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Beyond Cinemal.

projections from traditional movie screenings does not mean beaving
out the movies themselves. Seleenons lke Monica Bonvicini’s Diestroy
$hre Saridd, 1998, and Pierre Huyghe's L'Ellipse, 1998, question the con-
ventions of the silver screen, but they take up just as much physical
space, if nor more. Amistic critique of cinema also comes in much
smaller sizes. The art of projection would have come across more
clearly if the curators had included fewer monumental projections and
left the same vast amount of space around them, Tocking Tony Oursler's
Criminal Eye, 1993, into a cormer of the lit entrance hall, like 3 meek
wsher, did noc help. Adding Janer Cardiff and George Bures Miller's
The Paradise Institite, 2001, would have.

Mevertheless, the curators review the lessons taught by Expanded
Cinema and more or less forgotten unl the *90s, when the moving
image (video and then digital) was liberated from =video sculpture,” a
quaint yet bizarre medium that offered timid collectors sculpred TV sets
roset off the video's endless reproducibility. Freed from the box, a pro-
pection can have as much singularity and volume as any sculpture, king
over a variety of surfaces in differens ways, Underscoring this poant,
Pipilotri Riss serecned her classac Ever Is Cher Al 1997, as 2 mirror
image of the ariginal projection. Filming is not just about caprering
images and telling stories—ir is alss aboue making a highly compact
chronotope. Stuffing endless places and people into mnety-odd mmutes
onte ong flar soreen is a vertiginous experience for the body—a condi-
tion that the practitiomers of Expanded Cinema attempeed to correct by
opening up the flatness of the silver screen 1o both actors and viewers,

—fennifer Allen
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Knut Henrik Henriksen
STANDARD

Knur Henrik Henriksen's show took as its inspiration 2 meeting
between Le Corbusier and Albert Einstein thar transpired in 1942,
The architect availed himself of the opperunity o cxplain his work
on the Maodulor system, an attemnpt to locate the golden section pro-
parmonal to the height of the average person. The human body could
thiss become the pivotal poing of built space, promising an ideal hasss
for comemuodsous, harmomic, universally standardized edifices. Einstein
responded thar if realized, the Modulor would make = the bad difficulr
and the good easy,”

In has sculprures and installations, Henriksen often indulges a fas-
cination with endlesaly reproducible strectures, even if only as mod-
els. Instead of master narratives, he offers material and formal
displacements in which the malleability of space can be perecived viscer-

ully rather than logically. Implementing Le Corbusiers quest for a um
wersal standard, Scale of Proportions Which Makes the Rad ENfficwlt
amd ph CGood Easy, 2004, is an intervention in the gallery space, low.
erimg its ceiling height to the French architect's paradigmatic 7 4447,
The now crilng—consisting of square white grooved Seyrofoam pan-
els mownted on 8 prosaic wooden frame—is in effect a horizantal
sculpaure that you look ae from below. Iris the exhshtion's anly work,
& sort af Bashaus-mects—Huome Depat gesture: Henriksen's use of
cheap seandard materials from DIY shops injects the whole scenanio
with an inescapable sense of the economy snd senaations of evervday
life, Ax one seands in the gallery, the new drop ceiling feels moee like
an ampuration of the space or 3 piston coming down an vour head
than a divine proponion, and it seems 1o squesre vour artention from
the empty white cube var foward the streer fife bo-humming pass the
windows. 5o while the work does whar Minimalist sculprure does
best—namely, enhances a sense of scale, marerial, and perception by
means of a kind of elated banality—it at the same time debunks or
evades the myangor amd sublimiey of Menemalism

Seemuingly erue 1o Le Corbusser™s humanise intestaons, the bebokler
Bevomes the procagomist in the rramsformed vosd of the gallery space,
Hurwever, the paradiox is thar v fisd yourself in a place wheee odjects
are usilly the focus, amd mszead of mastering the ceneral perpective
youl Become a pawn in a game of transparency turned opaguee, Scale
of Proportions is alsno a spool on the meraphysical ovenones of beroic
madernism. From the ouwrside at nighe, one can see how rhe space
created abowe the drop ceiling makes for a kind of Plaronic realm lie
ap by strip lsghrs, while the bower part—the gallery space—wallows
m darkness, This sharp divide between the realm of ideas and the
material warld s probably akin to the tristesse that confronted the
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inhabitants of mamy rwentieth-centmury machines for living as they
ssarted to fall apart and became socially compromived bousing proj
ccts. Tectering between function and dysfuncrion, aestherics and
rnrvrl|n}'. p|.1'r and construction, Henriksen's works are mediratians
on how Inttle it ofton takes to reconstruct or reimagine a comer of the
wtld ancw—or to pat it out of whack.

—Lires Bamg Lavsen
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Pierre Klossowski/Hans Bellmer
WHITECHAPEL ART GALLERY

While prosenited as separate exhibitions, these timely surveys of rwo
af the most interesting artists in the orbit of Sarrealism (though
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