budais ima judéti pats. Reklamose, anonsuose ar
vinjetése rastas savo judesiu ir dizainu kelia emocijas ir prisiima
daugiau funkcijy nei tik informacijos perteikimas.



ADMIROLO CIGARETES

CIGARECIY ,,ADMIRAL CIGARETTE* REKLAMA, REZISIERIUS, PRODIUSERIS THOMAS ALVA
EDISON, ANTRASIS REZISIERIUS, OPERATORIUS WILLIAM HEISE, JAV, 1897, NESPALVOTAS,
BEGARSIS, 30 SEK.

Viename i§ pirmuyjy reklaminiy filmy, sukurtame amerikie€iy kino
pionieriaus Thomaso Alva Edisono (1847-1931), prekés pava-
dinimas ,Admiral Cigarette“ viso filmo metu matomas fone — jis
didelémis raidémis uzraSytas ant lauko stendo. Filmuko pabaigoje
matomi priekyje susodinti tariamai Amerikos visuomene repre-
zentuojantys Zmonés — dZzentelmenas su Zandenomis, indénas su
plunksny kartina ir Dédé Semas su dryzuotomis kelnémis. Prie jy
prisijungia mergina patarnautojos drabuziais ir jie visi iSskleidzia
reklaminj plakatg su uzrasu ,Mes visi rakome*“. Tuo metu, kai Si
reklama buvo nufilmuota (1897), vizualiné kino kalba buvo menkai
iSsvystyta, taciau vaizdy ir teksty derinys siuncia ai8kig reklamine
Zinute apie produkta.

ADMIRAL CIGARETTE

COMMERCIAL FOR ADMIRAL CIGARETTE, DIRECTOR, PRODUCER: THOMAS ALVA EDISON, C0-DI-
RECTOR, CAMERA: WILLIAM HEISE, US, 1897, B/W, SILENT, 30 SEC.

During one of the first advertising films ever made, by American
film pioneer Thomas Alva Edison (1847-1931), the name of the
product, “Admiral Cigarette”, stays on view the whole time in large
letters on a billboard in the background. At the end of the film, the
people sitting in front of it, who are supposed to be representative
of American society, a gent with sideburns, a native American
with a feather headdress, and an “Uncle Sam” in striped trousers,
unfurl a banner, accompanied by a young woman in a page boy’s
costume, that bears the slogan “We all smoke”. While the visual
language of film was hardly developed at all when this silent film
was made in 1897, the combination of image and text sends a
clear advertising message for the product.



FILM / KIPHO

KINEMATOGRAFIJOS IR FOTOGRAF1JOS PARODOS KIPHO BERLYNE REKLAMA, OPERATORIUS,
ANIMACIJA: GUIDO SEEBER, GAMYBA: JULIUS PINSCHEWER, VOKIETIJA, 1925, 35 MM,
NESPALVOTAS, BEGARSIS, 5 MIN. 30 SEK.

AprasSymas skyriuje ,Nebylusis kinas / istorinis avangardas®

FILM / KIPHO

COMMERCIAL FOR KINO- UND PHOTO-AUSSTELLUNG CKIPHO) IN BERLIN, CAMERA, ANIMATION:
GUIDO SEEBER, PRODUCTION: JULIUS PINSCHEWER, DE, 1925, 35 MM, B/W, SILENT, 5 MIN 30
SEC.

For description please see “Silent Film / Historical Avant-Garde”



P TAI PERGALE

,PERGALES OBLIGACIJU“ REKLAMA, REZISIERIUS: NORMAN MCLAREN, KANADA, 1941, 35 MM,
SPALVOTAS (WARNERCOLOR), GARSINIS, 2 MIN 5 SEK.

Aprasymas skyriuje ,Nebylusis kinas / istorinis avangardas®

V FOR VICTORY

COMMERCIAL FOR VICTORY BONDS, DIRECTOR: NORMAN MCLAREN, CA, 1941, 35 MM, COLOR
(WARNERCOLOR), SOUND, 2 MIN 5 SEC.

For description please see “Silent Film / Historical Avant-Garde”



GINA

,WARSTEINER PREMIUM VERUM“ ALAUS REKLAMA, AGENTURA: BESSERE WERBUNG
DUSSELDORF, VOKIETIJA, 1998, 30 SEK.

VyriSkas uzkadrinis balsas apibudina netikétg susitikimg su
patrauklia moterimi, vardu Gina, o jo sakomi zodziai ekrane
uzraSomi tekstu. Naudojamas S$riftas lengvai atpazjstamas kaip
firminis ,Warsteiner Premium Verum*“ alaus Zenklas. Tuo metu
7odis ,dzinas“ (,ji nekenté DZINO ir daugybes kity dalyky®), kaip
konkurenty produkto pavadinimas, uzraSytas visiskai kitokiu Sriftu.

GINA

COMMERCIAL FOR WARSTEINER PREMIUM VERUM BEER, AGENCY: BESSERE WERBUNG
DUSSELDORF, DE, 1998, 30 SEC.

While a man’s voice off-camera describes an encounter with an
attractive woman called Gina, his spoken words are presented in
writing simultaneously, all taken from the typographically distinc-
tive label of a Warsteiner Premium Verum beer bottle. The word
“gin”, however (“she hated GIN and many other things”), as a rival
product, has very different typography to that of the Warsteiner
label.



ERICSSON REKLAMINE KAMPANIJA

DIZAINAS: YOUNG & RUBICAM, VOKIETIJA, 1998, NESPALVOTA, GARSINE (,LOSIMY
AUTOMATAS*, 20 SEK.; ,KINAS“, 20 SEK.; ,TENISAS“, 15 SEK.; ,SIRDIES DOZIAI*, 15 SEK.;
,50 000 MINCIY*, 20 SEK.)

Visa 1998 m. ,Young & Rubicam” agenturos dizaineriy sukurta
tarptautiné ,Ericsson“ reklamos kampanija buvo pagrjsta tipo-
grafija. Vienoje reklamoje Zodziai sukasi kaip simboliai lo§imo
automate, kitose raSmenys sukasi aplink savo asj, Sokinéja kaip
teniso kamuoliukai i$ vienos pusés j kita, pulsuoja Sirdies ritmu ar
pavirsta beveik nejskaitoma teksto danga kaip aliuzija j komunika-
cijos technologijas (,50 000 mingiy“).

ERICSSON BRAND CAMPAIGN

DESIGN: YOUNG & RUBICAM, DE, 1998, B/W, SOUND (SLOT MACHINE, 20 SEC; CINEMA, 20 SEC;
TENNIS, 15 SEC; HEARTBEAT, 15 SEC; 50 000 GEDANKEN, 20 SEC).

The designers of the Young & Rubicam agency based their
concept for the entire 1998 international branding campaign for
Ericsson on typography. The words rotate like the symbols on

a mechanical slot machine, the writing rotates on its own axis,
bounces like a tennis ball from the right side of the picture to the
left, pulsates in the rhythm of a heartbeat, or is visualised in the
form of a mainly illegible carpet of ticker-text, in an allusion to the
potential of communication technologies (50 000 Gedanken).



ASPEKTAS

ZDF, TELEVIZI)OS VINJETE, REZISIERIUS MATTHIAS ZENTNER (,VELVET MEDIENDESIGN),
VOKIETIJA, 2001, 18 SEK.

Savo fotorealistinio stiliaus ZDF (Antroji Vokietijos televizija)
kanalo kultarinés laidos ,Aspektas” vinjetei Matthias Zentneris
raSmenis naudoja, jo paties zodziais tariant, tam, kad ,padary-
ty nematomg matomu®. UzrasSai juda aplink ir pro veidrodiniais
pavirSiais pakeistas Zmoniy galvas. Taip siekiama vizualizuoti
idéja, jog ,supratimas apie meno ir kultiros procesus formuojasi
zmoniy galvose: formos, kurios iSreiSkia mintis, yra ryskus tipo-
grafinés animacijos pavyzdziai, kurie iSteka i$ veidrodiniy galvy*
(Zentner). Raideés gula j tusCias knygas arba sklinda i§ smuiko
kaip muzikos garsai.

ASPEKTE

ZDF, TV OPENER, DIRECTOR: MATTHIAS ZENTNER (VELVET MEDIENDESIGN), DE, 2001, 18 SEC.

In his photorealistic-style opener for the TV cultural magazine as-
pekte on ZDF (Second German Television), Matthias Zentner uti-
lises writing, in his own words, “to make the invisible visible”. With
the writing, which moves around and through the mirror surfaces
that have replaced the heads of the people shown, he seeks to
visualise the idea that “the awareness of what is happening in the
arts and culture takes place inside people’s heads: The forms in
which thought manifests itself are the vivid typographic anima-
tions, which flow from the mirror-heads” (Zentner). Letters settle
down into an empty book, or emanate from a violin like sounds or
musical notes.



METROPOLIS

ARTE, TELEVIZIJOS VINJETE, REZISIERIUS MATTHIAS ZENTNER (,VELVET MEDIENDESIGN),
VOKIETLJA, 2001, 41 SEK.

Kultarines laidos ,Metropolis® vinjetei (prancizy ir vokiec€iy tele-
vizija ARTE) Matthias Zentneris naudoja raidziy koliazus, o juos
igarsina raSomosios masinélés ir rasalinio plunksnakoc€io garsais.
Taip raidés ir garsai filme siejami su raSymu kaip medija, taigi to-
lesnis laidos turinys suvokiamas kaip persikélimas j naujg medija.
Naudodamas Sig strategijg, Zentneris sékmingai perkelia klasiki-
nés spaudos aureole televiziniam formatui.

METROPOLIS

ARTE, TV OPENER, DIRECTOR: MATTHIAS ZENTNER CVELVET MEDIENDESIGN), DE, 2001, 41 SEC.

In his opener for the Franco-German TV network ARTE’s cultural
programme Metropolis, to image collages peppered with letters,
Matthias Zentner adds a soundtrack with the sounds of a type-
writer and a fountain pen. Thus, both letters and sound in the film
refer to the medium of writing and to its tools, and in this way the
contents of the subsequent TV programme appear as the result of
a media transfer. With this strategy, Zentner succeeds in transfer-
ring the nimbus of classic print media to a television format.



TIPOFONLJA

DORTMUNDO KONCERTY SALES REKLAMA, REZISIERIAI IR PRODIUSERIAI: PETER LUND,
MICHAEL KOCH, TANJA FASSOLD, MARIO LAUTSCHAM (TISCH-EINS DESIGNSTUDIO), JUDANCIY
ELEMENTY DIZAINERIS DIRK HENSIEK, AGENTORA: JUNG VON MATT HAMBURG, VOKIETUJA,
2007, 2 MIN. 2 SEK.

Reklamoje ,Tipofonija“ dizaineriai muzikg ir plataus spektro Dor-
tmundo koncerty salés repertuarg vizualizuoja naudodami ani-
muotg tipografijg. Reklamoje matoma spalvinga raidziy choreo-
grafija, primenanti penklinés struktira, tipografines konkreciosios
poezijos kompozicijas ar Festo diska (molinis diskas, datuojamas
antru tokStantmecdiu pr. Kr., rastas Kretos saloje, kurio abiejose
pusése spirale jspausti hieroglify raSmenys). Joje iSsiskiria keli
raktazodziai (solistai, fortepijono virtuozai) bei vardai (Yundi Li,
Hélene Grimaud, Maxas Raabe). Filmukg uzbaigia reklaminis
Sdkis: ,Taip skamba Dortmundas®. Reklama laimejo ,Art Directors
Club of Germany“ apdovanojimus dizaino (sidabras) ir audiovizu-
aliniy medijy (bronza) kategorijose.

TYPOFONIE

COMMERCIAL FOR DORTMUND CONCERT HALL, DIRECTORS AND PRODUCERS: PETER LUND, MI-
CHAEL KOCH (EACHFILM), TANJA FASSOLD, MARIO LAUTSCHAM (TISCH-EINS | DESIGNSTUDIO),
MOTION DESIGN: DIRK HENSIEK, AGENCY: JUNG VON MATT HAMBURG, DE, 2007, 2 MIN 2 SEC.

In their image commercial Typofonie, the designers visualise mu-
sic and the wide-ranging repertoire of the Dortmund concert hall
using animated typography. Among the coloured choreographies
of letters, which evoke lines of the staff, the typographic arrange-
ments of Concrete Poetry, or the Phaistos Disc (a clay disc dating
from the 2nd millennium BC discovered on Crete, which is cov-
ered on both sides with a spiral of stamped hieroglyphic symbols),
several key words stand out (such as “soloists” and “piano virtu-
0s0s”) and names (“Yundi Li”, “Héléne Grimaud”, “Max Raabe”),
and culminate in the slogan “This is the sound of Dortmund.” The
film won awards from the Art Directors Club of Germany, in both
the category of Design (silver) and the category of Audiovisual
Media (bronze).



VISKAS NUO A IKI Z

,LELLERS“ REKLAMA, AGENTORA: LEO BURNETT TORONTO, KANADA, 2007, 30 SEK.

Kanados prekybos tinklo ,Zellers” reklamoje ,Viskas nuo A iki Z*
pabréziamas itin platus kasdieniy prekiy pasirinkimas — produktai
surikiuoti abécélés tvarka. Materialios realybés vaizdavimas per
kalbg ir rastg parodo vizualy rySj tarp rasto ir atvaizdy.

EVERYTHING FROM A T0 Z

COMMERCIAL FOR ZELLERS, AGENCY: LEO BURNETT TORONTO, CA, 2007, 30 SEC.

In the commercial Everything from A to Z for the Canadian depart-
ment store chain Zellers, its vast product range of everyday prod-
ucts is arranged in an alphabetical index. Through its visualisation
of the material reality in language and writing, the ad invokes the
relationship between the visual media of writing and images.



TIE, KURIE J] SKAITO, MATO DAUGIAU

,SUDDEUTSCHE ZEITUNG* LAIKRASCIO REKLAMA, REZISIERIUS SIMONE HABERLAND (,VELVET
MEDIENDESIGN"), VOKIETIJA, 2008, 30 SEK.

Simone’as Haberlandas laikraS¢iui ,Stddeutsche Zeitung” sukare
reklamg pavadinimu ,Tie, kurie jj skaito, mato daugiau“. Dinamis-
ku, beveik nejskaitomu raSmeny kilimu, netvarkingomis tipogra-
fijos démemis ir greitai slenkanciais informacijos rastrais siekta
pakeisti spausdinto rasto kaip statisko ir senamadisko jvaizdj.
Matthias Zenteris yra pasakes, jog Haberlandui savo pirmajame
rezislriniame darbe pasiseké sukurti ,iSskirtine laikradcio kaip
medijos interpretacijg®, laikrastj traktuojant kaip dinamiskos infor-
macijos objektg.

WER SIE LIEST, SIEHT MEHR

COMMERCIAL FOR THE SUDDEUTSCHE ZEITUNG, DIRECTOR: SIMONE HABERLAND (VELVET
MEDIENDESIGN), DE, 2008, 30 SEC.

For the Stiddeutsche Zeitung newspaper, Simone Haberland
created the commercial Wer sie liest, sieht mehr (Those who read
it see more). The dynamic, partially unreadable carpet of writing,
disorganised clouds of typography, and fast scrolling rasters of in-
formation, seek to free the print medium from the image of being
static and outdated. Matthias Zentner said that in Haberland'’s first
work as a director, she succeeded in creating an “extraordinary
interpretation of the medium of the newspaper” as an “object of

information in motion”, “as a medium of moving symbols” and “as
a transparent, moving universe of information”.



LOGORAMA

A whole series of films and videos makes urban texts its main
subject. In Esther Mildenberger’s experimental film Zwischen den
Zeichen lesen (Reading between the Signs), the opening text is
“The city is a big open book of anonymous writing. It is enough to
look and the images speak ...” Tom Konyves’s video poem Sign
Language (CA, 1984), the music video La Tour de Pise (FR, 1993,
director: Michel Gondry), the experimental film Urban Surfaces
(DE, 2014) by Sebastian Lange, and the media facades of Jenny
Holzer make it clear that our urban environment is filled not only
with pictures but also with writing. That much of it is advertising is
made particularly clear by the short film Logorama.

LOGORAMA

Daugelio filmy ir videokdriniy pagrindiné tema yra tekstai mies-
te. Estheros Mildenberger eksperimentinis filmas ,Skaitant tarp
zenkly“ (,Zwischen den Zeichen lesen®) pradedamas tokiu tekstu:
,Miestas yra didelé atvira anoniminiy teksty knyga. Pakanka pa-
zidréti — ir vaizdai prabyla...“ Tomo Konyveso videoeilérastis Zen-
kly kalba“ (,Sign Language®, Kanada, 1984), muzikinis klipas ,Pi-
zos bokstas” (,La tour de Pise®, rezisierius Michelis Gondry, 1993,
Prancizija), Sebastiano Lange’o eksperimentinis filmas ,Miesto
pavirSiai“ (,Urban Surfaces®, 2014, Vokietija) ir Jenny Holzer me-
dijy fasadai aiSkiai parodo, kad musy miestai yra pripildyti ne tik
vaizdy, bet ir rasto. Tai, kad didzioji dalis ty vaizdy ir teksty yra
reklamos, pademonstruoja trumpametrazis filmas ,Logorama®“.



LOGORAMA

REZISIERIAI: FRANGOIS ALAUX, HARVE DE CRECY, LUDOVIC HOUPLAIN (H5), PRANCOZUIA,
2009, ANIMACINIS, SPALVOTAS, GARSINIS, 16 MM, PAREMTAS CNAP, CNAP KOLEKCIJOS DALIS

Trumpametraziame filme Francois Alaux, Harvé de Crécy ir Ludo-
vicas Houplainas visg vaizdine erdve (kurig sudaro architektara,
figlros, objektai) uzpildo daugiau nei 2500 gerai Zzinomy logotipy
ir talismany. Stilizuotame Los Andzele, suformuotame i$ jvairiy
komerciniy prekiy zenkly, pagrindiniai veikéjai — Gsuotis Pringles,
vyras Michelinas, mergina Esso ir Haribo — vaidina tarp ,Pizza
Hut“, ,Best Western® ir ,Avis® pastaty, vazinéja per ,,Audi tiltus ir
kaunasi su Ronaldu McDonaldu. Filmas baigiasi kosmoso vaizdu,
atitolus nuo ,Universal Pictures” Zzemés planetos, pralekiamos
~Pepsi‘ir ,MasterCard“ planetos ir lekiama link ,Milky Way“ galak-
tikos. 2010 m. filmas ,Logorama*“ laiméjo Oskarg kaip geriausias
trumpametrazis filmas.

LOGORAMA

DIRECTORS: FRANGOIS ALAUX, HERVE DE CRECY, AND LUDOVIC HOUPLAIN (H5), FR, 2009,
ANIMATION, COLOUR, SOUND, 16 MIN, SUPPORTED BY CNAP, PART OF THE CNAP COLLECTION.

In their short animated film, Francois Alaux, Hervé de Crécy and
Ludovic Houplain (H5) fill the entire sphere of the image (archi-
tecture, figures, objects) with over 2,500 well-known logos and
mascots. In a stylised Los Angeles made up of various forms of
commercial brands, the main characters, Pringles moustachio’d
man, Michelin Man, Esso Girl and Haribo, perform among Pizza
Hut, Best Western and AVIS buildings, drive over AUDI bridges,
and fight against the villain, Ronald McDonald. The film ends
with a zoom-out into space, away from Universal Pictures plan-
et Earth, past Pepsi and MasterCard planets, in the direction of
the Milky Way galaxy. In 2010, Logorama won an Oscar for Best
Animated Short.



PROJECTIONS

Film historically, we can note four conventional integration modes
of writing in film: intertitles, subtitles, start and end titles, opening
and closing credits. In this connection, writing appears primarily
not as an independent means of communication, but as an auxil-
iary way of compensating for the limitations of film. Since, in such
cases, the purpose of writing is to convey clear semantic informa-
tion, an effortless legibility is required; its fade-ins are thus exe-
cuted in linear and logical, distinct and static forms that produce
a rigid and interfering, and consequently, un-filmic effect. And yet,
as can be seen in a great many examples from the early pioneer-
ing days through to contemporary digital productions, writing can
be integrated into film in such a way that the effect is by no means
rigid and un-filmic, but rather constitutes a medium that reaches
far beyond what is commonly expected from writing, and writing in
film. Film and most modern and recent media are neither a threat
to writing, nor do they lessen its influence; they augment it instead.
The writing becomes the main actor. In this sense, we can re-write
or re-read film history as a history of filmic writing, which has pro-
ceeded for nearly 120 years parallel to the history of standard and
well-known integrations of writing in film. The films shown here
illustrate this timeless interest in working on and with the medium
of writing across genres, countries and epochs.

PROJEKCIJOS 0 'l 2

Kino istorijoje mes galime iSskirti keturias tradicines rasto panau-
dojimo kine formas: titry intarpus, subtitrus, pavadinimag filmo pra-
dZioje ir pabaigoje bei pradzios ir pabaigos titrus. Akivaizdu, kad
raStas naudojamas ne kaip savarankiSka komunikacijos priemo-
ne, bet kaip filmo papildinys, kompensuojantis jo trikumus. Tokiu
atveju, jeigu teksto tikslas yra perteikti aiSkiag semantine prasme,
lengvas perskaitomumas yra batinas. Deél to tekstg pateikiant lini-
jiniu badu, logiskai, aiskiai ir statiSkai, sukeliamas nelankstumo ir
trikdzio, taigi ,nefilmiSkumo®, jspudis. Vis délto, kaip galima paste-
béti daugybeéje pavyzdziy nuo ankstyvojo kino laiky iki Siy dieny
skaitmeniniy kdriniy, rastas filme nebdtinai turi bati nelankstus ir
trukdantis, bet gali pasidlyti raiSkos galimybiy, kuriy niekas i$ jo
nesitikéjo. Kinas ir pacios naujausios medijos néra grésmée rastui ir
nemazina jo jtakos, jie kaip tik jg stiprina. Rastas tampa pagrindiniu
aktoriumi. Turédami tai omenyje, galime perrasyti ar naujai perskai-
tyti kino istorijg kaip rasto kine istorijg, kuri tesiasi daugiau nei 120
mety. Filmai, pristatomi Siose projekcijose, iliustruoja besitesiantj
susidomejimg rastu, nepaisantj Saliy sieny, zanry ir epochy riby.



ANEMISKAS KINAS

REZISIERIUS MARCEL DUCHAMP, PRANCDZIJA, 1924/1926, 16 MM, NESPALVOTAS,
BEGARSIS, 6 MIN.

Apradymas skyriuje ,Nebylusis kinas / istorinis avangardas®

ANEMIC CINEMA

DIRECTOR: MARCEL DUCHAMP, FR, 1924/1926, 16 MM, B/W, SILENT, 6 MIN.

For description please see “Silent Film / Historical Avant-Garde”

TELETEKSTAS

REZISIERIUS FERDINAND KRIWET, VOKIETIJA, 1967, 16 MM, NESPALVOTAS, GARSINIS, 13 MIN.

ApraSymas skyriuje , Televizijos avangardas*”

TELETEXT

DIRECTOR: FERDINAND KRIWET, DE, 1967, 16 MM, B/W, SOUND, 13 MIN. (TV AVANT-GARDE /
EXPERIMENTAL FILM)

For description please see “TV Avant-Garde”



VAIKAS

ATLIKEJAS ALEX GOPHER, REZISIERIAI: ANTOINE BARDOU-JACQUET, HERVE DE CRECY, IR
LUDOVIC HOUPLAIN (H5), PRANCOZIJA, 1999, 3 MIN 14 SEK.

Aprasymas skyriuje ,Muzikiniai vaizdo klipai“

THE CHILD

ARTIST: ALEX GOPHER, DIRECTORS: ANTOINE BARDOU-JACQUET, HERVE DE CRECY, AND
LUDOVIC HOUPLAIN (H5), FR, 1999, 3 MIN 14 SEC. (MUSIC VIDEO / DIGITAL ANIMATION)

For description please see “Music Videos”



FLICKER
FILMS

The flicker effect offers an especially suitable approach to make
film visible as material, as film. Unlike the descriptive terms “mo-
tion pictures”, “movies” or “moving images”, which strictly speak-
ing do not refer to film as a medium and material as separate, sin-
gle images, but to its unique effect, namely, generating the illusion
of movement, the designation “flicker” refers explicitly to film as a
strip, and names a consistently concealed modality of film projec-
tion usually discarded as an undesirable side-effect, or as a tech-
nically conditioned mistake. The mechanical transport of separate,
single images makes the latter’s actual detachment recognisable
as the visual shimmering or flickering of the images (flicker). Flick-
er films do not conceal this genuine filmic modality, but render it
the dominant figure within a reduced perceptual range. In flick-
er-Schriftfilmen, this reduced perceptual range consists of writing
that is illegible through the flicker mode. But, and this is the deci-
sive factor in these films, it is recognisable as writing, and thus,
letter for letter, image for image, renders the film viewable as film,
as material, as a sequence of distinct images, as in Paul Sharits’
Fluxus-film Word Movie (US, 1966).

FLICKER
(MIRGEJIMO) FILMAI

Flicker (mirgéjimo) efektas sitlo itin patogy budag parodyti filmg
kaip medziagg, kaip juostg. Kitaip nei terminai ,kino filmas“ (moti-
on pictures), ,filmas“ (movies) ar ,judantys paveiksléliai“ (moving
images), kurie neapibtdina filmo kaip aiSkios medijos ar medzia-
gos, sudarytos i$ atskiry, pavieniy vaizdy, nes jais akcentuojamas
unikalus judéjimo iliuzijos (illusion of movement) jspadis, pavadi-
nimas flicker (mirgéjimas) pabrézia filmo kaip juostos formg ir jvar-
dija nuolatos slepiama projektuojamo filmo modaluma, paprastai
atmetama kaip nepageidaujama reiskinj arba technine klaidg. Ats-
kiry, pavieniy kadry mechaninis judesys aiskiai, matomai atskiria
vaizdus ir bendrai sudaro mirgéjimo ar blyk&iojimo jsptdj. Tokie
filmai neslepia autentisko juostos modalumo — atvirk&¢iai, pateikia
ji kaip pagrindinj filmo veikéja, taip susiaurindami suvokimo ribas.
Flicker $rifto filmuose tokiu budu sumazinama teksto perskaitymo
galimybé. Vis délto, ir tai yra esminis Siy filmy aspektas, rastas
yra atpazjstamas, taigi raidé po raidés, vaizdas po vaizdo leidzia
pamatyti filmg kaip juostg, kaip materijg, kaip skirtingy vaizdy
seka, kaip, pavyzdziui, Paulo Sharitso Fluxuso filme ,Zodziy fil-
mas”“ (1966, JAV).



RAIDE

REZISIERIUS DIETER ROTH, DANIJA / ISLANDIJA, 1956 / 1961, 16 MM, NESPALVOTAS,
BEGARSIS, 3 MIN.

Dieterio Roth’o (1930-1998) ranky darbo filme ,Raidé” rasto pa-
naudojimas iSeina uz jprastinés tipografijos riby ir yra pristatomas
kaip savarankiskas bldas pasakoti. Rezultatas — filmu pateikia-
ma autobiografija, kurioje greta uzraSyty didziyjy raidziy ,DITER
ROT" atskleidziamos biografinés detalés, nuolatos primenancios
apie (vienarankj) karéjg. Uzra$ai tiesiai ant juostos sukelia per-
dangy jspudj, kuris neleidzia i8Sifruoti uzray filma Zzidrint nor-
maliu grei€iu. Visgi zenklai, nors ir nuolat besikei€iantys, iSlieka
atpazjstami, kaip abécélés raidés ar kaip simboliai (Sirdis). Tai, kg
Roth’as laike idealia aktyvaus suvokimo situacija, yra neatskiria-
ma filmo dalis.

LETTER

DIRECTOR: DICE)TER ROTCH), DK/IS, 1956/1961, 16 MM, B/W, SILENT, 3 MIN.
(HANDMADE FILM)

In Dieter Roth’s (1930-1998) handmade film Letter, handwriting
is introduced as a narrative medium reaching beyond standard
typography. An auto[bio]graphy transported via film is the result,
which, by way of the handwritten “DITER ROT” in upper case
letters, along with the exposure of biographical details, repeated-
ly recalls its (single-handed) producer. The filmic writing evokes
overlay effects which prohibit the deciphering of the text in real
time at normal playback speeds. Nevertheless, the characters,
rapidly alternating at the same point, remain identifiable within
the perceptual space as “letters” of the alphabet, or as symbols
(heart). Hence, what Roth considered as the ideal active recep-
tion situation turns out to be an integral element of the film.



ZODZIY FILMAS (FLUKSFILMAS 29)

REZISIERIUS PAUL SHARITS, JAV, 1966, 16 MM, SPALVOTAS, GARSINIS, 3 MIN. 40 SEK.

,,Zodiiq filme® Zodziai mazdaug 225 sekundes lenktyniauja nuola-
tos besikeicianéiy spalvy ekrane. Ne ZodZiai, bet atskiros raidés,
kiekviena toje pacdioje, nesikeitiancgioje pozicijoje, veikia lyg pa-
stovus, vaizdg formuojantis orientyras blyk&iojan¢iame fone. Fil-
mas priver&ia Ziarovus jdémiai spoksoti: kiekviena stabili, paviené
raidé rezonuoja labiau nei visas Zodis. Garso takelyje kiekvienas
kalbétojas kartoja zodj monotoniSku balsu ir rySkiai artikuliuojan-
gia maniera; taip uzradyti zodziai kartojami polifoniskai. ,Zodziy
filmas*“ ne tik iliustruoja medijos suvokimo skirtumus klausa ir
rega, bet ir priveréia jsijausti ir pajusti skirtumg tarp skaitymo ir
ziarejimo, tarp filmo kaip iliuzijos ir juostos kaip medziagos.

WORD MOVIE (FLUXFILM 29)

DIRECTOR: PAUL SHARITS, US, 1966, 16 MM, COLOUR, SOUND, 3 MIN 40 SEC.

In Word Movie, words race across an ever-changing colour
screen for a period of 225 seconds. Not the words, but single
letters, each in its same unaltered position, serve as a constant,
shape-giving orientation guide in front of the flickering back-
ground. Watching the film induces the viewer’s staring; each of
the staid letters takes on a greater resonance than that of the
word as a whole. Further, each speaker alternately articulates a
word in a monotone and hyper-enunciated voice, making a con-
trapuntal repetition to the fade-in of written words. As such, Word
Movie exemplifies not only the media differences between seeing
and hearing, but sensitises us to the difference between reading
and viewing, and of film as both illusion and material.



IKONA / KINAS

REZISIERIUS TIMM ULRICHS, JGYVENDINTA RUDOLF DORNIS, VOKIETIJA, 1979, 35 MM,
NESPALVOTAS, BEGARSIS, 5 SEK.

Timmo Ulrichso (g. 1940) ,Visuotinis menas“ (,Totalkunst®) yra
sudétinga neodadaizmo, konkreciosios poezijos, kiino ir zemés
meno bei konceptualizmo sgjunga, padedanti sukurti kalbos
kritikos gesta. Paradoksas, itin badingas visai Ulrichso karybai,
+IKONA / KINAS*® pristatomas kino pavidalu: jame nematome
jokio vaizdo, tik rasta; filmas vaizdg pateikia tarsi zodj, o zodis,
savo ruoztu, reiSkia vaizda. Blyk¢&iojimo efektas paveréia zodzius
beveik nejskaitomais, galiausiai jie virsta vaizdais: ikony kinas
kaip vaizdy kinas, rasto kinas, rasto vaizdas, vaizdo vaizdinys,
kino kinas. Yra sukurtos dar kelios ,IKONA / KINAS® versijos: kaip
masinéle raSytas tekstas, kaip knygelé ir kaip objektas.

IKON / KINO

DIRECTOR: TIMM ULRICHS, IMPLEMENTATION: RUDOLF DORNIS, DE, 1979, 35 MM, B/W,
SILENT, 5 SEC. (CONCEPT ART)

Timm Ulrichs’ (*1940) Totalkunstis a complex conglomorate of
neo-Dadaism, Concrete Poetry, Body Art and Land Art as well as
Conceptual Art, which reveals itself in an ongoing language-crit-
ical gesture. The moment of paradox, which determines Ulrichs’
entire artistic work, finds filmic representation in IKON / KINO:
his cinema shows no image, but writing; the film shows the image
as writing, which spells out the word “image”. Since the flickering
effect renders the writing almost illegible, it ultimately becomes
image: icon-cinema as image-cinema, writing-cinema, writing-im-
age, image-image, cinema-cinema. IKON / KINO is also available
as a typewritten text, a flip-book, and an object.



DVASIA YRA SVARBI

REZISIERIUS PETER ROSE, JAV, 1984, 16 MM, SPALVOTAS, GARSINIS, 6 MIN.

Siam filmui Peteris Rose’as (g. 1947) pirmiausia uzrasé tekstg
tiesiai ant celiulioidinés juostos. Antras Zingsnis buvo tg juostg fil-
muojant panaudoti kinematografinei reprezentacijai, taip sukuriant
dvigubo jraSymo bevaizdj filmg. Dél vizualiniy efekty, atsirandan-
¢iy projektuojant filmg, Rose’as padaré juostg matomg ir Zidro-
vams pateiké jspudingg, jprastai neregimg funkcinio mechanizmo
procesa. Prie$ nufilmuoto vaizdo kryptj besisukancios raidés
intriguojanciai tiksliai atveria mums kino erdveélaikj.

SPIRIT MATTERS

DIRECTOR: PETER ROSE, US, 1984, 16 MM, COLOUR, SOUND, 6 MIN. CHANDMADE FILM)

For Spirit Matters, Peter Rose (*1947) initially writes a text di-
rectly on the celluloid of his filmic source material. As a second
step, he films the resulting written film material while using it
simultaneously as filmic presentation material, thereby obtaining
a doubly inscribed, image-less film. Through the visual effect that
configures in the projection of the film, Rose can make the film
visible, ensuring his audience an impressive insight into otherwise
invisible functional mechanisms: in an intriguingly precise way,
the counter-rotating lettering makes filmic space-time visible.



ZMOGUS IR MOKSLAS

REZISIERIUS MIKA TAANILA, SUOMIJA, 2011, 16 MM, NESPALVOTAS, BEGARSIS, 37 SEK.

Siame filme, kuriame naudojamas mirgéjimo efektas, suomiy re-
Zisierius Mika Taanila (g. 1965) j 30 sekundziy sutraukia diskusijg
tarp Nobelio premijos laureaty Piotro Kapicos, Arno Penziaso, Ha-
miltono O. Smitho, Peterio D. Mitchello ir Wernerio Arberio. Rasta
filmo juosta nerodo besiSnekuciuojanciy mokslininky, tik tos dis-
kusijos suomiSkus subtitrus. Rodant suomisky subtitry puslapius
24-iy kadry per sekunde greiciu tekstas tampa nesuprantamas
net kalbantiems suomi$kai. Jmanoma atskirti ir suprasti tik pa-
vienius zodzius, sufleruojancius, apie kg yra kalbama (iSkastinis
kuras, atominiai reaktoriai, genetika, fizika).

IHMINEN JA TIEDE

DIRECTOR: MIKA TAANILA, Fl, 2011, 16 MM, B/W, SILENT, 37 SEC.

In his flicker film Ihminen ja tiede (Man and Science), the Finnish
film artist Mika Taanila (*1965) condenses a discussion among
Nobel laureates Pyotr Kapitsa, Arno Penzias, Hamilton O. Smith,
Peter D. Mitchell and Werner Arber to about 30 seconds. The
found footage does not show the scientists talking, only the Finn-
ish subtitles of their discussion. Displaying full pages of Finnish
subtitles at a rate of 24 frames per second, the text remains
incomprehensible even to viewers fluent in Finnish. At best, they
can identify isolated words suggesting the topics under discussion
(fossil fuels, nuclear reactors, genetics, physics).



GROTESKISKAS TEKSTYNAS

IDEJA: NIK THOENEN, BALSAS: HUBSI KRAMAR, MONTAZAS: MICHAELA SCHWENTNER, GARSAS:
DOMINIK HUMMER, AT, 2013, 35 MM, NESPALVOTAS, GARSINIS, 22 SEK.

Paziaréjes Niko Thoeneno (g. 1963) sukurto Srifto ,Groteskiskas
tekstynas® (,Korpus Grotesk") flicker-pristatyma, ziGrovas galéty
nebent miglotai numanyti, jog Sriftas buvo parodytas nuo pra-
dzios iki galo. ,Kinematografinis karinys ,GroteskiSkas tekstynas*“
pristato ekspozicines fototipinio rinkimo technologijas, o juostg
naudoja informacijos perdavimui ir iliustracijy apSvietimui, taigi
savitai atiduoda pagarba kinematografinés reprodukcijos techno-
logijoms. Akis funkcionuoja taip nejtikétinai tiksliai, jog pavieniai
filmo kadrai gali bati perskaityti. Vis delto tuo metu, kai turinys
kadry sekoje ima labai skirtis, projektuojamo turinio suvokimas
pasiekia ribg. Alfabetg, rodomg atskiruose kadruose, galime tik
numanyti, tikintis jo reprodukcijos.” (Thoenen, 2013)

KORPUS GROTESK

CONCEPT: NIK THOENEN, SPEAKER: HUBSI KRAMAR, EDITING: MICHAELA SCHWENTNER,
SOUND: DOMINIK HUMMER, AT, 2013, 35 MM, B/W, SOUND, 22 SEC.

From the flicker-presentation of the new font Korpus Grotesk by
Nik Thoenen (*1963), the viewer can only vaguely discern that
the font is being shown from A to Z. “The cinematic work Korpus
Grotesk makes reference to [the] exposure technology [of photo-
typesetting], uses film as its transport medium and the light for the
illustration, thus, in its very own way also stands as a homage to
the cinematographic reproduction technology. The eye operates
with such amazing precision that individual film frames can be
read. Nevertheless, when the content in their sequence becomes
too different, the perception of the actually projected content is
stretched to its limits. Shown in individual frames, the alphabet is
something we can only assume while placing trust in its reproduc-
tion” (Thoenen 2013).



EXPERIMENTAL
FILM

Multiple experimental Schriftfiilme exist, including Stan Vander-
beek’s early computer animation Poemfield No. 2 (US, 1966),
Eino Ruutsalo’s filmic collage ABC 123 (Fl, 1967), David Lynch’s
The Alphabet (US 1968) and Stan Brakhages handmade film 1I...
Dreaming (US 1988), which employ writing as one of several au-
tonomous means of filmic design, often referencing and building
on the practices of historical avant-garde movements. In combina-
tion with images, mostly decontexualised footage, writing engages
in countless associative connections and opens wide interpretive
horizons. Sometimes writing communicates information that is
both redundant and contradictory, sometimes the combination of
image and writing contributes to the particular aesthetics and com-
plex layers of meaning in these films, even though no relationship
seems to exist between them on the level of content.

EKSPERIMENTINIAI
FILMAI

Egzistuoja daugybé eksperimentiniy Srifto filmy. Tai ankstyvoji
Stano Vanderbeeko kompiuteriné animacija ,,Poezijos laukas Nr.
2“ (,Poemfield No. 2% 1966, JAV), Eino Ruutsalo kinematogra-
finis koliazas ,ABC 123“ (1967, Suomija), Davido Lyncho ,Alfa-
betas“ (,The Alphabet®, 1968, JAV) arba Stano Brakhage‘o ranky
darbo filmas ,AS... sapnuoju” (,l... Dreaming®, 1988, JAV). Siuose
filmuose rastas naudojamas kaip vienas i§ savarankisky kinema-
tografinio dizaino elementy, juose galima atpazinti istorinio avan-
gardo praktiky jtakas. RasStas jungiamas su dazniausiai iStraukta
i§ konteksto rasta filmuota medziaga, todél formuojasi nesuskai-
ciuojamas kiekis asociatyviy rySiy ir atsiveria platds interpretacijos
horizontai. Kartais rastas perduoda pertekline ir priestaringg infor-
macijg; kartais vaizdy kombinacija ir rastas kuria specifing estetikg
ir kompleksiSkus reik§meés sluoksnius, nors neatrodo, kad turinio
lygmeniu koks nors rySys tarp jy egzistuoty.



POEZIJOS LAUKAS NR. 2

REZISIERIUS STAN VANDERBEEK, JAV, 1966, 16 MM, SPALVOTAS, GARSINIS, 4 MIN.

Stanas Vanderbeekas (1927-1984), sukires aStuoniy daliy
kompiuterinio meno serija ,Poezijos laukas Nr. 1-8“ — ,ateities
meno pavyzdzius“ (Vanderbeek) — tapo vienu i$ pirmyjy meninin-
ky, pradéjusiy naudoti kompiuterines technologijas, skirtas kurti
ir animuoti abstrak€ias geometrines formas filmams ir raSymui.
Naudodamas Kennetho Knowltono iSrastg programavimo progra-
ma ,Beflix“, skirtg kurti taskine grafikg filmams, Vanderbeekas jg
panaudojo siekdamas suskaidyti eilérastj ir grafiSkai jj ,iStirpinti“.

POEMFIELD NO. 2

DIRECTOR: STAN VANDERBEEK, US, 1966, 16 MM, COLOUR, SOUND, 4 MIN.
(EARLY COMPUTER ANIMATION)

With his eight-part computer-art series Poemfield No. 1-8,
“samples of the art of the future” (Vanderbeek), Stan Vanderbeek
(1927-1984) shows himself as one of the first artists to use new
computer technology both to generate and animate abstract geo-
metric forms for film, but also for writing. Using the programming
language Beflix that Kenneth Knowlton developed to make raster
graphics for the film series, Vanderbeek, among other things, had
a poem fragmented and graphically self-dissolve by the computer.



ABC 123

REZISIERIUS EINO RUUTSALO, SUOMIJA, 1967, NESPALVOTAS IR SPALVOTAS, GARSINIS,
5 MIN. 20 SEK.

Eino Ruutsalo’ui (1921-2001) ritmas ir judéjimas buvo svarbiau-
si dalykai tiek tapyboje, tiek ir vaizduojamojoje poezijoje. Savo
filme-koliaze ,ABC 123" jis sitlo kryzmines dizaino galimybes
kurti grafinius zenklus, skaicius ir kitokius simbolius, kurie skirti
ne tiek skaitymui, kiek zitréjimui — tai tarsi nesemantiniai vizua-
IGs elementai, atkreipiantys Ziirovo démes;j j formalius vaizdinius
grafiniy Zenkly atributus. Ruutsalo atkreipia démesj j tai: ,Duotoji
raide [...] valdo savo individualig vidine verte, iSraiSka, atributa,
dvasig ir teiginj.“ (Ruutsalo 1984). Taigi filme ,pasiekiamas kitoks
matymas, kitoks vizualumas* (ten pat).

ABC 123

DIRECTOR: EINO RUUTSALO, F1, 1967, B/W AND COLOUR, SOUND, 5 MIN 20 SEC.

For Eino Ruutsalo (1921-2001)), rhythm and motion are of
primary interest in both painting and visual poetry. With his film
collage ABC 123, he offers a cross-section of design possibilities
for graphic characters, numbers, and other symbols, which are
less read than viewed far more as a-semanticasemantic visual
elements that draw viewers’ attention towards formal, pictorial
attributes of graphic characters. Ruutsalo points to this: “a given
letter [...] possesses its own intrinsic value, an expression, an at-
tribute, a spirit, a statement” (Ruutsalo 1984), so in film, “reaches
a different kind of seeing, a different kind of visuality” (ibid.).



ARABIKOS KAVA

REZISIERIUS NICOLAS GUILLEN LANDRIAN, KUBA, 1968, 35 MM, NESPALVOTAS,
GARSINIS, 18 MIN.

Gaves Meno ir kino industrijos instituto (Instituto Cubano del Arte
e Industria Cinematograficos) uzsakymag sukurti propagandin;j
filmg apie naujas Havanos kavos plantacijas, Nicolasas Guilliénas
Landrianas (1938—-2003) sukiré eksperimentinj trumpo metrazo
filmg, kuriame sukompromituoja revoliucijos lyderj Fidelj Castro.
Ta akimirkg, kai Castro filme iSeina j sceng, suskamba uzdrausta
grupés , The Beatles” daina ,Kvailys ant kalno“ (,The Fool on the
Hill“). Filmas kritikuoja rezima ir yra sukurtas socialistine didaktine
maniera. Rastas naudojamas ne tik kaip integrali daugybés rekla-
miniy afidy ir gatvés Zenkly dalis, jis atsiranda ir propagandiniy
teksty pavidalu. Sie tekstai rodomi kartu su atitinkamais nespal-
votais motyvais, pakeicianciais filmuotus vaizdus ir liaupsinangius
naujg ekonomikos Saka.

COFFEA ARABIGA

DIRECTOR: NICOLAS GUILLEN LANDRIAN, CU, 1968, 35 MM, B/W, SOUND, 18 MIN.

Entrusted by the Instituto Cubano del Arte e Industria Cine-
matograficos with making a propaganda film about Havanna’s
new coffee plantations, Nicolas Guillén Landrian (1938-2003)
realised an experimental short film that compromises the revo-
lutionary leader Fidel Castro. At the very moment Castro enters
the film, we hear the forbidden Beatles’ song The Fool on the Hill.
The film is regime-critical, and crafted in the didactic manner typ-
ical of Socialism. Not only is writing presented as an integral part
of numerous advertising placards and street signs, but slogans of
the propaganda machinery also fade in among the relevant black-
and-white pictorial motifs, replacing the film image and extolling
the new branch of the economy.



0BJEKTY POKALBIS

REZISIERIUS PAUL GLABICKI, JAV, 1985, 16 MM, SPALVOTAS, GARSINIS, 10 MIN.

Paulas Glabickis (g. 1951) filme ,Objekty pokalbis” derina skir-
tingus animuotus kasdieniy objekty vaizdus (zirklés, pianinas,
smélio laikrodis), kadrus su realaus gyvenimo vaizdais i$ rastos
juostos (Sokéjai, boksininkai) ir uzraSytas vertikalias raktazodziy
grandines. Visa tai lydi ir garsiné atitinkamy objekty iSraiska.
Rastas, vaizdas ir garsas nesusilieja j vieng prasmingg paveiksla,
kiekvienas jy iSskiria ir nekelia asociacijy, nes prieSpastatomos
nesuderinamos kompozicijos dalys. Sis filmas primena avangardi-
nius, dadaistinius koliazo eksperimentus, o rastas jame naudoja-
mas kaip nesaliSkas reprezentacijos elementas.

OBJECT CONVERSATION

DIRECTOR: PAUL GLABICKI, US, 1985, 16 MM, COLOUR, SOUND, 10 MIN.

In Object Conversation, Paul Glabicki (*1951) combines disparate
animated images of everyday objects (such as scissors, a piano,
dumb bells, an hourglass) and found footage shots of real images
(such as dancers, boxers) with written, faded-in, vertically ar-
ranged chains of keywords, acoustically played into reflections on
the respective objects. Image, writing and sound do not integrate
into a meaningful total picture, but assert themselves against
even associative efforts, as disparately juxtaposed design ele-
ments. Thus, the film allows for the revival of almost avant-garde,
Dadaist-inspired collage techniques, and treats writing as an equi-
table element of representation.



PABAIGA

REZISIERIUS TIMM ULRICHS, |GYVENDINIMAS: DIETER FIETZKE, HUBERTUS MULL, VOKIETIA,
1970 (IDEJA), 1990 / 1997 (JGYVENDINIMAS), SPALVOTAS, BEGARSIS, 6 MIN. 9 SEK.

Pirmoje filmo dalyje rodoma 1966 m. Timmo Ulrichso (g. 1940) ei-
lerastis ,Vizualinis tekstas®. Peréjimas nuo pradzios iki pabaigos —
tiksliau, nuo pabaigos pradzios iki pradzios pabaigos — kurj Zia-
rovai galéjo tik teoriSkai patirti vienlaikiame eiléra&¢io skaityme,
perkélus eilérastj j filmg parodomas tiesiogiai. Antrajame filmo
segmente Ulrichsas suduria SeSiasdeSimties filmy pabaigas ir
pabaigos titry antologijg. Filmo finale Zodis ,pabaiga“ (,The End®)
iStatuiruojamas ant desinio Ulrichso akies voko. ,Norédamas
pademonstruoti, kad viskas dingsta akimirksniu, as$ uzraSau ant
savo akies voko Zodj ,pabaiga“ (,end“): kai uzmerkiame akj, kinas
irgi baigiasi.“(Ulrichs 1997)

THE END

DIRECTOR: TIMM ULRICHS, IMPLEMENTATION: DIETER FIETZKE, HUBERTUS MULL, DE, 1970
(IDEA), 1990/1997 (IMPLEMENTATION), COLOUR, SILENT, 6 MINS 9 SEC.

The first part of the video shows the 1966 poem Visueller Text
(Visual Text) by Timm Ulrichs (*1940). Through the transposition
to the medium of film, the transition from beginning to end (from
the beginning of the end to the end of the beginning that viewers
could only theoretically experience in the simultaneous represen-
tation of the poem) is now shown directly. In the second video
segment, Ulrichs splices 60 film ends into one another, and trans-
fers these to an anthology of end titles. At the end of The End,
the “The End” is tattooed to Ulrichs’ right eyelid. “So as to demon-
strate that everything that falls within eyesight, or visual field is
film, 1 inscribe [...] my eyelid curtains [...] with the word ‘end’:
close, my eye-cinema has also come to an end” (Ulrichs 1997).



TIPOKINEMATOGRAFIKONAS

REZISIERIUS, SCENARIJAUS AUTORIUS ANDREAS KREIN, GAMINTOJAS: BADEN-VIURTEMBERGO
KINO AKADEMLJA, VOKIETLJA, 1997, 16 MM, SPALVOTAS, GARSINIS, 3 MIN. 27 SEK.

Trumpame eksperimentiniame Andreaso Kreino (g. 1977) filme
»Tipokinematografikonas®, sukurtame Baden-Viurtembergo kino
akademijoje 1997 m., kai Kreinas galvojo vaizdo efektus keletui
tarptautiniy kino filmy, rodomi raidziy ir zodziy prirasyti popieriaus
lapai. Prirasyty lapy turinys, kuris i$ pradziy primena figarines
poemas, juda naudojant kino animacijos technologijas. Ziarovui
atrodo, kad figuros, sudétos i$ raidziy ir Zodziy — pavyzdziui, i$
raidziy sudeéliotas moters kiinas, kuris pradeda Sokti — tampa
visiSkai savaranki$kos.

TYPOKINEMATOGRAPHIKON

DIRECTOR, SCRIPT: ANDREAS KREIN, PRODUCTION: FILM ACADEMY BADEN-WURTTEMBERG, DE,
1997, 16 MM, COLOUR, SOUND, 3 MIN 27 SEC.

In the experimental short film Typokinematographikon, pro-

duced by Andreas Krein (*1977) in 1997 at the Film Academy of
Baden-Wiurttemberg, who in the meantime has done the visual
effects for several international cinema productions, sheets of
paper filled with letters and words are animated. The contents of
the stacked pages, which at first sight seem to resemble figure
poems, are set in motion using cinematic animation techniques,
and viewers get the impression that the figures, put together from
letters and words, for example, a female body consisting of letters
that begins to dance, develop an independent existence.



JAUCIUOSI SAVAIP

REZISIERIUS JONATHAN HODGSON, DIDZI0JI BRITANIJA, ANIMACLJA TELEVIZIJAI, 35 MM, BETA
SP, SPALVOTAS, GARSINIS, 5 MIN. 32 SEK.

Animaciniame trumpametraziame televizijos filme ,Jauciuosi sa-
vaip“, kuris 2000 m. buvo apdovanotas Tarptautiniu medijy meno
prizu (International Media Art Prize), brity kino rezZisierius Jona-
thanas Hodgsonas (g. 1960) uzfiksuoja j darbg einangio Zzmogaus
jspudzius ir emocijas, animuodamas jo aplinkg, ant jos raSydamas
ir kurdamas koliazus. PieSiniy ir realistiniy vaizdy kitimas aiskiai
parodo, kurie i§ aplinkos dirgikliy yra suvokiami tik schematiskai,
o kuriems skiriama daugiau démesio. Pagrindinis veikéjas nuolat
aptarinéja aplinkg su paciu savimi, jg atpazjsta, artikuliuoja ir visa
tai uzra$o. Jis gaili katino, kuris yra ,Seimos kalinys“, apie moterj
ir vyra masto kaip apie ,moting“ ir ,suny®, praeivis yra identifikuo-
jamas kaip ,turistas®, apie kitg pastebétajj galvojama kaip apie
sprotingg jaung vyrg®, o dar vienas yra ,géjus”.

FEELING MY WAY

DIRECTOR: JONATHAN HODGSON, GB, 1997, ANIMATETV, 35 MM, BETA SP, COLOUR, SOUND,
5 MIN 32 SEC.

In his AnimateTV short film Feeling My Way, which was awarded
the International Media Art Prize in 2000, the British filmmaker
Jonathan Hodgson (*1960) captures impressions and emotions

of a person on his way to work by animating his environment,
writing on it, and collaging it. The change-over from drawings to
real images makes clear which environmental stimuli are only per-
ceived schematically in passing, and which stimuli are given more
attention. The protagonist constantly explains his surroundings

to himself, identifies them, articulates them, and puts them into
writing. He feels sorry for a cat that is a “family prisoner”, a wom-
an and a man are thought to be “mother” and “son”, a passer-by
is identified as a “tourist®, another is perceived as a “smart young
man”, and another as “gay”.



PASTABOS APIE FILMA 01 KITA

REZISIERIUS NORBERT PFAFFENBICHLER, VAIDINA EVA JANTSCHITSCH, AUSTRLA, 2002,
35 MM, BETACAM SP PAL, NESPALVOTAS, GARSINIS, 6 MIN.

Filme ,PASTABOS APIE FILMA 01 KITA“ Norbertas Pfaffenbi-
chleris (g. 1967) sitlo ziarovui galimybe pamatyti aktorés (Evos
Jantschitsch) veidg i$ keliy pusiy. Ekrane rodomi septyni veido
variantai, kuriy kiekvienas iSdygsta po penkis kartus atskiruo-

se laukeliuose, $alia vienas kito, taciau visi pasukti j skirtingas
puses. Toliau ekrano apacioje pasirodo tipografiné animacija, kur
zodis ,jei” (,if“) létai atsiskiria, i8blunka, istirpsta ir pasikeicia j
tokius zodzius kaip ,tada“ (,then®), ,arba“ (,or“) ir ,kita“ (,else”).
Yra sukurta ir tekstiné Sio karinio versija.

NOTES ON FILM 01 ELSE

DIRECTOR: NORBERT PFAFFENBICHLER, ACTRESS: EVA JANTSCHITSCH, AT, 2002, 35 MM,
BETACAM SP PAL, B/W, SOUND, 6 MIN.

In his film NOTES ON FILM 01 ELSE, Norbert Pfaffenbichler
(*1967) offers the viewer multiple views of the face of an actress
(Eva Jantschitsch). These are seen on screen in seven variations,
in split-screens that are each positioned five times next to each
other from different angles and in square brackets. Further, at the
bottom of the frame, a typographic animation runs, in which the
word “if” slowly dissolves, shifts, splits up, and reassembles itself

into other words such as “then”, “or” and “else”. In addition to this
version, there is another that consists entirely of text.



POETRY
GLIPS —

The avant-garde filmmakers of the early 20th century were es-
pecially interested in liberating the new medium of art from what
was already considered art prior to its incorporation into film, from
theatre and literature, hence from language and writing. Today, the
conceptual integration, the creative visualisation of what had once
been (ideologically) rejected as “un-filmic” has become a growing
trend. Artists now strive to interpret literary works in animated po-
etry-clips, transform literary idioms into filmic language, and draw
attention to the form of writing to visualise the content it conveys.

POETINIAI
FILMAI

XX a. pradzioje avangardiniy filmy kadréjai sieké iSlaisvinti naujaja
meno formg nuo tradiciniy meny — teatro ir literatdros, tai reiskia,
nuo kalbos ir rasto. Siandien konceptuali integracija, karybiné vi-
zualizacija to, kas kada nors buvo (ideologiSkai) atmesta kaip ,ne-
kinematografiska®, tampa stipréjan€ia srove. Menininkai stengiasi
literatlros kadrinius interpretuoti animuotais poetiniais klipais, lite-
ratirines idiomas transformuoti j kinematografine kalbg ir atkreipti
ziorovy démesj j rasto forma, kad vizualizuoty jos perteikiama turinj.



PINIGAI ARBA GYVYBE

PAGAL STEFAN DORING EILERAST], REZISIERIUS JAKOB KIRCHHEIM, VOKIETIJA, 1990, SUPER 8,
NESPALVOTAS, BEGARSIS, 3 MIN. 10 SEK.

Jakobo Kirchheimo (g. 1962) filme ,Pinigai arba gyvybé“ kadras
po kadro parodomas kiekvienas eilérad€io ,Kad turetum pinigy,
turi uzsidirbti gyvenimg“ (,Um am Geld zu Bleiben muss man
sein Leben Verdienen®) zodis. Kiekvieno zodzio linoraizinys
perdengiamas su filmuotais Berlyno miesto aplinkos ir menininko
studijos-buto fotografijy vaizdais. Rastas ir vaizdas sudaro nesu-
skai€iuojamas kryzmines nuorodas bei praple€ia Déringo poemg
daugeliu konteksty.

GELD ODER LEBEN

BASED ON THE POEM BY STEFAN DORING, DIRECTOR: JAKOB KIRCHHEIM, DE, 1990, SUPER 8,
B/W, SILENT, 3 MIN 10 SEC.

In Geld oder Leben (Money or Life), Jakob Kirchheim (*1962)
shows each word, frame by frame, of the poem “Um am Geld zu
bleiben muss man sein Leben verdienen” (To Stay in the Money,
You Have to Earn Your Life), by Stefan Déring. Linocuts of each
word are superimposed on filmed images of photographs depict-
ing Berlin’s urban environment and the artist’s studio-cum-apart-
ment. Writing and image enter into countless cross-references,
and expand Déring’s poem with just as many contextual possibili-
ties of connections.



VYRAS GRAZIOMIS AKIMIS

PAGAL CHARLES BUKOWSKI EILERAST] (1992), REZISIERIUS JONATHAN HODGSON, DIDZI0JI
BRITANIJA, 1999, 35 MM, ANIMACLJA, SPALVOTAS, GARSINIS, 5 MIN.

Jonathanas Hodgsonas (g. 1960) trumpametrazj filmg ,Vyras
graziomis akimis“ sukare brity televizijos kanalui ,Channel 4. Sis
filmas — tai to paties pavadinimo Charles’o Bukowskio eiléras-

gio interpretacija. Salia animuoty vaizdy filme naudojami ranka
uzra8yti eilérascio raktiniai zodziai ir frazés, kurie savo forma

ir estetika atspindi tai, kas deklamuojama. Pavyzdziui, Zzodis
~NIEKADA* (,NEVER®) vienu metu uzima puse kadro, taip pazy-
mint tévy draudimy vaikams svarba. Hodgsonas animuoja ne tik
auksine Zuvele, minimag poemoje, bet ir privercia ranka radytus
pastebejimus plaukioti tvenkinyje. Tekstas ir vaizdai vizualizuoja ir
interpretuoja eilérastj kaip lygiaverciai kinematografinio pristatymo
badai.

THE MAN WITH THE BEAUTIFUL EYES

BASED ON THE POEM BY CHARLES BUKOWSKI (1992), DIRECTOR: JONATHAN HODGSON, GB,
1999, 35 MM, ANIMATION, COLOUR, SOUND, 5 MIN.

Jonathan Hodgson (*1960) made his animated short film The
Man with the Beautiful Eyes for the British public service tele-
vision broadcaster Channel 4. It is an interpretation of a poem

by Charles Bukowski. In addition to animated images, the film
uses handwritten keywords and phrases from the poem, which in
terms of form and aesthetics, reflect what is being recited by the
speaker. The word “NEVER?”, for example, at one point takes up
half of the frame, emphasising the vehemence of a ban imposed
by parents on their children. Hodgson not only shows the goldfish
mentioned in the poem as animated drawings, he also makes
their handwritten designations swim in the pond. Text and images
visualise and interpret the poem as elements of filmic presenta-
tion that are equal.



PAGAL ADRIAN FOX EILERAST], REZISIERIUS FEARGAL 0'MALLEY, DIDZI0JI BRITANIJA, 2004,
NESPALVOTAS, GARSINIS, 2 MIN. 51 SEK.

Feargalis O’Malley’is (g. 1976) Adriano Foxo eilérastj ,Zibutes®,
dedikuotg nesuskaiCiuojamoms neramumy (, The Troubles®)
Siaures Airijoje aukoms, pristato teksto, béganéio per juodai baltg
koliazo kompozicija skambant melancholiSkai violongelés muzikai,
pavidalu. Teksto raidziy iSsikiSusios dalys nepastebimai tampa
grafiniais vaizdais arba raidés pacios susifomuoja i$ paveiksléliy,
pavyzdziui, L ir F, reiSkianCios zodzius ,lifeless with fear (,be
gyvybés su baime*), susideda i$ pistolety.

VIOLETS

BASED ON THE POEM BY ADRIAN FOX, DIRECTOR: FEARGAL 0'MALLEY, GB, 2004, B/W, SOUND,
2 MIN 51 SEC.

To melancholy violin music, Feargal O’Malley (*1976) presents Vi-
olets by Adrian Fox, a poem dedicated to the countless victims of
The Troubles in Northern Ireland, as text inserts that run through
the black-and-white collaged image space as flat constellations.
The descenders and ascenders of the text’s letters flow seam-
lessly into graphic images, or the letters themselves consist of
pictures: the L and the F of the words “lifeless with fear” consist of
handguns, for example.



PANTERA

PAGAL RAINER MARIA RILKE EILERAST] ,,PANTERA“ (1902), REZISIERIUS CLEMENS KOGLER,
AUSTRIJA, 2005, ANIMACINIS, SPALVOTAS, GARSINIS, 2 MIN. 50 SEK.

Siame trumpametraziame filme Clemensas Kogleris sukaré
raSytine vaizdine Rainerio Maria’os Rilke’s eiléra&€io ,Pantera”
(,Der Panther®) interpretacijg. Posmeliai pasirodo kaip animuotos
susipynusiy raidziy skulptdros, kuriy tipografijos stiliumi siekta
iSreiksti narve uzdaryto gyvino emocijas. Suvarzyta panteros ju-
déjimo laisve, ji monotoniSkai sukasi narve ratu: ,Svelnus judesys
minksto, bet galingo Zingsnio, priversto sukti maziausius ratus®.
Tai vizualizuojama pasikartojan¢ia animacija ir kuria slegiantj be-
viltiSkumo jausma. ,Jai atrodo, jog yra tukstanc¢iai groty strypy, o
Siapus ty strypy néra pasaulio, — Sie ZodZiai sustiprinami kiekvie-
nos raidés kojele iSkeliant j paveikslo priekj tarsi groty strypus.

PANTHER

BASED ON THE POEM DER PANTHER BY RAINER MARIA RILKE (1902, DIRECTOR: CLEMENS
KOGLER, AT, 2005, ANIMATION, COLOUR, SOUND, 2 MIN 50 SEC.

With his short film, Clemens Kogler (*1980) created a written
visual interpretation of Rainer Maria Rilke’s poem “Der Panther”
(The Panther, 1902). The verses appear as animated, intertwin-
ing, sculptures of monumental letters that, with their typographic
style, attempt to express the emotions of the caged animal. The
panther’s constrained freedom of movement, his monotonous
prowling around in a circle (“the soft movement of supple powerful
strides that pace around in the smallest of circles”), is visualised
by the repetitive animation mode; and the oppressive feeling of
hopelessness (“To him, there seem to be a thousand bars, and
back behind those thousand bars no world”) is intensified by the
descenders of each letter, which lay over the picture like bars.



FLICKER NUOTAIKA 2.0

NAUDOTOS PERCY BYSSHE SHELLEY EILERASCIO ,,KISMAS* (1816) ISTRAUKOS, REZISIERIUS
SEBASTIAN LANGE, MUZIKA: FORSS, VOKIETIJA, AE ANIMACLJA, NESPALVOTAS, GARSINIS,
2 MIN. 55 SEK.

Sebastiano Lange’o (g. 1975) tipografiné animacija demonstruoja
judancios grafikos dizaino galimybiy jvairove, taip pat atiduoda
duokle animacijos programinei jrangai ,After Effects®, kuri deSim-
tame deSimtmetyje mums atvedé j nauja skaitmeninés animacijos
(taip pat ir tekstinés) erg. Raktiniai Zodziai juodai baltoje erdvéje
yra arba savireflektyvis (, Tipografija“, ,Judantis pikselis“), arba
nurodo j galima jy vartojima (,Karséiausios naujienos“). Cia taip
pat yra iStrauky i§ Percy’io Bysshe’io Shelley’io eileras¢io ,Kis-
mas*“ (1816); posmeliai apie transformacijas ir metamorfozes
perskaitomi kaip filmo tipografinio dizaino principai (,Mes esame
kaip debesys, dengiantys vidurnak&io menulj“, ,Kaip neramiai jie
lekia ir Svyti, ir virpa“).

FLICKERMOOD 2.0

WITH EXCERPTS FROM THE POEM “MUTABILITY" BY PERCY BYSSHE SHELLEY (1816), DIREC-
TOR, MOTION GRAPHICS: SEBASTIAN LANGE, MUSIC: FORSS, DE, 2008, AE ANIMATION, B/W,
SOUND, 2 MIN 55 SEC.

Sebastian Lange’s (*1975) typographic animation gives an exem-
plary glimpse of the variety of design options offered by motion
graphics, and also pays homage to the animation software After
Effects, which ushered in a new era of the digital animation of
writing in the 1990s. The keywords in the black-and-white image
space are either self-reflexive (“Typography”, “Pixel moving”), or
refer to their possible applications (“Breaking News”). There are
also excerpts from the poem “Mutability” (1816) by Percy Bysshe
Shelley; the verses about transformation and metamorphosis read
like the many-faceted guiding principles of the typographic design
in the film (“We are as clouds that veil the midnight moon”, “How
restlessly they speed and gleam, and quiver”).



HOPOHOPO BOKS

REZISIERIUS EIRKKUR GRN NORBDAHL, ISLANDIJA, 2008, ANIMACINIS, SPALVOTAS, GARSINIS,
4 MIN. 17 SEK.

Eirkkuro Orno Norddahlo (g. 1978) garsiné poema yra duokleé
Kanados poetui Christianui Békui ir sukomponuota i$ islandiSky
70dziy, kuriuose yra raidé 6 (,Kold 6ld Béks mjog 6rg. / Olbél 6r-
I6g Boks! / S6k Boks kvol 6ll kvéld [...]“). Kol autorius skaito trum-
pa istorijg apie Bokg ir jo vaikus, Zodziai ekrane vizualizuojami.
Raidé &6 yra pagrindiné aktoré: daugybé jy sudaro raidziy kompo-
zicijas, raidé tampa geometrine forma, ji uzraSoma jvairiais Sriftais
ir skirtingomis spalvomis, galiausiai kitos sustatomos aplink jg ir i$
ju sudeliojami eiléras¢io zodziai.

HOPOHOPO BOKS

DIRECTOR: EIRIKUR GRN NORGDAHL, IS, 2008, ANIMATION, COLOUR, SOUND, 4 MIN 17 SEC.

Eirikur Orn Norddahl’s (*1978) sound poem is a tribute to the Ca-
nadian poet Christian Bok, and is composed of words in Icelandic
that all contain the letter “6” (“Kéld 6ld Béks mjog 6rg./ Olbdl 6érldg
Boks!/ SOk Boks kvél 6l kvold ...”). While Norddahl recites a short
story about Bdk and his children, the words are visualised on
screen. The letter “6” is the main actor: it appears multiplied in a
constellation of letters, as a geometric form, in various fonts and
in different colours, and on a stage where other letters form up
around it and assemble to form the words of the poem.



KARCIAI GRAZUS

PAGAL ERNST JANDL EILERAST] ,SNIEGO PAVEIKSLELIS*, REZISIERIUS JOHANNES VOGT, GARSAS:
TOBIAS WUSTEFELD, VOKIETIJA, 2008, ANIMACINIS, SPALVOTAS, GARSINIS, 1 MIN. 57 SEK.

Johanneso Vogto (g. 1982) filme ,Kar¢iai grazus” (,,Bitterschén”)
animuoti zodziai yra paimti i§ Ernsto Jandlo poemos ,Sniego pa-
veikslélis“. ZodZius ,bitter* (,kartus®), ,bitter schon“ (,dar kartus®),
Lbitterschén® (,praSom®), ,bildschén” (,grazus kaip paveikslélis®),
Lbildschéne puppe” (,lelé, grazi kaip i§ paveikslélio®), ,bittere pupil-
le” (,nuozmus mokinys®) keiCia reali ranka (pakei¢iamos atitinka-
mos raides, taip sudéliojant skirtingus ZodzZius). Gyvybingai, tarsi
tarpstanti gélé, zodzio ,bitter raidés iSauga j trimate skulptirrg, bet
tuomet pasirodo ranka, laikanti zirkles, ir nukerpa jos dglius. Ran-
ka taip pat prideda ,schén” prie zodzio ,bitter”, kad susidaryty zo-
dis ,bitterschén®, o tada istrina raide r ir taip sukuria naujg zodj —
Lbitteschén®. Taip Vogtas pademonstruoja, kaip menki ortografiniai
ir gramatiniai pokyc¢iai sukuria visiSkai kitas ZodZiy reikSmes.

BITTERSCHON

BASED ON THE POEM “EIN SCHNEEBILD" BY ERNST JANDL, DIRECTOR: JOHANNES VOGT, SOUND:
TOBIAS WUSTEFELD, DE, 2008, ANIMATION, COLOUR, SOUND, 1 MIN 57 SEC.

In Johannes Vogt’s (*1982) Bitterschén (Bitter Beautiful), animat-
ed words taken from Ernst Jandl’s poem “ein schneebild” (A Snow
Picture), (“Bitter” [bitter], “bitter schon” [bitter yet], “bitteschén”
[here you are/you’re welcome], “bildschén” [pretty as a picture],
“bildschdne puppe” [a doll/chick as pretty as a picture], “bittere
pupille” [bitter pupil]) are altered by a real hand changing certain
letters and turning them into different words. With organic vitality,
like a growing flower, the letters of the word “bitter” develop into

a three-dimensional sculpture of the word’s letters, and then the
hand appears with scissors and cuts off its shoots. The hand also
adds “schodn” to “bitter” to make “bitterschén”, and then erases the
“r’, which gives “bitteschdn”. In this way, Vogt demonstrates how
only very slight changes in orthography and language result in
profound changes in meaning.



PASLEPTA KALBA

PAGAL JILA PEACOCK EILERAST] ,, DESIMT HAFEZO EILERASCIY“, REZISIERIUS DAVID
ALEXANDER ANDERSON, DIDZI0JI BRITANLIA / IRANAS, 2008, DIGIBETA, ANIMACINIS,
SPALVOTAS, GARSINIS, 5 MIN.

Menininkas ir filmy kdréjas Davidas Alexanderis Andersonas (g.
1952) vizualizuoja Irano poeto Hafezo eiles, kurias angly ir farsi
kalbomis deklamuoja Jila Peacock. Tai, kas apie pagrindines
sufizmo idéjas girdima garso takelyje, gali bati paraleliai skaitoma
ir matoma vaizdais. Karinys susidélioja ne tik i§ Zodziy, bet ir i$
paveiksly, taigi reikSmé yra perteikiama ir neverbaliniu badu: kali-
grafiSkas rasSinys Soka kaip zuvis rasto jaroje, vingiuoja tarp nusvi-
rusiy gluosnio Saky, sélina per paveikslg kaip povas ar sklendzia
per jj kaip kilimas ar grafiSkas ornamentas. Filmas remiasi autorine
ranky darbo Peacock knyga , Ten Poems from Hafez".

TONGUE OF THE HIDDEN

BASED UPON THE BOOK TEN POEMS FROM HAFEZ BY JILA PEACOCK, DIRECTOR: DAVID
ALEXANDER ANDERSON, GB/IR, 2008, DIGIBETA, ANIMATION, COLOUR, SOUND, 5 MIN.

The artist and filmmaker David Alexander Anderson (*1952)
visualises ten poems by the Iranian poet Hafez, which are re-
cited by Jila Peacock in English and Farsi, as Persian calligra-
phy. What is heard on the soundtrack about the central ideas of
Sufism can be read in parallel and also viewed as images. The
writing assembles itself into pictures, and thus conveys what it
also means non-verbally: the lines of calligraphic script dance like
fishes through the sea of writing, from the hanging branches of

a weeping willow, stalk as a peacock through the image, or flow
through it as a carpet of writing and as a graphic pattern. The film
is based on the hand-printed artist’s book Ten Poems from Hafez
by Peacock.



LENKY KALBA

PAGAL ALICE LYONS EILERAST], ANIMACIJA: ORLA MC HARDY, AIRIJA, 2009, SPALVOTAS,
GARSINIS, 8 MIN. 8 SEK.

Amerikie€iy poeté Alice Lyons (g. 1960), dirbanti ir gyvenanti Airi-
joje, poezijg pristato ne tik klasikinéje spausdintinéje medijoje, bet
realizuoja eilérascius kituose kontekstuose ir medijose — instalia-
cijose ir filmuose. Animuotas jos eiléra&€io ,Lenky kalba“ klipas
yra bendras jos ir airiy animatorés Orlos Mc Hardy (g. 1976)
darbas. Eilérascio zodziai ekrane tampa rankra$ciu, pasikeicia j
raizinj, spalvotos raidés skraido aplink ir galiausiai yra vaizduo-
jamos kaip knygy virSeliy jspaudai ar kaip tekstas knygos viduje.
Filmo estetika siejasi su bibula (astunto ir devinto de$. Lenkijos
pogrindine literattra), taip pat Siuo filmu pagerbiama pokario
Lenkijos poezija.

THE POLISH LANGUAGE

BASED ON THE POEM BY ALICE LYONS, ANIMATION: ORLA MC HARDY, IE, 2009, COLOUR, SOUND,
8 MIN 8 SEC.

The American poet Alice Lyons (*1960), who lives and works in
Ireland, not only wants to present poetry in the classic medium
of print, she also seeks to realise poems in other contexts and
media, as installations and films. The animated poetry clip of her
poem “The Polish Language” is a collaboration with the Irish ani-
mation artist Orla McHardy (*1976). Words from the poem devel-
op into handwriting on the screen, appear as carvings, fly around
in coloured type, and are shown as imprints on books or text
inside books. The aesthetics of the film references bibula, Polish
underground literature of the 1970s and 1980s, and the film pays
homage to postwar Polish poetry.



PRARASTI PELENAI

REZISIERE JOANNA PRIESTLEY, EILERASTIS, BALSAS: TAYLOR MALI, ANIMACINIS, SPALVOTAS,
GARSINIS, 4 MIN.

Joannos Priestley trumpametrazis animacinis filmas per humo-

ro prizme pazvelgia j automatiniy rasSybos patikrinimo programy
defektus (pvz. mobiliuosiuose telefonuose rasant trumpasias zinu-
tes, iSkylantys taisymo pasitdlymai, taip pat ,AutoCorrect” funkcija
kompiuterinése raSymo programose). Kalba, rastu ir vaizdais
filmas pasakoja mokinio istorijg, kuris, gaves blogus pazymius

uz gramatines klaidas, aktyvuoja ,AutoCorrect” funkcijg. Skaitant
jo automatiskai iStaisytg ese, norisi kvatotis. Pabaigoje jis reko-
menduoja taisymus atlikti tradiciSkai: ,Kalbant apie gramatikos
taisyma, raudonas tusinukas — tavo draugas.”

MISSED ACHES

DIRECTOR: JOANNA PRIESTLEY, POEM, VOICE: TAYLOR MALI, US, 2009, ANIMATION, COLOUR,
SOUND, 4 MIN.

Joanna Priestley’s short animation film takes a humorous look

at the shortcomings of automated spell-checkers (familiar par-
ticularly from the corrections suggested when texting on mobile
phones, as well as the AutoCorrect function of word processors).
In speech, writing and images the film tells the story of a school
student who activates the AutoCorrect function after receiving bad
marks for spelling mistakes. Reading his auto-corrected essay
leads to guffaws. He concludes by recommending the use of tra-
ditional means of proofreading: “When it comes to proofreading,
the red penis, your friend.”



VIVA ZOMBATISTA.
MIRUSIEJI KYLA PRARYTI GYVUJY

REZISIERIUS KRISTIAN PEDERSEN, TEKSTAS IR BALSAS: SIMEN HAGERUP, NORVEGIJA, 2009,
ANIMACINIS, SPALVOTAS, GARSINIS, 2 MIN. 5 SEK.

Trumpametraziame animaciniame filme ,Viva Zombatista. Mi-
rusieji kyla praryti gyvyjy“ norvegy grafikos dizaineris Kristia-

nas Pedersenas (g. 1980) zilrovui pasakoja apie zombius — jy
prigimtj, savotiSkumg ir polinkius. Jis naudoja Zzodyno jrasus, kurie
galiausiai iSsiskaido j plonus sluoksnius trimatéje erdvéje ir laisvai
sklandanc¢ius informacinius grafikus. Zombiai, vizualiai atstovau-
jami balty raidziy zodziu ,PROTAS" (,BRAIN"), simbolizuojanciu
didZiausig jy troSkima, filmo pabaigoje tarsi uzSoka ant zidrovy.

VIVA ZOMBATISTA. DE DODE STAR OPP FOR A
FORT/ERE DE LEVENDE

(VIVA ZOMBATISTA. THE DEAD ARISE TO DEVOUR THE LIVING], DIRECTOR: KRISTIAN PEDERSEN,
TEXT AND VOICE: SIMEN HAGERUP, NO, 2009, ANIMATION, COLOUR, SOUND, 2 MIN 5 SEC.

In his short animation film Viva Zombatista, the Norwegian graph-
ic designer Kristian Pedersen (*1980) explains zombies to the
viewer, their nature, peculiarities and proclivities, using dictionary
entries that gradually delaminate in the three-dimensional image
space and free-floating infographics. Represented by the word
“BRAIN” in white lettering, thus also manifesting the object of their
desire in writing, the zombies jump towards the spectator at the
end of the film.



MEDZI0T0J0 ZALIA

PAGAL PHYLLIS A. WHITNEY AND LAUREN EDDY EILERASCIUS, REZISIERE ANNE DUQUENNOIS,
JAV, 2010, SPALVOTAS, GARSINIS, 1 MIN. 36 SEK.

Sustabdyto kadro (stop-motion) animacijos filme ,Medziotojo
zalia“ Anne Duquennois (g. 1987) vartoja technikg, zinomg kaip
»18trintoji poezija“ — ji keicia reikSmes iStrindama naudojama
tekstg, kad baty sukurtas kitas. Galiausiai, uzjuodinus didele dalj
originalaus Lauren Eddy eilérascio, ji palieka tik kelias sgvokas,
atskirtas puslapio juodumoje. Sitaip sukuriamas naujas eilérastis
(,Sviezias / I$siskiriantis / Nematytas / A§ jj numedgiau®).

HUNTER'S GREEN

BASED ON THE POEMS BY PHYLLIS A. WHITNEY AND LAUREN EDDY, DIRECTOR: ANNE
DUQUENNOIS, US, 2010, COLOUR, SOUND, 1 MIN 36 SEC.

In her stop-motion film Hunter’s Green, Anne Duquennois (*1987)
employs the technique known as Erasure Poetry, which shifts
meaning by way of erasing a source text to reveal another. Grad-
ually blackening a large part of the original poem by Lauren Eddy,
she leaves only a few of its expressions scattered like speech bal-
loons across the blackened page to allow a new poem to emerge
(“Fresh / Distinct / Unseen / | flung it off”).



TIK VIDURNAKTIS

PAGAL ROBERT LAX EILERAST|, REZISIERE SUSANNE WIEGNER, VOKIETIJA, 2010, 3D
ANIMACIJA, SPALVOTAS, GARSINIS, 3 MIN. 37 SEK.

Sussane Wiegner (g. 1961) iSvaduoja Roberto Laxo eilérastj
»Tik vidurnaktis® i§ dviejy matavimy statiSko knygos puslapio
narvo. Virtualios realybés vizualizacijose rodomos animuotos i$
monumentaliy raidziy susidaranéios namy eilés. Lietaus vanduo
kaupiasi raidés o baseine (,lietus vél pradeda kalbéti“, ,the / rain
be / gins / to / speak / a / gain®) ir judant keliskart pakartojama
fraze ,kita Zzinuté“ (,an / oth / er / mes / sage®). Miglotame kal-
nuotame peizaze jterpta eiléras¢io skulptara, kurioje paskutiniai
zodziai susidésto j lygy raidziy kilima. Paskutiniai kadrai parodo
eilérastj klasikine forma — popieriaus lape. Taigi, naudojantis
Siuolaikinés medijos galimybémis, parodomos uzsléptos senosios
medijos galimybes.

JUST MIDNIGHT

BASED ON THE POEM BY ROBERT LAX, DIRECTOR: SUSANNE WIEGNER, DE, 2010, 3D
ANIMATION, COLOUR, SOUND, 3 MIN 37 SEC.

Susanne Wiegner (*1961) liberates the vertical poem “just mid-
night” by Robert Lax from being locked on the page of a book in
a static and two-dimensional form. Virtual tracking shots show
animated rows of houses to be monumental letters. Rainwater
gathers in the basin of an O (“the / rain be / gins / to / speak / a

/ gain”) and mobiles carry multiples of the phrase “an / oth / er /
mes / sage”. Embedded in a misty hilly landscape is a sculpture of
the poem, whose last words gradually assemble into a flat carpet
of letters. The final sequence shows the poem in its classic form
on a sheet of paper. It is only through the potential of the new
media that the hidden potential of old media becomes apparent.



TAIL, KA PRISIMENU

PAREMTA ROBERT LAX EILERASCIU, REZISIERE SUSANNE WIEGNER, VOKIETIJA, 2012, 3D
ANIMACIJA, 2 MIN. 20 SEK.

Sussane Wiegner (g. 1961) vizualizacijoje ,Tai, kg prisimenu®
raidés ir zodziai, i$ to paties pavadinimo Roberto Lax’o eilérascio,
sudéti j kagj. Virtualiose nuotraukose jie vaizduojami kaip urba-
nistinés architektdros kdriniai, galiausiai perkeliami nuo gatviy j
popieriaus lapa, kur visas eilérastis tampa lengvai perskaitomas.

SOMETHING | REMEMBER

BASED ON THE POEM BY ROBERT LAX, DIRECTOR: SUSANNE WIEGNER, DE, 2012, 3D
ANIMATION, B/W, SOUND, 2 MIN 20 SEC.

In Susanne Wiegner’s (*1961) visualisation something | remem-
ber, letters and words from the poem of the same name by Robert
Lax are stacked up. Virtual tracking shots reveal them to be urban
architecture, and their arrangements form streets up to the point
at which the entire poem can be read on a sheet of paper.



MIESTO PAVIRSIAI

PAGAL KAY RYAN EILERAST] ,,PAVIRSIAI“ (1997), REZISIERIUS, JUDANTI GRAFIKA: SEBASTIAN
LANGE, CINEFLEX OPERATORIUS NIUJORKE: PETER HANKOWIAK (AVMEDIEN), VOKIETLJA, 2014,
SPALVOTAS, GARSINIS, 1 MIN. 20 SEK.

Sebastiano Lange’o (g. 1975) filmo ,Miesto pavirSiai“ paantrasté
LUrbanistiniy struktdry evoliucijos tyrimas“ yra programiska. Lan-
ge’as priverCia Kay’aus Ryano eilérasc¢io eilutes Sokti ant Manhe-
teno vaizdy, filmuoty i$ pauksc&io skrydzio. Sudéjus j kaleidosko-
piSkas kompozicijas, rastas ir vaizdas suaudziami j tvirtg audinj,
taip pabréziant esminius poky&ius musy miestuose ir vieSy miesty
erdviy potyriuose. Judantis Srifto architektiros vaizdas tapo domi-
nuojandia Siuolaikine modernia urbanistine architektara.

URBAN SURFAGES

BASED ON THE POEM “SURFACES” BY KAY RYAN (1997), DIRECTOR, MOTION GRAPHICS:
SEBASTIAN LANGE (QU-INT), NYC CINEFLEX-FOOTAGE: PETER HANKOWIAK (AVMEDIEN), DE,
2014, COLOUR, SOUND, 1 MIN 20 SEC.

The subtitle of the film Urban Surfaces by Sebastian Lange
(*1975), “Exploring the Evolution of Urban Structures”, is pro-
grammatic, and Lange makes the lines of the poem “Surfaces”
(1997) by Kay Ryan dance across found footage aerial images of
Manhattan. Fragmented as in a kaleidoscope, writing and image
are woven into a solid fabric, and in this way bear witness to the
fundamental changes in our cityscapes and the way we experi-
ence public urban space. The architecture of type as image in
motion has become the dominant architecture of contemporary
urban modernity.



CONCRETE /
SOUND POETRY

In contrast to avant-garde and experimental films that link writing
and (film) image, and that consequently evoke complex interac-
tions across the media used, writing in the Schriftfilme of Concrete
Poetry is the sole material of representation. In post-Second World
War Austria, Marc Adrian (WO-DA-VOR-BEI, AT, 1958; Schriftfilm,
AT, 1959/1960; Total, AT, 1968; TEXT I, DE, 1963; TEXT I, DE,
1964) and Gerhard Ruhm (3 kinematografische texte, DE, 1969)
were the first artists to design Concrete Poetry for film. By ex-
hausting film-specific means of representation, they sought to (re)
activate the yet-to-be-exhausted potential of writing in print me-
dia (see writing mobiles, flip-books). Although written fade-ins are
legible, in Concrete Poetry films, there is no recognisable display
of clearly meaningful narrative structures; only individual connec-
tions may be construed, at best, allowing for the emergence of
fragile associative narrations. The Schriftfilme of Concrete Poetry
not only point to unique formal-aesthetic attributes, but, above all,
to otherwise unobserved constitutive and functional mechanisms
of writing, enabling audiences’ self-reflective observations of their
perceptual automatisms.

KONKRECIOJI IR
GARSO POEZIJA

Kitaip nei avangardiniy ir eksperimentiniy filmy, kuriuose gretinami
rastas bei (filmo) vaizdai skatina kompleksines medijy sgveikas,
konkrecCiosios poezijos Srifto filmy rastas yra vienintelé medzia-
ga reprezentacijai. Antrojo pasaulinio karo gerokai nuniokotoje
Austrijoje Marcas Andrianas (,WO-DA-VOR-BEI“, 1958, Austrija;
,Srifto filmas*“ (,Schriftfilm®, 1959 / 1960, Austrija); , Totalus“ (,, To-
tal“, 1968, Austrija); ,Tekstas | (,Text I, 1963, Vokietija); ,Tekstas
“ (,Text 1%, 1964, Vokietija) ir Gerhardas Rihmas (,,3 kinemato-
grafiniai tekstai“ 1969, Vokietija) buvo pirmieji menininkai, sukdre
konkreciosios poezijos kariniy batent filmui. Naudodami specifi-
nes filmo galimybes, jie sieké (re)aktyvuoti netrukus iSsisemsian-
Cias spausdintinés poezijos galimybes (pavyzdziui, rasto mobiliai
(writing mobiles), animuotos knygelés (flip books). Nors raSmenys
perskaitomi, konkrec€iosios poezijos filmuose néra aiskios pasa-
kojimo strukttros; geriausiu atveju gali bati suprantamos tik in-
dividualios pavienés jungtys, leidZziancios susiformuoti trapiems
asociatyviems pasakojimams. Konkreciosios poezijos S$rifto filmai
jdomus ne tik dél unikaliy formaliy estetiniy savybiy, bet ir dél iki
Siol neperprasty sudedamuyjy ir funkciniy rasymo mechanizmuy, lei-
dziancCiy ziarovui suprasti savo suvokimo automatizmus.



3 KINEMATOGRAFINIAI TEKSTAI

REZISIERIUS GERHARD RUHM, AUSTRIJA, 1955 (IDEJA), 1964 (GARSO TAKELIS), VOKIETIJA,
1969 (JGYVENDINIMAS), NESPALVOTAS, GARSINIS, 4 MIN, PIRMA TRANSLIACIJA: ,,OFELUJA IR
ZODZIAI (SU 3 KINEMATOGRAFINIAIS TEKSTAIS)“, 1970 M. SPALIO 29 D., RBB KANALAS.

»3 Kinematografiniy teksty“ jzanginiame zodyje Gerhardas Rih-
mas paaiskina: ,Filmas sidlo [...] patrauklig galimybe nustatyti
skaitymo greitj [...], sukurti staigius ar besitesianc€ius peréjimus.
Tyrinéjau Sias galimybes pasitelkdamas vizualine poezijg ir tris ki-
nematografinius tekstus. Kiekviename i$ trijy teksty nagrinéjamos
skirtingos lingvistinés iSraiSkos dalys. Pirmasis filmas naudoja rai-
des ir sekundes, zodzius [...]; treCiame filme, kaip naujas pojdtis,
atsiranda garsas, taip pat jtraukiama Snekamoji kalba, tad garsi-
nis procesas ne tik jprastai antrina vaizdui, bet ir skiria, papildo,
kontrastuoja [...].“ (Rihm, 1996).

3 KINEMATOGRAFISCHE TEXTE (3 CINE-
MATOGRAPHIC TEXTS)

DIRECTOR: GERHARD RUHM, AT, 1955 (IDEA), 1964 (SCORE), DE, 1969 (IMPLEMENTATION),
B/W, SOUND, 4 MIN, FIRST BROADCAST: OPHELIA UND DIE WORTER (WITH 3 KINEMATOGRAF-
ISCHEN TEXTEN), OCTOBER 29, 1970, RBB.

In the foreword of the score for 3 kinematografische texte (3
cinematographic texts) Gerhard Rihm (*1930) explains: “The film
offers the [...] appealing possibility of determining the reading
speed [...] to make abrupt or continuous transitions. | worked with
these possibilities in connection with visual poetry in the three
cinematographic texts, and sought to subject them to poetic state-
ment. The three texts each focus on different material areas of
linguistic expression. The first film operates with letters, and the
second, with words [...] in the third film, sound appears as a new
dimension, and includes the spoken word, whereby the auditory
processes not simply duplicate the visual, but differentiate, sup-
plement, contrast [...]” (Ruhm 1996).



REZISIERIUS JORG PIRINGER, AUSTRIJA, 2006, ANIMACINIS, SPALVOTAS, GARSINIS,
3 MIN. 5 SEK.

Jérgo Piringerio (g. 1974) animaciniame filme ,rr ii“ raidé r yra
pagrindiné aktoré. Piringeris jg pristato daugeliu jvairiy bady,
tokiy kaip vizualizuota garsiné poezija ar audiovizualiné poezija.
Dirbdamas tiek su vaizdu, tiek su garsu, jis garso poezijos Zzanrg
perkelia j Srifto filmo (Schriftfilm) lygmen.

DIRECTOR: JORG PIRINGER, AT, 2006, ANIMATION, COLOUR, SOUND, 3 MIN 5 SEC.

In Jérg Piringer’s (*1974) animated film rr ji, the letter “R” is the
main actor. Piringer presents it in many and varied ways as visu-
alised sound poetry or sonified visual poetry; that is, both acousti-
cally and visually, and thereby transfers the genre of sound poetry
to that of the Schriftfilm.



REZISIERIUS STEPHAN GROSS, VOKIETIJA, 2007, SKAITMENINE ANIMACLIA, NESPALVOTAS,
GARSINIS, 10 MIN.

Stephano GroBo ,CIA“ (,ICI“) primena Gerhardo Riihmo filma
sKinematografinis tekstas 1“ (Vokietija, 1969). GroBo skaitmeniné-
je animacijoje pranciziSkas zodis létai juda nuo visy keturiy juodo
ekrano $ony link centro. Kiekvieng kartg Zzodzio ,CIA“ padétis yra
orientuota j ekrano kampa, kuriame jis iSnyra. Jei zodis i$ virSaus
leidziasi zemyn, jis gali bati normaliai perskaitomas, ta€iau kai
juda i§ apacios j virSy, yra apverstas aukstyn kojomis. Kuo aréiau
keturi balty raidziy zodziai yra prie centro, tuo labiau jie pana&éja
i geometrinj modelj ar vizualine raidziy kompozicijg, ornamenta,
kuris gali bati nesunkiai jzidrimas, ta¢iau nelengvai jskaitomas.

|CI

DIRECTOR: STEPHAN GROSS, DE, 2007, DIGITAL ANIMATION, B/W, SOUND, 10 MIN.

In ICI, Stephan GroB (*1979) creates a film which is reminiscent
of Gerhard Rihm’s kinematografischer text 1 (DE, 1969). In Grof3’
digital animation, the French word slowly moves into the centre
from all four sides of the black screen. The position of each “ICI”
is oriented on the edge of the frame where the word appears.

If it comes down from the top, it can be read normally; when it
moves up from the bottom, it is upside down. The further the four
white-lettered words move towards the centre of the screen, the
more they approach an abstract geometric pattern as a visual
constellation of letters, like a ornament, which can be seen but
not easily read.



KAl

PAREMTAS OTTAR ORMSTAD EILERASCIU, ANIMACIJA: INA PILLAT, NORVEGIJA, 2011,
ANIMACINIS, HD, 16:9, SPALVOTAS, GARSINIS, 7 MIN.

Pagrindiné Ottaro Ormstado (g. 1947) karybiné veikla yra kon-
krecioji poezija, o savo vaizdy ir Zodziy kompozicijas jis pristato
filmais ir kitokiomis skaitmeninémis formomis. Kaip ir kiti konkre-
¢iosios poezijos atstovai (pavyzdziui, Gerardas Rihmas ir Marcas
Adrianas), Ormstadas savo sprendimg filmus ir skaitmenine ani-
macijg naudoti kaip teksto pateikimo bldus suvokia ne kaip kirybi-
nj l0zj, o kaip logiSkg savo meninés karybos vystymasi. Dél subtiliy
raSmeny poky¢iy ir jvairiy dvimacdiy kompozicijy, kurias Ormstado
konkredioji poezija — anks€iau buvusi nekintanti ir statiSka popie-
riaus lape — suformuoja tapusi skaitmeniniy filmy poezija, ziarovai
nuolatos randa naujy reikSmiy ir patiria vizualiy jspudziy, kuo
galima jsitikinti zidrint ,kai“. Ormstado rasto tyrimuose daugiausia
démesio skiriama ribai tarp rasto ir Srifto bei tarp turinio ir formos.

WHEN

BASED ON THE POEM BY OTTAR ORMSTAD, ANIMATION: INA PILLAT, NO, 2011, ANIMATION, HD,
16:9, COLOUR, SOUND, 7 MIN.

Ottar Ormstad’s (*1947) background is in Concrete Poetry, and he
has also discovered film and digital forms of presentation for his
arrangements of visuals and words. Like other artists of Concrete
Poetry (such as Gerhard Rilhm and Marc Adrian), Ormstad views
his turning to film and digital animation of text not as a break,

but as a logical development of his artistic work. Viewers con-
stantly receive new meanings and visual impressions through the
changes to the letters, which are often barely discernible, and the
varying two-dimensional constellations that his Concrete Poetry,
formerly fixed and static on the printed page, provides after its
transformation into digital filmic poetry, as in when. The oscillation
between writing and typeface, between content and form, is con-
sistent and characteristic of Ormstad’s explorations of writing.



TEKSTOVAIZDIS

REZISIERIUS JOSEF M. LINSCHINGER, AUSTRIJA, 2014, ANIMACIJA, SPALVOTAS, GARSINIS, 12 MIN.

Josefo M. Linschingerio (g. 1945) i$ kdriniy serijy atsiradusiuose
filmuose, ,kuriuose zodziai transformuojami pagal abstrakgiai
menines raidziy savybes, neiSvengiamos teksto ir vaizdo bei
abstrakcios ir konkrecios formos antitezés paverCiamos sce-
narijumi. Linijos puciasi, atliepdamos foning muzikg, kol raidés
pradeda dengti viena kitg ir formuoti netaisyklingas plokStumas,
nutjstancias uz ekrano riby. ,TEKSTOVAIZDYJE" Zodziai ,TEKS-
TAS* (,TEXT") ir ,VAIZDAS" (,BILD"), kuriems akivaizdziai atskirti
panaudotos dvi pagrindindinés spalvos, susijungia spalvotame
paveiksle i§ raSmeny ir plokStumy.

TEXTIMAGE

DIRECTOR: JOSEF M. LINSCHINGER, AT, 2014, ANIMATION, COLOUR, SOUND, 6 MIN.

Josef M. Linschinger’s (*1945) film adaptations of serials, in
which words are transformed into the geometric-artistic by means
of their letters’ lines, dramatise the antithesis of text and image,
of abstract and concrete geometric form, as inseparable simulta-
neity. The thickness of the lines swells to background music, until
the letters overlap and form irregular planes that extend beyond
the boundaries of the screen. In TEXTIMAGE the words “TEXT”
and “IMAGE”, whose polarity is underscored with two primary
colours, are united in a colourful image composed of writing and
planes.



MUSIC
VIDEOS

Since the mid-1960s, the music industry has increasingly staged
musical compositions in short film productions to support sales.
Since the aim of this advertising strategy is not only to promote
the songs in question, but to increase the popularity of the per-
former as well, most music videos have the artists do so-called
lip-sync-performances. However, the project TYPEMOTION pres-
ents comparatively rare examples of music videos in which co-
lourfully designed, animated text, set to music, plays a predom-
inant role, using writing in a process of audiovisual translation.
Most of these films feature visualised repetitions of song lyrics.
Music videos are considered Schriftfilme when they use writing
to accomplish more than a simple, inconsequential duplication of
speech that remains epi-phenomenal to the filmic image; they are
visual compositions of speech, with media-theoretical, compara-
tive and cognition-psychological implications. Astonishing music
videos are, among others, D.A. Pennebaker’s music sequence to
Bob Dylan’s Subterranean Homesick Blues (US, 1967), or Michel
Gondry’s La Tour de Pise (Artist: Francois Coen, FR, 1993).

MUZIKINIAI
VAIZDO KLIPAI LA

Nuo septintojo deSimtmecio vidurio muzikos industrijoje tapo po-
puliaru kurti muzikines kompozicijas lydin€ius trumpus filmus, kad
augty muzikos jrasy pardavimai. Kadangi tokios reklamos stra-
tegijos tikslas buvo iSpopuliarinti ne tik tam tikras dainas, bet ir
atlikéjg, daugiausia muzikiniai vaizdo klipai vaizduodavo Zmones,
judinancius lupas sinchroniSkai su fonograma. Tacliau projektas
~Judancios raidés” pristato palyginti retus muzikiniy vaizdo klipy
pavyzdzius, kuriuose spalvingo dizaino animuoti tekstai vaidina
svarbiausig role ir praplecCia audiovizualine zinute. Daugumoje
vaizdo klipy vizualizuojamas dainos zodziy pakartojimas. Muziki-
nius vaizdo klipus laikome $rifto filmais, kai rastas naudojamas sie-
kiant daugiau nei paprastai atkartoti kalbg, pateikti jj kaip gretutin]
reiskinj $alia vaizdo. Srifto filmais vaizdo klipai tampa tuomet, kai
vizualios kalbos kompozicijos pagrjstos medijy teorijos, kompa-
ratyvizmo ir kognityvinés psichologijos iSmanymu. Kity muzikiniy
vaizdo klipy kontekste iSties nustebinantys yra, pavyzdziui, D. A.
Pennebakerio klipas Bobo Dylano dainai ,Pozeminés nostalgijos
bliuzas“ (,Subterranean homesick blues®, 1967, JAV) arba Miche-
lio Gondry ,Pizos bokstas“ (,La tour de Pise®, atlikéjas Francois
Coen, 1993, Prancuzija).



VAIKAS

ATLIKEJAS ALEX GOPHER, REZISIERIAI: ANTOINE BARDOU-JACQUET, HERVE DE CRECY, LUDOVIC
HOUPLAIN (H5), PRANCOZIJA, 1999, 3 MIN. 14 SEK.

Savo muzikiniame vaizdo klipe ,Vaikas“ rezisieriai Antoine’as
Bardou-Jacquetas, Hervé de Crécy ir Ludovicas Houplainas (H5)
Alexo Gopherio muzikai naudoja vien animuotos tipografijos rin-
kinj. Scena vaizduoja momentg prie$ pat kudikio gimimg: moteriai
tik kg prasidéjo gimdymas, ji ir jos vyras taksi skuba j ligonine.
Jiems vaziuojant per Niujorka, miesto pastatai vaizduojami kaip
trimaciai Zzodziai ir raidés. Jie jskaitomi i$ visy zitréjimo tasky dél
virtualios realybés jrangos. Raidziy architektdra tiesiogiai vaiz-
duoja Niujorko kaip architektonikos rei$kinio jvaizd,.

THE CHILD

ARTIST: ALEX GOPHER, DIRECTORS: ANTOINE BARDOU-JACQUET, HERVE DE CRECY, AND
LUDOVIC HOUPLAIN CH5), FR, 1999, 3 MIN 14 SEC.

For their music video The Child, the directors Antoine Bar-
dou-Jacquet, Hervé de Crécy and Ludovic Houplain (H5) use
strictly animated typography set to music by Alex Gopher. The
scene portrays the moments shortly before the birth of a child: a
woman has just gone into labour, and she and her husband rush
to the hospital by taxi. Their ride through New York City takes
them through a cityscape composed entirely of three-dimensional
words and letters, that can be seen and read from every con-
ceivable angle, thanks to virtual tracking shots. The architecture
of letters “literally” depicts the architectonic image of urban New
York.



PUBLIKA

ATLIKEJAS MATTHEW HERBERT, REZISIERIUS DON CAMERON, DIDZI0J1 BRITANLA, 2001,
3 MIN. 47 SEK.

Muzikiniame vaizdo klipe ,Publika“ rezisierius Donas Cameronas
pristato erdve, kurioje veikia tiek dainininkés, tiek jy drabuziai, ant
kuriy uzra8ytas dainos pavadinimas. Klipo erdvéje zodis ,Publi-
ka“ (,The Audience”) uzraSytas didelémis juodomis raidémis, kai
kurios i$ jy sudéliotos atvirk$ciai.

THE AUDIENCE

ARTIST: MATTHEW HERBERT, DIRECTOR: DON CAMERON, GB, 2001, 3 MIN 47 SEC.

In his music video The Audience, the director Don Cameron
inscribes the space in which the female singers perform as well
as their clothing with the title of the acoustic piece. Here, “The
Audience” is presented in large black letters, sometimes latterly,
sometimes mirror-inverted.



MANO SUO VALGO RITMUS

ATLIKEJAS ,,CONSOLE*, REZISIERIAI: MATHIS LEX, HANNES GEIGER, GERMAN FILM SCHOOL,
ELSTAL / BRANDERBURG, VOKIETIJA, 2003, SPALVOTAS, GARSINIS, 3 MIN. 26 SEK.

Pilkoje Berlyno gatviy minioje pavieniams Zmonéms ,priklijuojant®
spausdintas etiketes, asmenys tampa individais. Neutralios gel-
tonos spalvos uzra$ai jvardija profesijas, nurodo gimystés rySius
(,s0nus"), apibddina sugebéjimus ir individualius pasiekimus
(,gerai mokosi“), nusako dabartineg emocine blsena, individualy
poziurj (,netiki Dievo®), pomégius (,mégsta baltg spalva®) ir priski-
ria specifinius darbo apradymus. Vaizdo klipo pradzioje etiketés
klijuojamos tik ant Zmoniy, taciau filmo metu visas Berlynas — ma-
Sinos, gatveés, statyby technika, namai — visas miestas, véliau ir
visa planeta, o galiausiai pati Visata paZzymima etikete ir pasaulis
tampa perskaitomas.

MY DOG EATS BEATS

ARTIST: CONSOLE, DIRECTORS: MATHIS LEX, HANNES GEIGER, GERMAN FILM SCHOOL, ELSTAL /
BRANDENBURG, DE, 2003, COLOUR, SOUND, 3 MIN 26 SEC.

By attaching superimposed banners (written labels) to some
passers-by among the uniform-looking, and therefore rather anon-
ymous, crowds walking the streets of Berlin, those affected be-
come individuals with faces. The neutral, orangey yellow lettering
assigns professional titles, family relationships (“son”), describes
abilities and individual performance (“is good in school”), current
emotional status, individual attitudes (“does not believe in God”),
personal preferences (“likes the colour white”), and gives specific
job descriptions. At the beginning, only people are labelled, but
over the course of the video, all of Berlin, cars, streets, cranes,
houses, the entire city, then the whole planet, and, finally, space
itself is labelled: the world becomes readable.



MIEGANCIOJI GRAZUOLE

ATLIKEJAS: ,FUNKSTOGRUNG“ KARTU SU LOU RHODES, REZISIERIUS , MK 12, JAV, 2004,
4 MIN. 9 SEK.

Dizaineriy kolektyvas ,MK12“ dainos ,Miegancioji graZzuolé“ Zo-
dzius pateikia kaip monumentalius raSmenis, kuriuos sunku per-
skaityti dél jy tipografinio dizaino. RaSmenys pamazu suformuoja
erdve ir iSsiple€ia j trimatj tinklg. Dél raSmenyse atsirandanciy
giliy erdviniy intarpy nufimuotas peizazas tampa aiskus ziGrovui.

SLEEPING BEAUTY

ARTISTS: FUNKSTORUNG FEAT. LOU RHODES, DIRECTOR: MK 12, US, 2004, 4 MIN 9 SEC.

The designers MK12 show the lyrics of Sleeping Beauty as
monumental lettering, which is hard to decipher because of its
typographic design. The lettering develops successively in the
image space and expands to form a three-dimensional grid. It is
because of the lettering inserts that the spatial depth of the filmed
landscape becomes clear to the viewer.



TIK VIENAS ZODIS

ATLIKEJAS ,WIR SIND HELDEN“, REZISIERIUS PETER GOLTENBOTH (PET&FLO), VOKIETUA
2005, 3 MIN. 45 SEK.

Kaip pabrézia rezisierius Peteris Goltenboth’as, jo muzikinis kli-
pas , Tik vienas zodis" vokie€iy poproko grupei ,Wird sin Helden*
yra pagarbos Zenklas legendinei dokumentinio filmo ,Subterra-
nean Homesick Blues of the Bob-Dylan documentary Don’t Look
Back“ (JAV, 1967, rezisierius Donn Alan Pennebaker) jzangai.

Vis délto savo variantu jis sieké perkelti Dylano klipo principg j
moderny muzikos klipy formata: ,[...] Mes tikimés, kad scenarijus
yra pasakojamas nuosekliu linijiniu badu nuo pradzios iki galo. Jei
taip nebina, Zitrovas sutrinka. Si dizorientacija klipe turi suveikti.
(Géltenboth, 2009) Si vaizdo ir garso takelio delineralizacija ga-
liausiai pasiekiama filmo techniniais parametrais sugriaunant laiko
kontinuumga (filmo atsukimas, sulétinimas, prasokimas). Taigi, su-
gretinamos pirminé ir atgaliné filmo sekos, todél Ziurovas patenka
i suvokima trikdandig situacija: kai kurie spausdinto teksto blokai
su daina siejasi tik leidziami atgaline seka.



NUR EIN WORT

ARTISTS: WIR SIND HELDEN, DIRECTOR: PETER GOLTENBOTH (PET&FLO), DE, 2005,
3 MIN 45 SEC.

As the director Peter Goltenboth expressly emphasises, his
music video Nur ein Wort for the German pop rock group Wir sind
Helden is a homage to the legendary opening sequence of Sub-
terranean Homesick Blues of the Bob Dylan documentary Don’t
Look Back (US, 1967, director: Donn Alan Pennebaker). However,
his own version is added to transfer the video into the modern
music video format: “We anticipate that language and script run
in a temporal, linear fashion from beginning to end. If they do not,
the viewer becomes perplexed. We put this disorientation to use
for the video” (Goltenboth 2009). A de-linearisation of image and
soundtrack consequently emerge, which is achieved through the
film-technical interferences to the video’s time continuum (rewind,
slow motion, time lapse). Hence, due to the juxtaposition of for-
ward wound, and rewound image sequence, the recipient is con-
fronted with a disconcerting perceptual situation: several tablets
correspond to the song in terms of content only when rewound.



NEZINAU, KA SU SAVIMI DARYTI

ATLIKEJAS: ,EL CUARTETO DE NOS*, REZISIERIUS CHARLY GUTIERREZ, PRODUSERIS: MILAGRI-
TO FILMS, URUGVAJUS, 2006, 4 MIN. 1 SEK.

Rezisierius Charly’s Gutierrezas Urugvajaus roko grupei ,El Cu-
arteto de Nos* sukurtame muzikiniame vaizdo klipe pristato visg
dainos tekstg. Tekstas matomas kaip dvimate ar trimaté tipogra-
fija, taip pat kaip paveiksléliai, piktogramos ir grafika. Pavyzdziui,
i§ zodzio ,pelo” (isp. ,plaukai“) iSauga plaukai. Virtuali scena,
kurioje grupé groja, taip pat paklista raSmeny struktarai, kuri
galiausiai padeda suvokti scenos erdvinius matavimus.

YA NO SE QUE HACER CONMIGO

ARTISTS: EL CUARTETO DE NOS, DIRECTOR: CHARLY GUTIERREZ, PRODUCER: MILAGRITO FILMS,
UY, 2006, 4 MIN 1 SEC.

The director Charly Gutierrez presents the entire lyrics of a song
being performed by the Uruguayan rock band El Cuarteto de

Nos in this animated music clip. The words are legible as flat or
three-dimensional typography, as well as images, pictograms and
graphics. For example, from the word “pelo” (hair), hair grows out.
The virtual stage set where the band performs is also structured
by the writing displayed, and it is through this arrangement that
the spatial dimensions of the stage are first revealed.



ATSIPRASAU

ATLIKEJAS PHILIPPE KATERINE, REZISIERIAI: MRZYK & MORICEAU, PRODIUSERIAI: WANDA
PRODUCTIONS, PRANCUZIJA, 2006, 3 MIN. 36 SEK.

Vokieciy ir pranctizy menininky duetas Mrzyk & Moriceau (Petra
Mrzyk ir Jean-Frangois Moriceau; Air de Paris) Philippe Kateri-
ne ,Sprechgesang® (vok. dainuojamieji tekstai) tekstams sukdre
spalvingg dizaing. Zodis po Zodzio jie plaukia ir kinta, jy estetika
primena komiksy ir grafi€io tekstus. Vienos iStraukos formuoja
linijinj tinklg juodame ekrane, tuo metu kitos organiskai iSauga
medziy virSanése.

EXCUSE-MOI

ARTIST: PHILIPPE KATERINE, DIRECTORS: MRZYK & MORICEAU, PRODUCERS: WANDA
PRODUCTIONS, FR, 2006, 3 MIN 36 SEC.

The German and French artist duo Mrzyk & Moriceau (Petra
Mrzyk and Jean-Francois Moriceau; Air de Paris) designed all
the lyrics of the sprechgesang by Philippe Katerine as colourful
writing. Word for word, they flow and metamorphose; their aes-
thetic is reminiscent of the text in comics or graffiti. Other inserts
of writing form a grid over the black screen like gridlines, while
others sprout from tree tops with organic vitality.



GERAS GYVENIMAS

ATLIKEJAI: KANYE WEST KARTU SU T-PAIN, REZISIERIAI: JONAS & FRANGOIS, JAV, 2007,
3 MIN. 28 SEK.

Prancizy rezisieriai Jonas Euvremeris ( g. 1982) ir Francois
Rousseletas (g. 1982) vaizdais pavercia iStraukas i§ Kanye Westo
repo dainos. Menininkai pasirinko didelio formato spalvotus
raSmenis, primenancius komiksus ir grafi€ius. Tekstai atrodo kaip
didéjantys neoniniai reklaminiai Stkiai, sklindantys i§ reperio bur-
nos. RaSmenys atsiranda ant reperio akiniy ar i$sipila lyg skystis
i$ butelio. Raidés juda trimatéje erdvéje, kai kurios nustumiamos
Salin, o kitoms reperis dainuoja taip, lyg Sios bty tikri objektai.

THE GOOD LIFE

ARTISTS: KANYE WEST FEAT. T-PAIN, DIRECTORS: JONAS & FRANCOIS, US, 2007, 3 MIN 28 SEC.

The French directors Jonas & Frangois (Jonas Euvremer and
Francois Rousselet, both *1982) portray excerpts from rap music
by Kanye West in the form of large-format colourful lettering,
which is reminiscent of comics and graffiti. The text looks like
neon advertising signs that increase in size as they come out of
the rapper’s mouth, they show up on his sunglasses, or pour out
of a bottle as liquid letters. The letters move through the three-di-
mensional image space, are pushed aside or sung at, as if they
were real objects.



TIGRO DULKES

ATLIKEJAS YELLO (VIRTUALUS KONCERTAS ,,PALIESK YELLO“), REZISIERIUS KEVIN BLANC,
PRODIUSERIS JURG STEUDLER, ENCORE PICTURES, SVEICARIJA, 2009 M., 3 MIN. 9 SEK.

Virtualiame koncerte ,Paliesk Yello“ Kevinas Blancas pristato
Sveicary elektroninés popmuzikos grandus — Dieterj Meier;j ir Bo-
risg Blankg (Zinomus kaip Yello). Sveicarai pasirodo balty raidziy
~architekttroje” juodoje erdveéje ir juda joje lyg kompiuteriniame
zaidime. Jie jeina pro raidés O vartus, balansuoja ant siauro L
pavirS§iaus, skrodzia raidziy kanjonus, apsuptus kity, laisvai ore
sklendzianc¢iy, bet monumentaliy raidziy. Virtualaus koncerto
premjera jvyko 2009 m. Berlyno tarptautiniame kino festivalyje
(Berlin’s Kino International).

TIGER DUST

MUSIC SEQUENCE, ARTIST: YELLO, IN: TOUCH YELLO THE VIRTUAL CONCERT, DIRECTOR: KEVIN
BLANC, PRODUCER: JURG STEUDLER, ENCORE PICTURES, CH, 2009, 3 MIN 9 SEC.

In Touch Yello. The Virtual Concert, video artist Kevin Blanc pres-
ents the Swiss grandseigneurs of electro-pop Dieter Meier and
Boris Blank (aka Yello) in the sequence featuring the song Tiger
Dust. The two Swiss perform in a sculptural white architecture

of letters inside a black three-dimensional image space, dancing
in and on the letter architecture, and passing through it as in a
computer game. They walk through the gate of an “O”, just about
manage to balance on the small surface of the top end of an “L”,
and fall through canyons of letters, surrounded by more, and
free-floating, letters of a monumental scale. The premiere of the
virtual concert took place in 2009 in Berlin’s Kino International.



DIDYSIS KUDIKIO ZAISLAS

ATLIKEJAS ,BOY IN STATIC*, REZISIERIAL: ALEXANDER CHEN IR PHILIP STOCKON, JAV, 2009,
3 MIN. 27SEK.

Muzikinj vaizdo klipg ,Didysis kudikio Zaislas” Alexanderis Chenas
ir Philipas Stockonas nufilmavo Cheno indie roko grupei ,Boy in
Static”. Klipg sudaro iSskirtinai vien tik spalvoti, paeiliui besivys-
tantys teksto programos , TextEdit” Sriftai (dainos ZodzZiai: ,De-
Simtmediai leidZiasi sale [...]%) ir animuoti GIF rasteriniai vaizdai.
Sio klipo estetika primena tiek de$imto de. internetinj mena, tiek
astunto des. optinj mena.

TOY BABY GRAND

ARTISTS: BOY IN STATIC, DIRECTORS: ALEXANDER CHEN AND PHILIP STOCKTON, US, 2009,
3 MIN 27 SEC.

For Chen'’s indie rock band, Boy in Static, Alexander Chen and
Philip Stockton shot the music video Toy Baby Grand. The clip
consists entirely of coloured, successively developing TextEdit
fonts (song lyrics “Descending Decades down the Hall ...”) and
animated GIF bitmap images, its aesthetics recalling both Web Art
of the early 1990s, and Op Art works of the 1970s.



SIMFONLJOS

ATLIKEJAI: DAN BLACK KARTU SU KID CUDI, REZISIERIAI: CORINNE BANCE IR AXEL D'HARCOURT
(CHIC & ARTISTIC, PARYZIUS), PRODIUSERIS: CHIC & ARTISTIC UNLIMITED, OPERATORIAI:
GILLES PIQUARD IR ERIC ROBBINS, POSTPRODUKCIJA: CHIC & ARTISTIC, SEBASTIEN FILLINGER,
JULIEN BARET, ANTHONY MENARD IR CAROLINE MISTRAL, TEISIU SAVININKAS: ,THE HOURS“
(USA), PRANCOZIJA, 2009, 3 MIN. 41 SEK.

Brity wonky popmuzikos atstovo Dano Blacko muzikiniam vaizdo
klipui ,Simfonijos“ dizaing sukaré Corinne Bance ir Axelis d’Har-
court’as (Chic & Artistic, Paryzius). Siuo muzikiniu klipu atiduo-
dama pagarba klasikiniams filmy anonsams. Tarp vaizdy jterptos
dainos teksto iStraukos, o intarpy estetika atliepia charakteringg
filmy titry tipografikg nuo 1930-yjy iki Siy dieny. Tai sukuria dau-
gybe kontekstiniy sasajy su Davido Lyncho ,UzmirStu greitkeliu®
(JAV, 1997), Steveno Lisbergerio ,Tronu® (JAV, 1982), Stanley’io
Kubrick’o ,2001: kosminé odiséja“ (JAV, 1968), Guy’aus Hamil-
tono ,,Auksapirsciu“ (DidzZioji Britanija, 1964) ir Davido Fincherio
LSeptyniais” (JAV, 1995).

SYMPHONIES

ARTISTS: DAN BLACK FEAT. KID CUDI, DIRECTORS: CORINNE BANCE AND AXEL D'HARCOURT
(CHIC & ARTISTIC, PARIS), PRODUCER: CHIC & ARTISTIC UNLIMITED, CAMERA: GILLES PIQUARD
AND ERIC ROBBINS, POST-PRODUCTION: CHIC & ARTISTIC, SEBASTIEN FILLINGER, JULIEN
BARET, ANTHONY MENARD AND CAROLINE MISTRAL, LABEL: THE:HOURS (US), FR, 2009,

3 MIN 41 SEC.

The music clip of Symphonies, by British wonky pop recording art-
ist Dan Black was designed by Corinne Bance and Axel d’Harcourt
(Chic & Artistic, Paris) as a homage to classic movie trailers. Ex-
cerpts of the lyrics appear, embedded in their pictorial world, in the
characteristic typography of famous title sequences in various mov-
ie genres from the 1930s to the present day. This creates a whole
host of contextual connections; for example, to David Lynch’s Lost
Highway (US, 1997), Steven Lisberger’s Tron (US, 1982), Stan-
ley Kubrick’s 2001: A Space Odyssey (US, 1968), Guy Hamilton’s
Goldfinger (GB, 1964) and David Fincher’s Se7en (US, 1995).



AUDITORIUM
SGREENING PROGRAM

Programme A
Saturday 11 October, 3 pm, and Saturday 25 October, 5 pm.

Silent Experimental

BREAKING LEGS

(original title: Beine brechen), director, script: Florian Krautkrémer,
typography: Jérg Petri, animation: Jan-Frederic Goltz, music: Pe-
ter M. Glantz, DE, 2010, b/w, sound, 15 min.

For description please see “Silent Film / Historical Avant-Garde”

THE AERIAL
(original title: La Antena), director: Esteban Sapir, AR, 2007,
16 mm / Super 16, digitalized, b/w, sound, 99 min.

For description please see “Silent Film / Historical Avant-Garde”

Programme B
Thursday 6 November, 6 pm.

Structural Film

SO IS THIS
director: Michael Snow, CA, 1982, 16 mm, digitalized, b/w and co-
lour, silent, 45 min.

AUDITORIJOS
PROGRAMA

Programa A
Spalio 11 d., Sestadienj, 15 val. ir spalio 25 d., SeStadienj, 17 val.

Nebylusis eksperimentinis kinas

K0JOS LOZIS

rezisierius, scenaristas Florian Krautkramer, tipografija: Jorg Petri,
animacija: Jan-Fraderic Goltz, muzika: Peter M. Glantz, Vokietija,
2010, nespalvotas, garsinis, 15 min.

Apra8ymas skyriuje ,Nebylusis kinas / istorinis avangardas“

ANTENA
rezisierius Esteban Sapir, Argentina, 2007, 16 mm / Super 16,
suskaitmenintas, nespalvotas, garsinis, 99 min.

Apra8ymas skyriuje ,Nebylusis kinas / istorinis avangardas“

Programa B
LapkriCio 6 d., ketvirtadienj, 18 val.

Struktdralistinis kinas

AR TAI YRA
rezisierius Michaelas Snow, Kanada, 1982, 16 mm, suskaitmenin-
tas, nespalvotas ir spalvotas, begarsis, 45 min.



AR TAI YRA

REZISIERIUS MICHAEL SNOW, KANADA, 1982, 16 MM, NESPALVOTAS IR SPALVOTAS,
BEGARSIS, 45 MIN.

Savo filmu ,Ar tai yra“, kuriame pavieniai zodziai yra rodomi cen-
tre ir visglaik pilnai uzpildo ekrang, kanadieciy rezisierius Micha-
elas Snow (g. 1929) sukuria dvigubg rasto ir filmo santykj: rastas
kaip filmas ir filmas kaip rastas. ,Tai yra filmo pavadinimas. Likusi
filmo dalis atrodys $tai kaip: filmg sudarys atskiri Zodziai, rodo-
mi vienas po kito taip, kad suformuoty sakinius ir, tikékimés (tai
priklauso nuo Jasy), reikSmes.“ Snow filmas apibdina pats save;
jis yra savo paties epitekstas.

SO IS THIS

DIRECTOR: MICHAEL SNOW, CA, 1982, 16 MM, S/W AND COLOUR, SILENT, 45 MIN.

With his film So Is This, in which individual words are shown cen-
tred, always filling the screen completely, the Canadian director
Michael Snow (*1929) offers a double reflection on writing and
film: writing as film, film as writing. “This is the title of this film.
The rest of this film will look just like this. The film will consist of
single words presented one after another to construct sentences
and hopefully (this is where you come in) to convey meanings.”
Snow’s film describes itself; it is its own epitext.
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