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Silence) thus assumes powerful and contradictory roles. The resonances
of trafficked rivers and streets effect a virtual space that extends the gallery
walls, but the sounds also create “a more singular (specific) sense of place,”
precisely as McCall imagined.

In Leaving (with Two-Minute Silence), the tension between actuality and vir
tuality is pushed to the breaking point when one recognizes the uncannily
similar spatial coordinates in Luis Buñuel and Salvador Dalí’s Un chien andalou
(1929). Like McCall’s Sigmund Freud’s Dora (1979)31—where a “conversation”
between Dora and Freud is crosscut between Dora in front of a bookshelf and
Freud in front of the Statue of Liberty—the Surrealist classic vandalizes the
syntactic conventions of cinematic spacetime. The action in Un chien andalou
unfolds in an apartment several floors above a busy street, but whose main
door opens onto a beach. Un chien andalou was famously accompanied
by an alternation of two Argentine tangos and the Liebestod from Richard
Wagner’s Tristan und Isolde. But were the apartment’s spatial absurdities
translated into aural form, the result would be a rectangular space flanked by
the sounds of street traffic and ocean waves. Leaving (with Two-Minute
Silence) captures the sonic specificity of the West Side Highway but also the
radical spatial incontiguity afforded by cinema. In Leaving (with Two-Minute
Silence), McCall places actuality and virtuality in maximum tension.

EN PASSANT
Dynamic tensions rather than polemical oppositions. In the 1970s, McCall
marched beneath the banner of real time and real space against the mystifi
cations of the cinematic apparatus. His forthcoming public commissions
expand on the legacy Land Art, sited in specific cities, locations, and insti
tutions. But for McCall, the line between immanence and sitespecificity
travels directly through technologies and systems of mediation. Neither
the immanence of sitespecificity nor the specter of mediation offers McCall
an Archimedean point from which to criticize our mediated immediacy.
McCall fancies no outside of media. In this regard, McCall is far less polemical
than he was some four decades ago, when he introduced the technical and
formal foundations for the solid light films. Less polemical and more creative.
McCall’s recent works do not demystify cinema (or any other media system)
once and for all. Rather, time and again they make visible and audible our
mediated immediacy as a dance of geometric permutations, skins of light,
bodies of flesh, and murmurs in the dark that are united through separation
and capture intimacy only at a distance.

1 Republished in Anthony McCall, “Two Statements,” in The Avant-Garde Film: A Reader of Theory
and Criticism, ed. P. Adams Sitney (New York: New York University Press, 1978), 250.

2 Ibid., 250251. In 2003, when McCall republished the statement in October, he did not soften
the stance so much as introduce room for productive confusion. No longer did the film exist
solely in real threedimensional space. No longer was it necessary to contrast his solid light
film with films that “allude to a past time.” With 30 years’ hindsight, Line Describing a Cone at
least hinted at the possibility of other times and places. Mediation crept into the work’s primal
immediacy. See McCall, “Line Describing a Cone and Related Films,” October, no. 103 (2003).




