




詹妮弗 · 韦斯特：跨越时间与媒介

҉̭ͧѺͨ㺮以⼨ߕ影像Გ݈҉的㞧ᱜუ，㾦໛ᑄ·韦斯特䖭䄤㻯фᄦԎᖜᬣА̸྿ϸ的

็अᕔ᣽ܧ䉕⪾。韦斯特ܧ⩌λ �� ̓㏗中᱌，᜽䪬λ὎᠌技ᱜ（胶片以及印ݤ摄影）ा᪝

ႄ技ᱜ（⊵䉦㏔摄影）䓴⍎的ᎡА，目ݺ㐆䗐些在᪝ႄࡃᬣАܧ⩌的Ꭱ䒨ϧᢵ䄫。຦䕇䓴

㜗ጞ的影片、㷲㒛、㶕⑁、䃟Ꮤ以及҉ۆϸڒϧЙᄦλ记ᒂᕔఫ像的䃑ⴒ、⤳㼐以及使用

䓴⼸，ᣏ䃕ڣ᪡Ҁ䃑ⴒ、ᓰ⤳以及჎㒻अࡃ的ฺᱯᕔ。“᪐౧γॄ，⩢影喤”҉ͧ韦斯特

在中ప的仃͗㒻ᱜ亳ᆂ㻵，ⅴ䯳γ຦็ٰࡃ的㞧ᱜ჋䌢，ᬏᰶ使用⋟Ҁ、痕迹ぶ็种ٰ㉍

́㼓ᙌᑧ◵的҉৮，Όᰶᄦ胶片和ఋᓳ䔈㵹ᕊ㔰的䓾҉。

ᆂ㻵的䷅目“᪐౧γॄ，⩢影喤”ͺⰸѩͻⰡᠴ特Ⴧ的྿ϸ，ѳ᪡͗ᆂ㻵的ᵥᓰ᝭ॵ⣝的

➖᭜韦斯特的䌕ϸᕊ㔰。຦ᄳ胶片̻ᒂ像ι者的特䉕㲺व在̭䊤，以ᣏ䃕ᱽ料ᝃ㵹ͧ的ࢡ

⤳ᆋᕔ᭜ຯ҂㷘转ᢏݝ᪝ႄ空䬡的䬛䷅。຦的݈҉᫦ᐼ̻㞧ᱜუ、྿ϸ⤳䃧უ黑特·टᓤ

㕣ᅁ᝭᣽ܧ的“౼ఫ像”⤳䃧ᐯᰟहጒ。टᓤ㕣ᅁ在㦄ऺ的Ȩͧ౼ఫ像䓖៑ȩ̭᪴中，分

Ჽγ὎᠌ఫ像在᪝ႄัࡃ⤳和э᧚的䓴⼸中᝭ϔ⩌的̺可䶱≸的ᗲۢ。“౼ఫ像㷘上э、

̸䒪、分Ϙ、䛺᫝ᵩᐼࡃ、䛺᫝㑃䒾。这种䓴⼸ᄳఫ像的䉕䛼转अͧ可䃬䬛ᕔ，ᄳᆂ⹧Ф

թ转अͧ㛉᠉Фթ，ᄳ⩢影转अͧ片⃢，ᄳ䲆㻯转अͧ⊵䖐。”1 �� ̓㏗݊，䮼Ɑٵ䨸ᕔ、

჋侹ᕔ⩢影㣤得㒻ᱜ亳的ڠ∕，以及各种⩢影ࡼч、⩢影㞯、⩢影制҉和ࢳटⵁ⾣ᱧᲱ的

݈⿸，ࣾᆂ̭ܧ种胶片ᠤ䉊᪴ࡃ，ႂ㗟γ̭А⩢影❞ສ者、䃱䃧უ以及⩢影ϧ。ᒀᬣ的⩢

影ϧᝃ䃱䃧უడ㐂ఫ像ぶ㏔Ჱᐧ各㜗的目标，गᰶ胶片ᠤ䉊ᩫ᭍᝺㷘䃑ͧ᭜ⱌₐ的㻯影Ҁ

侹。

韦斯特在፥䱿ጋ⿸႓䮏ᅞ䄨᱙⻾ᬣ，ᣒ㼓ݝ赛⦽⤋胶片摄影ᱧ，ѳᒀᬣ⇎ᰶޗ䒾䃫ิ。຦

在拍摄影片之后ᅞ使用胶转ⷮᱧÿÿ̭种ᄳ胶片转ᢏ᜽ᒂ像ፓ的ᱧகÿÿᲒ݈҉ᬖ᱌的҉

৮。ⰡݝϷ๖，在拍摄γ҆࡮ژ䘕影片之后，຦ӊ♣ԊᠮⱭ这种 %*Y 的ጒ҉ᔮᏓ。఍ͧ຦

的݈҉ᅞ᭜ᐧ⿸在྿ϸ转ࡃ的䬛䷅上，຦䃑ͧ㜗ጞ的݈҉̻䗐些⬡䔤λ赛⦽⤋胶片᩵᳉的

჋侹⩢影ϧ᭜᝗♣̺ह的。㮪♣टᓤ㕣ᅁᠴܧ౼ఫ像的䉐Ш㑧๞ᘼঠⱭႰЙ㘪์ᑂ䊤并э

᧚“色ᗲ和ռប”，ѳႰЙΌ᭜“䲋፥㻱Ԏᖜఋ䌜”的䛺㺮䘕分，这在ᒀϷ的ڕ⤰ᩬ⇨⅁

Ն̸᭫得ᅑͧ⾮ܧ。

䄥ຯ䓫៶·ќᖖ冺໳的Ȩ⻾技 � ⺋๴ຠӍअ䏘ȩ、㮯㮮ۉ౧的Ȩ྿ϸ⛰☔ȩ以及ࢄጹ·䰺ᅁ

特̻⤳ᴒᓤ·උ៶的Ȩࣺᑦȩぶᬖ᱌影像㞧ᱜ҉৮䘪在㞧ᱜუЙᐭ᠀ڕ᫝䶳ഌ的ᎡА中䄋

⩌ÿÿЃЙᦥ㉏Ɑຯ҂运用݇݇ᣒ㼓ݝ的Ӭᥧᐼᒂ像技ᱜᲒ䔈㵹݈҉，हᬣఋᏁⱭ（ᝃ者

ᑂ用㞧ᱜट႓უ๔࢘·㏓⦌ᱻ特的ऺͧ“ࣺ亵”的हऺ㦄҉）ͨ≮྿Ҁ。

䮼Ɑ⍍道的෋。߈ߕ㻳㑾㐉及ᰶ㏬⩢㻳Გ䔈㵹⠙⿸྿Ҁэ᧚᭜ᒂ像㞧ᱜ݈҉的⩢ڞڙ用ݖ

。ߍ的྿Ҁ⍍道䯳ఏΌ在෋ڠथ和ಱ᫚Ю͇Ⱕڙᄾ᪝̻ᣔ㗎，ߍ

韦斯特在 �99� ᎡА㒻ప㺬ࡄ䘕的 %*Y ྿Ҁ运ߕ中㙞䷃㔹ܧ，ᒀᬣᰶф็的͗ϧ在䔈㵹ᒂ

䴠ፓ、ᒂ像ፓ的ᩫ᭍̻э᧚。䮑γՌ䞡这̭ౝࡧ的䴠乐̻㞧ᱜ运ߕ之ใ，຦ΌЮఫកⵡڣ

中的͇̀෮ಿ。ϻ䗐ᬣՆᐭ໸Ⱑ㜠Ϸᬒ，຦的ⵁ⾣项目ᕨч⊶及ڞहव҉的䘕分ÿÿ䖭䄤

࣯̻者用胶片Გ㶕⑁ᝃ者ᄦڣ䔈㵹᎟䶱。ᬖ᱌的व҉჋侹中，韦斯特在ڣЃ的㞧ᱜუ、უ

ϧ（ᒵ็Ό᭜㞧ᱜუ）和᰸ࣸ的፛̸ߖᄦ胶片䔈㵹㙹制、ߍጒ，ᝃ者使用胶片䔈㵹㶕⑁，

之后再ិᱽ料转᜽ᒂ像。ₐຯ韦斯特᝭㼭，“᜾ጹ᱈᜽ͧ䗐种ϸλ㞧ᱜ、胶片以及⩢影之

䬡的ᶒᶮ，转अᄦ这些྿ϸ的制҉̻䃑ⴒ。℁ຯ，由̭㓑㞧ᱜუ㏱᜽的Ă拍摄ఏ䭌ăч㝁

ᢶ �� 毫米胶片上的᳉䚞，♣后用䩑ၽᄦႰ䔈㵹᪟ក。᜾ᘠᅪߋ∂在胶片上⪆̸㜗ጞ的印记，

用ႰᲒ㶕䓫，ࣺ᭍Ⴐ̻̓⩹、̻䗐͗ϸλ㞧ᱜ和影像之䬡的䶳ഌ的ڠ㈨。”

 “᪐౧γॄ，⩢影喤”中䔶䭵的影片㶕⣝γ韦斯特᭜ຯ҂䕇䓴各种ắᔢ上Ⱕڠ的➖䉕和㵹

ͧᄦ࣌໸的赛⦽⤋胶片䔈㵹ั⤳，Გ᠒៞胶片的➖⤳ᆋᕔ的。຦用᣼䔝ᕔ的҉৮标䷅ͧ㻯

фЙγ㼐这些胶片᝭经ࢳ的̺हั⤳䓴⼸᣽ӈγ㏬㉏，℁ຯ ���� Ꭱ的҉৮Ȩ叻ᬻ 冲⊗ Ო

��）␖⊤჊ݖ 毫米负片经冲⊗板䕍ಸጒڤក⸕后，㲺上 4FY 8BY 牌滑板㱎喠再用⩉⩉వ、

䨹៑㗑㚼、$VFSvoࡃ⅔ 牌哆㜹ڝ䙿、䭟᭿䱉、ࣹ⅔Ⅱ、5FDBUF 牌啤䙿、⇆ၽ和♓油䔈㵹

喷洒、␡∕、∩⎲、喷⊯、搓揉，之后用凕冩➆咬䔈㵹ݛ擦喠胶片在⊤⊗␯⊛的䓴⼸中，

由⊤⊗̻̭ग⊤䆦䔈㵹γ㑃䒾ั⤳。冲⊗㶕⑁由Ⴖ䔗·Җ䛹、⣈ࢎ៶·摩ᅁ、阿ڝཉ·摩ᅁ、

᝻ٸ·摩ᅁ和㏓㔝ᅩ·叓ܜᖖႹ᜽喠彼得·韦斯特拍摄喠⣈ͪχ·ܴፂᅩ、Ⴖ䔗·Җ䛹及

㾦໛ᑄ·韦斯特ᄦ负片䔈㵹ក⸕）ȩ。这些ٰ㉍ᩦअγ胶片的ᕔ䉕，在⃼̭ᵩ䪉๡上݈䕍

Ꭰ特䛹χ的䷻ᮜⰥ᭍᜽䋐。䮼Ɑ冲ࢎጋߍ色ᒖᬻϛ的ఫᵵ̻᲎㏦。⍖ᯃ的色䄰̻拍摄ౝܧ

⊗者Й㖇䯳ݝᒀౝᰭ受⁏䓻的Ოݖ჊⊤␖上冲⊗，᜾Й可以在这У҉৮中̭⿒这͗ᄼ䩴的

䷻ౌϧᗲ。

Ȩ滑雪 满月 黑色⩢影ȩ（���� Ꭱ）这У҉৮݆ᄳᙌᕔ、➖⤳̻Ꭺ吅व̭ͧҀ。韦斯特仃

在⻾㒄៶็ጋ的阿斯彭雪山上拍摄月ϛ喠冲≄Ꮒ片之后，຦䃖⣖雪ౝ滑板的ϧ用滑雪板ٵ

在上䲏㜗由ࣾᡒ，并́在胶片上∩洒健怡可乐̻威士忌。韦斯特ᕨ᭜чិ⣖ϧЙᄦ“ౝ◦”

的ݨ板印䆎，并ᄳౝ◦̻健怡可乐、威士忌以及滑板的痕迹҉ࡗ๤᝭ᕊ的㐀व，Გ䄰Ұ“雪

中下ϧЙ”（ڕ㕹䲋㕹͇滑雪者ᝃ者᭜ڣЃ滑雪❞ສ者）็ͪࡻ༬的⩌≨。这些影片Ό᭜

韦斯特㜗ຯ运用㜗ጞᄦλ㞧ᱜट̻⩢影ट的͝ჹⴒ䃳和☚ᗲͧ这些౧ౝ݈҉的㗃像。Ȩ㫝

㶐㡶之䰫喔∏≈ٸ �ȩ（���9 Ꭱ）ᄳ这些ࢳट̻ⅶ斯·ཉ⽳斯的㏗ᒂ片ȨᲝٸ䔷·∏≈ٸ

5�ȩ㖁㈨䊤Გ，这䘕影片̺ϲ㷘䃑ͧ᭜ᰭ䛺㺮的㞧ᱜუ㻳㻶㗃像҉৮之̭，㔹́Ό᭜ᄳ∏

ౝ⩌ܧ的ٸ≈∏）的̭䘕影像。韦斯特使用喷␳、ᠴ⩟油以及ᰩ䭭㒄ࡃ㞧ᱜ݈҉э๴ٸ≈

ᔭӱᬻጋ⻾䔗䩴的̭种࣌ϔḺ➖）㇫油，在ᣏ䃕⩤ᕔٰ㉍的हᬣ，ΌाӰ使∏≈ٸ䊝ा⺋

䄊的䊤⎽θ迹㜡᪙。

使用 �� 毫米胶片拍摄的Ȩ盐ᮣҀ 㳧᫸ᒏ䭟∏൑ ₨⊤ ρᎡȩ（���3 Ꭱ）᭜̭͗㕄ᬣ็Ꭱ

黑特·टᓤ㕣ᅁ，“ͧ౼ఫ像䓖៑”，Ȩᅼᎂ的ᐯㆨȩ，᳼᳄喟斯␂ќᵩܧ❵⹫，���� Ꭱ， す 3� 䶢。 1 㾦໛ᑄ·韦斯特，“᪐౧γॄ，⩢影喤”ᆂ㻵䃬䄵᪴ႄ，���� Ꭱ � 月 �3 ᬒ䕇䓴䗛Уࣾ㐆҉者。2
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的项目。胶片㷘ᩫ在㷲ᰶᲒ㜗₨⊤的盐Ⅱ的ᶣ中浸泡，♣后㷘ፓݝ㒄ќ特·टჳḛλ �9��

Ꭱ在⟦Ѓጋ๔盐⎃݈҉的㦄ऺ的๔ౝ㞧ᱜ҉৮Ȩ㳧᫸ᒏ䭟∏൑ȩ。̻຦ڣЃ的胶片҉৮̭

ᵤ，盐ᮣҀ在赛⦽⤋胶片上⪆̸的痕迹㷘̭ፔ̭ፔ䔈㵹᪝⴮转ᢏ，ϻ㔹ϔ⩌γ̭种ᄦλᱽ

料ᣒ㼓的⼨ߕម᣼以及̭种྿ϸԊႅ的᫦ᐼ。a ຯ韦斯特᝭䄡，“这᭜̭种̻ф̺ह的᫦ᐼ，

使ᬣ䬡可以在胶片上᭫⣝，៪䆎的ᬣ䬡经䓴盐、−和㙽㮭的䓴⼸，̭ፔ̭ፔౝ㷘᝸ጒ转ᢏ

ͧ᪝ႄ影像ÿÿ᱙䉕上Გ䄡ᅞ᭜҉̭ͧ种记ᒂۨ㐀γ᪝ႄࡃ䓴⼸中的⃼̭ⳙ䬡。”3 韦斯特

在ᬖ᱌႓΍影像制҉的ᬣՆᅞᐭ໸使用胶转ⷮᱧ技ᱜᲒٲ分݈҉຦的͗ϧ项目，这种ั⤳

᫦ᐼΌ᜽ͧγ转̻ࡃ转䃾的䄄ᘼ᝭ᵃ䏘的空䬡。

在这͗可以㖳ᘼ分Ϙ྿Ҁ的ᎡА，≮㵹⩢影和ᄼф⩢影的片⃢㷘Ꭼ∈ౝ再⁎э᧚，韦斯特

Ό在以᜾Йᄦλ⩢影的Ҁ侹̻分Ϙ的᫦ᐼ㶎䛼，ᕊ㔰㜗ጞ的⩌≨（以及ᬍ᪝ڣЃ㻯ф的⩌

≨）。䕇䓴ੑ䊤㜗ጞ͗ϧ的记ᓳᆂᐭ᳽种྿ϸ㔰ऑ，຦̭Ⱑ在用“౼ఫ像”䔈㵹჋侹，䕇

䓴种ၽ和 YoV5VCF ̸䒪Გ䔈ڒ㜗ጞ的“⩢影记ᓳ”。Ȩ⩢影 标䷅ 䄄ȩ᭜̭项ⵁ⾣⩢影记

ᓳ᱙䉕的项目，᳽种⼸Ꮣ上受ड़ࣾλ㠞ప㞧ᱜუ㐡็ٸ·ጰᅁ≒᝭᧝ۆ的ڠλ㷘䨚记的⩢

影的㦄҉，ₑ᪴᜽ᒏλЃᄦ㺬ᵩ㧆ᓤ·ᑄ≈зᓤ及㒄ڝ·ጡ特⤳䃧的䬲䄨。“⩢影在记ᓳ

中的䌊⻨䊷䖒䔉，आθ的͟㖁҉用ᅞ䊷Ძ᪐。ᗲ㞯䶧Ꮌ㷘ក᫚。ᩜ ⻨ⵡⶻ的片⃢㷘䛺᫝㏱व，

᫚᫚㐚㐚ౝ⾬᣿λ记ᓳ的⑖⋎中喟䗐䛹ᰶڠλڣЃ⩢影的记ᓳ，Όᰶ⣝჋θУ⪆̸的ఋᓳ。”

韦斯特ᄳ㶕⑁、҉ۆ、䃟Ꮤ、⩢影以及㷲㒛中㣤得的㉍ᱽ运用ڣ中，在჋侹⩢影̻͗ϧ记

ᒂ之䬡㜗ຯ转ᢏ，຦分Ϙ㐆᜾Й̭䘕ओㆨ的⩢影ࣾ☔ࣸ的ᬒ记ÿÿᬏᰶጰ冮斯·Ꮴ㏠的Ȩ̭

䘕⩢影ȩ，ΌͧȨ㵏㯸᥋ᕗ⻭ 3%ȩⱭ䔤。这䘕影片᭜韦斯特使用 35 毫米䪉๡拍摄的⩢㘾

᝗ᅼ的㻳䶾片⃢व䯳。在ⰸݝ㠦᳉ぁ记᱙⩢㘾的᪝⴮␇᭫ߕ⹧的हᬣ，᜾Й䔅可以Ҁ侹ݝ

㷘᝸ጒܿё、⾬ݧ以及上色后的胶片ៃߕ的䉕ᙌ。影片中᝸⩢み的ٶ照ᄱⱭ̭䔋͟、上百

䘕⩢影的标䷅，这种౧ᮜ使ϧᘠ䊤（ᄦλ䗐些Ꭱ䪬ݝ䋠以记得在⩢影䮏ⰸ⩢影的ϧᲒ䄡）

㵹̺ͧᒀᝃ᭜កឝЃϧ㔹㷘ノ⤳অࣾ⣝ᬣ，Ѓᕨч用᝸⩢み䔈㵹᣽䚿。᝸⩢み䔅䮽૨Ɑ̭

种印すႶ㏠·⥩斯ᐼ的ᣏ䮖，ᡃᣅ⌞೸λ⣝Аᘼ䃳Ꮜ෌之中䮽㫼Ɑ的ᄦλ胶片的⟯☚。韦

斯特使用➖䉕痕迹Გ记ᒂ㜗ጞᄦ̻特Ⴧ౧᝭、特Ⴧᬣ䬡以及͗Ҁڠ㈨的ែڒ，这̺ϲҀ⣝

在㻳㻶ᅯ䲏上，Ό㶕⣝在ख़㻶上。຦在影片的㗹ᮜ中ᡗ用并ऍߍγڣЃ⩢影的䴠䒕片⃢，

ᰶ⣈䯲·合ѓ、Ⴖᓤ◵·ඁ可๘斯ധ、ᵩ䰤ᵩ·阿៶ധ的҉৮，Όᰶ䄥ຯȨ哆ζ㭻᫄ȩ、Ȩ⋟

ᔮ的๖空ȩぶ⁎᪴ࡃ经ڥ⩢影的片⃢。韦斯特⌤व胶片̻ᒂ像的݈҉᭜ᄦᆂ㻵标䷅“᪐౧

γॄ，⩢影喤”的ᰭҠఋᏁ，఍ͧႰЙ៿㐊这种䃑ͧ྿ϸጟ经₨ώᝃ者䓴ᬣ的䄡∂，Ⱕࣺ，

ႰЙ的目的在λ̺᫚挑战并䛺᫝ჇͶϻ胶片ݝ℁特≮ぶ᝭ᰶ̭ܴ的჋侹ᕔ䓦⩹。

3
4

ह上。
㐡็ٸ·ጰᅁ≒，Ȩ㷘䨚记的⩢影ȩ，ѓ᪓喟㣞ٸ䔷ఫΓܧ❵⹫，���� Ꭱ，す �� 㜠 �� 䶢。
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As an artist who works predominantly with the moving image, Jennifer West challenges 
the spectator to question the mercurial nature of media in the information age. Born in 
the middle of 20th century, with a childhood and adolescence that spanned the transition 
from analogue (film and print photography) to digital (consumer grade video), and now 
teaching a generation of digital natives, West uses her films, installations, performance, 
lectures, and writing to engage with the complexities of the total cognitive, psychic, 
and aesthetic shift in our understanding, perception, and uses of the recorded image. 
“Is Film Over?”, West’s first museum exhibition in China, draws from a diverse range of 
approaches in her artistic practice, from her intensely haptic works that involve fluids and 
stains of all sorts, to her more recent ruminations on film and memory. 

The title “Is Film Over?” may at first seem a clarion call for medium specificity, but the 
spirit of the exhibition is representative of West’s cross-platform thinking. West merges the 
distinct qualities of film and video to explore how the physicality of materials or actions is 
transferred into digital space. Her approach is aligned with artist and media theorist Hito 
Steyerl’s notions of the “poor image.” In Steyerl’s influential essay, “In Defense of the Poor 
Image”, she examines the unpredictable conditions produced by the ability to digitize 
and circulate from analog to digital. “The poor image has been uploaded, downloaded, 
shared, reformatted, and reedited. It transforms quality into accessibility, exhibition 
value into cult value, films into clips, contemplation into distraction.”  In the early 20th 

century, as avant-garde and experimental cinema garnered attention in museums 
and through the establishment of cinema societies, film festivals, and film production 
and history departments, a culture developed around film prints; one that spawned 
generations of film lovers, critics, and filmmakers. The orientation of the filmmaker or 
critic was structured around a hierarchy of images, the film print considered the authentic 
experience of film viewing.

During West’s undergraduate studies at The Evergreen State College, she had access 
to celluloid film cameras but not to film editing equipment. West shot film and then used 
a Telecine – a machine used to transfer film to video – to produce her earliest projects. 

To this day, after producing more than eighty films, she continues to draw from this do-it-
yourself ethos. Because her practice was established around issues of media interfacing, 
she sees her practice set apart from experimental filmmakers who tend to fetishize or 
reify the status of celluloid film. Although Steyerl notes the ways that poor images’ lack 
of accountability means that they can draw from and propagate “porn and paranoia,” 
they are also an essential part of a “non-conformist information circuit,” especially in our 
current global political climate.

Early examples of video art such as Dara Birnbaum’s Technology/Transformation Wonder 
Women, Ant Farm’s Media Burn, and Nancy Holt and Richard Serra’s Boomerang were 
made at a time when artists were forging a new territory – establishing what could be 
done with the portable video technologies just becoming accessible to them, and talking 
back (or providing “feedback,” citing art historian David Joselit’s eponymous book) to 
mainstream media. The driving ethos of video art was using public television networks 
and cable access to circulate alternative media. As the number of channels expanded 
so too did the conglomeration of media channels connected to a handful of parent 
corporations and monopolies. 

West came out of DIY media scenes in the Pacific Northwest in the 1990s, where a 
robust community of individuals screened and circulated audio and videotapes. In 
drawing from the music and art movements of the region, she also wanted to break down 
a hierarchy of expertise. Her projects from that time and up to the present still involve 
collective engagement, inviting participants to perform with or intervene on the filmstrip. 
West’s early synesthetic experiments involved marinating, treating, and performing with 
film stocks before transferring the materials to video with the help of other artists, family 
(many of whom are also artists), and friends. As West describes it, “I want to be that 
bridge that’s somewhere between art and film and movies, flipping the production and 
reception of these mediums around. A group of artists licking jam off 70mm film and 
sledgehammering it is the ‘film crew’ for example. I’ve invested in all the ways in which I 
can make commentary through it, with it and reflect upon its relation to the world and to 
that place between art and film.”

The selection of films that introduce “Is Film Over?” show how West embraces the 
physicality of film by manipulating the original celluloid with various conceptually relevant 
substances and actions. Her descriptive titles key in the viewer to the different processes 
the film undergoes, such as in the 2011 work, Dawn Surf Jellybowl Film (16mm film 
negative sanded with surfboard shaping tools, sex wax melted on, squirted, dripped, 
splashed, sprayed and rubbed with donuts, zinc oxide, cuervo, sunscreen, hydrogen 
peroxide, tecate, sand, tar, scraped with a shark's tooth, edits made by the surf and a 
seal while film floated in waves - surfing performed by Andy Perry, Makela Moore, Alanna 
Moore, Zach Moore, Johnny McCann - shot by Peter West  - film negative sanded by 

Jennifer West: Across Time and Through Media
  

Jennifer West, interview notes for “Is Film Over?”, shared with author via e-mail on February 13, 2017.
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Mariah Csepanyi, Andy Perry and Jwest). These elements alter the nature of the film, 
producing brightly colored splashes and stripes that flicker with each frame. The warm 
hues complement the Californian landscape of Carpinteria, which serves as the film’s 
setting. In the work, we get a glimpse into the culture of this town as riders gather to surf 
the Jellybowl, a favorite local spot.

Aspects of sensuality and physicality mix with humor in Shred the Gnar Full Moon Film 
Noir (2010). West first filmed the moon over Aspen, Colorado, and then after developing 
it, let snow boarders freestyle on it with their snowboards as well as spills of Diet Coke 
and whiskey. West often plays with stereotypes about place and the woozy pairing of 
Diet Coke, whiskey, and snowboard tracks, poking fun at the lush life of snowbirds (full 
time non-professional skiers or other snow enthusiasts). These films are also portraits of 
place, drawing freely from West’s knowledge and appreciation of the imbricated histories 
of art and film. Lavender Mist Film/Pollock Film 1 (2009) links these histories with its nod 
to the Hans Namuth documentary Jackson Pollock 51, a film that is considered to be one 
of the most important visual portraits of an artist but also one that contributed heavily to 
the mythologizing of Pollock’s practice. Applying spray paint, nail polish, and the liquid 
essence of Jimson Weed (a plant native to Pollock’s birthplace Cody, Wyoming), West 
simultaneously takes on the masculinity factor while paying homage to the origin stories 
that have propelled the myth-making of Pollock. 

Salt Crystals Spiral Jetty Dead Sea Five Year Film (2013), shot on 70mm film, was a 
project years in the making. The film was placed in buckets with salt water drawn from 
the Dead Sea and then taken to Spiral Jetty, Robert Smithson’s famous 1972 land art 
piece in the Utah’s Great Salt Lake. Like her other treated films, the material traces left 
by the salt crystals on the celluloid are digitally transferred frame by frame, creating a 
moving scan of the material encounter and a mode of media preservation. As West has 
suggested, “this is a different way of representing time on film, abstract time through salt, 
mud, and corrosion that has been hand-transferred to digital frame by frame – essentially 
freezing the moment of digitization as a recording.”3 The Telecine process that West 
began using early in her film production education as a means for her to fully produce 
her own projects becomes the space for a poetics of transfer and translation. 

In this wild moment of media sharing, where clips of films both popular and arcane 
recirculate broadly, West has also been contemplating her own life (and the lives of 
countless other spectators) as measured by the filmic experiences we have had and 
share. Conducting a sort of media archaeology through the summoning of her own 
memories, she has been experimenting with the “poor image,” accessing many of her 
“movie memories” through torrents and YouTube downloads. Film Title Poem is part of 
a larger project on the nature of film memory, drawing in part from British artist Victor 
Burgin’s writings on the remembered film much shaped by his readings of Sigmund 

Freud and Roland Barthes. “The more the film is distanced in memory, the more the 
binding effect of the narrative is loosened. The sequence breaks apart. The fragments go 
adrift and enter into new combinations, more or less transitory, in the eddies of memory: 
memories of other films, and memories of real events.”4

Moving with ease from experimental film to personal documentary with elements realized 
through performance, writing, lecture, film, and installation, West shares an idiosyncratic 
diary of an endlessly voracious cinephile who is as inspired by Bruce Conner’s A Movie 
as she is by Jackass 3D. The film is a compilation of clips of screenshots from her laptop 
shot with a 35mm camera. We see the digital scroll of the Apple Mac laptop while at 
the same time experience the quivering materiality of a film that has been scratched, 
prodded and colored by hand. A flashlight held on hundreds of film title sequences is 
a binding gesture that calls to mind (for those old enough to remember seeing films in 
a movie theater) the moments of getting discovered by an usher while engaged in illicit 
or disruptive behavior. The flashlight also suggests an Indiana Jones-style excavation 
of hidden film thrills buried deep in the ruins of modern consciousness. West’s use of 
material traces to register her involvement with specific sites, moments in time, and 
personal relationships works not only visually but aurally as she appropriates and layers 
snippets of film soundtracks, from the films of Maya Deren, Andrei Tarkovsky, Gregg 
Araki, as well as clips from cult classics like Enter the Dragon and Liquid Sky. West’s 
hybrid film and video projects are the best response to her exhibition’s title, "Is Film 
Over?", in that they refuse categories of dead or obsolete mediums, and instead defy and 
redefine the experiential limits of everything from the film strip to the bit torrent.

3
4

Ibid.
Victor Burgin, The Remembered Film, London: Reaktion Books, 2004, pp. 67-68.

07 08



叻ᬻ 冲⊗ Ოݖ჊⊤␖（�� 毫米负片经冲⊗板䕍ಸጒڤក⸕后，㲺上 4FY 8BY 牌滑板㱎喠
再用⩉⩉వ、⅔ࡃ䨹៑㗑㚼、$VFSvo 牌哆㜹ڝ䙿、䭟᭿䱉、ࣹ⅔Ⅱ、5FDBUF 牌啤䙿、⇆ၽ
和♓油䔈㵹喷洒、␡∕、∩⎲、喷⊯、搓揉，之后用凕冩➆咬䔈㵹ݛ擦喠胶片在⊤⊗␯⊛的
䓴⼸中，由⊤⊗̻̭ग⊤䆦䔈㵹γ㑃䒾ั⤳。冲⊗㶕⑁由Ⴖ䔗·Җ䛹、⣈ࢎ៶·摩ᅁ、阿ڝ
ཉ·摩ᅁ、᝻ٸ·摩ᅁ和㏓㔝ᅩ·叓ܜᖖႹ᜽喠彼得·韦斯特拍摄喠⣈ͪχ·ܴፂᅩ、Ⴖ䔗·Җ
䛹及㾦໛ᑄ·韦斯特ᄦ负片䔈㵹ក⸕）
Dawn Surf Jellybowl Film (16mm film negative sanded with surfboard shaping tools, sex wax 
melted on, squirted, dripped, splashed, sprayed and rubbed with donuts, zinc oxide, cuervo, 
sunscreen, hydrogen peroxide, tecate, sand, tar, scraped with a shark's tooth, edits made 
by the surf and a seal while film floated in waves- surfing performed by Andy Perry, Makela 
Moore, Alanna Moore, Zach Moore, Johnny McCann - shot by Peter West - film negative 
sanded by Mariah Csepanyi, Andy Perry and Jwest)

�� 毫米负片转制高清影像，� 分 �5 秒 
16mm film negative transferred to high-definition, 8 minutes 15 seconds

2011

ĩȨ叻ᬻ 冲⊗ Ოݖ჊⊤␖ȩ胶片
Filmstrip: Dawn Surf Jellybowl Film
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Ȩ叻ᬻ 冲⊗ Ოݖ჊⊤␖ȩ 制҉䓴⼸记ᒂ照片
 Production Stills: Dawn Surf Jellybowl Film

⣈ͪχ·ܴፂᅩ拍摄
Photos by Mariah Csepanyi
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㫝㶐㡶之䰫 � ��）� ٸ≈∏ 毫米空胶片上用ᰩ䭭㒄及઴च㟞揉搓，用ᠴ⩟油喷⊯、␡∕、∩洒，再喷上
㫝㶐㡶ঠ的空⅁ۭࡃ剂）
Lavender Mist Film/Pollock Film 1 (70mm film leader rubbed with Jimson Weed, Trumpet flowers, 
spraypainted, dripped and splattered with nail polish, sprayed with lavender mist air freshener)

�� 毫米胶片转制᪝ႄ影像，�� 秒
70mm film transferred to digital video, 46 seconds

2009

īȨ㫝㶐㡶之䰫 � �ȩ制҉䓴⼸记ᒂ照片 ٸ≈∏
Production Still: Lavendar Mist Film/ Pollock Film 1

㟙 • 韦斯特拍摄
Photo by Finn West
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҆ᓤ㔭㒻ᱜ亳喟���3 Ꭱጓठҍ在ፂ㥕䔗㏠ጯ㞧ᱜ中ᓰ䃫䃎႓䮏႓΍ᬣ，制҉γす̭䘕胶片⩢影，ᒀᬣ

ҍ᭜ᔻ͵ᘠݝ㺮用这种᫦ᐼᲒ制҉影片的এ喤

㾦໛ᑄ·韦斯特喟᜾的۝マ䛹ᰫᰶ̭些Ԋႅγ็࡮Ꭱ的 �� 毫米㔮胶ࢤ，ႰЙ䓄转各͗೻ጯ，ࢳ经⩌≨中

的➖⤳䓴⼸㔹ጟ经㔮ࡃ。λ᭜᜾ិႰЙᠬࡄݝສ㣞ಋᒀౝ的 'oUoLFN 影像ጒ҉ბᷭᴒႰЙ᭜̺᭜ⱌ的

ጟ经ᄬ㏵ₐᄊγ。᜾和ڣЃ⩢影制҉ϧ的ᘠ∂ₐⰥࣺÿÿ᜾ᖝᖝጹ᱈这些胶片在这些Ꭱ㷘ᠬ䔈ᠬ۝ܧマ

的⑘䪬䓴⼸中ጟ经ࣾ⩌γᩦअ。ᒀᬣ᜾ₐ在ᅊ䄂使用̺हᄨ፥的჋➖ᱽ料，以ఏҀव҉的ᒏᐼᲒ制҉影

像和㻳䶾。

ᰶສ͗܍月ᬣ䬡，᜾䘪在ጒ҉ბෆ上䉡γ̭ᑍ㉏ᑂࢎ，上䲏ۆⱭ喟“̭ࢤ �� 毫米的胶片，ጟ经ᩫ在۝マ

䛹็࡮Ꭱγ。”᜾在影像ጒ҉ბั⤳负片，⇎ᰶᄳڣᰊٶᝃ用Გ拍Ш҂͉㺬，㔹᭜ⰡᣒិႰܴ᜽܍䘕分。

之后᜾䄤̭些᰸ࣸ，๔䘕分᭜㞧ᱜუ、҉უᝃ᭜უϧ，᣽ӈ“㙹料”Გ㙹制ЃЙ䗐䘕分胶片，᜾㜗ጞΌ

ч㙹制㜗ጞ的䘕分。这些胶片ᅞ㷘ᩫ在这些“㙹料”䛹浸泡γ͗܍月ÿÿڣ中࠲᠙㞧ᱜუश໳·㗃的ᅬ

⋟（负片经ڣ㙽㮭后ॵ⣝̺ܧ可ᕊ䃛的ఫᵵ）和ڣЃ用䄥ຯ浴盐、ᠴ⩟㟞染料、↪油、染ࣾ剂、㦎㤱䙿、

丌➖、ᠴ⩟油ぶև᜽的⌤व➖。

᜾㟞γ̭Ꭱᬣ䬡用͑种᫦∂ั⤳γ这㏱胶片，ႰЙᓲ䶨和ঠ㻶、㼓㻶䔅ᰶ૲㻶㵺⩌ܧ的᪴ڠࡃ㈨ᰶڠ。

ϻ䗐ᬣ䊤，᜾用这种᫦∂制҉γ �3 䘕影片，ڣ中࠲क़γ各种ㆨಸ和㈨݄，℁ຯ䃥็䴠乐⩢影、丌➖⩢影、

䄚㼭 � ᪴ႄ⩢影，䔅ᰶ在ߍጋক䓦᝭拍摄的ᒀౝࣺ㏗ᔢⶾᐧま的⩢影。᜾ᄦ这种ั⤳᫦∂㗹后的⻾႓ᕔ

̭◦䘪̺ᙌڡ䋐，᜾गᘠ䃖㻯фࣨ䬲䄨影片的标䷅，㻯ⰸ影片᱙䏘并́ᕊ㔰喟“这些胶片上䯫道ᰶ㒻Ͱ⏸、

ក▘ᱧ油、♓油和润㗑Π喤”

᜾制҉㜗ጞ的す̭䘕影片᭜在 �� ᆮ的ᬣՆ，ᒀᬣ᜾䔅在ࡻⰈ䶬ຒ᳄ࡦχ的፥䱿ጋ⿸႓䮏这᝭ᄼಸ᪴⤳႓

䮏䄨Γ。᜾Й在䗐䛹拍摄胶片⩢影，఍ͧ䗐᭜制҉⼨ߕ影像ᰭღᭀ的ᒏᐼ，㔹́᜾Й႓ᵎᰶ̭झ䃫ิ，

可以ិ胶片转᜽ᒂ像记ᒂ。䗐ᬣ䊤，᜾ᅞᐭ໸使用“胶转ⷮ”的᫦∂և片ၽ。⣝在᜾㻶得这种᫦∂᭜在

➖⤳ᕔౝᄳ▝ᅅ、↎೏、⴯⵫、ᅬ⋟ぶᄩݝڒ᪝ႄ高清ᅼᎂ䛹ÿÿ̓⩹上的各种ᱽ料、➖䉕和≨ߕ䘪㘪

์⾬䓴ⰸѩڒ̺᳗ܭ的ᅼᎂ⍄䔼ݝ这͗᪝ႄ㢔ᎂ空䬡中。在Ⴙ᜽す̭䘕胶片⩢影后，᜾ᐭ໸हᬣั⤳䃥

็胶片Გ制҉㈨݄҉৮ÿÿ̭些胶片㷘ᩫ在⇠䛹，̭些在ბใ᮫᎟，̭些泡在Ⅱᶣ䛹。䦵ᄦ特Ⴧ的ͨ䷅

和̺ह的㞧ᱜᒏᐼ、制҉䓴⼸以及჋侹拍摄，᜾ч使用特₷的ั⤳᫦∂，℁ຯិ胶片㇅在㒖ጰ上，ᒭ上⎲Ⅱ喠

ᝃ者ិႰЙᠯ在〦〬上，ᒭ̸␡Ⅱ喠ࣵᝃ者Ⱑᣒ在上䲏ۆႄぶぶ。䮼Ɑ项目的ࣾᆂ，᜾ᐭ໸用⩌胶片䔈

㵹䄂侹，Ⱑᣒ在胶片片๡（空胶片）上ั⤳，以特Ⴧ的៪䆎᫦ᐼᲒ拍摄ఫ像。

䓴ࣨ的࡮܍Ꭱ䛹，⻾技䓲⡈ࣾᆂ。ҍͧϭ͵ӊᬔ䔶᠖“胶片”҉݈ͧ҉的ͨ㺮ᱽ料এ喤这ᄦλҍᰶϭ͵

ᘼͶ喤

ᒀ᜾ ���� Ꭱጓठᐭ໸这͗项目ᬣ，ₐ䊣上䃥็Ꭱ䒨㞧ᱜუ竞Ⱕᄦ照片和影像䔈㵹ั⤳჋䌢的☚⒛。这

可㘪᭜὎᠌胶片“ᰭ后的₸ૅ”，఍ͧ̓⩹ₐ䔽⌽ₒڒ᪝ႄั⤳的ᬣА。䓴ࣨ܍Ꭱ，᜾̭Ⱑ在ᕊ㔰这种

转अ。㜗ϻ ���3 Ꭱ᜾す̭⁎在⩢影䮏㻮ݝ὎᠌胶片ᩫ᭍ा᪝ႄᩫ᭍ࣾ⩌的转अ，这种转अ᝭ፓᲒ的影

৺㐆᪡͗㒻ప⩢影胶片ጒ҉ბፓᲒγ̭䔋͟䔋䨮ࣺᏁ。以ݺ，㒻ప和⁔≟的๔䘕分ౝ᫦೻ጯ，冲印Ꮔ䮼

ั可㻮，⣝在܍ͻ㻮̺ݝγ。ࢠ使在⩢影制䕍͇的中ᓰ≈ᱶⴣ，Όग̸̭ޖუ๔ಸ胶片影像ጒ҉ბ。㏪

㏓和ѓ᪓的ᒵ็ጒ҉ბ䘪Ⱕ㐔Կ䬚γ，ᴜ䓫Όⵡϔγ。这ᄦ᜾在各ౝ的ጒ҉伙伴ϔ⩌γޔ◵冲击，᜾Ό

ᓲ䶨ᐭ໸䛺᫝჎㻳㜗ጞ的㞧ᱜუ䏘Ъ并ᕊ㔰㜗ጞݝᏂᘠ㺮㶕䓫ϭ͵。

ϻ䗐以后，᜾ᐭ໸在䰂ൾ㷲㒛䛹使用胶片，并䄂Ɑ݈䕍̭种ᄳ὎᠌胶片转ᢏ᜽᪝ႄ影像的᫝ᒏᐼÿÿ这

种᫦∂ᄳᱽ料和赛⦽⤋胶片的使用䲏ा᱗Გ㔹̺᭜↶⍻λᄦ䓴ࣨ的ᔭᬔ。胶片ᐭ໸अ得͇̀，⩇㜠㇫㜡

䊤Გ，这种अࡃᄦ҉ͧ㞧ᱜუ́⌞受 %*Y ᕊ⒛影৺的᜾㔹㼭䲋፥䭹⩌。᜾ᰭ䓾在㺬䯲ఫ㒻ᱜ亳ᆂܧ的̭

У㷲㒛҉৮Ȩ胶片ጟ₨ććȩ，ᅞ运用γ̭种᫝的 %*Y 的᫦ᐼិ胶片转ᢏ᜽⼨ߕ影像ÿÿ㻯ф可以䊝䓾

̭ൢॵ⣝γ �� 毫米胶片的ෆ以䓾䌊⻨㻯ⰸ胶片上下⎲、击ក、᪴ႄ、ܴऐ、盐⌺、⏣ࡃ的痕迹以及䗐

些在高清᭫⹧க䛹ܧ⣝䓴的͉㺬。᜾ጹ᱈᜽ͧ䗐种ϸλ㞧ᱜ、胶片以及⩢影之䬡的ᶒᶮ，转अᄦ这些྿

ϸ的制҉̻䃑ⴒ。℁ຯ，由̭㓑㞧ᱜუ㏱᜽的Ă拍摄ఏ䭌ăч㝁ᢶ �� 毫米胶片上的᳉䚞，♣后用䩑ၽ

ᄦႰ䔈㵹᪟ក。᜾ᘠᅪߋ∂在胶片上⪆̸㜗ጞ的印记，用ႰᲒ㶕䓫，ࣺ᭍Ⴐ̻̓⩹、̻䗐͗ϸλ㞧ᱜ和

影像之䬡的䶳ഌ的ڠ㈨。

ҍᰫ᣽ݝ㜗ጞ的̭䘕分⩢影᭜以⊲Ự乐䭌、ᯡຠ乐䭌和命᳼᳄下㝴乐䭌的⁹ᰟᲒপऺ的，ѳ᭜这⁎ᆂ㻵

中的๔䘕分影片ᝃ҉৮ࢡ᭜ᬍฝ的，可以䄵䄵ҍ᭜ᔻᵤ⩹Ⴧ䴠乐和ҍ҉৮之䬡的ڠ㈨的喤

᜾ϻ以ݝݺ⣝在̭Ⱑ䘪ᒵ☚❞䴠乐。᜾Გ㜗๗Ꭰ∸㺬ࡄ䘕ౝࡧ（ࡻⰈ䶬ጋ的㺬䯲ఫ和ຒ᳄ࡦχ），䗐䛹

᭜ᯡຠ运ߕ和ರ౫ᥴ␇的䄋⩌ౝ，%*Y ᕊ⒛和⠙⿸ܧ❵Ό᭜ᒀౝχ᪴ࡃ的䛺㺮㏱᜽䘕分。这ᅞ᭜᜾᜽䪬

的ᎡА，Ⱑ㜠Ϸ๖Ⴐӊ♣影৺Ɑ᜾ัθ的᫦ᐼ。ᒀ᜾ᐭ໸分Ჽ䴠乐中᣽ݝ的➖৮和丌➖ᬣ，᜾ᘼ䃳ݝႰ

Йࣺ᭍ᝃែᄱγ䴠乐̻ϧЙ的ڠ㈨及ڣ䊤⎽。℁ຯ䄡，ᯡຠ运ߕ的乐䭌䕇䓴㈃᳉᷿、㖶ᵯ䲏࠲、౐ຠ᳉

这ᵤ的⁹䃺ੑ䊤⩉丌䷻⒛，᭍ᄱγ຦Йᄳ“ᄾຠ䏘Ъ”转अ̭ͧ种“ຠᕔ߈䛼”和ຠᱰ的ฝᬻ。Ⱕࣺ，

⊲Ự乐䭌的⁹䃺䘪᭜ڠλ使䏘Ҁᢿ͉ܧ㺬的用剂，Ҁ⣝γ̭种㜗᜾ࢹᖣÿÿ℁ຯោ䚥药、∨药、␯⮪剂、

㪱㢤油（̭种用λൂ㗻的㡶药）ぶ。㔹命᳼᳄下㝴乐䭌፥用㯸ຣ亩、᳾ᾅ、㏏䙿、㟞ᱢ这些ٰ㉍，ࣺ᭍

γ �� ᎡА的⊗⑘ͨͶᕊᘠ。᜾㻶得影片中的运ߕ、㝋䍵和̭些៪䆎标ᔄᏁ䄒和䴠乐之䬡ᰶ̭种ڞ䕇ᙌ。

᝭ᰶ这些影片䘪在拍摄ϧЙ䌌Ɑ䴠乐㝋䍵的ᵤၽ，ᅪノ后᱌ᰶ̭些并⇎ᰶ用Ⱕᱧ䔈㵹拍摄，㔹᭜用浸泡

在⃺Π中的空胶片ᝃ᭜㷘“ᄾᎡ㇫⺋”牌Ҁ仆剂⊯⩨䓴的Ꮒ片Ⴙ᜽的。

⊲Ự乐䭌 ◩金ᱜ（�� 毫米黑⮪胶片浸泡在䨯⴬➖⍖⇶、㪱㢤㡣ڲ，≴上−，

浸在␯⮪剂、὞ᵰঠោ䚥药以及∨药ڲ，䌠䋰Ɑ的ϧ➖ͧ㟙·韦斯特以及㾦

໛ᑄ·韦斯特）

Nirvana Alchemy Film (16mm black & white film soaked in lithium mineral 
hot springs, pennyroyal tea, doused in mud, sopped in bleach, cherry 
antacid and laxatives - jumping by Finn West & Jwest)

�� 毫米胶片转制᪝ႄ影像，� 分 5� 秒

16mm film transferred to digital video,2 minutes 51 seconds

����
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散场了吗，电影？

——詹妮弗·韦斯特与余德耀美术馆邮件对谈
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ҍ在制҉影片ᬣຯ҂䔈㵹㉍ᱽ的䔶᠖喤胶片的ั⤳᫦ᐼ䘪᭜θٵႶᢿສ的䔅᭜制҉䓴⼸中㜗♣㔹♣ϔ⩌

的喤

᜾ч䰣䰣᪐᪐ౝ记ᒂ̭些ᘠ∂，ᰶᬣՆ᭜̭些ắᔢᝃͨ䷅，ᰶᬣՆग᭜᳽种ᱽ料ᝃ҉ߕ。ᰶᬣ，᜾чϻ

ᱽ料᱙䏘ࣾܧ，℁ຯȨԿ䔭 喷ᄱ 䚞料ȩ这䘕影片，ᒀᬣ᜾在Γ上䄨ݝ使㞧ᱜუЙⴒऺ的̭些ᆋλЃЙ㜗

ጞ的“А㶕ᕔᱽ料”，λ᭜᜾ᅞᘠݝγԊ㒄·叓ࢎ䩎和Ѓ的ጔ߈ٸ䚞。̭Ⱑ以Გ，᜾Ό在胶片上Ⱑᣒ使

用丌➖，λ᭜۠Ⴧ在᪡䘕影片中使用喷ᄱ的䚞料，这ч使ϧ㖁ᘠ䊤Ҁ⋟。䔅ᰶ些ᬣՆ，影片▢ᙌ⎽㜗᳽

͗ౝ◦。᜾чใࣨܧःᮜ拍摄（℁ຯȨ叻ᬻ 冲⊗ Ოݖ჊⊤␖ȩ䗐䘕⩢影），拍摄Ҁ侹以及̻拍摄Ⱕڠ的

ⵁ⾣ч影৺胶片ั⤳᝭使用的ᱽ料和᫦ᐼ。用空胶片ᝃႹ̺ڕ使用Ⱕᱧ拍摄Გ制҉的这些៪䆎影片䘪᭜

θٵ䃎ܿສ的，᜾ᄳ胶片ፓ̺ࣨह的ౝ◦ᝃ᭜在ጒ҉ბ䛹Ⴙ᜽。

䲋፥ᰶᘼᕊ的᭜，ҍч在胶片上使用䃥็ᬒ፥⩌≨用৮，ѳ᭜ЃЙᰭ㏵ॵ⣝ܧ的᩵᳉䘪ᒵ៪䆎，ҍຯ҂

㈨喤ڠ䆎和៪䆎之䬡的ڤ⤳ั

ᰶ些᭜ࣹڠ䄚和Ꭺ吅的㶕䓫ÿÿຯ“胶片上的∨药”ᝃ者䕇䓴“մ㵭下⎲”、ⴺܿᝃ㙽㮭ᲒҀ⣝ᄦ胶片

᝭և的䄥ຯᯡ߈之ㆨ的㵹ͧ。㔹᜾ᄦ胶片的ᰶ些ั⤳᫦ᐼ在胶片上ⰸ䊤Გ并̺ᬻ᭫，这็ᄾΌᣏ䃕γڤ

䆎和៪䆎ι者̻㞧ᱜ的ڠ㈨、̻“⩢影”和“㞧ᱜ影片”的ڠ㈨。᜾ᐭ໸使用̭些჋侹ᕔ的ٶ⎽在胶片

上䔈㵹ఫ像的拍摄，℁ຯ㢔᷿ٶ、䬗ٶ▜、᝸⩢み和⩢㻳㢔ᎂٶぶぶ，♣后用䬗ٶក在黑色的Ꮒ片上，

之后再用浴⋟这ᵤ的ᱽ料ั⤳胶片ᝃ䃖Ⴐ≄͗☚Ⅱ浴。℁ຯ影片Ȩ盐ᮣҀ 㳧᫸ᒏ䭟∏൑ ₨⊤ ρᎡȩ，

᜾ិ �� 毫米的⩌胶片ᩫ在₨⊤䛹␯⊛，♣后泡ݝ−≳中，再ិႰᩫ䔈̭͗᝸᣽マ，ᩫ在᜾ጒ҉ბ的Ⅱ

ᶣ䛹ρᎡ，ᰭ 后ិႰፓݝ⟦Ѓጋ的㳧᫸ᒏ䭟∏൑，在ᇖⴠ上᠃ߕ之后ខ䔈Ⅱ䛹。这᭜̭种̻ф̺ह的᫦ᐼ，

使ᬣ䬡可以在胶片上᭫⣝，៪䆎的ᬣ䬡经䓴盐、−和㙽㮭的䓴⼸，̭ፔ̭ፔౝ㷘᝸ጒ转ᢏͧ᪝ႄ影像ÿÿ

᱙䉕上Გ䄡ᅞ᭜҉̭ͧ种记ᒂۨ㐀γ᪝ႄࡃ䓴⼸中的⃼̭ⳙ䬡。

再℁ຯȨ叻ᬻ 冲⊗ Ოݖ჊⊤␖ȩ，影片䛹记ᒂγ叻ᬻᬣ分在ݖߍ⺼ᅩχጋࢎᎠ特䛹χ⎫拍摄的̭㓑冲⊗

运ߕঅ（ࢎᎠ特䛹χ᭜̭͗⻨≈ᱶⴣࡄ䘕̭ᄼᬣ车⼸的冲⊗ᄼ䩴），᜾ិ拍摄ЃЙ冲⊗的胶片೸在γ̭

უ冲⊗板ጒࢯ的⇆ၽ̸䲏，之后䃖ႰЙ␯⊛在⊤⊗中。胶片Ꮒ片㷘⊤⊗冲᫚后㷘᜾䮼ᱧ㏱व䊤Გ，᝭以

ᅪノᰭ后的᜽像䲋፥清ᮝ，ѳ影片ᰶᬣՆ᭜上̸䷍Կᝃ᭜在̺᫚Կ䔭的。在月⤰这䘕影像（Ȩ滑雪 满月 

黑色⩢影ȩ）中，㻯ф可以ⰸݝ用 35 毫米的胶片拍摄的ጕ๔满月，影片中䔅ᰶ㐬色的ܿ痕和标记。ຯ

᳉ЃЙ䬲䄨҉৮的标䷅，ᅞчᬻ⮪Ⴐᰫ经在阿斯彭雪山的᫉ಎ上㷘滑雪板和雪ὴⷫࢸ䓴，之后ࣵ㷘喷上

γ健怡可乐。胶片上的៪䆎痕迹чិ㻯фፓ̭ڒ种特Ⴧ的、ٲ满挑战的ᕊ㐡空䬡，使ЃЙࣨڠ∕并䲋在

आθ的ߕᔮఫ像和影像᱙䏘。

Ȩ㫝㶐㡶之䰫 � 和Ѓ的҉৮পऺ的，ҍΌͧₑ制҉γ̭͗㈨݄的҉৮。ͧϭ͵ч䔶ٸ≈∏�ȩ᭜以 ٸ≈∏

᠖∏≈ٸ喤Ѓ的҉৮ᄦҍᰶϭ͵特₷的ᘼͶॄ喤

ᰭᐭ໸ᆂܧ这些҉৮ᬣ，ϧЙч䬛᜾ᄦλ㐅⩨，ᅑڣ᭜㵹ߕ㐅⩨以及∏≈ٸ这̭≫的҉৮ᰶϭ͵ⰸ∂。

᜾并̺᭜䕇䓴这种᫦ᐼᲒ制҉影片的，ѳͧ҂ϧЙч⿸ិݨ᜾和㒻ప㞧ᱜट中๔ऺ吻吻的ϧ➖㖁㈨在̭

䊤，这͗䬛䷅ࢡ䃖᜾䲋፥ᙌڡ䋐。“∏≈ٸ”影片ڣ჋᭜᜾ᄦ㻯ф的̭种ఋᏁ（之᝭以পऺͧ“∏≈ٸ

�”，᭜఍ͧ᜾䃎ܿ可以㐔㐚制҉这̭㈨݄的影像），᜾ΌᘠՌₑा∏≈ٸ㜡᪙，并⇬用这Ѻ㠞䯱ᐼϧ➖

ऺฝ๔஗的᫦ᐼÿÿ఍在ጒ҉ბ中拍摄γЃຯ҂ጒ҉的照片和影像㔹使ڣฝऺ䔉᧚。᜾的这䘕影片使用

的᭜ᰭ๔ᅧᄥ的 �� 毫米胶片，并䔶ःγፓᰶᕔݘ特ᒮ的ᱽ料，℁ຯᠴ⩟油、喷␳和ᰩ䭭㒄㟞（፥㻮λ

。Გั⤳胶片（᩵ߌ的ᩲΎ，㘪使ϧϔ⩌Ꭸ㻶，ѳຯ᳉使用得ᒀΌчᰶ̺ह的ٸ≈∏

ҍ在ₑ⁎ᆂ㻵标䷅的ᰭ后ߍγ̭͗䬛त。在҉৮Ȩ⩢影 标䷅ 䄄ȩ中，ҍΌ使用γ䃥็⩢影的标䷅，ѳ᭜

ᄾ㻮䓾᱌的影片。ҍ᭜ᔻᵤⰸᒲ⣝在的⩢影㵹͇的喤

䛹䲏᭜ᰶ䓾᱌的⩢影的喆ڣ中⶛჋ᰶ๗็经ڥ的影片，఍ͧ这䘕҉৮䔪⏜γ 5�� 䘕ᄦ᜾̭⩌ᰶڤ䛺๔ᘼ

Ͷ、Ӱ使᜾᜽ͧ㞧ᱜუ的⩢影。这⁎ᆂ㻵的标䷅“᪐౧γॄ，⩢影喤”᭜ͧγ⓭ࣾϧЙ的ᘠ䆎。᜾̭Ⱑ

在ڠᰶ⧵ڠ὎᠌胶片的្道，“᪐౧γॄ，⩢影喤”Გ㜗̭ヴڠλ䃖 - ᜵䓫ᅁᝃ᭜侙̮·斯⻾උ·ٸू

斯的᪴」。ϻ᜾ �� ᆮᐭ໸，ധ᱙⃼䯁̭͗月ᅞчܧ⣝̻᜾的݈҉྿ϸᰶڠ的᪴」，℁ຯ“胶片ጟ₨”、

“胶片Ⴙγ”、“⩢影㐀᲌γ”。

᜾ិ≮㵹⩢影ⰸ҉ᄦ᪴ࡃ和ᬣθ的ࣺ᭍，ႰЙ᭜⹫ч的䪉像，ᅑڣ在ສ㣞ಋ。☚䬕๔片可以ᅞ᪴ࡃᕽᘔ、

ᩬ⇨及̓⩹的अߕ䔈㵹分Ჽ。ࢠӬ᭜Б᜾Ⴙڕ᣽̺䊤ڡ䋐的◯片Ό㘪ែᄱ̭ܧ些͉㺬，这使᜾ᒵᙌڡ䋐。

⩢影̓⩹ᰶᒵ็ڣЃ的䬕ㆨ，℁ຯ䓦㑅⩢影、ٵ䨸⩢影、჋侹⩢影、⠙⿸⩢影。᜾䲋፥ૉ⁏ᕽᕃ片、▫

䯫片和⻾Ꭸ片。ᄼᬣՆ，᜾፥ࣨ䱟๖↪车影䮏，后Გࣨⰸ้ࡵ⩢影，℁ຯ≈ധᕽᕃ⻭和䗗ࡃ᪴⁎）ڥ经

Ѓపუ制҉的⩢影हᵤᒵ॥ڣ影᭜ᒵⰡ⮪的ສ㣞ಋᐼ⩢影，䔅ᰶ̭䘕分在⩢ڥ影。᜾㻶得䃥็䗗⩢（ڥ

ᑂϧÿÿႰЙ᭜χ᪴ࡃ的̭种ॵ⣝，以㜗ጞ的᫦ᐼႅ在。䗗ڥ⩢影፥ፓᰶ特₷的目的，这使᜾ᙌݝ䲋፥

ᰶᘼᕊ。Ȩ⩢影 标䷅ 䄄ȩ中的ᒵ็⩢影䘪᭜᜾ࣨ䴠像ܧ⼌Ꮔ⼌Ռᒂ像ፓ、ٶⰅ和蓝ٶⷌⰸ的。᜾䃑ͧ这

种᫦ᐼᅞ᭜̭͗⹫ࡧಸ的⩢影᪆႓，ϧЙ可以⼌Ռݝ᳽些ᄩ⑁ᝃ᳽些ㆨಸ的ڕ䘕影片Გⰸ，Ό可以ⰸݝ

䃥็㔮⩢影和ใప⩢影。

⣝在，᜾ϻ⩢㘾上̸䒪γ䃥็⩢影，可以䏧在Ꮇ上ⰸ。在⻮ϧ空䬡䛹片⃢ᐼౝ㻯ⰸ⩢影᭜̭种ڕ᫝的㻯

影᫦ᐼ。ο㖁㑾䲖পᩦअγ⩢影⹫㓑，हᬣፓᲒγ䃥็᫝⩌θ➖。ͧ γႹ᜽҉৮Ȩ⩢影记ᓳȩ，ᅞຯहȨ⩢

影 标䷅ 䄄ȩ̭ᵤ，᜾ጟ经䛺ⰸγ 3�� 䘕⩢影，这些⩢影ധλ᜾᪡⤳的̭ᑍ清ࢂ，䛹䲏݄ܧγ᜾记ᓳ中

᝭ⰸ䓴的ᰭᬖ的影片（像᭜Ȩ㐬䛻І䍗ȩ）ᰭݝ䓾的᫝片。这Ъ清ࢂ上的⩢影䘪㐆᜾⪆̸γ⌞ݨ的印䆎，

并̺᭜఍ͧ这些⩢影᱙䏘ᰶ็ສ，㔹᭜఍ͧ⩢影䛹䲏的᳽͗౧ᮜᝃڣ中ᰶ䃖᜾ᙌह䏘受的䘕分使᜾㘪์

̭Ⱑ记得ႰЙ，ࣵ ᝃ䃥ग᭜ܧλᄦ̭䘕⩢影的☚❞。็ Ꭱ后再⁎ఋ䶫这些影片，ᙌ㻶䲋፥๴ໆ。ᰭ ݊这͵և，

Ό᭜఍ͧ᜾ᘠݝγᒀᎡⰸٸ䛹斯·侙ٸ的Ȩᬒ月ᬍٶȩ这䘕⩢影的Ҁ侹ÿÿ᜾ �� ᆮᬣ֤֤ݨᒂγ这䘕

⩢影的ᒂ像ፓ，ⰸγᬍ᪝䕺，㔹́分Ϙ㐆γ⃼͗᜾䃑䃳的ϧ。

ᰭ后᜾ᕨツ᜿ᢶγ这͗片ၽ，ѳ܍Ꭱݺ，᜾۠ჇិႰᩫ㐆᜾的٬ၽⰸ。ᒀ᜾和Ѓ̭䊤ⰸ的ᬣՆ，᜾᝺ᘼ

䃳࣌ݝᲒ᜾ិ这䘕影片ࢸ㑖᜽γ͗܍䛺㺮的౧ᮜ，ఋᘠ影片̸ޖᄳ䓾 �� 分䧌आθ的䘕分「䲋፥䭹⩌。

Ⴐ使᜾ᐭ໸ᕊ㔰Ⰴ❵ᒂ像ፓ，ᕊ㔰ϧᄦ⩢影的记ᓳ，λ᭜᜾ᐭ໸γ᪡͗项目。ᒀ᜾䔈㵹这͗项目的ᬣՆ，

⩢影᝗ᅼ㶕ᗲ࠲、*nsUBHSBN 和 HiG λ᭜᜾在ⰸ⩢影的ᬣՆ，ч，ࡃ⣝使᪡͗̓⩹ࣵࣾ⩌γअܧఫ的ߕ

ិⰥڲڠღ䉡ݝ㑾上，ϧЙᅞᐭ໸ڠ∕᜾的䉓त。䗐ᬣՆ᜾̭๖ⰸρ䘕⩢影，ग᭜ͧγ᜾䔈㵹项目㔹㻯ⰸ。

᜾⌽⌽ⰸݝγᕊᘠ、Ҁ㷮、ắᔢ之䬡的ڠ㈨，γ㼐ͧݝ҂ᰶ些⩢影㘪㷘ڞϘэ䓀、⼌ݝᝃ者Νݝ影片的

%7% 㔹ᰶ些̺㘪，ႰЙࣵຯ҂ࣺ᭍γ᪴ࡃᘼ䃳。㜗ϻ᜾ᐭ໸这͗项目，̓⩹Ό̭Ⱑ在अ，⣝在䙺上∕䛷

的⩢影片⃢ᝃ᝗ఫ㷘䛺᫝䄍䛷᜽ͧϧЙ䃱䃧ڣЃθ➖的ጒڤÿÿᰶ些ϧ可㘪ⴒ道⩢影的ัܧ，ᅞ可以ϻ

͑͗ᅯ䲏ࣨ⤳㼐喠㔹ओ̭些ϧग㘪ⰸᛯ̭͗ᘼᕊ，ិႰⰸ҉̓⩹上᳽͗ౝ᫦᳽͗ϧϻ̭䘕䪬片⩢影中᝗

ः的片⃢。这ⱌ᭜̭种๴ᕗ的⣝䆎，ݝ⣝在䔅᥋得᜾ᮂ๡转ा。
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YUZ: You made your first film around 2003 when you studied at Art Center College of 
Design in Pasadena. How did it occur to you to use such different ways of making films? 

Jennifer West: I had some old cans of 16mm negative in my fridge for over ten years. 
They had lived in different cities and have aged through the physical process of living. 
I took them to the local film lab, Fotokem in North Hollywood to perform a “snip test” to 
see if the film has aged. I was hoping for the opposite of what any filmmaker would want 
– that the film had changed through this long process of years of being in and out of the 
fridge. At the time I was working on films and videos that used unusual and physical 
materials, and communal and collaborative processes of production. 
 I had an index card on my studio wall for several months that read “the roll of 16mm that 
I had in my fridge for over ten years”. I processed the film negative at the lab without 
exposing the film to light or shooting images and cut up the resulting film negative into 
sections. I asked a number of friends, mostly who were artists and writers and family 
members to provide me with a “marinade” for their section of film and also produced my 
own. I soaked the film in these “marinades” for several months – this included the artist 
Jim Shaw’s urine (which made incredible intricate designs on the film through corrosion 
of the negative) and other concoctions made with everything from bath salts to henna to 
gasoline to hair dye to wine to food and nail polish. 

I made two recipes for this film that had to do with cultural relationships to taste, touch 
and smell. This film took me a year to make. Since this time, I’ve produced 83 films using 
this process. The films have sub genres or series within them. For example, I’ve made 
a number of music films, food films, word/text films, films shot at local anti-monuments 
around California. I wasn’t interested at all in the science behind the process but instead 
wanted the viewer to read the title of the film, look at the film itself and think, “this has 
mayonnaise, lighter fluid, tar and body lotion on the film?”

I made my first film when I was 21 as a student at a small liberal arts college, The 
Evergreen State College in Olympia, Washington. We shot film there because it was the 
most accessible form of creating moving images and had a machine at our school that 
recorded the films to video. I started using this process called “telecine” from that time. 

䙺᫦ࢎ（用λ㙹泡胶片）	 ㏳㞯ఫ 


Recipe Cards (For the Marinated Film)
(detail)

䧲ぁۆ㉏ᑂࢎ，⃼ᑍ 3Y5 㠞ᄥ

Pencil on index cards, each 3 x 5 inches

2005

㏓Γχ·ᔭ特拍摄

Photo by Joshua White

Now I think of it as a way to physically put dirt, grime, grit, urine, etc. into the digital high-
definition screen space – the space where the materials and substances and actions 
of the world infiltrate the seemingly impenetrable digital screen space. After I made 
the first film, I started working in series, working on many films simultaneously – I’d had 
one in a river, one drying outside, one soaking in bucket. I started to develop specific 
working methods for the films that were specific to the subjects of the films and to other 
forms of art, processes and experimental filmmaking. For example, taping the films to 
drop clothes and splattering, or hanging them from poles and dripping them – or writing 
directly on them, etc. As the project progressed, I started to experiment with film stocks 
and processes – working directly on film leader (clear film), shooting images in specific 
abstracted ways.

Technology developed very fast during the past decades. Why you still choose film as 
the major material to work with in your works? What does it mean to you? 

When I first started the project in 2004 or so, there was a zeitgeist moment of younger 
artists working with process practices in photo and film. It was the “last gasp” of analog 
film as the world was shifting more and more toward digital processes. I’ve been thinking 
about it a lot lately over these last years – starting in 2013, when I first saw the effects of 
the shift from analog film projection to digital in movie theaters – which caused a ripple 
effect on the movie film labs across the nation. There used to be labs in most regional 
cities in America and Europe. Now there are very few. Even in Los Angeles, the heart of 
film production, its down to one large film lab. The film labs have closed in New York and 
London, Kodak went bankrupt. This had a profound effect on the people I worked with at 
various venues and I had to reassess my position as an artist and what I wanted to say.  

Since this time, I’ve started to work with filmstrips in sculptural installations, and to create 
new forms of transference from analog film to digital moving images – creating new ways 
of working with the materials and celluloid that look to the future, and not stuck in the 
nostalgia of the past. Film has become specialized, even boutique and that’s very strange 
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Time: February 11th, 2017
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to me as an artist who comes out of the “do-it-yourself” ethos. In my last installation, 
“Film is Dead…” at the Seattle Art Museum, I used new DIY methods to transfer the film 
to the moving image – creating a wall of 70mm filmstrips that the viewer gets to see the 
splatters, slashes, words, cuts, salt, melts up close, and also sees those things inside of 
high-definition flatscreens. I want to be that bridge that’s somewhere between art and film 
and movies, flipping the production and reception of these mediums around. A group of 
aritsts licking jam off 70mm film and sledgehammering it is the “film crew” for example. 
I’ve invested in all the ways in which I can make commentary through it, with it and reflect 
upon its relation to the world and to that place between art and film.

You mentioned that some of your films are titled after the songs of Nirvana, Riot Grrrl and 
Led Zeppelin. But most of the films you show this time, or we may say, most of your works 
are silent. How would you define the relationship between music and your works? 

I was and am a huge music fan. Where I came of age in the Pacific Northwest (Seattle 
and Olympia, Washington) is where Riot Grrrl and Grunge music happened and where 
the “do it yourself” ideas and zine making were a large part of the sub-culture. This 
was my time and had an influence on how I approach everything I do to this day. As 
I began to analyze the substances and foods that were evoked in this music – I saw 
that these things were a reflection or mirror of the music in how people related to it 
and where it came from. For example, the Riot Grrrls evoked a lot of sweet substances 
through the lyrics like candy bars, cinnamon buns, cherry tomatoes that mirrored how 
they were taking back “girl hood” as “grrrl empowerment” and a feminist statement. In 
contrast, Nirvana was all about trying to expel things out of the body, a self-loathing – like 
antacids and laxatives, bleach and pennyroyal tea (an herbal abortive), and Zeppelin 
was about 70’s romanticism – custard pie, tangerines, wine, flowers, and etc. The films 
are supposed to have a synesthetic effect where the movement, dance and abstract 
markings evoke the music. All of these films were shot with people who moved to the 
music. Although some of the later ones were made as cameraless films – film leader or 
negative soaked in breast milk or painted with “teen spirit” deodorant.

How do you choose the substances when you make the films? Were all the acts to the 
films planned in advance or they just come out during the production?   

I keep a sketchbook of ideas – sometimes these are concepts or subjects, other times 
they may be a material or action. Sometimes, it starts with the material itself. For example, 
in the Regressive Squirty Sauce Film, I was reading about artists having “signature 
materials” that they are known for and started thinking about Paul McCarthy and his 
chocolate sauce. I had also been using food directly on filmstrips and decided to do 
an entire film using squirty sauces that evoked bodily fluids. Other times, the films start 
with the location. I will go and shoot images (such as the surf film) and the experience of 

shooting the images and related research will dictate the materials and actions to the film 
itself. The abstract films made on film leader or with no camera at all are often planned 
out in advance and carried out in different locations and in the studio.

It is quite interesting that you use daily products on the films, but they appeared to be 
very abstract. How do you deal with representation and abstraction?

Some of it is about word puns and humor – “laxatives on film” or literalizing actions such 
as violence on film through “fake blood splatter” or slashes or corrosion. Some of the 
things I do to the film are not evident on the film itself – which questions representation 
and abstraction both – in relation to art and in relation to “movies” and “art films”. I started 
shooting images on the film using experimental light sources such as glow sticks, strobe 
lights, flash lights, television screen light, etc. – then I would process the film negative 
much of which was black with flashes of representation and then would treat the film with 
materials such as lotions or taking it hot tubbing. For example, in a film like Salt Crystals 
Spiral Jetty Dead Sea Five Year Film, 70mm raw stock was floated in the dead sea and 
given a mud bath, stuffed in a suitcase then placed in buckets for five years in my studio 
before being taken to the spiral jetty in Utah and dragged along the rocks and thrown in 
the water. This is a different way of representing time on film, abstract time through salt, 
mud and corrosion that has been hand-transferred to digital frame by frame – essentially 
freezing the moment of digitization as a recording. 

Or say, the Dawn Surf Jelly Bowl Film – which is comprised of images shot at dawn with a 
group of surfers in Carpintaria, California (a small surf town an hour north of Los Angeles) 
– the images of the surfers in the waves were later sanded in a surf board factory and 
then floated in the waves. The film negative got broken apart in the waves and put back 
together at random, so the images are evident but appear at times upside-down or the 
motion runs backwards. In a film like the moon film, the viewer sees a gigantic image of 
the full moon shot on 35mm with green slashes and marks on the image – when they read 
the title of the film, they understand that it’s been on the slopes of Aspen, snowboarded 

Կ䔭 喷ᄱ 䚞料（�� 毫米空胶片上喷ᄱ、␡上ጔٸ

（䚞、⪗㠱䚞、㯸黄䚞及㠦᳉Ⅾ߈

Regressive Squirty Sauce Film (16mm film leader 
squirted a-nd dripped with chocolate sauce, 
ketchup, mayonnaise & apple juice)

�� 毫米胶片转制᪝ႄ影像，3 分 3� 秒

16mm film transferred to digital video, 3 minutes, 
36 seconds

2007
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and skied over and sprayed with Diet Coke. The abstract markings on the film bring the 
viewer into a specific and challenging mind space – forcing them to look at the moving 
image and film in way that is not about storytelling. 

Lavender Mist Film/Pollock Film 1 is named after the Pollock and his work. You also did a 
series on this. Why Pollock? Does his work have any special meaning to you?

From the very beginning of showing these works, people asked me about my investment 
in conversations around painting, particularly action painting and specifically the lineage 
of Pollock. I did not approach the films in this way but was interested in how people 
instantly linked me to this figure in American Art who figures so prominently. I made the 
Pollock film as a response to my audience (I named it as Pollock Film 1 with the plans of 
continuing to make more) – it’s part homage and part taking on this heroic figure who was 
proliferated through the photographic and filmic images of him working in studio. My film 
is on the largest film format of 70mm and uses gendered materials such as nail polish 
and spray paint and Jimson weed (a hallucinogenic flower found in the areas Pollock was 
born but also suggest altered perception through their use).  

You add a question mark on the title of this exhibition. In the artwork Film Title Poem, you 
did use a lot of titles of the movies but we barely see recent ones. How do you think of 
the film industry now? 

There are recent films! There are just so many historical films as it traces the 500 films or 
movies that have been important to me over my life time and that helped produce me as 
an artist. The title of the exhibition, “Is Film Over?” is meant to provoke. I keep reading 
these headlines about analog film – “Is Film Over” came from an article about Jean Luc 
Godard, or maybe it was Martin Scorsese. Every other month, there are articles about the 
medium I’ve worked in since I was 21 – “Film is Dead”, “Film is Over”, “Film has Ended”.  

I look to popular film as a reflection of culture and what is going on in the world, it mirrors 
the society, especially in Hollywood. Huge blockbuster films can be analyzed in terms 
of cultural fears or politics or changes in the world. They can be horrible films that I am 
completely bored watching, but they function as a mirror and that part I find interesting. 
There are so many other film and movie worlds though, on the fringes, the avant-garde, 
experimental, indie film. I’m a huge horror film fan, love apocalyptic films or science 
fiction. I grew up going to the drive-in movie theater and later went to midnight movies, 
such as Rocky Horror Picture Show and cult films. I find cult films – which many of could 
be straightforward Hollywood or films made in other countries to be very fascinating – 
as they are taken on by subcultures and appropriated to be their own. Cult movies have 
always served a particular movie going purpose and this I find interesting. I saw a lot 
of the movies featured in Film Title Poem through renting VHS, DVD and later blu-ray 
from the video rental store. This was what I considered to be a community based film 

education, renting entire bodies of work by certain directors or genres, and watching a 
lot of older films or foreign films.
 Now I stream a lot of movies on my computer, watching them in bed. This is an entirely 
new way of knowing and seeing movies – watching them in fragments in such an 
intimate space. The internet revolution has changed the communities around movies 
and in turn has produced new things. For my project, Movie Memory – which is what 
the Film Title Poem is, part of I’ve been re-watching 300 movies from a list I compiled of 
the very earliest memory (Wizard of Oz ) up through recent times. The movies on the list 
are ones that made a lasting impression, not because they are great films necessarily 
but I remember them for a specific scene or for the experience of seeing the movie 
tied to something in my life or perhaps it was the love of a film. It’s been an incredible 
experience, seeing a lot of the films again for the first time in years. It was originally 
inspired by the experience of watching a specific film, Chris Marker’s Sans Soleil/Sunless 
– a film I had made a VHS bootleg of in my 20’s and watched numerous times and shared 
with everyone I knew. 

Eventually I got out of this film and some years ago decided to show it to my son. As I 
was watching it, I realized that I had boiled it down to a number of significant scenes 
and had the strange experience of remembering the rest of the film, which featured 80 
minutes of narration. It got me thinking about VHS bootlegs and movie memory and this 
started the entire project. Things have changed again with memes and instagram and 
gifs for movies as I have been working on the project, I started making posts about the 
films as I watched them, and had people following along on my account. That’s when I 
was watching five movies a day and only watching movies for my project. I started to see 
so many relationships between the ideas, genres, concepts, how the movies were and 
were not available, and how they resonated in the cultural consciousness. Then things 
changed more since I started this, and now a movie clip or a movie still with a caption 
can be re-contextualized to people to make other commentary – some people may know 
the film and understand it on two levels and others are taking it as it stands alone, a 
fragment of a once feature length film by someone somewhere in the world. It’s a strange 
phenomenon and one I am still wrapping my head around.  
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滑雪 满月 黑色胶片（35 毫米印制胶片，负片在阿斯彭滑雪
空中竞技赛及“降落的伙伴”竞技项目中经受挑战者各种空
中抓板和运板的冲击和摩擦，并使用蓝色赛道染料标记这些
痕迹，之后在胶片上喷洒健怡可乐、百威淡啤及威士忌，再
用 Epson 牌浴盐浸泡，以山金车菊、K-Y 润滑剂、黄油以
及 Advil 牌止痛药擦拭揉搓。满月照片由彼得·韦斯特拍摄。）
Shred the Gnar Full Moon Film Noir (35mm film print 
and negative shredded and stomped on by a bunch of 
Snowboarders and a few Skiers getting ginormous catching 
air during Aspen Big Air Competition and Fallen Friends 
Event– marked up with blue course dye - sprayed with Diet 
Coke, Bud Lite & Whiskey - taken hot tubbing with Epsom 
salts, rubbed with Arnica, K-Y Jelly, butter and Advil – full 
moon shot by Peter West)

35 毫米胶片转制高清影像，5 分 9 秒
35mm film transferred to high-definition video, 5 minutes 9 
seconds

2010



ĪȨ滑雪 满月 黑色胶片ȩ制҉䓴⼸记ᒂ照片
Production Still: Shred the Gnar Full Moon Film Noir

⣈ͪχ·ܴፂᅩ拍摄
Photo by Mariah Csepanyi

īȨ滑雪 满月 黑色胶片ȩ胶片 
Filmstrip: Shred the Gnar Full Moon Film
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盐ᮣҀ 㳧᫸ᒏ䭟∏൑ ₨⊤ ρᎡ（�� 毫米的负片在₨⊤中␯⊛并λ ���� Ꭱ在高⍖−≳ڲ䔈㵹浸泡喠之
后ᄳ胶片උ䔈᝸᣽マ，ᩫݝጒ҉ბ的Ⅱᶣ中，㺳Ⰳ㇅ౌ和盐ᄮႅρᎡ喠λ ���3 Ꭱ，在䰣̸࡮Ꮣ的๖⅁，
⇬Ɑ㳧᫸ᒏ䭟∏൑在盐㐀ⴠ䲏上᠃㵹，再͏ڒㆶ㏏色的Ⅱ中。₨⊤␯⊛及−≳浸泡由侙ٸ·㦯๴㏠、ܜѓ·៶
㉏及㾦໛ᑄ·韦斯特Ⴙ᜽ � 㳧᫸ᒏ䭟∏൑的᠃㵹及␇ࢸ由χѓ·㣘ᅁ䶬、зᵩ㏠㺬ຒ·͹䛹χ特及㾦໛ᑄ·韦
斯特Ⴙ᜽ � （。⤳负䉐ᄳ㷘盐㺳Ⰳ的胶片䔽ፔ䔈㵹胶转ⷮัٸ䛹斯·ⅶٸ
Salt Crystals Spiral Jetty Dead Sea Five Year Film (70mm film negative floated in the Dead Sea and 
given a healing clay bath in extreme heat in 2008 - stuffed in a suitcase, placed in studio buckets, 
covered in clay and salt for five years - dragged along the salt encrusted rocks of the Spiral Jetty and 
thrown in the pink waters in 2013 in below 10 degree weather - Dead Sea floating and mud baths by 
Mark Titchner, Karen Russo and Jwest - Spiral Jetty dragging and rolling by Aaron Moulton, Ignacio 
Uriarte and Jwest - DIY telecine frame by frame of salt covered film by Chris Hanke)

�� 毫米负片转制高清影像，5� 秒
70mm film negative transferred to high-definition, 54 seconds

2013

ĩȨ盐ᮣҀ 㳧᫸ᒏ䭟∏൑ ₨⊤ ρᎡȩ 制҉䓴⼸记ᒂ照片
Production Still: Salt Crystals Spiral Jetty Dead Sea Five Year Film

χѓ·㣘ᅁ䶬拍摄
Photos by Aaron Moulton
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⩢影 标䷅ 䄄
Film Title Poem

35 毫米᝸ጒ㮭ݨ上色ٶ႓印片转制高清影像，ᰶฝ，�� 分 �� 秒
35mm optical print hand-etch and painted, transferred to high-definition, sound, 67 minutes 40 seconds

2016
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“散场了吗，电影？”余德耀美术馆展览现场，2017 年。王闻龙拍摄。
“Is Film Over?”, installation view at Yuz Museum, 2017. Photo by Alessandro Wang.



“散场了吗，电影？”余德耀美术馆展览现场，2017 年。王闻龙拍摄。
“Is Film Over?”, installation view at Yuz Museum, 2017. Photo by Alessandro Wang.



㾦໛ᑄ·韦斯特ܧ⩌λݖߍ⺼ᅩχጋ的ច⒅ٵ，ߍ后λࡻⰈ䶬ຒ᳄ࡦχጯ፥䱿ጋ⿸႓䮏ः得影㻳͇̀的

᪴႓႓士႓Ѻ，λߍጋፂ㥕䔗㏠ጯ㞧ᱜ中ᓰ䃫䃎႓䮏㣤得㞧ᱜⶂ士႓Ѻ。韦斯特⣝ጒ҉并ᅲѼ在≈ᱶⴣ。

຦ᰫͧ็͗ᱧᲱႹ᜽䛺㺮༁ច݈҉喟㺬䯲ఫ㒻ᱜ亳，㺬䯲ఫ，����-���� Ꭱ喠ᒀА㞧ᱜ႓䮏，㞧ᱜ之้，

ѓ᪓，���� Ꭱ喠高㏬ڙచ㞧ᱜ䃎ܿ，㏪㏓，���� Ꭱ喠阿斯彭㞧ᱜࢇ➖亳，阿斯彭，���� Ꭱ喠以及∝

特⣝А㒻ᱜ亳⋎᫸ࢲ，ѓ᪓，���9 Ꭱ。韦斯特的҉৮在̓⩹各ౝ的㒻ᱜ亳和㞧ᱜᱧᲱᎬ∈ᆂܧ，຦的

͗ᆂ࠲᠙喟“胶片ጟ₨ćć”，㺬䯲ఫ㒻ᱜ亳，㺬䯲ఫ，���� Ꭱ喠“㵹ͧ影像，᝸㐅胶片̻ࢳटᠩ䉡”，

����，ݖຒ㒄，ᘼ๔ߗ，ຒ㒄㒻ᱜ亳ߗ Ꭱ喠“᝸⩢み 胶片 ែ影”，⩢车ࢯ㞧ᱜ空䬡，φ ៶斯਒，���� Ꭱ喠“ᒖ

ᑦ⤰̻泡㤉Ⅾ”，㏪ѓൎ㞧ᱜࡼч，㏪ѓൎ，���� Ꭱ喠“㻳㻿 ���喟㾦໛ᑄ·韦斯特”，ᒀА㞧ᱜࢇ➖

亳，о斯䶬，���� Ꭱ喠“⮪ᝬ䬡喟㾦໛ᑄ·韦斯特”，⮪ᴞ㞧ᱜ空䬡，㏪㏓，���� Ꭱぶ。຦࣯̻ຯ̸

ᱧᲱ的㓑ᆂ，ڣ中࠲᠙喟ᘍ特ᅩ㒻ᱜ亳，㏪㏓，���� Ꭱ喠ڲࢎധ㞧ᱜࢇ➖亳，ڦࡦൎ，���5 Ꭱ喠͉ϙი，

ጡ叻，���3 Ꭱ喠ፚᅁᖖ㞧ᱜ亳，∂ٸڝ⺼，���� Ꭱ喠ᒀА㞧ᱜࢇ➖亳（$A1$），∏ᅁ็，���� Ꭱ喠

以及㞧ᱜ̻྿Ҁ（技ᱜ）中ᓰ，ࢎᅁ斯冮ࢱ，���� Ꭱ。

关于艺术家 About the artist
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㟙 • 韦斯特拍摄

Photo by Finn West

҆ᓤ㔭㒻ᱜ亳项目空䬡᭜⠙⿸λ҆ᓤ㔭㒻ᱜ亳ᎡᏓᆂ㻵䃎̸ܿ的ڕ᫝ᆂ⹧空䬡，λ ���5 Ꭱ 9 月ₐᐼᄦ

̭“фᐭᩫ。项目空䬡䖭䄤㞧ᱜუ䦵ᄦ㒻ᱜ亳空䬡、⣜ධ及㻯ф，݈䕍特Ⴧ౧ഌ的㞧ᱜ҉৮及项目。以ڙ

͗项目 � ̭͗ᆂ㻵”Ⱕ㐀व的᫦ᐼ，在㞧ᱜუ̻ͨߕ空䬡ϔ⩌οߕ的हᬣॵ⣝ᒀА㞧ᱜₐ在ࣾ⩌的ᒀᬣ

ᒀݨ。

҆ᓤ㔭㒻ᱜ亳项目空䬡ᬕ在ͧపڲใ㞧ᱜუ᣽ӈ݈҉ᆂ⹧的Ꭰझ和ϑ≮的๾ᱧ，᱌ᒲ᫝的ắᔢ、ڲღ和

䊸߬在ₑࣾ⩌。ₑใ，项目空䬡ጹ᱈㞧ᱜუ在ϸݝڒ㒻ᱜ亳空䬡的हᬣ，⓭̺ࣾܧह以ᒭ的݈ᘼ和ᘠ∂，

ᅊ䄂កⵡᬏჇ的݈҉ᒏᐼ，ᣏ㉏ᒀА㞧ᱜ݈҉的可㘪ᕔ。

关于余德耀美术馆项目空间 About Yuz Project Room 

Yuz Project Room is a new independent program of Yuz Museum’s exhibitions, which 
opened to the public in September 2015. Yuz Project Room invites artists to make site-
specic works or projects, engaging boldly with the museum, its surroundings and its 
audience. Combining “a project + an exhibition”, the artist interacts actively with the 
space and aims to present the moment when contemporary art is happening. 

Yuz Project Room is the place where innovation, invention, and a new movement 
happen in the pathway of an artist. It aims to provide another platform for Chinese and 
international artists to exhibit their artworks as well as more opportunities to communicate 
with each other. Yuz Project Room invites the artist to get inspired with new ideas by 
engaging the artist with the museum space and try to make some break-through artworks 
that are different from his own line.
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Born in Topanga, California, Jennifer West received an MFA from Art Center College 
of Design in Pasadena, California, and a BA with film and video emphasis from the 
Evergreen State College in Olympia, Washington. West lives and works in Los Angeles. 
Significant commissions include Seattle Art Museum, Seattle, 2016-2017; Institute of 
Contemporary Arts, Art Night, London, 2016; High Line Art, New York, 2012; Aspen 
Art Museum, Aspen, 2010; and Turbine Hall at TATE Modern, London, 2009. West has 
exhibited widely in museums and art institutions internationally. Her solo exhibitions 
include: “Film is Dead…”, Seattle Art Museum, Seattle, 2017; “Action Movies, Painted 
Films and History Collage”, Museo d’Arte Provincia di Nuoro, Nuoro,Italy, 2017; 
“Flashlights Filmstrips Projections”, Tramway, Glasgow, 2016; “Paintballs and Pickle 
Juice”, Kunstverein Nürnberg, Nuremberg, 2010; “Perspectives 171: Jennifer West”, 
Contemporary Arts Museum, Houston, 2010; “White Room: Jennifer West”, White 
Columns, New York, 2007 and etc. Group shows include: Whitney Museum, New York, 
2017; Carnegie Museum of Art, Pittsburgh, 2015; Palais de Tokyo, Paris, 2013; Schirn 
Kunsthalle, Frankfurt, 2010; Musee d'Art Contemporain (CAPC), Bordeaux, 2008; and 
ZKM Museum for New Media, Karlsruhe, 2007 among others.
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This brochure is produced in conjunction with the Yuz Project Room exhibition “Is Film 
Over?” at Yuz Museum from March 18th to May 28th, 2017.
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新媒体艺术合作伙伴

New media Art Production Partner

本次展览与洛杉矶郡立美术馆联合呈现。 

Presented in collaboration with Los Angeles County Museum of Art.
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Rita Gonzalez is the Curator and Acting Department Head of Contemporary Art at the 
Los Angeles County Museum of Art.
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封面 Cover

詹妮弗 • 韦斯特，胶片帧（70 毫米胶片扫描）：盐晶体 螺旋形防波堤 死海 五年（局部），2013

Jennifer West, Film Frame (scanned from 70mm film): Salt Crystals Spiral Jetty Dead Sea 
Five Year Film (detail), 2013






