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Jennifer West: Across Time and Through Media

Rita Gonzalez

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 20" 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 20"
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.

" Hito Steyerl, “In Defense of the Poor Image,” in The Wretched of the Screen, Berlin: Sternberg Press, 2012, p. 32.

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 flmmakers 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 |
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 Jellybow! 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

2 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.”® 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.”

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 Ibid.
4 Victor Burgin, The Remembered Film, London: Reaktion Books, 2004, pp. 67-68.
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Dawn Surf Jellybow! 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)

16 BRAREHEEZG, 82168
16mm film negative transferred to high-definition, 8 minutes 15 seconds

2011

— (ZRIF MR NREEE) R
Filmstrip: Dawn Surf Jellybow! Film
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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)

70 2XRAEFIE TR, 467
70mm film transferred to digital video, 46 seconds

2009
— (BEXBZE/RER 1) $IEIRICRER
Production Still: Lavendar Mist Film/ Pollock Film 1

75 « BHHHAE
Photo by Finn West
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Nirvana Alchemy Film (16mm black & white film soaked in lithium mineral
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16mm film transferred to digital video,2 minutes 51 seconds

2007

16



IREEBIVESRZ R BT ANMAIH T =M A9 ? R A AIMIES AR R e AHF AR R B EId R B AT A4
#9?.

EETHAMICR—YIRE, BREE-—EHERETR, SIEAREMIHEEE. B8, HaN
MRASHA, o (FhR 589 &) sz A, SNEAED DEREZARIMEH—LRET IR
CHY “HERMH , TRESBRITRE - 2 RBIMNILRHE. —8Lk, HBERR EEEE
BeY, TRAEEZMEAPHEARSNER, XSEARBRER. TELHE, ZHREREE
M. RINEEESEIAE (Hean (3208 iR ZRREEH ) BRE0ES2 ) , HRARLIR SREMEXRAT
MRS MERTERI IS . AR EMERRTIRERFI IR LMRE R #2
ERITRIFR, FERATETRDIMRERE T FERETMR.

EEEEBNE, Ff=ERA LERTSAEEEAm, BEMIISESIHAIMRARMS, (R0
B ESFIHR Z BRIRERK?

BLEWREHEAIZE— “BRA EA9EE" sEB RIS « ARUSERRAIR A
FHAE IR Z 2209170 . MR RIBELAESRERR LEERATBE, XSRS TR
SR —ESZARNXR. 5 ‘B M “SARER” XK. BFFRER— LR SRERA
EHTEGRRE, LIz, T, FREMBINETES, ARRHIERenEqR L,
2 EBEARXEAIRER AL e N RUKA . gz (RS BIETRIE g AF) |
HAC 70 2XRMNERAMELREBERE, ARGEIRKT, BEERH—IFRE, MERIFZEAIK
MERF, HECETEMMNAMSIENRE, A0 L FIkE . XE—FPSRTEE,
ERNERTLAER A E B8, MSRAORSEEEE . RAIBRANTRR, —I—hutilF TR
KREERRHZFEA—FNCREFLS 7 B IRTRIE—HE.

Ban (208 HR AREEH) , FARICR T RPN D ENRRRIN R HFRISHRN—EETR
BEHR (REPBREIE— P ESZAS— N NERRPRME ) |, RICHERMI PR IEE T —
FPRR T AL FIE, ZEILEIEZFEERY. RAKARSRPETEREMENAGIESR, Pl
RERENMGIFEEN, B8R L TaEsRENEIRN . EAKXAG ( (BS HA
BEBE) ) b, WATLIEEIA 36 2XMNRABENERHR, ZRPEERenRIIRC,
SN FRAYRE, MSPEEBEANTZELRNFRIK RS ERISEEEY, 2B
TR R R CROMSRESSIEMART A —MEER . RinhihB4EmE, EbilEEHIRE
MERNSEGIZ GRS

(BXREZZE /FET 1) RLIREFIEAMERGBEA, (REALSIET —DSFIENER. AR
BIRER? (A ERIFE T AR EAIE N IT?

RIFRREIXE(FRE, AMISABNTELE, THRITHEELURKSX—RIFRBA AT L.
HHATREIXMHE RS AR, ERPAMISZAEHIEEZRE AR BRI RE—
i, XPOEBEIERIFERGE . RER ZRESRENMARN—FMEL ( ZFRUSER RER
17, REDFEI ARSI ER—RII08AE ) |, HBBELRE=EE, FHaRRAZEAY
BEXRENSH—REELFEEE T T TFRR RIS GMEESRIEE . RAXER R (ER
HR&EARTN 70 ZXKEA, FHER T HHMIUSEAOME, LSRR, BENSkESE (BT

IRERAMND , BEEAFEIR, (BMNREREAHSBEREIN) kEERR .

(FEMRESARRRIREINT —NES . fEfEm (B tnt i) B, (RER TIFSBE0ng, (B2
DILREANIE B . (R BB S TIVAY?

EEEERNANBETN! HPMIEASEE N, RAXEEREN T 500 BNH—EEEEXE
M. RERRNAZARRIBE . WRREHIIRE ‘BB, B5? " 2ATHAAMINER. H—8
AXTEREURAI0RE, “BUnT1R, Bs? " KE—RXTIL- Bk XERHRDT - HikjE
HONE. W21 SR, EAER— " BstlSHNERNEXNXE, il “RRER" |
‘WA . “BRERTT .

HICRITREZEEI AR EIORM, SNRERI0ER, TEEFSS. A IRR T LITRE.
BUaRERAILEETON . BERSHTRIRNENEBRIC H hAg IR — R, XERREGEH

FHRBRSEMAIE, LIDEEBS. SEEBEE . LY. IRTBY . HAFBSWEHL. K
MRRGOR. NJE, REEBEXAFZM, EREETRBY, WNEELHFHEIME ORZHE
) B, REBITSMRBHRRENNIFRISHEY, 1E &0 EEMERHIFRISBEEERIK
SIA—EMNRTXUN—HMEZN, UBCHAHFE. BHEBEZETEEHRINER, XERBEAFE
BER. (B ) PORSBHARRESHUEEHRERGT . KEMEREN. RN
MERXRB—MHREEZAF, MITUEERELES SRR RE, BB
WEEBIVINELR

WE, BNEBRETHTIFZRE, JLEEERELE. ERAARBERRANEBTZ 220U
FhT . EBNEGHEER TRFALE, BNTRTIFSHESY . HTTRFR(BHISIZ) , #auE (R
2t ) —FF, HEKEEET 300 MY, XLBPETREEN KSR, BEIETHICKZ S
FESMRENSH (G2 (REMliR) ) FIRERTR . XHBER EHBSAMAE T 7IRZINEIR,
FTERAXLBEASELY, MERNBRYEENEMISSETEILHEES SIS FI6E%
—HIEEE], T REL T —EERRE S EEBREMX L A, PR R A,
BRENHER T HFEREE - DR (BT ) XABIAEE—FK 20 ZRHMHZIR TIXER
BENRG, 5748, MESZATEMHINRIIA

REESEMETXNRTF, E/LFE, RRESECERARNILFE. SHMb—EENNE, BIE
REFEREXBE TN TN EZNRR, B8R TEE 80 HiPRENHO RAFEIEE.

CEHFHRBEERFET, BEAMBZANICIS, TREIFHETENRE . ZFATX M TEE,

B EFERBE. Instagram 1 gif NEREIERMERNRETEW, TRHRAEBZNNE, =
EEXASMEIN_E, AMIFFRITHRNRS  BIHRE—RER LR, REN THHTIEmWE.
BRI T B A3, BIRZEIXR, THRIINTELBERERILI=EE. BRRELIIF R
DVD MmBLAEE, BiIMAERMRTXHEIR. BENEFEXIRE, HRE—EEE, WEk iR
HORBS F RSB ENREI AR I A THCEMM BN TE— 8L AT SEAER S AIHAL, BATLAA
MITEEEER, MB—LAREEE—ER, LEEFERLEMISENAMN—EH<RBEPE
BRAR. RER—MEENIR, JIERREHRELEN.

18



Is Film Over?

— Email conversation between Jennifer West and Yuz Museum

Time: February 11", 2017
Venue: Los Angeles, Shanghai

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: | 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.
| took them to the local film lab, Fotokem in North Hollywood to perform a “snip test” to
see if the film has aged. | 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 | 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”. | 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. | 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. | 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.

| 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. | 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 | 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. | started using this process called “telecine” from that time.

Now | 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 | made
the first film, | started working in series, working on many films simultaneously — I'd had
one in a river, one drying outside, one soaking in bucket. | 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, | 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 | 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 | 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 | worked with at
various venues and | had to reassess my position as an artist and what | 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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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, | 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. | 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 | 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?

| was and am a huge music fan. Where | 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 | approach everything | do to this day. As
| began to analyze the substances and foods that were evoked in this music — | 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?

| 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, | was reading about artists having “signature
materials” that they are known for and started thinking about Paul McCarthy and his
chocolate sauce. | 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. | 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 | 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”. | started
shooting images on the film using experimental light sources such as glow sticks, strobe
lights, flash lights, television screen light, etc. — then | 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 Bow! 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
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Regressive Squirty Sauce Film (16mm film leader
squirted a-nd dripped with chocolate sauce,

ketchup, mayonnaise & apple juice)

16 BRERRHEHIHFZER, 35361
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. | 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. | 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. | 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 | 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 | am
completely bored watching, but they function as a mirror and that part | 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. | grew up going to the drive-in movie theater and later went to midnight movies,
such as Rocky Horror Picture Show and cult films. | 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 | find interesting. | 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 | 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 | 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 | 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 | 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
—afilm | had made a VHS bootleg of in my 20's and watched numerous times and shared
with everyone | knew.

Eventually | got out of this film and some years ago decided to show it to my son. As |
was watching it, | realized that | 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 | have been working on the project, | started making posts about the
films as | watched them, and had people following along on my account. That's when |
was watching five movies a day and only watching movies for my project. | 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 | 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 | am still wrapping my head around.
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R Advil e EItRIE . A RR RS - BEREEE. )
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
Eveni— 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)
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35mm film transferred to h\gh definition video, 5 minutes 9
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2010
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Production Still: Shred the Gnar Full Moon Film Noir
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Filmstrip: Shred the Gnar Full Moon Film
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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)

70 XA RETEE R, 547
70mm film negative transferred to high-definition, 54 seconds

2013
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Production Still: Salt Crystals Spiral Jetty Dead Sea Five Year Film
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Film Title Poem

35 ERF TR EENFENREHSE G, BF, 679408
35mm optical print hand-etch and painted, transferred to high-definition, sound, 67 minutes 40 seconds

2016
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“Bm T, BR? T REEENERRIG, 2017 F. TELEE.
“Is Film Over?” , installation view at Yuz Museum, 2017. Photo by Alessandro Wang.
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“Is Film Over?” | installation view at Yuz Museum, 2017. Photo by Alessandro Wang.
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EFZARR About the artist
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HESIENT , AEEZRNE, AR, 2010F; “WH171: Bk - TS , SREREY
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B2, 2013 F; B/REERE, =@, 2010 F; HRERNEME (CAPC) , K/RE, 2008 &F;
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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,ltaly, 2017;
“Flashlights Filmstrips Projections”, Tramway, Glasgow, 2016; “Paintballs and Pickle
Juice”, Kunstverein Nurnberg, 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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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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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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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
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Five Year Film (detail), 2013
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