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L KASMA

ntroversy du jour at

Festival de Cannes, every couple years another auteur

eéling some aupposcdly new transgression set to scan-
1‘ze an mternatmndl y

orps wholly ignorant that,

: tov,ards the kmd‘ of

de cribed . “avant-g:

. exu:ts a body of truly vulgar

iscourse that

X
it the festwal with

allergic attitude
Inaccurately

be ﬁuinted 1

me and audi
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o encc«lnendly spaccs in suth large~bcalcfest1vals as Torouto,
erim, and Rottetdam,
s the Viennale and the ew York Flh Festival—to. ever be
-~ able t seed ﬁlm by'[‘ Lherkasa,kym ‘roxnmxty to Can:
Oﬂicml Selec tion seems
s bt,ﬁts its theord

1eal provocation, (The Qumzame, :

cally opposltwnal stanu.. hasbeen kmd

to Ts‘:herkaqqky aver the years, shewmg his CinemaScope
trilogy in 2002 and Anstructions for a Light and Sound
M‘achme in 2005, though one wonders ifiitis the <.1ncph111c
nature of the dlmgtqr s wor_k that’s let him in the back door,
50 to ’spéik) If only such a film as The Exquisite Corpus .

had bx.e,n shown in front of Love—or the halt:dozen other |
annes»centnng on-the dxﬁ‘lcultles of human

- blg nanes i

:_tdhzmg,ly c.hm:, Liose enough lu touch if not tu ]mk Lhc eleu
: tnc ch'u ge cf the erotlc buned helund all these other ﬁhm

esev:bodxes, the celluloid Techelkmsky metlcu-‘,:‘»
viplﬂ&(eb in hzs darlmmm Such darkroum magxc A

The Fm‘ztv Seems to htcrally bc attacklng its heroine, What
better subject wu]d he choose then (s) filins? This is where
Tscherkassky’s. love for cci}ulmd is- wedded to his source
- flms’ Iove for flesh, Where the pathwa% to elimax—narra:
tive. :md sexual-are buﬂt from the same compom,nt parts

the depu,ted images, thef»
. thmgs that are photo~

: opmmn moal evadent in the bcqueme at ,tht, end whue thc
o little boat is ﬂoatmg towards the 1sland and the filmstri ips.
- .»@tart tﬁtmg am 0ss the acreen . You can barelv see what’s go-

" well as such oth«.r nutable events 1

o redmtenslﬁes, «md 1t gets ab:

1 ‘the xmd}st filim that I ended up usmg, fm th(. openmg, se=
: quence and footage ‘you see throughout the film with the
4 :searchmg for the 5[6&}’)11

on thhm thcsc ﬁlm framu—yﬂu can stxl] see lt 5 somm e youjust buu},h@ it becau '

‘thxm, that is hxg,hly erotic, 1fnot pornoglaphlc, but the main

thingis the ﬁlmbtrms You can see how film works, the sep-

".Aratx(m of the mdmdu hn tramts that'y you normally do
not see. In the cinema we see an 111u<lm\ of movement, but
ym.l do not. see the qmglé 1rame—-metaph0r1ully speaking,
of coutse; be,cz_xuse we in fact do see it. This a recurring sub-
Jectandarecurring mutifi‘n‘mydarkroum films, to make the
individual framevisible. :

Scope:. This. connection between the human body,
the photographed body and the material body of cellu-
loid, would you say- thlS{lS somethmg you ve ﬁnally been
interested in?

Tscherkassky: Yes My early Super 8 ﬁlms like Freeze

| f Frame (1983) or Urlaubsﬁlm (1983) instantly come to mind

‘when we start talkmg db(mt the body of the cinema or film
as film; Freeze Frameis the first film in which [ uscd tnulti-
ple exposurcs bv ubmg several pTO,)ELtOlh projecting at the
‘same time onto a qmg_le screen, and re- filming this projec-

| tion. Gradually it gets to the point where younearly can’t see

what’s going on at all; it's very hard to decipher. 1 cut away
the‘ berfor’ution holes on thé»ﬁ]ﬁr andas soon as the film in-
side the projector redached the point where the pe‘rforations
: wei'é missing, the film stoppe& £i1d 1 s}owly pulled the film

ol a maner of gammg control'by
: stoppmg thL hlm On thc wntnuy, it me.}ts you ]use con=

ct. Sn there s thls movxe you
see with my beautiful gulfriendwhaifmakm hy the way,
like the naked bodies of The Exquisite Corpus—and there'sa
mnvement a continuous movement, towards total abstrac-

_ tion. A throbbing picture that hasalifeofits own. So these

films are from 1983 and what do we have now, 2015? Thirty

“years,holy shit! So even then I wasalr eadydeeply concerned
1 with the “body u( fitm.”

glrk And 1 had a print from Tony

f:Bay Prx nt% hdve gatten qmte expemxvt. It used itbe
is when I got The Entity for $50, the tmnspurtatwn
fr om the United States to Austria was more expenswe than -
the print 1t<eli Nowadays, you have to expect to pay some--
thing like 200 euros for dbmgleigood prmt The days when :
tw*‘ 80 ChEd]) are over. Peuple




Tbe.Ekquz'sithojfpt!s . » - : : Dream Work

s'end_mé hings from time to txme mftmly film prints : torystérts toscramble, t\'mnishes.‘You starttoseetiny de-

are about tobe destmyed for whalever reason. Slip itout it : : tails you hadn’t seen before. Then you get to a point where
back door to nat . e the material starts talking to you. Of course, ithas to be at-
The next film D'm going to make is called Trai ~Agai’z’1, - - tractive in the first place When it starts talking to you, the
“which refe to Tree gain (1978) by Kurt Kntn‘ s title | - . 1deas Lome Fer Com thtr ch(ms (2010), knew [ wanted
o ' ] . - ':mlrzeed'é‘d :
.but suddenly.
» ons,” Tom
Gunning"éy theo! ynt’éériy inem ,whcx acturs are talking
: diréctly‘td he caxﬁeré , having complicity with the audience.
Deren in The quuz‘sitqurpils. The film will be based on showing off what the

rushes for a comniercial for the Austrian Federal Rdilways . special effect

Ju%ta

camera machinery can do, tricks and

it occurred to me that this happens in coni-

company. You see several panning shots of traing in the i mereials, too. Okay, so now I have my filter: let’s use only

tance coniing closer nningshot follows the approach : those rushes I can somehow connect to carly film. So it was
- trainuntilthetrain gets verydose andveryb}urry and then o he material that su

ggested what to do with it. Same with
thetry in leaves the frame. here wxllakso ¢ a fox hunt with _ Train Again, the commercial was so badly filmed that I de- _
horses i going to gy o ‘ d

0 do something with it! Many ca nérimien for
| - ’ skilled or &ﬂentéc :
lways about : to work in th md try. So shots
n it by heart, of focus or mq nt | nuous, stuff like
interests me. The exutmg thu g£is: what else will :
 the ideas to come. The second aspect is the production timé . : I think of? ?Whai otheridéaswilllget? : o
itself, when you sitin the arkroom;e'xposingyciuril1d-ivid - - Scope: When you are | oki‘rig at a particular extract of
,ualfrmm:QAfmméby‘fmmebyfram 650 | ‘ e o film foota
- time

- 80 it seeps into ¥our mema

ge are you trying different techniques until one
: wurk» asyouwish? o

»orize an Tscherkassky No,iraxel} redo something, and

he beauty - because what 1 do usually works ~and thit’s because
fhe othér %y ardunf} I look 2 ;it some fo ; 'age and Lsee what

clipsyou = . , ur-mtexmve .m:l
already had | S

spent on those twa or five second f decide to throw out! Su
n the beginning, after examining the footage very closely




The Exquisite Corpus

clear image of what to'do to lt how to Wﬂl'k . Tscherkassky: Yeah. It's one of my goals to try to appear
t Otherwise, Iwauldn’t startworkmg . S = like a tailor who makes suits but a agged style, more
Scupe- Would you say you have a stock of :ertngﬁ : ; | messy like Vivienne Wethood
' ; ' . “,cnpe' Did you mte , isite Corpus to xtself be
: e,omc to emulate accentuate the er qualities of '!.,‘ :
repertoire but | ‘ sources? - » - ‘ ’
\ ' Tscherkéssky Yes, absolutely +There’s a famous Ro]and
Barthea quemtum that the erotic takes placewhere the wo-
ven text;le has ripped. You look inside of bomethlng hat is
.no mecmt to be seen. | wanted to move from straight porn
_and transform it into smnethmg that might fit this Barthes
. quotation. Making pornographic imagery erotic instead of -
. simbiy se ’

; e you
. looking dcwn upon your 2 “are you wor ing from
numbcr one w1th ﬁ}nsmp nurrber two and mask s inside it? In other words, d you see The Exquisite Corpus as
‘number two, and then strip number three and four with | - astudy or an immersion?.

mask nqmber' ee and four, That was it, one metre at a . ~Tscherkassky: Or creating anew. Normally, I would say
time sed this st "egy prclty much through the entire : I'm notinterested in the original film or footage, especially
e und ] »al'f‘o'f the film. You can best see this in the waterse - stories orgenre, atall. I m doing my own t'hing."!‘his is most
quence close to the end, wh‘efe y@u ‘have the ocean in four | ‘ . : clearin I};st uctions foha.Ligh_t‘and Soazndawachjz‘ne, which is
‘ nt parts bfthéscreeh*alsc th hout the corgyandin | : awestern and my film hopefully does not seem like # west
» al hz andSaundMachme o ern..well, that’s not actually true, there are shootouts. But

the \hootout sequence is so clearly connected to shootin
film and shooting mdlvndual framcs thatthe “shooting;cow

; ‘a totally transparent meta:
: | and even :f[ were ta§kmg in my = 'phor forwhat!me't i what[reailymeal Tamdoing myown
ﬁldthalf‘lah;, a;,e, German I'm pretty sure it wouldn’t be : » thmg brcakmgup the source material nto ¢ ny]itttepa"ts
sufficient. It's drﬁ‘uuit to exp] ainwhatIdo " : : - which L con slder myvocabulary; and 1 w1 have nmy vocab-
Scnpe' I certamly see 'much mater' iabuur or o ) ulary, let’s ﬁnd out what I can do with those words, single

individual words, which are takes or fragments within
thetakes © - = e .
‘ : & - Scope: How do you work to structure somethinglike The
‘normalmowep ductmnseemsc ei § iso o Ekquisiz‘eCdfpquEé%Iieryoume 1tioried “chapt




Tscherkassky Among othar thmgs, I change thc tech :
. mques 1 use from Lhapter to chapter Luséa certam tt.ch~ :

nigue, like uﬂtmg up-the ﬁ]mstnps for a certain amount
of time, say, two: mmutes and then it’s enough. I get bored,

“it's time for a: change As soon as that happens, I immedi- |

dtely Lhdn[,(: the fuolage I‘m workmg, thh Plug, it should

S stmrway, then the frame Ime rises into the prcture, and
now it’s as if we’re moving deeper into the space between
the frames, gumg one level deeper to see whdt happenmg

wurkmg Wlth wmposer\ A film hd:: two stripes: the unag,t.-_
strxpe and I:he smmd stnpe and that what the ﬁlrmmker.

: (mk ihalup.l sent him The

4 w’hnt we really mke in, touch and taate is the exqumte cor-

alady walkmg up and down :

"_dlfferent Alr s 1 used stood in for the different partlupants
~ who would take part in an exquisite-corpse game, but of
-course it’s a heavily reg ulated game of chance that we expe-

espemaﬂy exotica, Martm :

Tscherkassky."Bﬁlame 1 wus looking for semeé kind of

| balance. It was mlportant for me to show: women having

pledaure And oral sex was important, which involves both
sexes. Because tasting is the sense we experience up close.
The sense of “sight covers the greatest: dlbtdnce, heanng
grasps what'is closer, What we smell gets us even c]user But

terial it so loses 1ts photcsgraphm charg’e"
Tscherkassky: Yes, and no. When I'mi hand-printing T
can’t see the footage, basically. 1 know whcre the parts are
that I want to copy and I know where to put my mask to get
that part which I want to copy. But Icouldn’t: say; “Now I'm-
copyinga breﬁs‘t," or “Now I'm copying a vagina.” Butif you
look at the fontage on the 1ight table which I have to do be-

forel start copymg to test the masks, it's..prefty erotic! It
‘doesn’t get abstract n that sense The foctage 1tse]f most

it Wwasn't very 'mtx o be. honest These were: very early:

pornograph)t. ﬁlms‘ aIl of thcm told astory, whichis unu,sual :
_ nowadays, and you,gnu!d really see that spiritof enlighten-
~mentbehind the films. They really came close up to the pus-

sy: “And now we want fo see,and now we finally, finally get

“to see whata pussy li)oks like!” This kind of innocence isn’t

een n()wadayq Meanwh:le we all knowwhat itlooks hke In

dl:scovery, or newness.

Tscherkassky: Yes, and in my case 1t was: body. body,
body
Scopo;.

rience in my film. But basically, I'm open to chance. There !

< are always things t‘haliﬁ‘a’ppen that { do not predict or can't

see coming, Bspecml]v v.m;, masks, whmh shift and nove

around butwgan the parts Iwant to cover up, andvu.c versa,

which were u}vered up but Thad mtended to expose. There's
leaye cham,e gomg v:m, t}mt s the humdn tou(.h and utter ly




