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CONVERSATION WITH HELGA FANDERL

SF:

HF:

The title of your solo presentation, Film Live, at DAS
ESSzIMMER relates to your practice of composing
specific film programs consisting of individual Super 8 films
and presenting them in different cinema settings.You also

speak of cinema in situ.

Why do you show your Super 8 films exclusively in the
setting of a live projection and when did you begin this

practice!

| choose this practice because of the fragile nature of
Super 8. Super 8 is not a cinema format, but rather an inti-
mate medium designed for home and amateur filmmaking
and it is also used by artists who explore it further The
Super 8 film can be easily scratched and destroyed if the
projector is not well-maintained. In a traditional cinema, the
distance between the screen and the projection booth is
generally too big and the Super 8 lamp does not produce
a bright enough image on the screen. For this reason | set
up the projector in the auditorium itself, often between the
tiers, in midst of the audience. In order for the image to
find its proper position from the standpoint of the sloping
theater, the projection table needs to be quite high.
Therefore | began constructing pedestals out of whatever
means | had at my disposal, and this character of impro-
visation and bricolage was simply due to necessity. Later, |
learned to appreciate and incorporate this aestethic into
my work. | prefer to present my films in a space that's not
a proper cinema, but which | can transform into a cinema

in situ.

The site specific installation of the projection, the transpar-
ency of the apparatus and the projection itself are present
in the space, and can be seen and heard. Every film scree-

ning becomes a unique event.

This performative quality is relevant to another aspect
of my filmmaking: my films record the way | am seeing,

perceiving and understanding things in the moment, and as

The Color Run, 2013, digitized version, b/w, without sound, projection onto a front

window, filmstill
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such are edited in camera, not later at the editing table.

Right from the beginning, | never showed the short film HF:

pieces individually, but in composed units. For every
program | make a selection of specific films. | consider this
selection also to be a kind of film, not one whose print
could circulate, but a temporary assemblage of diverse
elements representing just one of an infinite number of
possible combinations

So three times: filming LIVE, programming LIVE, screening
LIVE.

It seems quite evident that presence is a central aspect of

the way you work. Did you ever consider editing your films

The Colour Run, 2013, b/w, without sound., | 6mm film, filmstill

or reworking them digitally?

When | started making films | learned to cut and edit.
However, the single Super 8 frame is so tiny that | thought
it would be impossible for me to make precise cuts and
perfect edits. That is why | decided to practice in-camera
editing. My first experiences helped to develop a sense

of structuring time within the single shot, a sequence of

images and the entire film as well..

It was essential that | filmed a lot, that | analysed the films

| had made in my head and my hands, with the hand-held
camera. | spent a lot of time reflecting on whether the
films were fine or not. Out of this, | discovered new means
of expression that helped me bring my perceptions and

ideas into correspondence with the right form.



The Colour Run, 2013, b/w, without sound, | 6mm film, exhibition view

It's a challenge to concentrate on filming a given situation
and record its fugitive moments; but this short, concentra-
ted form suits me.When my perception gets deeper and
sharper | can catch facets of reality and rhythms that would
otherwise elude me.When | decide that a film is not good
enough, | don't make corrections, | simply don't show it.
Since | don't screen my films digitally, any form of digital

postproduction is out of question.

Editing or postproduction do  come into play when |
compose programs. For every screening | basically assem-
ble a specific selection of films. Making these programs -
either in their entirety or in fragments - is an essential part
of my work.

Each composed sequence of films then becomes a unique
film.The individual films can be read differently and have

different meanings depending on the context in which they

appear

For exhibitions, installations and performances, | select
extracts from the digitised version of my films. Sometimes |
create loops or multiple projections.

For my large installation Marieluise Fleissers Kleider
(Marieluise Fleissers Clothes) for example, | had the [talian
artist Matteo Pennese create a software that allows [0
pieces of film to be performed in infinite variatons on six

parallel screens.

| am always fascinated by spaces that have a history of
their own. I like projecting on surfaces that have their own
materiality, that aren't proper screens, but bear the traces

of former use.

For example, | have used walls of a former authorised

Citroén workshop from the thirties, a concrete wall of a
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public theatre of the sixties which had traces of rain and
graffitti, and high walls of an inner courtyard ( of the Goe-
the Institute in Paris), in which pebbles of different sizes

created a relief, transforming the film images.

I also like your idea of producing a projection screen on
one of the sashes, spreading layers of buttermilk so that, at
night, edited images of The Color Run could be projected

out on the street.

The film medium, whether analogue or digital, has specific
technical and spatial parameters, such as the right equip-
ment — or in your case, darkness. For your solo show at
DAsS EsSsSzIMMER we emphasised this darkness.

The exhibition space facing the street was transformed
into a black box, becoming invisible to the street. Entering

this dark space the visitor finds himself in a kind of mini-

The Colour Run, 2013, b/w, without sound, | 6mm Film, exhibition view

cinema.The projector is illuminated, the screen is empty.
After some minutes the room goes dark and the private
screening of your |6mm print The Color Run begins. Most
viewers asked for projecting the film several times. The film
lasts for about three minutes, then the light turns on and
the screen goes blank again. Passing the empty screen, one
crosses the courtyard and enters the rear exhibition space,
which is filled almost completely with a Super 8 cinema,

built right into the room,,

During the entire exhibition this cinema is used only twice,
when you present your programs made specifically for the
two evenings. For the rest of the time it remains a kind of
cinema torso, in which the visitors can project their own

imaginary films.

This seems to be a radical and insistent way of presenting
your work and your attitude towards cinema in the con-

text of an exhibition space, markedly different from the
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Film Live, Super 8 cinema, exhibition view

presentation of your work in the context of film festivals
or cinema spaces.
Finally, | would like to know when you think that a work -

in your case a Super 8 film - is a successful or not.

HF: First | would like to mention something: you refer to the
Super 8 cinema in the exhibition space as cinema torso.
That goes well with my initial idea that this potential cine-
ma in the exhibition becomes sculpture (and the projec-
tion of The Color Run becomes an exhibition object). Next
to the Super 8 cinema is a poster-size working print of
the catalogue raisonné | am currently working on with the
ltalian film archivist Karianne Fiorini. It lists in alphabetical

order around 1000 titles.—So my absent films have a silent

presence.
Now back to your last question — which is not easy to
answer, since accepting and appreciating a film is often a

slow and difficult process.

There is often a difference between the film | have ima-
gined in the trance-like state of filming, and the film that

comes back from the lab.

For some films it takes time before | can see them objec-
tively or independently from my inner film, perceive and

evaluate their strengths or weaknesses.

However, there are also films where there is an immediate
correspondence between inner and real film.That helps

me feel more confident. Finally, it is important, whether the



subject matter and means of expression form a unity that
makes sense, whether the rhythm works, whether | find

my perceptions translated into convincing filmic decisions,
whether a film surprises and affects me beyond what | initi-
ally wanted to create, and whether | like it and can possibly

accept smaller inconsistencies.

In composing programs it happen: in and again that |
rediscover a film that | like in combination with other

recognise qualities that | have not seen before.

- This is truly exciting.
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