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Please visit the basement 
cinema to select and view 
WKH�LQGLYLGXDO�ƂOPV
Invited projectionists: Franklin Collective (Filmmakers Mark John Smith and 
Matthew Whitman), artist and writer Rebecca Friedman and poet Clara Lou.
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Phantom Limb, 1998 
��PP�ƂOP��VLOHQW��EODFN�DQG�ZKLWH������PLQ

Phantom Limb�EHJDQ�ZLWK�D�WULS�WR�ƂOP�WKH�DUWZRUNV�RI�.DWDU]\QD�.REUR�DQG�
:ĜDG\VĜDZ�6WU]HPLĞVNL�DW�WKH�0X]HXP�6]WXNL�LQ�ěÐGō��3RODQG��7KH�UHVXOWLQJ�ZRUN�
DVVXPHV�WKH�JXLVH�RI�D�ƂFWLRQDO�GRFXPHQWDU\�RQ�WKH�GLVWLQFWLYH�GHYHORSPHQW�RI�
modernism in three countries supposedly “peripheral” to the art historical canon  —  
Poland, Brazil, and Argentina. It brings together examples of the Unism of Kobro 
DQG�6WU]HPLĞVNL��WKH�1HR�&RQFUHWH�$UW�RI�/\JLD�&ODUN�DQG�+HOLR�2LWLFLFD�� 
DQG�WKH�&RQFUHWH�$UW�RI�5DXO�/R]]D�DQG�(QLR�,RPPL�}

We see these objects manipulated and activated for the camera, rotating and 
hovering, as the museum becomes a space of play. Intercut with images of bodies 
LQ�WUDQFH��ELUGV�LQ�ƃLJKW��D�EUD\LQJ�HOHSKDQW�VHDO�DQG�EUXWDOLVW�DUFKLWHFWXUH��WKH�ƂOP�
uses formal analogies to narrate a perpetual state of becoming-other distinctive to 
de Andrade’s notion of anthropophagy, an assimilation through ingestion in which 
modernist historiography is reorganized.
}
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The End, 1999 
��PP�ƂOP��VRXQG��EODFN�DQG�ZKLWH�����PLQ��6FUDWFKLQJ��(XJHQLMXV�9DUNXOHYLêLXV��

The End is composed of footage from mid-century American documentaries,  
one on the National Gallery of Art in Washington D.C., and another on Leonardo  
GD�9LQFLpV�PHFKDQLFDO�LQYHQWLRQV��7KHVH�ƂOPV�EHWUD\�D�SURSDJDQGLVWLF�REVHVVLRQ� 
with the ordering and regulation of cultural forms, and an ideology of 
technological superiority symptomatic of the Cold War.

Guagnini and Schneider adopt formal strategies that emphasize the mechanics 
RI�ƂOP��UXQQLQJ�WKH�VDPH�VHTXHQFH�RI�VKRWV�WZLFH��RQFH�IRUZDUGV�DQG�RQFH�
backwards (so that “The End” is not, actually, the end), and asking the artist 
(XJHQLMXV�9DUNXOHYLêLXV�WR�VFUDWFK�DZD\�SDUWV�RI�WKH�ƂOP�ZKHUH�D�SRUWUDLW�
of George Washington appears. The aesthetic specter here is Abstract 
Expressionism, the apex of post-war American cultural identity and also a rupture 
in the discourse around scratching in experimental cinema (by, for instance,  
Storm de Hirsch and Stan Brakhage) as a mode of expressiveness. Pitting the 
qPDFKLQHr�RI�ƂOP�DJDLQVW�WKH�qPDFKLQHr�RI�WKH�PXVHXP��The End locates the 
apparatuses of propaganda and historical authority within an entwining feedback 
loop of image, material and language. 

03
A Vida de Infra-Tunga, 1999 
��PP�ƂOP��VRXQG��EODFN�DQG�ZKLWH������PLQ��6RXQG��3DXOR�9LYDFTXD
}
In 1999, the Brazilian artist Tunga invited Guagnini and Schneider to shoot a  
ƂOP�KH�KDG�ZDQWHG�WR�PDNH�VLQFH�������WLWOHG��Heaven’s Hell Hell’s Heaven.  
Staying with the artist for ten days in Rio de Janeiro, they shot A Vida de Infra-

Tunga LQ�SDUDOOHO�WR�WKLV�ZRUN��LW�LV�D�qVWROHQr�ƂOP��ZLWK�LPDJHV�RI�7XQJD� 
taken in interstitial moments between performance and studio work: sitting in  
a hammock, playing with artworks, merging with the wildlife that surrounds  
his home.
}
7KH�ƂOP�LV�OHVV�D�GRFXPHQWDWLRQ�RI�DQ�DUWLVWLF�SHUVRQD�WKDQ�DQ�LPPHUVLRQ�LQ�
an “infra-life,” the sharing of a total commitment to an artistic project. This 
VSDFH�EHWZHHQ�GRFXPHQWDU\�DQG�GLDU\�EHVSHDNV�WKH�LQƃXHQFH�RI�0DUJLQDO�
&LQHPDpV}qLPDJLVWLF�WUDQVJUHVVLRQr�DQG�-RQDV�0HNDVp�qFDPHUD�LQ�KDQGr�ƂOP�
SRUWUDLWXUH��7XQJD�KDV�XVHG�WKH�WHUP�q&LSÐ�&LQHPDr��9LQH�&LQHPD��WR�VXJJHVW�D�
UKL]RPDWLF�DSSURDFK�WR�ƂOP��'DGDLVW�GRXEOLQJV�DQG�UHYHUVDOV��WKH�RYHUOD\�RI�VRXQG�
effects (a parrot squawking the voice of Antonin Artaud), and a fragmentary  
score by Paulo Vivacqua emphasize this state of multiplicity. 

04
Nude Descending a Staircase, 2000
��PP�ƂOP��VLOHQW��FRORU�����PLQ��&ROODERUDWLRQ�ZLWK�,NHED

Nude Descending a Staircase}DQG�WKH�FRPSDQLRQ�ZRUN}Portrait of a Lady}ZHUH�
made in collaboration with Ikeba, who Schneider and Guagnini met after placing 
DQ�DG�LQ}Backstage magazine, seeking an actress willing to pose nude in re-
enacting certain modernist paintings. In the course of producing this survey 
exhibition, these works have become particularly charged points of discussion 
DPRQJ�WKH�DUWLVWV�DQG�RUJDQL]HUV��UDLVLQJ�DV�WKH\�GR�GLIƂFXOW�TXHVWLRQV�RI�
subjecthood and objecthood, and race, class and gender.
}
,Q}Nude Descending, Ikeba “re-enacts” Marcel Duchamp’s 1912 painting 
Nude Descending a Staircase, walking down a staircase between two Chelsea 
warehouses designed by architects Leven Betts. This footage was projected in  
a moviola, and run forwards and backwards, at different speeds and with colored 
gels, so that the images are superimposed and intercut with one another. What 
WKH�YLHZHU�VHHV�LV�D�PDFKLQH�ƂOPLQJ�D�PDFKLQH��ZLWK�D�ERG\�FDXJKW�EHWZHHQ�
them (and within the machine of architecture), in fragmented abstraction.

05
Portrait of Lady, 2000
��PP�ƂOP��VLOHQW��FRORU�����PLQ��&ROODERUDWLRQ�ZLWK�,NHED}

Portrait of a Lady evolved out of a dialogue between Schneider, Guagnini and 
Ikeba around Picasso’s 1907 painting Les Demoiselles d’Avignon, which followed 
the production of Nude Descending. Ikeba worked at the time at Pizza Hut, and 
KHU�IDVW�IRRG�XQLIRUP�ZDV�LQFRUSRUDWHG�LQWR�WKLV�ƂOP�DV�VKH�UHSOLFDWHV�WKH�JHVWXUHV�
RI�WKH�ƂJXUHV�LQ�3LFDVVRpV�SDLQWLQJ�DQG�LPSURYLVHV�RWKHUV��IRUHJURXQGLQJ�WKH�
painting’s connection to labor.

5H�H[SRVLQJ�WKH�ƂOP�LQ�FDPHUD�IRU�HDFK�ƂJXUH�LQ�WKH�SDLQWLQJ�u�D�WHFKQLTXH�
of superimposition typical of early cinema (e.g. George Mélies) — a history of 
modernism collides here with that of modernity, built on the violent exploitation of 
bodies and hierarchies of class, race, and gender. This superimposition sought to 
turn the table on these histories, dislocating the meaning of the painting to foster 
QHZ�H[SHULHQFHV�RI�UHVLVWDQFH�DQG�DJHQF\��$V�RSSRVHG�WR�WKH�Ƃ[LW\�RI�LGHQWLW\�
grounded in disciplinary power, UGP aimed at a kind of subject-object transitivity, 
with the object of the painting becoming a concrete subject, and vice-versa.  
$Q�LPSRUWDQW�LQƃXHQFH�KHUH�LV�7DGHXV]�.DQWRUpV�H[FRULDWLQJ�PDQLIHVWR�q7KH�
Theatre of Death” (1975), and his insistence that “performers were essential 
elements halfway between living beings and objects … where their life depended 
on the means by which the objects were animated.”
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IXX vs XXI, 2000
��PP�ƂOP��VRXQG��FRORU�����PLQ����VHF��&ROODERUDWLRQ�ZLWK�/HYHQ�%HWWV�6WXGLR

IXX vs XXI follows the studio-based set-up of Axiom of Choice and Portrait of a 

Lady, focusing on this occasion on an architectural model, shot in raking light. 

8VLQJ�EDVLF�VWRS�PRWLRQ�HIIHFWV��SUDQNLVK�ƂUH�DQG�ZDWHU�SOD\��DQG�VRXQG�RYHUOD\��
WKH�ƂOPpV�VXFFLQFW�QDUUDWLYH�LV�EDVHG�RQ�D�/HYHQ�%HWWV�6WXGLR�DUFKLWHFWXUDO�
concept: an archetypal wood-clad farmhouse reveals itself as a shell, housing 
LQVLGH�LWVHOI�D�PRGHUQLVW�VWHHO�ER[�VWUXFWXUH��7KH�HQVXLQJ�ƂUH�WKDW�WDNHV�KROG�RI�WKH�
farmhouse is absurdist and comic in its outsize scale, but also in the ways it fuses 
a postmodern parable of the “decorated shed” with an evolutionary allegory of the 
19th century vernacular (one code of representation transforming into another). 
:LWKLQ�LWV�DSSDUHQW�VLPSOLFLW\�DQG�KXPRU�WKH�ƂOP�FRQWDLQV�OD\HUV�RI�PRGHOLQJ��RI�
ERWK�FRQFHSW�DQG�PDWHULDO��WKH�XWRSLF�DUWLƂFH�RI�WKH�DUFKLWHFWXUDO�PRGHO�JLYLQJ�
over to controlled entropy. As they do throughout their ouevre, UGP play on and 
GHIRUP�WKH�V\PEROLF�UHJLVWHUV�RI�WLPH�DQG�KLVWRU\��q,;;�YV�;;,r��}
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Square Times, 2001 
��PP�ƂOP��VRXQG��FRORU������PLQ��6RXQG��3DXOR�9LYDFTXD��9RLFH��3DWULFN�+HDO\

Square Times is a portrait of New York’s Times Square at the turn of the 
millennium. Following nearly a decade of brutal efforts by Mayor Rudolph  
Giuliani to remake the area for tourism and real-estate development, the 
QHLJKERUKRRG�VDZ�WKH�ODUJHVW�1HZ�<HDUV�FHOHEUDWLRQ�LQ�KLVWRU\��GHƂQHG�E\�
unprecedented policing and surveillance), the grand opening of Condé Nast’s 
Frank Gehry-designed headquarters, and the introduction of the Nasdaq video 
wall, which used LED technology to allow images to move seamlessly across  
the building’s skin.

6FKQHLGHU�DQG�*XDJQLQL�SOD\�WKHLU�IRRWDJH�WZLFH��SDLULQJ�LW�ƂUVW�ZLWK�D�PXVLFDO�
score and second with a prescient 1969 text by Emilio Ambasz (“Manhattan: 
Capital of the XXth Century”), as the pulsating stock tickers and advertisements 
EHFRPH�D�FRPSOH[�UHƃHFWLRQ�RI�WKH�FLW\pV�LQIRUPDWLF��QHWZRUNHG�QHUYRXV�
V\VWHP�}:KLOH�WKHVH�VFUROOLQJ�OLJKWV�UHVHPEOH�WKH���PP�ƂOP�UROOLQJ�WKURXJK�WKH�
projector, this collision of analog and digital is unsettling: Times Square appears 
here as something both archaic (an "urban artifact") and futuristic, a ritual urban 
space where capital celebrates itself.
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Axiom of Choice, 2003
��PP�ƂOP��VLOHQW��FRORU�����PLQ

Evoking the physiognomy of a Rembrandt portrait, Axiom of Choice depicts 
ƂOPPDNHU�-RQDV�0HNDV�DQG�KLV�VRQ�6HEDVWLDQ��WKHLU�KHDGV�URWDWLQJ�LQ�UDGLDQW�
chiaroscuro against a black ground. To a certain extent, Guagnini and Schneider 
treat Mekas and son like the Kobro and Clark sculptures they put into orbit in 
Phantom Limb��KHUH��DV�LQ�WKH�HDUOLHU�ZRUN��WKH�UDWLRQDO�D[LV�RI�WKH�VSLQQLQJ�
machine is juxtaposed with the irrational axis of a trance (bringing to mind whirling 
dervishes), and asynchronously, the consequence (the son) appears here before the 
cause (his father). With Mekas at its center, the references to cinematic machinery 
DERXQG�LQ�WKLV�ZRUN��IURP�WKH�SURWR�ƂOPLF�]RHWURSH��ZKLFK�XVHG�D�VSLQQLQJ�F\OLQGHU�
WR�FUHDWH�WKH�LOOXVLRQ�RI�D�PRYLQJ�LPDJH���WR�WKH�ƃLFNHULQJ�]RRP�RI�(UQLH�*HKUpV�ƂOP�
Serene Velocity, to the enormous gyrating machine at the center of Michael Snow’s 
La Region Centrale.

09
Primary Green, 2002 
Digital video (sound, color), 32 min

Primary Green begins with the lens rotating in the landscape of the South American 
Pampas, a region synonymous with Gaucho culture. Viewed through incessant 
gyration, this space of deterritorialization forms a powerful vector in an essay-
ƂOP�WKDW�PRELOL]HV�WKH�LGHDV�RI�WKH�YLVLRQDU\�DUFKLWHFW��FXUDWRU�DQG�WKHRULVW�(PLOLR�
Ambasz.

Ambasz’s buildings are seen in architectural models and photographs, and in 
footage shot by Schneider and Guagnini at his “Valley of the Moon” house in 
0RQWDQD��7KHVH�DUH�SDLUHG�ZLWK�D�SURPRWLRQDO�ƂOP�IRU�$PEDV]pV������H[KLELWLRQ�
Italy: The New Domestic Landscape, and images of the accompanying catalogue, 
IURP�KLV�FHOHEUDWHG�SHULRG�DV�FXUDWRU�RI�GHVLJQ�DW�0R0$��ZKLOH�D�YRLFHRYHU�RI�RQH�
his texts accompanies images of Times Square (the same footage which appears  
in Square Times).

An assemblage of Ambasz’s idiosyncratic presence and diverse ideas, Primary 

Green surpasses dichotomies between architecture and nature, practice and theory, 
the individual and the collective. A social and environmental approach is instead 
located in a conception of objects, their producers, and users in “an ensemble of 
inter-related processes.” 
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Totloop, 2003
��PP�ƂOP��VLOHQW��FRORU�����PLQ��&ROODERUDWLRQ�ZLWK�)DELR�.DFHUR

Filmed in Buenos Aires, Totloop documents Argentine artist Fabio Kacero playing 
dead in a number of public spaces. Kacero had enacted this unannounced 
performance on several occasions before in various art spaces. In this instance — 
performing for an unseen camera — he chose sites for their proximity to structures 
equated with civic life, including La Casa Rosada (the Pink House), the Presidential 
mansion where Néstor Kirchner was installed that year, after a period of instability 
which had seen four presidents in as many years. Also documented are passersby, 
VRPH�EULHƃ\�DFNQRZOHGJLQJ�WKH�SURQH�ƂJXUH��EXW�DOO�FKRRVLQJ�WR�FDUU\�RQ�ZDONLQJ��
indifferently. 

In 2003, Argentina’s economy was showing signs of recovery from a paralyzing 
depression that began in 1998. Kacero’s performance indicates a breakdown in 
the social contract, as a body on the streets is ignored. Totloop assumes the logic 
of an expanded documentation, yet the varying proximities of the camera — at a 
necessary distance for the majority of shots, yet on occasion closing in on the still 
body — implies the formation of a distinct zone of exchange between Schneider, 
Guagnini, and Kacero.
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As Long As it Lasts, 2010 
Digital video on six screens (silent, color), 200 min
Film production and editing assistance: Francisca Caporali and Lior Shvil

As Long As it Lasts was originally commissioned by MoMA, and exhibited on nine 
information screens above the museum’s ticketing desk. The work is composed 
of two strands which get spliced together in real time across the monitors: a 
long tracking shot of Madison Avenue, from 23 Street into Harlem (evoking the 
famous tracking shot up the West Side highway in Chantal Ackerman’s News 

from Home���DQG�D�VHULHV�RI�LPDJHV�DQG�D�VHULHV�RI�LPDJHV�ƂOPHG�LQVLGH�0R0$��
as iconic artworks are made to serve as backdrops for melodramatic and absurd 
performances by Sarina Basta, Leigh Ledare, Juan Ledezma, Jonas Mekas, Olivier 
Mosset, Blake Rayne, and Michael Smith (performing as Baby Ikki.)
}
The work’s adoption of a technological apparatus synonymous with advertising —  
put to work within the art museum — echoes elements of The End and Square 

Times. Multilayered editing, and interference patterns run across urban space and 
WKH�UHLƂHG�JHRPHWULHV�RI�PRGHUQLVP�FUHDWH�DQ�RSWLFDOO\�DQG�SV\FKLFDOO\�IUHQHWLF�
experience — a “time machine creating different attention spans and multiple 
perceptions of time.”


