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UVC - ASSIGNMENT 5 

To the assessors 

 

My assignment 5 essay was the most recent assignment essay and as such one with the 

most structured approach.  

This submission includes the annotated first draft and my final edit based on tutor’s 

feedback received. I amended my assignment essay with some minor adjustments and some 

clarification in a few clarifications as highlighted under ‘Response to feedback and discussion’. 

My preparatory work for this assignment is available on my learning blog (Menu > 

Assignment 5) at: http://ocauvc.stefanschaffeld.com/?cat=15  (scrolling down the page) 

 This submission package is also available on my learning blog at: 

http://ocauvc.stefanschaffeld.com/?p=3636 (Menu > Assignment 5 – top entry)  

 

With best regards, 

Stefan J Schaffeld 

 

  

http://ocauvc.stefanschaffeld.com/?cat=15
http://ocauvc.stefanschaffeld.com/?p=3636
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Tutor Report  

 

Attached my tutor’s formative report on assignment 5  



 

 

Formative feedback 
  

Student name       

  

 Stefan Schaffeld Student number                    

  

 513593 

Course/Unit Visual Studies 1: 

Understanding 

Visual Culture 

Assignment number           

  

 5 

  

  

Overall Comments  

Well done; you’ve completed the module and lived to tell the tail!   

I have included a few books that you might like to investigate to see where we might go now 

that post-modernism is over.  I think that we are in exciting times in terms of our cultural 

direction, just as we were in the 50s and 60s; that moment between eras.  Just as Modernism 

seemed to fail to live up to its promise so Post-modernism has ceased to be a satisfactory 

description of where we are at the moment, history does not seem to have ended, Capitalism 

is seen to be wanting (wanting what is part of the current debate), fashion and excess have 

foundered on the rocks of recession and globalization may not mean Western hegemony 

after all. 

We can address any questions you have about the assessment in the video tutorial. 

 

Feedback on Assignment   

Points for discussion: 

• This is a very scholarly essay, well researched and with a good use of the chosen key 

texts. 

• Are the arguments capable of being taken as applying generally or are they specific 

to the example chosen? 

• Should the argument about active and passive viewer have been expanded on more 

obviously? 



• Is the self-awareness of the viewer something that should be made a more important 

argument? 

• Should/could you have made more reference to cinema? 

• The difficulty of dealing with a big issue in such a short essay! 

Given the small allowable word count I think you have done well to tackle the brief as you 

have and the above points are intended for discussion, as points arising as it were.  Please 

add your comments to this report after the tutorial. 

We discussed how restriction of word counts does not only influence the way how the essay 

can be written and to focused on, but also important to understand who the reader would 

be. Apparently, for readers not familiar with context, it would be advisable to provide more 

information. 

 

Research 

You certainly take your research seriously and it is obviously a process you are or have 

become familiar with.  You make good use of the chosen texts and there is indication of 

knowledge building through the unit and being called on when needed. 

 

Pointers for assessment  

We discussed how and if to reworks some assignment essays. Instead of just rewriting an 

essay, it would be worth to consider my critical self-reflection as of today looking back where 

I started and to place myself into a kind of ‘tutor’ role to review what would I have been 

better doing instead. 

 

Learning Logs or Blogs 

This seems to be pretty comprehensive and I can find the things I need to. I think it serves its 

purpose.  

It was discussed how learning logs for this course differ from more practical courses e.g. 

painting, with a focus more on a conversation with oneself. 

 

Suggested reading/viewing 

Some books exploring where we might go now Post-modernism is over: 

• Eagleton, Terry. (2004) After Theory. London: Penguin. 

• Fisher, Mark. (2009) Capitalist Realism. Winchester: O Books. 

• Kirby, Alan. (2009) Digimodernism: How New Technologies Dismantle the Postmodern 

and Reconfigure Our Culture. New York: Continuum 

• Lipovetsky, Gilles. (2005) Hypermodern Times. Cambridge: Polity Press. 



We discussed that for contemporary artist’s writings it would be best to look into journals, 

e.g. Elephant or Afterall or other relevant contemporary art journals 

  

Tutor name  Peter Haveland 

Date  13/12/2017 / amended 20/12/2017 by Stefan 

Next assignment due  N/A 
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Tutor annotated assignment essay 

 

Attached my first draft essay with tutor’s annotation  
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UVC - ASSIGNMENT 5 

  

Pipilotti Rist (1992) Pickelporno  

An Experience of a Changing Spectacle  
 

 

Assignment Task:   

In what ways do video installations differ from films shown in a cinema? List the physical 

differences and use these as evidence to explain the differences in experience and aesthetic 

appreciation. 

Think about the environment as well as the immediate space in which a film is shown. 

Consider the types of film and select an example for more detailed discussion. If you have not 

seen a video installation before now, try to make up for it by viewing available material on 

Youtube. (1000 words) 

 

 

Figure 1: Screenshot: Pickelporno (1992) (AtelierRist, 2008 ) 
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“To equal movement with film, and stasis with photography, would mean 
to confuse representation with its material support” – Victor Burgin  
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Introduction: The Changing Spectacle  

 “Art cannot live within the everyday as the everyday. It necessarily 
interrupts the everyday form within, on the basis of the fact that it is 
always both autonomous and social fact.” – Theodor Adorno 

 

Difference between cinema films and video installations could be reduced to the 

respective site: movie theatre versus gallery space. But this may to be too simplistic in 

understanding the multiplicity in aesthetic experience of video art. 

As an example of video installation, this essay will look at Pipilotti Rist’s Pickelporno 

(1992) and explore physical and non-physical differences. It will look at the question of how 

the spectacle of an installation of video in ‘art spaces’1 changes the spectator’s experience of 

space and time, and how video installations can offer a new consciousness of duration of life 

experiences between fiction and reality in today’s moving ‘visual’ world. 

 

 

Site as a Spatial Experience  

“Things make space happen” – Brian O’Doherty  
“Sculpture with a mind” – Bill Viola 

 

Going to a traditional movie theatre means entering a ‘Black Box’ - and a different 

world. One is being seated in a dark space between projector and screen and being 

transported away into an illusionary cinematic narrative through a ‘seductive ability to gear 

into the unconscious depths of desire’ (Uroskie, 2014:195). Hitchcock, one of the pioneers of 

this institutional controlled experience, enforced the 'absolute autonomy for the narrative 

space [and] an absolute immersive spectatorship’ (Uroskie, 2014:79). Baudry described this 

dreamlike and dislocating space dispositif, the mechanism of the cinematic apparatus 

                                                 

1 In this essay, the term ‚art-space’ will be used for spaces related to institutional spaces of art e.g. 
gallery, museums, and other spaces that create an ‘art experience’. 

Comment [H1]: Good intro. 
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(Neumeyer, 2015:395), and Freud related the mechanism of dreamwork to displacement 

(Buchanan, 2010:135-136). 

In the 1960s, artists subverted or opposed the cinematic illusionary and narrative 

conditions. Andy Warhol’s Sleep (1963) and Empire (1964) or Nam June Paik’s Zen for film 

(1964) are examples of bringing the spectator’s attention back from displacement towards the 

process of projection and materiality inside the movie theatre space2. 

Other artists appropriated the dislocating qualities of cinematic film as a metaphor for 

the spatiotemporal character of art within their conceptual practices (Uroskie, 2014:34). 

Youngblood coined 1970 the term expanded cinema for the ‘expanded consciousness of the 

displaced conditions of postwar art’ (Uroskie, 2014:28). Cinematic experience entered the 

institutional ‘White Cube’ art space. The Paradise Institute (2001) (see Figure 2) by Cardiff 

and Miller is a quite literal example (Cardiff & Miller, 2013). 

In conclusion, cinematic films and video installations have in common a dependency 

on architectural space, the dark movie theatre, or the ‘dark’ space within an ‘White Cube’. 

Viola’s description of a ‘sculpture with a mind’ expands human experiences of space and 

                                                 

2 Warhol’s long duration films ‘clashed’ for its elimination of a moving narrative and audio by 
focusing on one static image. With the results that no one could stand to watch it for its entire screening duration. 
Paik returned the spectator’s attention to the nature of projection and materiality through showing light projected 
through a film leader, the first part of a film reel that is been used to mechanically insert the reel into the 
projector (Uroskie, 2014: 53-55) 

Figure 2: 'The Paradise Institute' (2001), installation photo, in: (Uroskie, 2014) 

Comment [H2]: I think that one 
might be able to make a serious 
connection with Brechtian ideas of 
Alienation in the theatre here. 

Comment [H3]: good 
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stretches a minimalist site experience. Kwon described the institutional conditions of site 

with its ‘differential function’ related to a ‘dematerialized site disconnected from physical 

and empirical realities and to establish authenticity of meaning, memory, histories, and 

identities’ (Kwon, 2013:50).  

In short, video installations are a hybrid space of material installation and immaterial 

space of moving images. Artists explored this dynamic space through sculptural TV sets 

installations, multiple or split screens alongside a flexible movement of the spectator through 

that space. 

In particular, Pipilotti Rist3 investigated in her single screen installation Pickelporno 

(1992) (see Figures 1, 3-5) new spatial and temporal experiences with a provocative life 

situation of sexual arousal and human intercourse. The question to be looked at how this 

would change the role of the spectators. 

 

 

 

 

 

 

 

 

 

 

                                                 

3 aka Elisabeth Rist, a Swiss visual artist born 1962 in St. Gallen and studied in Basel. She is known for 
her large-scale video screen installations of a hypnotic world of pop colours and music, and her exploration of 
life, beauty and cultural gender conventions 

Comment [H4]: I like this 

Comment [H5]: good 
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Renewed Spectatorship and Consciousness  

“.. undoing and rearticulating the connections between signs and images, 
images and times, or signs and space that frame the existing sense of 
reality.” – Jacques Rancière  

 

Pipilotti Rist’s Pickelporno (AtelierRist, 2008 ) with its hypnotic and surrealistic 

imagery, sound and spoken fragments, questions how we aesthetically perceive this work. It 

resides between boundaries of psychedelic porn and cinematic fiction, mediated by the 

‘differential function’ of the art-space. 

A fragmented movement of photographic, symbolic and metaphorical images 

displaces the spectator from a passive voyeur as seated in a movie theatre towards an active 

agent within this psychological ‘happening’ of a metaphorical explosion. The art-space site 

slows the spectator down in a mix of contemplative viewing and reflexive consciousness 

between fiction and reality. Through the forensic eye of a surveillance camera one feels 

trapped in stereotyped roles. The video reminds of Ann Hamilton’s draw (2003) and her use 

of a surveillance camera following the movement of a thread through silk organza (Hamilton, 

2003). It also reminds of Hitchcock’s psychological dense films (e.g. Psycho, 1960; 

Suspicion, 1941) investigating visible and mental imagery through stillness and delay.  

Figure 3:  Screenshot: Pickelporno (1992) in:(AtelierRist, 2008 ) 

Comment [H6]: Is this perhaps 
pointing towards a differentiation 
between the forms under 
discussion….we shall see! 

Comment [H7]: ‘reminds one’ or ‘is 
reminiscent of’  

Comment [H8]: As above 
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These films have in common a voyeuristic notion. The feminist and film theorist 

Mulvey criticized Hitchcock for ‘finding pleasure in the investigative side of voyeurism’ 

(Røssaak, 2016:227). A perspective that Rist subverted through her extended positive 

perspective on sexual pleasure beyond cultural stereotypes of gendered gaze, and beyond a 

banality asking for a renewed cultural sensibility and spectatorship. She expressed her 

intention to establish ‘female erotic cultural imagery and the man’s body as object of desire’ 

(New Media Encyclopedia) and as a ‘glorification of wonder of evolution’ (Southbank 

Centre, 2011). One could relate her positive aesthetics to Kant’s universal aesthetics of the 

beauty, disinterested and with unconstrained joy. 

Addionally, another difference to cinematic films is a perception of a kind of ‘clash’. 

Rancière described ‘clash’ as the paradoxical situation between aesthetics of politics and 

politics of aesthetics (Rancière, 2013:79-80). One viewpoint of the ‘clash’ could be noticed in 

Richard Serra’s Boumerang (1974), an exploration of desync of aural perception and speech. 

The ‘clash’ as a tensioned moment destabilizes the spectator’s consciousness of certainty and 

memory by framing a new ‘sense of reality’ (Rancière, 2013:86). Contrasting to cinema 

films, Pickelporno shifts the spectacle of the narrative towards a new spectacle of this 

transformative experience.  

To summarize, one could relate the movement of the visual imagery to a 

destabilization of the spectator’s identity as a voyeur. Kwon described these transformative 

Figure 4: Screenshot: Pickelporno (1992) in: (AtelierRist, 2008 ) 

Comment [H9]: Or is it more of a 
role reversal…man as sexual 
object…perhaps as an answer to the 
more usual woman as object? 

Comment [H10]: ‘Boomerang’ 
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sensible cultural practices and encounters with the capability to ‘transform intimacies into 

indelible, un-retractable social marks’ (Kwon, 2013:51). The question is how this changing 

spectatorship impacts experience of reality? 

 

Fiction as new Experience of Reality in a Moving World 

“The role of artworks is no longer to form imaginary and utopian realities, 
but to actually show ways of living and models of action with an existing 
real.” – Nicolas Bourriaud (Bishop, 2013:13) 

 

As seen before, spectatorship is challenged through a transformation of spatial and 

temporal experience. Pethő articulates a new sensibility of 'post-media' art and the 

‘photofilmic’, as a convergence of features of video, photography and painting that ‘enhance 

sensual, synesthetic experience of ‘image-ness’ within film’ (Pethő, 2016:235-238). In 

comparison with cinema films, Pethő offers a different conception based on stillness as an 

‘antithesis between image stasis and conventional narration’, a ‘tableau vivant’ of video art 

opposing mainstream cinema. Bill Viola’s slow motion animation The Greeting (1995), 

inspired by a painting by Jacopo Pontormo4, is one example 

Consequently, video art can’t be reduced to frames per seconds5 as it relates more to 

the motion in between, the delay between what was and what appears next, the visible and the 

mental image. Douglas Gordon investigated this aspect in his ten times slowed down version 

24 Hours Psycho (1996) of Hitchcock’s Psycho. One could also see a relationship to 

Bergson’s concept of duration, delay and memory (Røssaak, 2016:223).6  

Resulting from this, Pickelporno is about the movement of the surveillance camera as  

                                                 

4 Jacopo Pontormo (1494 - 1557) was an Italian painter and portraitist from the Florentine School. 
5 Frames per second (fps) are based on analogue films. With the continuum of digital films, this term 

seems less relevant. 
6 Bergson’s conception of time and duration was further appropriated by Deleuze. It would take more 

space and time going beyond the scope of this essay to investigate deeper in this aspect related to Rist’s 
Pickelporno 

Comment [H11]: Good question 

Comment [H12]: Not too sure I can 
see where this is going but… 

Comment [H13]: Ah…I think I see 
now. 
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well as of the motion within the spectator’s consciousness and ambivalent sensual 

experience. Røssaak described the blurring distinction between an image seen and an image 

remembered as a ‘play with readymade images much like a brain can’ (Røssaak, 2016:228). 

In conclusion, the spectator’s attention is shifted from a detached narrative and escape 

from reality in a movie theatre towards the here and now of a psychological encounter. 

Nevertheless, Pickelporno has some common ground with Hitchcock’s Suspicion (1941), an 

investigative superimposition of external and mental images and a ‘stillness’ showing ‘ways 

of living and models of action’ (Bourriaud). 

  

Figure 5: Screenshot: Pickelporno (1992) in:(AtelierRist, 2008 ) 

Comment [H14]: OK 

Comment [H15]: Is this general for 
video in an art context or just some 
video in an art context? 
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Conclusion: Video installation – Spectacle of Experience 

“I have always depicted a world that is different to the one we all see as 
‘reality’, an inner world that resides in our dreams or in our subconscious 
mind, a world where we can focus on the mysteries of life.”  
– Bill Viola  (Steer, 2017:139) 

 

Video installations can expand human experiences of space and time in the tradition 

of Minimal and Installation art. The spectator’s consciousness is shifted towards the process 

of perception itself. Video installations are a spectacle of a psychological. The spectator is 

immersed in visual and auditory images in a continuum between a physical and mental space 

with blurred distinction between what is visible and what imagined. 

The essay has shown how contemporary video artists as Pipilotti Rist offer new site 

experiences between fiction and reality. Her kaleidoscopic and hypnotic Pickelporno shifts 

the passive spectatorship as observer and voyeur towards an agent of memory and creator of 

meaning. Social stereotypes of gender and gaze are contradicted through her highly sensual 

and positive visual-aural stimulations.  

In conclusion, the difference between cinematic film in movie theatres and video 

installations in ‘art-spaces’ are less a physical or medium-specific difference but a difference 

in itself through raising a consciousness of time, space and memory. 

 

Total word count: 1175 (+18%) 

(without table of content, header, quotes, footnotes, and bibliography)  

  

Comment [H16]: This is not really 
clear 

Comment [H17]: Does this not 
happen in cinema…at least some of 
the time? Is that the point that in video 
installation it is at least more common? 

Comment [H18]: Again we have to 
ask is this general or particular to the 
work of this artist? 

Comment [H19]: Ii think I like this. 
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Response to feedback and Discussion  

 

My initial reflection on tutor’s feedback is available on my learning blog (Menu > Reflection 

on Journey) at: http://ocauvc.stefanschaffeld.com/?p=3582 (2017/12/21). 

---- 

I am very pleased that my last assignment for UVC was well perceived by my tutor 

acknowledging my in-depth research and scholarly approach.  

One key challenge with this assignment was the low word count target. It challenged me to 

be quite selective on editing out, what and how to use my arguments and evidences and how to 

build my essay structure. Of course, there are always different approaches. My main conclusion of 

the self-awareness and agency of the viewer through a psychological encounter of memory and 

meaning in video installations are rather an opening up and not a final answer. I can relate this 

partly back to my assignment, in which I explored the self-image and constructed subjective reality 

in Reality TV shows. Certain questions could not be answered, but as my tutor said, it is rather a 

good sign if an essay opens up and stimulate interest and the mind of the reader. Additionally, it 

also raises once more the question for whom I write, an informed art practitioner or a ‘normal’ 

reader who would seek more background information? 

As there were no critical points to review, I kept basically my assignment as submitted to 

my tutor, reviewed referencing and some minor language flaws, and clarified some unclear points. 

One further point of discussion going beyond the scope of my essay: 

• Gender 

How would it come across that I as a male author write about a video work by female artist 

who addresses topics of social gendered role, either from a feminist perspective or an 

opposing perspective? I am wondering whether this would matter to the reader, and if they 

know how this would inform their reaction. Perhaps it confronts me more with my own 

identity as man and male artist, an aspect I was looking roughly at during my painting 1 

coursework, at time perhaps with a rather ‘innocent’ view. I am fascinated by the opposing 

view as it challenges me to review more my own position. But this aspect would be way 

beyond the assignment scope, nevertheless, I do will return to this point. 

http://ocauvc.stefanschaffeld.com/?p=3582
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Assignment essay (assessment edit) 

 

The following document is my slightly adjusted UVC assignment 5 taking into account some 

topics as highlighted under ‘Response to feedback and discussion’ 
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UVC - ASSIGNMENT 5 

  

Pipilotti Rist (1992) Pickelporno  

An Experience of a Changing Spectacle  

 

 

Assignment Task:   

In what ways do video installations differ from films shown in a cinema? List the physical 

differences and use these as evidence to explain the differences in experience and aesthetic 

appreciation. 

Think about the environment as well as the immediate space in which a film is shown. 

Consider the types of film and select an example for more detailed discussion. If you have not 

seen a video installation before now, try to make up for it by viewing available material on 

Youtube. (1000 words) 

 

 

Figure 1: Screenshot: Pickelporno (1992) (AtelierRist, 2008 ) 
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“To equal movement with film, and stasis with photography, would mean 

to confuse representation with its material support” – Victor Burgin  
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Introduction: The Changing Spectacle  

 “Art cannot live within the everyday as the everyday. It necessarily 

interrupts the everyday form within, on the basis of the fact that it is 

always both autonomous and social fact.” – Theodor Adorno 

 

Difference between cinema films and video installations could be reduced to the 

respective site: movie theatre versus gallery space. But this may to be too simplistic in 

understanding the multiplicity in aesthetic experience of video art. 

As an example of video installation, this essay will look at Pipilotti Rist’s Pickelporno 

(1992) and explore physical and non-physical differences. It will look at the question of how 

the spectacle of an installation of video in ‘art spaces’1 changes the spectator’s experience of 

space and time, and how video installations can offer a new consciousness of duration of life 

experiences between fiction and reality in today’s moving ‘visual’ world. 

 

 

Site as a Spatial Experience  

“Things make space happen” – Brian O’Doherty  

“Sculpture with a mind” – Bill Viola 

 

Going to a traditional movie theatre means entering a ‘Black Box’ - and a different 

world. One is being seated in a dark space between projector and screen and being 

transported away into an illusionary cinematic narrative through a ‘seductive ability to gear 

into the unconscious depths of desire’ (Uroskie, 2014:195). Hitchcock, one of the pioneers of 

this institutional controlled experience, enforced the 'absolute autonomy for the narrative 

space [and] an absolute immersive spectatorship’ (Uroskie, 2014:79). Baudry described this 

dreamlike and dislocating space dispositif, the mechanism of the cinematic apparatus 

                                                 

1 In this essay, the term ‚art-space’ will be used for spaces related to institutional spaces of art e.g. 

gallery, museums, and other spaces that create an ‘art experience’. 
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(Neumeyer, 2015:395), and Freud related the mechanism of ‘dreamwork’ to displacement 

(Buchanan, 2010:135-136). 

In the 1960s, artists subverted or opposed the cinematic illusionary and narrative 

conditions. Andy Warhol’s Sleep (1963) and Empire (1964) or Nam June Paik’s Zen for film 

(1964) are examples of bringing the spectator’s attention back from displacement towards the 

process of projection and materiality inside the movie theatre space2. 

Other artists appropriated the dislocating qualities as a metaphor for the 

spatiotemporal character of art within their conceptual practices (Uroskie, 2014:34). 

Youngblood coined 1970 the term expanded cinema for the ‘expanded consciousness of the 

displaced conditions of postwar art’ (Uroskie, 2014:28). Cinematic experience entered the 

institutional ‘White Cube’ art space with e.g. Cardiff and Miller’s The Paradise Institute 

(2001) (see Figure 2) as a literal example (Cardiff & Miller, 2013). 

In conclusion, cinematic films and video installations both depend on architectural 

space, the dark movie theatre, or the ‘dark’ space within an ‘White Cube’. Viola’s description 

of a ‘sculpture with a mind’ expands human experiences of space and stretches a minimalist 

                                                 

2 Warhol’s long duration films ‘clashed’ for its elimination of a moving narrative and audio by 

focusing on one static image. With the results that no one could stand to watch it for its entire screening 

duration. Paik returned the spectator’s attention to the nature of projection and materiality through showing light 

projected through a film leader, the first part of a film reel that is been used to mechanically insert the reel into 

the projector (Uroskie, 2014: 53-55) 

Figure 2: 'The Paradise Institute' (2001), installation photo, in: (Uroskie, 2014) 
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site experience. Kwon related the ‘differential function’ of institutional conditions of site to a 

‘dematerialized site disconnected from physical and empirical realities and to establish 

authenticity of meaning, memory, histories, and identities’ (Kwon, 2013:50).  

In short, video installations are a hybrid space of material installation and immaterial 

space of moving images. Artists explored this dynamic space through sculptural TV sets 

installations, multiple or split screens alongside a flexible movement of the spectator through 

that space. 

In particular, Pipilotti Rist3 investigated in Pickelporno (1992) (see Figures 1, 3-5) new 

spatial and temporal experiences with a provocative life situation of sexual arousal and human 

intercourse. The question to be looked at how this would change the role of the spectators. 

 

Renewed Spectatorship and Consciousness  

“.. undoing and rearticulating the connections between signs and images, 

images and times, or signs and space that frame the existing sense of 

reality.” – Jacques Rancière  

 

Pipilotti Rist’s Pickelporno (AtelierRist, 2008 ) with its hypnotic and surrealistic 

imagery, sound and spoken fragments, questions how we aesthetically perceive this work. It 

                                                 

3 aka Elisabeth Rist, a Swiss visual artist born 1962 in St. Gallen and studied in Basel. She is known for 

her large-scale video screen installations of a hypnotic world of pop colours and music, and her exploration of 

life, beauty and cultural gender conventions 

Figure 3:  Screenshot: Pickelporno (1992) in:(AtelierRist, 2008 ) 
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resides between boundaries of psychedelic porn and cinematic fiction, mediated by the 

‘differential function’ of the art-space. 

A fragmented movement of photographic, symbolic and metaphorical images 

displaces the spectator from a passive voyeur seated in a movie theatre towards an active 

agent within this psychological ‘happening’ of a metaphorical explosion. The art-space site 

slows the spectator down in a mix of contemplative viewing and reflexive consciousness. 

Through the forensic eye of a surveillance camera one feels trapped in stereotyped roles. The 

video reminds one of Ann Hamilton’s draw (2003) and her use of a surveillance camera 

following the movement of a thread through silk organza (Hamilton, 2003). It also reminds 

one of Hitchcock’s psychological films (e.g. Psycho, 1960; Suspicion, 1941) investigating 

visible and mental imagery through stillness and delay.  

These films have in common a voyeuristic notion. The feminist and film theorist 

Mulvey criticized Hitchcock for ‘finding pleasure in the investigative side of voyeurism’ 

(Røssaak, 2016:227). A perspective subverted by Rist through her extended positive 

perspective on sexual pleasure beyond cultural stereotypes of gendered gaze, and asking for a 

renewed cultural sensibility and spectatorship. Her intention was to establish ‘female erotic 

cultural imagery and the man’s body as object of desire’ (New Media Encyclopedia) as a 

‘glorification of wonder of evolution’ (Southbank Centre, 2011). One could relate her 

positive aesthetics to Kant’s universal aesthetics of the beauty, disinterested and with 

unconstrained joy. On the contrary, one could argue that she just reversed traditional sexual 

objectification. 
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An alternative difference to cinematic films is a perception of a ‘clash’, that Rancière 

described as the paradoxical situation between aesthetics of politics and politics of aesthetics 

(Rancière, 2013:79-80). One example of a sensual ‘clash’ is Richard Serra’s Boomerang 

(1974), an exploration of desync of aural perception and speech. The ‘clash’ as a tensioned 

moment destabilizes the spectator’s consciousness of certainty and memory by framing a new 

‘sense of reality’ (Rancière, 2013:86). Pickelporno shifts the spectacle of the narrative reality 

towards a spectacle of a transformative experience.  

To summarize, one could relate the movement of visual imagery to a destabilization 

of the spectator’s identity as a voyeur. Kwon described these transformative sensible 

practices and encounters with the capability to ‘transform intimacies into indelible, un-

retractable social marks’ (Kwon, 2013:51). The question is how this changing spectatorship 

impacts experience of reality? 

 

 

 

 

Figure 4: Screenshot: Pickelporno (1992) in: (AtelierRist, 2008 ) 
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Fiction as new Experience of Reality in a Moving World 

“The role of artworks is no longer to form imaginary and utopian realities, 

but to actually show ways of living and models of action with an existing 

real.” – Nicolas Bourriaud (Bishop, 2013:13) 

 

As seen before, spectatorship is challenged through a transformation of spatial and 

temporal experience. Pethő argues for a new sensibility of 'post-media' art and the 

‘photofilmic’, a convergence of features of video, photography and painting ‘enhancing 

sensual, synesthetic experience of ‘image-ness’ within film’ (Pethő, 2016:235-238). Contrary 

to cinematic films, Pethő offers a different conception based on stillness as an ‘antithesis 

between image stasis and conventional narration’, a ‘tableau vivant’ of video art. 

Consequently, video art can’t be reduced to frames per seconds4 as it relates more to 

the motion in between, the delay between what was and what appears next, the visible and the 

mental image. Douglas Gordon investigated this aspect in his ten times slowed down version 

24 Hours Psycho (1996) of Hitchcock’s Psycho. Exploration that one could relate to 

Bergson’s concept of duration, delay and memory (Røssaak, 2016:223).5 Namely, Bill 

Viola’s slow-motion animation The Greeting (1995)6 can be considered as an example for 

delay. 

                                                 

4 Frames per second (fps) are based on analogue films. With the continuum of digital films, this term 

seems less relevant. 
5 Bergson’s conception of time and duration was further appropriated by Deleuze. It would take more 

space and time going beyond the scope of this essay to investigate deeper in this aspect related to Rist’s 

Pickelporno 
6 Viola was inspired by a painting by Jacopo Pontormo (1494 - 1557) was an Italian painter and 

portraitist from the Florentine School. 
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In view of this, Pickelporno is as well about the camera movement as about the 

motion within the spectator’s consciousness and ambivalent sensual experience. Røssaak 

described the blurring distinction between an image seen and an image remembered as a 

‘play with readymade images much like a brain can’ (Røssaak, 2016:228). 

In conclusion, Rist’s video installation addresses a shift of the spectator’s attention 

from a detached narrative and escape from reality experienced in a movie theatre towards a 

here and now of a psychological encounter. Nevertheless, Pickelporno has some common 

ground with Hitchcock’s Suspicion (1941), an investigative superimposition of external and 

mental images and a ‘stillness’ showing ‘ways of living and models of action’ (Bourriaud). 

  

Figure 5: Screenshot: Pickelporno (1992) in:(AtelierRist, 2008 ) 
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Conclusion: Video installation – Spectacle of Experience 

“I have always depicted a world that is different to the one we all see as 

‘reality’, an inner world that resides in our dreams or in our subconscious 

mind, a world where we can focus on the mysteries of life.”  

– Bill Viola  (Steer, 2017:139) 

 

Video installations can expand human experiences of space and time in the tradition 

of Minimal and Installation art. The spectator’s consciousness is shifted towards the process 

of perception itself and being immersed in visual and auditory images as a continuum 

between a physical and mental space, becomes aware of the blurred distinction between what 

is visible and what imagined. This differentiates video art from cinematic films. 

The essay has shown how contemporary video artists as Pipilotti Rist offer new site 

experiences between fiction and reality. Her kaleidoscopic and hypnotic Pickelporno shifts 

the passive spectatorship as observer and voyeur towards becoming an agent of memory and 

meaning. Her work exemplifies how video art can challenge social stereotypes and contradict 

through highly sensual and positive visual-aural stimulations.  

In conclusion, the difference between cinematic film in movie theatres and video 

installations in ‘art-spaces’ are less a physical or medium-specific difference but a difference 

in itself through raising a consciousness of time, space and memory. 

 

 

 

 

Total word count: 1177  

(without table of content, header, header quotes, in-text quotations (8%), footnotes, and 

bibliography)  
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