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Long Film for Ambient Light: Anthony McCall 

Lucas Ihlein & Louise Curham would like to personally invite you to an informal 
time-based art event this Friday and Saturday. 

NECE 

NIGHT 

THSAN 

MID 

DAY 

PtN CF INSTA LATON 

THURS JUNE 19 

12 noon-12 noon continuously (come for all or some of this time) 
Track 12, Performance Space at CarriageWorks 
245 Wilson St, Everleigh 

For 24 hours, from noon on Friday March 16, we will be recreating the conditions for Anthony McCall's 1975 piece Long Film for Ambient Light. 

The particular focus that we have in recreating Long Film is in documentina (however imperfectly) the specific things that happen to people while attending to the work. We'd love to ask you about your own experiences during or after vour Visit. 



iday 9 The installation shots in the mccall book show a sparse and austere empty room. The piece was scheduled to run for 24 hours. Did anyone actualy stay in there for the full 24 hours ? 
Louise thinks not, based on something she readthe audience 
came and went. (Have to chase up that referénce). Did McCall 
himself stay for the full 24 hours, or did he hang around in the 
afternoon then hit the sack and come back in the morning? Was 
the 24 hours a conceptual time frame, or was it a durational work 
- and "endurance" work? One big reason that we want to restage 
the long film is that mccall, in his statement writes: "The apprehension of any artwork, static or moving, is a fleeting 

moment, as are all experiences. It is their mental residue that is 
important" 

And yet, in all the criticism and papers that have been written about McCall, (and a few of them refer to long film) nobody actually discusses their own personal experience - and the mental residue that remains as a result, of being there in person. 
It's discussed as an art world "move" - an avant garde or Conceptual response to the conditions of film and sculpture, the reductive approach in the tradition of minimalism, the found object tradition of dada (turning something non-art into art) etc 

etc, but never from a phenomenological, experiential perspective. Perhaps that's what we can bring by setting it up 
again. 

If we (and a few of our punters) are going to stay for the full 24 hours, there are a few things need ironing out. I don't think we can have the space completely empty and clear. It would seem intolerable without something to eat, drink, and sit on. Or am l wrong? For me, the work isn't "about" discomfort, and it's not really about setting up a space to be a crisp minimal installation either. Aithough McCall wants to reduce external stimuli as much 
as possible (having no set "events" to stimulate us and make us unaware of the passing of time) does this extend to having absolutely nothing in the space at all? Where does the human body go, what does it do? Do we sit or lie on the hard floor or can we use a cushion? Can we g0 outside for a breath of fresh aif of a Smoke? Can we sleep on the floor in the space? What dMerent kinds of experiences will we have, depending on how 

We chooSe to "accomodate" ourselves? For really, a work or SUCh duration begins to be a kind of work we "reside" in, something that becomes a living space, as the duration approaches the order of magnitude of life rather than of art. Ho 
much can we push the trappings of life away from this special 
ime and space? Do we restrict mobile phone use in the room 
(this would not have been a problem in the 1970s). So m8ny 
questions. .. 
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252 Anthony McCall 

Long Film for Ambient Light 
The work used no actual Alm nor flm-projector. Three distint elements combined to form the ilm, and no one of these was e 

garded as being prior to the other two 
1 A time-schema on the wall, covering ifty days. At the centye the actual time-period of the presentation was indicated. 
2 An altered space A single electric light hung in the centre of 

the room at eve-level. The windows were covered with white paper 
limiting them to being light-sources during the day and reflective N 
surfaces during the night (screens ). 

3 A two-page statement, on the wall. Notes in Duation': 

Notes in Duration 

Long Film for Ambient Light 

This Glm sits delberately on a 
threshold between being considered a work of movement and being 
considered a static condition. Formalist art criticism has continued 
to maintain a stern, emphatic distinction between these two states, 
a division o that I consider absurd. Everything that occurs, including 
the (electrochemical) process of thinking, occurs in time. It is cul 
tural habit that persuades us otherwise-perhaps a function of in 
telligence, that breaks up perception of continuous time into 'mo 
ments in order to analyse them. Our insisten ce upon static, absolute 

Anthony McCal 

the danges of back-tracking, that behind every 'irst principle' lurks 
another, and I do not rule out the possibility of continuing to make 
flms. However, fo the time being I intend to concentrate less on 

the physical process of production and more on the presuppositions 
behind film as an art activity 

tront M CallA. i?) 

(NY, June 1975) 

Two Statennenis 

iu:nps oerence ns opposed to continuous, overlapping, multiple 

duratcs, sa weiped epistemology, albeit a convenient one 
Art tlhat ducs net chow change writhin our time-span of attending 

to it we tend to rCgArd a cbject A:t that does show change within 

our time span of altending to it we tend to regard as 'event'. Art that 
outlives us we tend to regard as 'etcinal'. What is at issue is that we 
ourselves are the division that cuts across what is essentially a slid. 

ing scale of tine bases A piece of paper on the wall is as much a 
duratuon as the projection of a flm. Its only difference is in its imme 
dinte relationship to onr perceptions 

A static thing, in terms of inpulses to the brain, is a repetitive 
event. WVhether tlhe locus for consideration is 'static' or 'moving, we 
deal with time-spans of attention, the engagenent of cognition and 
nmemory within the context of art behaviour Neither objects nor 
events are for the most part accessible. They are rarely ´on show 

Since they are intentional, meaningful sigs, this is of no conse 
quence: once an idea is estabished in mind', it bas entered the cir 
cuit of (art) ideas, and it won't go away, except through debate 
vithin the circuit. The apprehension of any artwork, static or mov 
ing, is a fleeting moment, as are all experiences. It is their mental 
residue that is important. One of the norms of Alm presentation bas 
been limited, group ) access'. It has been necessary to o assemble at a 
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particular time to see the work, thus forming the social group, 'au 
dience'. This group has specific behavioural characteristics. 

With Fire Cycle (MOMA, Oxford, 9 June 74, duration 13 hours ) 
and Long Film for Four Projectors (completed Nov 74, NYC ), I 
established to my satisfaction that extending he duration could 
significantly alter the kind of concentration possible on the part of 
the spectator. Because the time-span of attention was not prescibed. 
the works being advertised as merely 'open' between certain hours, 
people came and went in their own time. The structure of each of 
them, thongh continually shifting, had a systematicévenness. No 
special viewing positions were dictated, and in each case the entire 
space was utilízed so that there was no particular axis of attention 
(unlike ealier ilms like Line Deseribing a Cone where, though 
there was an infnite set of possible viewing positions, there was 
nevertheless a one-line axis running through space, which in terms 
of eye direction always ended at one point, the lens of the projector). When there were several people present at one moment, the scale 
was sufhcient to provide spatial separation. These formal character 
istics made possilble a one-to-one relationship between spectator and 
work. 

LONG PILM FOR AHBIENT LIGHT 
Atony ecaIL L75 

I am now interested in reducing the 'performance' aspect, in order 
to examine certain other fundamentals, viz temporality, light. I am 
presently assuming that it is possible to do this without using the 
customay photochemical and electro-Imechanical processes (which 
have the disadvantage of being expensive, ie slow).I am aware of 

12 Reade S treat, Neu York City 
12 mLd-day Wed Juna 18, thuuugh co 

a1d-day Thurs June l, L73 
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Above: Anthony McCall. 

Long Film for Ambient Light, 

1975. Installation view, 2 p.m., 

June 18. 

Long Film for Ambient Light 

The next piece, Long Film for Ambient Light, was the final work in this seri�s of, 
seven. It was inspired by a particular context, that of the Idea Warehouse. Thitwas 
a large loft space on Reade Street that was managed by the Clocktower. I was 
invited to participate in a sequential group show, where each artist was offered the 
complete space for two days. My installation began at noon on June l8, 1975, and 
fnished twenty-four hours later, at noon on June 19. The work used no actual ilm 
or projector. Three distinct elements combined to form the "ilm," and no one of 
these was regarded as prior to the other two. These were, first, an altered space: a 
single electric light hung in the center of the room at eye level. The windows were 
covered with white paper, limiting them to being light sources during the day and 
reflective surfaces ("screens") during the night. Second, there was a time schema 
on the wall that identified the time period of the presentation but suggested its 
continuity outside the twenty-four hours; third, there was a two-page statement 
on the opposite wall, "Notes in Duration." The notes criticized the hierarchical 

distinction that was routinely made between the so-called atemporal arts such as 
painting and sculpture, and the time-based arts such as film, video, and dance.5 It 
maintained that everything that occurs, including the process of looking and 
thinking, occurs in time and that, therefore, the distinction is absurd. (Of course, 
the distinction was often made in order to put time-based art in its place, to make 
the claim that important aesthetic developments were always made-and always 
would be made-by painting and sculpture.) 

As an experience, Long Film for Ambient Light seemed at first sight to be a 
simple installed environment. The shifts that occurred within it, such as the 
uansition the covered windows underwent from being light sources during the 
day (a iOW of projector gates?) to being "screens" at night (reflecting the lighi 
from he elecuic lightbulb) were too gradual to see happening. However, the pim 
CXIsted in he space between the room, the statement, and the time schena, amd 
could be grasped as such. And the visitors who came more than once, who visited 
al a poinl duing the day and again at a poin during the night, were able te 
conhn for hcmselves the iunaround tha had occurred in the space during 
then absence The insallation sat precisely on a threshold, on one side ot which 

was "ume based" at, and on the othe, "non-time-based" art.o 

The lollowing comment by Mel Bochmer ) an auicle abou Malevich expresses thc positiO 
S1C0c ly When you'te inleiesied n at. vou'te nerested in he exchange that occurs when yoc 
slaid in Ihont ot a ol, alone, and look a i lus atemporal That's not what happens when you seed 

olm o a dance ou deo, or any of the other pertormance arts" (Arfortum, June I974) 
Long ba for Abient light was also exhibted at Galerie S. Petri in Lund, Sweden, in 19/3, d 

at the Neuc Galctie Aachen. in 1976 



spatial or sculptural effects tor themselves 
so much as for their impact upon the 
viewers, specifically the manner in which 
they disrupted the audience's identity as 
a defined or unified entity. "Though pro 
viding an enormously increased set of 
viewing optionover the 'screen' film, the 
'Cone' series still dictated an axis of atten 
tion which pointed to the light-source, the 
film-projector," he observed. "This had 
the consistent effect of clustering the audi 
ence along the light-beam. Now [in Long 
Film], I wanted the light-beam to occupy 
the space in a way that did not emphasize 
certain viewing positions over others." As 
quoted previously. such spatial dispersion 
was combined in Long Film with an 
extended duration that similarly disarticu 
lated the audience as "an essentially pas 

sive congregation with a single focus and 
homogeneous behavior patterns."87 

The same year that Long Film debuted, 
McCall codified his presuppositions about 
duration in Two Laws of Presentation, a 

(literally) small work made for artist Herbert 

Distel's The Museum of Drawers (1970�77). 

In it, McCall postulated two rules, drawn 

from a larger set of notes entitled "Aspectst 

of Temporality": (1) "The form of attention 

is a function of the form of attending"; and 

(2) "The form of attending is a function of 

the duration." These were schematically 
illustrated by a set of nine indexX cards, 
each of which corresponded to a separate 
duration. Representing time as space in 
a manner reminiscent of a graphic music 
Score, McCall plotted durations-ranging 
from five seconds to twelve years-by 
means of a simple horizontal line. Black 
dots denoted the relative density of the 
attending audience. At five seconds 

and one, five, and even thirty minutes, 
the group forms a definable circle with 
all individuals apparently focused on the 
event. By three and, especially, six hours 
(the minimum length of Long Film) the 
audience has ceased to be an identifiable 
group, and the attention of certain individ 

uals is shown wandering to other areas 
or corners of the virtual room depicted by 
the card. Spatial and temporal diffusion 
are reciprocally delermined. 

The material interrelation of space 
and time would be nost explicitly mani 
fested in McCall's Long Film for Ambient 
Lght (1975) Spatially, the work consists 
of a loft or gallery space the windows of 
which are covered by white paper Ihat 
admits light during the day and retlects 
it at night Completely devoid of a film 

projector, interior lighting is produced by 
a single, constantly illum1nated light bulb 
hung n the middle of the room A wall 
text, "Notes in Duration," is included as 
an integral part of the installation In it. 

um based distinction of art frorn cinerna. 

his film Sits dellbaratoly on a threshold 
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only difference is in its immediate relation 
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Prior to Long Film for Ambient Light, 
McCall had made several other "pieces 

of paper on the wall" that investigated the 
representation and incorporation of time. 

Perhaps the earliest was Duration of One 

Pencil (1973), which McCall began almost 

immediately after completing Line 
Describing a Cone. 89 This was followed by 

an elaboration entitled Two Pencil Durations 

(1974). In the first, McCall chose the 
format of a black square-since Kasimir 
Malevich, the symbol of art's formal 
self-reflexivity-the density of which was 
determined by the amount of material in 

a single pencil. In other words, McCall 
drew and redrew within the square for the 
amount of time it took to wear the pencil 

down to nothing. Two Pencil Durations 
made the work's temporal dimension 
more visible. It took the form of a horizon 
tal bar graph, the two columns' lengths 

reflecting the "temporal" difference 
between two pencils with different degrees 
of hardness. In the uppermost bar McCall 
used a darker, softer pencil, while in the 
bottom he used a lighter, harder one. 
The time it took for each to be entirely 

worn down in the production of identically 
spaced hatch marks is thereby docu 
mented by the length of each horizontal 

column: length and density now rendered 
in interrelated, functional expressions of 
amounts of time 
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Two LAWS OF 
PRESENTATION 

Fom 
ASPECTS OF TENPORALITY 
ANTHONy MeCAL 225 

! THE FORM OF ATTENTÌN S 
4 FuNCTION OF THE FORM 

OF ATTENDING. 
2 THE FORM OF ATTENDING 

A FUNCTON CE 
DURATON 

LEGEND 

4DURATION OF THE OBJECT 
F ATTEN DON 

MOMENTHRY SAMPLE OF 
INDIYDUALS ATTENDING 
TO THE 'EVENT 

5s 

1 Two Laws of Presentation, 1975. Photocopy 

Secs 

5es Vmin 

of the miniature index cards (each 2 Va wide) 

2 Two Laws of Presentation, 1975. Miniature 
installation for Herber Diste!'s Museum of 
Drawers (1970-77). India ink on paper, 
2 /ay 111/6x 1/e" Collection of 

Kunsthaus, Zurich. 
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McCall's paradoxIcal tilm practice culminated in 1975 with Long FiM TOr AmDIent LIQIL 3 ;.tA *tsAs e.. 

film, camera, projector, or screen but consisted solely of an empty Manhattan loft illuminated during the day by 

windows covered with diffusion paper and at night by a lightbulb hanging from the ceiling Dun.: the twenty-four 

hour duration of this "film," spectators could come and go as they pleased, spending as much or as Iittle End 

Page 65] time "in the film" as they liked. Reconceiving cinema as essentially the modulation of light in soace and 

time, McCall pried it loose from the material limits of the film medium without detaching it frorn the etistic 

tradition that, to paraphrase Rosalind Krauss, had been "encoded" in that medium for decades Long Film for 

Ambient Light questioned not only the assumptions of filmic medium-specificity but the very line dividing 

temporal and atemporal art underpinning those assumptions: to McCall's way of thinking, cinema could be 

sculptural insofar as it occupied three dimensions, while sculpture, like cinema, was necessarily a temporal art 

insofar as the contemplation of sculpture took time. 

Ir0-muse jhu edu opac library usyd edu au s0ljournals/the _velvet light_ trap/v0S4/54, 1 walley html 

Adapting a term initially coined by the avant-garde filmmaker Ken Jacobs, I have called work like Line 

Describing a Cone and Long Fim for Ambient Light "paracinema." The term denotes experimental "films" that 
reject one or all of the material elements of the film medium but that nevertheless are meant to retain their identity 

N and their meaning as films. The concept of a nonfilmic cinema attempts to account for works of art that engage 
ideas of cinematic essentialism central to the tradtion of avant-garde fim but that simultaneously explore areas 
of aesthetic overlap with other art forms. From this perspective, films like McCall's might be seen as negotiating 
between the relative autonomy of an artistic tradition like avant-garde cinema and the intermedia sharing that has 
always gone on between art forms (particularly during the moment-the early seventies-when McCall began 
making films). Such a perspective seems especially important when considering a figure like McCall, who 
experimented with ideas about process, time, artistic materials, and audience activity in a variety of [End Page 66] 
sculptural, performance-based, photographic, cinematic, and conceptual works all at the same time. 
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project, reached a new level. he fil: iy. .d no camera, fin si , u 
screen, taking instead space, bght. and daratio, s ie paranee he mk 
consisted of an empty Manhatan loft, ict tV2doas 
lit in the evening by a single bare lightbuib ihnginp ir t the cenling. lt law 
for twenty-four hours, during which time spectators o::C one and aN h 

pleased, moving about the space at wil. 
In his progam notes for the flm, McCall, like Sheidon Renan. identities lgh 

and time as the fundamentals of cinema, putting his work in ine with the 
emphasis on ephemeral qualities in avant-garde art of the period. partiwulanh 
duration, which was perhaps the defining obsesion of sixties and seentis an 
gardists. Earlier in the same text, McCall inplies a relationship betwen hn 
"ilm" and the preoccupation with literal space and time that was a featuur u 
Minimalist painting and sculpture, noting the importance of duration ern u 
these so-called "static" art forms. The division, he argues, between objnt at 
experience in art criticism is absurd. "Everything that occurs, inchuding the 
(electrochemical) proces of thinking, occurs in time." he writes. McCal's is 
of cinematic essentialism, a dematerialized essentialism that focuses on lem 
concrete, tangible properties, has the effect of opening up a cinenatic wrk h 
elements, effects, and values associated with other art forms, placing it in th 
family of performance-based, participatory forms that were so prevalent durng 
this period. 

At the same time, however, it is clear from this text, entitled Notes m 
Duration," that Long Film for A mbient Light was not merely the manifestatwn 
within avant-garde flm of concerns from the other arts, but a response piiall 
to the trend of medium-specific essentialism in film theorv and arant-gant 
practice. Again, this response was premised on a recognition that the mntim 
of flm was only one possible form of the art of cinema. 

I am now interested in reducing the "performance" aspect, in order 
to examine certain other fundamentals, vE, temporalitv. light. I an 
presently assurming that it is possible to do this wihout using the usom 
ary photochemical and electro-mechanical processes (which have :he 

Anthony McCall, "Two Statements," in The Avant-Garde Film. p. 252. 

disadvantage of being expensive, i.e., slow). I am aware of the dangers 
of back-tracking, that behind every "first principle" lurks another, and 
I do not rule out the possibility of continuing to make "films." 

However, for the time being I intend to concentrate less on the physical 
process of production and more on the presuppositions behind flm 
as an art activity. 10 

McCall's suggestion that he might continue to make "flms" (in scare quotes) after 
concentrating on "the presuppositions behind film as an art activity" suggests that 
a returm to traditional filmmaking would have to be informed by an understanding 
of cinema's conceptual dimensions, wherein cinema is conceived of as not necessarily 
embodied in a specifc medium. Clearly, Long Film for Ambient Light stands in 
opposition to a practice that seeks to stake out cinema's unique territory in the 
materials that constitute the medium of film. 

Ibid.. pp. 253-54. 
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the project to that of circumsctiption. For the apparent 
centre of activity becomes indistinguishable from what 
had previously been described as the edge. The very 
emphasis on the material nature of the cinema and of 
cinematic representation leads to immateriality. McCall's 
most recent piece, Long Film For Ambient Light, 
completely dispenses with cinematic apparatus, simply 
utilizing natural li Wiaht t and one light b t bulb in a bare room 
which had half of its windows masked in opaque black 
and the others masked in translucent white. While it is not 
specifically cinematic, and abandons the physicality of 
film and film-presenting equipment (a physicality 
crucialto the main thrust of the other expanded cinema 
works already described), one suspects that McCall 
would assert that Long Film For Ambient Light is 

'cinema' in as much as it demands the perception of the: 
'movement' of light through extended duration 

The paradox is only apparent, of course. Within the 
aesthetics of process it is perfectly logical. In describing 
the sculpture of Robert Morris. s. Annette Michelson 
pointed out that 'sustaining a focus upon the 

irreducibly concrete qualities of sensory experience 
[renews] the terms in which we understand and reflect 
upon the modalities of making and perceiving.' And, 
of course, the modality is ineluctable. 

Dusia ber 

'o n Exp amoig Chema 

Nor Dee /72 

dwelling on the techniques of cinematic presentation to an extent unparalleled in film history, expanded cinerna has suggested a conconitant change in cinematic perception. The crucial intervention is the opening up of new areas of cinematic perception, of challenging the 
hegenony of the two -dimensional | screen Greating the illusion of a three -dimensional space. Instead, the three literal dimensions of the occupied space are invoked. The spectator becomes inscribed within the process thus 
described, and the audience becomes enga ged in 

lformulating the limits of cinematic perception. 
Apperception becomes the only relevant perception. 

In English expanded cinema, however, this insight is 
complicated by another aesthetic thrust which subtends 
all of the best recent avant-garde film-making here. It 
dictates that the specific strategies chosen - elaboration 
of the screen, of the theatre space, of the projection 
equipment, etc - are not entirely subordinated to 
fundamental intervention n (ie recruiting the spectator into 
active participation in the aesthetic discourse), but 
retain a certain inherent value of their own. For the 
avant-garde here aspires to something of a 'pure' cinema 
that is, one which purifies the irrevocable linearity of the 
material of film from the historical methods of Torganizing 
that linearity through poetic (or 
narrative ('horizontal) conerical ) and/or 

Literal ddration 
has become the direct manifestation of iteral 
linearity. ' o Expanded cinema's contribution to that 
project, then, is to insist on the interdependence of the 
experience of space and time in the cinema, and to 
literalize the space and process of presentation asa 
necessary condition to literalizing duration. 

to this 

The sympathy English film- makers have for expanded 
cinema is therefore due to its emphasis on the 
physically and perceptually present elements of the 
medium. It is, almost by nature, discursive rather than 
terse; by privileging these materials it extends the 
material potential of the medium and resists the pull 
toward conceptual reductivism. (And in its 
discursiveness it has produced much unilluminating 

work).The triumph of expanded cinema is in conjoining 
the modalities of making and perceiving in the interface 
of material and image. 

Baker: Throughout the conversation, I've been wanting to ask you about your 
work in the 1970s. Did you consciously see that work, or position that work, 
as some kind of an endgame for cinema? Was that the project at that 
moment? 

McCall: No, not really, I don't think so. It was the result of asking questions about 
the medium of flm. In retrospect, however, I think that I did feel myself 
backed into a corner. I jumped out of it by working collaboratively, and by addressing related concerns from a different perspective. Argument (1978], for instance, which I made with Andrew Tyndall, was a densely layered discur 
sive flm that was, among other things, a critique of avant-garde film practice. 
And a year later, in a similar vein, there was Signund Freud's Dora [19791. 

Tu vey: But following up on George's question, there is a sense with Long Filn for A mbient Light [1975)-in which there is no projector, no celluloid, no soundurack, just a loft experienced over twenty-four hours, some light, and 
a short tex-hat you do get somewhere that you can't get beyond. 

McCall. That's right. 

Rovnd Table : The frojected Ima 
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"a
 single electric light hung in
 

the center of
 

the room at
 eye-level. resernbled a projection apparatus or

 
a carnera, this space contained and an

 altered architectural space. With a sloping roof such that it 

wall, a two-page written statement entitled "Notes in
 Duration," cantly in

 

quotes in
 McCall's description: a time-schema posted o
n a ject, "three distinct elements combined to
 form the 'film,"" signii art would be

 pronounced to
 

be
 

one: "this is
 art."42 In
 McCall's pro 

ing of
 Duchamp's readymade-an object extrinsic to
 

the world o
f more explicitly Duchampian logic, where-as in

 one understand of
 

the medium, Long Film for Ambient Light followed instead a 

thus seeming to
 dispense with the conventional material support 
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often asserted.41 Consisting of
 

no
 actual ilm or

 ilm projector and 

being an
 endpoint or
 even an
 endgame for the practice of
 film, as
 

is
 

series), it should be
 obvious by
 

now that this "film" was far from 

flms altogether (in fact it is
 quite different from the preceding While perbaps also the last of

 McCall's early abstract or
 solid light 

his "long" ilms: the installation Long Film for Ambient Light, 1975. 

the most radical of
 McCall's early works and proposals, the last of
 With this thought in

 place, w
e 

can perhaps finally understand 
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to
 produce the becoming other of
 other forms as
 well. vocation of

 cinema, in
 

its becoming other, to
 allow us
 

to
 think and McCall's light films would then grasp that it would have to

 

be
 

the 

dizzying magnification of
 

the anti-essential essence of
 

the medium, and it would also become sculpture. But this is
 hardly all. In
 a 

time, and it would also become space. Cinema would be
 cinema, would be

 light, and it would also become solid. Time would be
 other. Line would be

 

line, and it would also become cone. Light of
 becoming, a movement that thus is

 always, logically, a becoming transitivity the paradoxical revelation of
 

its inherent embodiment would be
 

its undoing of
 

a fixed basis: the "content" of
 

its abstract becoming, multiplicity, and difference. The basis of
 film form Cinema could only be

 particularized as
 

the movement of
 form into claimed that it was the essence of

 cinema not to
 have an
 essence. isolated in

 Serra's process-based sculpture, McCall's light films pro logical and relational (quite literally for another). Like the transitivity ernist and abstract (in itself) but only as
 

a form that wouid be
 

ana 

toa stable and fixed essence. It
 could never be
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hocoming" always in
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of
 fime itself, a limit displaced around the human body's channel the"'sublime."48 It

 

is
 a limit located in
 

the immense ungraspability and representability that other aesthetic philosophies have named There is
 a limit being proposed here, a limit to
 understanding as

 mucha duration as
 

the projection of
 

a film."*7 tially a sliding scale of
 time-bases. A
 piece of

 paper on
 

the wall is
 

is
 that w
e ourselves are the division that cuts across what is

 essen 1egard as
 'eternal."" And then McCall concluded, "What is

 

at
 issue ing to

 
it w

e tend to
 regard as
 'event.' Art that outlives us
 

w
e 

tend to
 'object.' Art that does show change within our time-span of

 attend change within our time-span of
 attending to
 

it w
e 

tend to
 regard as
 artistic categories on

 
the basis of

 duration: "Art that does not show 

all things, was McCall's assertion. H
e proceeded first to

 redefine the mediun of
 

fîlm but ultimately providing a continuity between ing was static, that time was a base condition not only particular to
 

shows a warped epistemology, albeit a convenient one." That noth 

out, "as opposed to
 continuous, overlapping, multiple durations, tence upon static. absolute lumps of

 experience," McCall pointed to
 film, inasnmuch as
 

the latter belongs to
 the former. "Our insis 

multiplicity, the ungraspable mutability, inherent to
 both time and 

divisions imposed by
 human consciousness on
 

the continuity and 

would propose an
 almost strictly Bergsonian critique of

 

the false 

in
 Duration"from which the preceding statements are taken "script" for Long Fil1m for Ambient Light. the posted essay "Notes chemical) process of

 thinking, occurs in
 time."46 McCall's critical 

I consider absurd. Evervthing that occuIs, including h
e 

(eleclro stern, emphatic distinction between these two states, a division that 

might entail: "Formalist art criticism has continued to
 maintain a 

calized conception of
 what film's dependence on
 

time and duration modernism upon aesthetic forms, a protest now driven by
 

a radi 

register his protest against the categorical divisions imposed by
 tion."35 Continuing on

 

from the latter statement, McCall would ered a work of
 movement and being considered a static condi "This film sits deliberately on

 
a threshold between being consid 

was 'time-based' art, and on
 

the other. 'non-time-based' art." Or: 

"The installation sat precisely on
 

a threshold, on
 

one side of
 whiclh 

as
 

he
 

did other of
 

his solid light films, as
 sitling upon a "hreshold": McCall has continually described Long Film for Ambient Lght, 
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whose conditions it is
 now coexistent. "long" film, to

 
a film newly as
 "long" as
 

the world itsell, with McCall's cone films, to
 the all-encompassing spatial field of
 

the 

tivist dissolution, w
e have passed from the incorporative form ol

 allu vCIy WIIL I.
 

1"
 l a markea expans101 rather thaIl a reduC 
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c Felipe Elhrenberg's use of
 

the term to
 name McCall's early, prefilmic "events" 

15
 

Tam using the word condition in
 a purposeful way, and it should recall the 

Contemporary Art" 74. See McCall's remarks in
 

the roundtable discussion "The Projected Image in
 

hedium, but cinema is
 just as
 earth-bound, being instead a "social institution." bons on

 

the level of
 matter and idea: for McCall, film is, quite precisely, an

 artistic 

the subject of
 film and cinema, McCall himself hardly separates the two forma 

MeCall's early work and Long Film for Ambient Light need to
 

be
 related. And, o
n precisely to

 

the intransigently material practices of
 postminimalism that all of

 

called Conceptual art has been repeatedly subjected. I would insist that is
 quite 

"idea" that is
 one of
 

the most common and banal of
 

the misreadings to
 which so
 

his argument rests upon a false and ultimately Platonic separation of
 "matter" and 

in
 dialogue with the expansion of
 mediums that I explore throughout this essay, 

embodied in
 

the materials of
 film as
 traditionally defined" (18)-should be
 taken 

his words, "an array of
 phenomena that are considered 'cinematic' but that are not 

(Winter 2003): 15-30. While Walley's model of
 what he
 names "para-cinema'-in Contrasting Practices in

 Sixties and Seventies Avant-Garde Film," October 103 

project. See Jonathan Walley, "The Material of
 Film and the Idea of
 Cinema: and the frame through which w

e should come to
 understand the logic of
 McCall's Conceptual art. A

n argument has recently been made that such indeed is
 the arena 

cally radicalized the linguistic basis of
 

the Duchampian readymade, namely, Ambient Light might pose a connection to
 the artistic practices that most specifi 

42. More than any other of
 McCall's previous works, then, Long Film for 

43
 McCall, "Two Statements," 252. 
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October 104 (Spring 2003): 71-96. about this putative "endgame." See "The Projected Image in
 Contemporary Art," 

cussion organized by
 myself and Malcolm Turvey, where I ask McCall directly 41. Including, previously, by

 myself: I point the reader to
 

the roundtable dis 

nf
 

contem
porary

 
art.

 

existence and continuation of
 almost all the previously static forms projection, flm, and cinema have begun to

 recode definitively the 

lesson to
 relearn today, at
 a moment when it could be
 proposed that 

radical "becoming other" of
 

the film medium may be
 

an
 important through the medium of

 film. In
 other words, what I have called the 

der quite a bit more about this transgressive continuity proposed production in
 

the course of
 

the last few years, w
e may want to

 

won 

back to
 pick up
 

the form of
 

the solid light film, returning to
 their 

and technologica
l change."51 A
s McCall himself has recently gone experience parallels the convulsive unfolding of

 social, political, which the "aspiration to
 expand radically the limits of
 sensory Crary's words--that would present us

 with another moment in
 Deriphery."50 Andit would be

 

this continuity-once more to
 use 

and outer events, light and darkness, near and far, center and 

hetween figure and ground, subject and object, interior experience 0 solid light films explored, overcoming the limits, in
 Crary's words, communication with other forms. It

 was this continuity that the 

which could be
 released by
 

the transgressive moveinent of
 tilm into 

repressed in
 

the institutional modes of
 cinema's existence, bu: 

. was this radical continuity that McCall undersiood to
 

be
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of these works, here are fev exenples of a explicit recogmition of that nost 
fundamental tenet of social psychology- or call it comion experienco- tat 
one gains as ruch information fron the context of a nessage , as fron what is 
of ten re ferred to as the 'fora! (the struc tural filmakers) or the'content 
(the narrative fil:makers), In hunan intercourse one would point to the power 

relations that exist betve en tvo peopletalking (doctor to patient, poet to 
laity, boss to worker), the circwis tances inder vhich the c onversa tion 
occurs, the facial expressions that emphasize or contradict the words spoken, 
the clothes, 2ccents, and so on. Yet in film, all enalytical , criticel enà 
CreatiVe attention ia devSvery ;to this thing, this product, this event, this 

mteporal moment of the filn's life, uD there on the screen, We say, look there 

don't look anyvinere else, thats where its all happening, thats here the 

stru�gle is, the problems, the answers; the dialectic is in your relation to 
that. Dut suppose that we see all audienceshin as a special kind of passivity ? 

'Look there is a call to your conciousn ess to perceive my problens, not 
yours, å relations to the world. In rantin; ne an audience, the spectet ors 
surren£er $oGe their personal cognisance of their own world, and in Eranting 

the auaience over en£ over again, nder all kinds of circunstan ces inside and 

outside ert, in schools, work, civic and political life, they becone captives 
to the habit of listening only to othcrs. In ert, wnere tie fora is nade 

exemplary, the servituie of always being in a passive relation to action, is 
publ ically reinforeede 

Mecall, A., 

(i1?s) 
Film 
frem 

the orh n 

OW in terrs of how we work, where we put our attention, I arn interestei 

in a turning avay fron the universal, the transcendent, the abstract, the 
formal innovation network, and a turning tovards a kind of work that is l0cal, end 

higily specific, to particular people, particul ar situations, a particular 

moment in tine, a particul ar problem. tiot as auDltAdöt JobSezO9 an 'objectite ! 
filmalker observer, but as e particivant in a conTRunication process with 

other people. It happens not to people, but between pe ople. Its a rocess of 

intercOumunicetion. íodels for this can be fond in the telephone call, the 
letter, the nmeeting; the discussi on. The virtue of film used in this way, is 
that every stage beco.nes a process of analysis , of externalisatign of ideas, 

fron which further understanding, and further work can proceed. O1e cold 

argue that peonle shoul d sirnply tallk to one another, Why bother naking filrns? 
Iiy nsWer would be that talk ing nay vell often be the appropriete form, But in 

the co!mitnent to a fornal process, a slowing dorn of interaction ocours, thet 

weignts the cxchanges, and through the film medium, presents infornation that 

is external to the participants, that can be studied repeatedly, that accurulat 

end becomes e GaG o, temporal nap of the interaction. The problem of how to use 

11ln in this way- hov to translate ideas into fom, are still present; e3-a 
TrotclurN prci:ler: but the process of inding a vay is iST to the needs end 

evel of the (Toup, not to an ebstract external standard of effectiveness. 
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