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Research Question

By exploring how we perceive illusion in art installations and contemporary film, this paper will compare The Dark Pool by Janet Cardiff and George Bures Miller with the film Eternal Sunshine of the Spotless Mind, looking at the nature of the viewer’s interaction and how imagination can be manipulated.

Abstract

This paper discusses firstly, a brief background of contemporary installation art, sound art and illusion in film, followed by a discussion of The Dark Pool and Eternal Sunshine of the Spotless Mind and the parallels between these two immersive experiences. Multiple techniques are used by both the art installation and the film in different ways to distort our sense of reality and provide us with an illusionary experience. 
Both media use sound, and it is argued that this enables our imagination to enrich our encounters of the works. In the installation, the multiple layers of sound, presented as an overlapping narrative, helps us to visualise the stories presented as part of the work. In the film, the soundtrack helps to engage us emotionally and presents dual layers of reality as the plot jumps through time and across parallel storylines.

Also, both are presented with a disorganised chronology that affects our sense of ‘being in the present’ and invites the question: what is fiction or reality? The difference between them is that within the installation, as a viewer, you are free to explore the space and discover elements of the story in a self defined order, whereas the film already has the jumbled chronology decided for us.

Lastly, objects are used in The Dark Pool, some familiar to us to invoke a feeling of nostalgia for the past, combined with strange inventions only technologically possible in the present to confuse our sense of time and in Eternal objects are used in forced perspective to create a visual illusion.

Ultimately, both have a similar aim to immerse us as viewers and for a short space of time at least, present to us a different or as described by Cardiff ‘parallel’ world, free from the constraints of reality.
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Our experience of art installations and contemporary film contains some parallels, as both contain an immersive element that disconnects us from reality, our senses are manipulated in various ways through the use of objects, narrative and sound. By exploring the nature of our interaction with the different media, this paper aims to gain an understanding of how our view of fiction and reality can become confused, causing a ‘dream-like’ experience.
Illusion is essential to art, a particular strength, rather than a lack or shortcoming. It is a singular virtue of art to show truth in and through illusion by constructing a different modality for understanding the complex character of reality as it is disclosed in human experience.

(Tymieniecka, 2005, p6)

Installation art is designed to transform the perception of a space. ‘The space and the selected ensemble of elements within it, are regarded in their entirety as the piece of work. Installation art presupposes the presence of an embodied viewer’, by physically entering the space and becoming immersed in the installation ‘our senses of touch, smell and sound are as heightened as our sense of vision’ (Bishop, 2005, p6). 
The history of this type of work, can be traced from a diverse range of ‘Avant Garde’ sources such as Marcel Duchamp and Kurt Schwitters to the International Surrealist Exhibition (1938) which was described by Georges Hugnet as ‘a station for the imagination and the dream, a platform of departure for the visitor’s unconscious free association’ (citied in Bishop, 2005, p22).
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	1. International Surrealist Exhibition, (1938) Galeries des Beaux-Arts, Paris


Dada and Surrealism have also been citied as crucial components of the genealogy of this genre. Artwork specifically labelled ‘installation art’ began to emerge in the 1960s, but has really come to the fore in the 1990s (Coutler-Smith 2006).

As described in Claire Bishop’s Critical History of Installation Art, there are three key features of this type of work: direct involvement and interaction of the viewer by entering the space; the discovery of the work in ‘fragments’, in an undefined chronological order and the use of found objects and materials. It could be suggested that the narrative nature of these works, presents an interactive way of story telling, albeit the viewer has the power to decide in what order that might be. ‘The emergence of a narrative dimension in the scattered objects that make up a nonlinear sculptural and/or multimedia installation also seems to be entwined in a critical dialogue with classic narrative cinema (Coulter-Smith, 2006, p4).
Story telling therefore, the essence of cinematic experience is an important aspect of some contemporary installations, or environments, leading the viewer on an imaginary immersive experience. A contemporary example of which is work by Mike Nelson.
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	2. Nelson (2000) The Coral Reef (detail), Matts Gallery, London
	3. Nelson (2004) Triple Bluff Canyon, Modern Art Oxford


Mike Nelson’s work is paradigmatic of the ‘dream scene’ type of installation art. Such work is characterised both by psychological absorption and by physically immersion [...] As a consequence, this form of installation art is often regarded as being related in some way to the absorptive character of painting, reading and cinema. These analogies are all valid, since there is a strong narrative element, […] yet because the installation seeks to trigger fantasies, individual memories or cultural associations in the viewer’s mind, the symbolically charged ‘dream scene’ provides the richest and most poignant model of comparison for our experience of these works.

(Bishop, 2005, p47)

Nelson’s work The Coral Reef is obviously narrative, as you are led through a series of rooms and encouraged to consider the imaginary person or people living in each one, similarly in Triple Bluff Canyon, there are passageways and multiple locations to explore, allowing the viewer to discover various viewpoints of the same installation.

Whilst these examples illustrate immersive installation environments, predominantly our visual senses are being engaged. Immersion itself requires not only physical entry into the space, but a ‘polysensory’ experience of sights, sounds and possibly touch and smell (Grau, 2004). 

	The installation piece Babel by Clido Meireles presents a tower of radios, each of which is quietly playing a different station. Only by leaning close to each radio can we discern the individual frequencies. Although Meireles’s work is predominantly symbolic and contains complex metaphors, in this context, interest lies in the sensory relationship of the sound and space.  ‘Meireles […] harnesses perceptions other than the visual to immerse the viewer, often demoting the optical in order to foreground more intuitive senses like smell, sound and touch’ (Bishop, 2005, p39).
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	4. Meireles (2001) Babel (detail), Tate Modern, London, 2008


Incidentally, in parallel with the development of Installation art, Sound art, began to form as a genre in the late 1960s. Using sound in environments ‘describes the very relational, spatial, and temporal nature of sound itself. Sound provides a means to activate perception, spatial boundaries, bodies and voices’ (LaBelle, 2007, p12).

The Dark Pool engages our senses on multiple levels in a comprehensively immersive space, by using objects, narrative and sound. ‘Their internationally renowned multimedia installations engage all the viewer’s senses in the creation of parallel worlds’ (Cardiff, Bures Miller, 2008 p7). The analogy to cinema is also a central theme to their work, as discussed later in the paper. Sound is a strong component of the work and creates an additional aspect of comparison with a film, which generally relies heavily on its soundtrack to engage the viewer emotionally.
Sound helps us to imagine a space, and as well as its effectiveness in installation and sound art, it is also a key component in film theory as demonstrated by the concept of ‘projective illusion’ (as put forward by Angela Dalle Vacche in The Visual Turn: Classical Film Theory and Art History and also Projecting illusion: film spectatorship and the impression of reality by Richard Allen), the idea that rather than looking at the image ‘from the outside’, some films enable you to perceive the events of the film ‘from within’. 

You perceive a fully realised, though fictional, world that has all the perceptual presentness or immediacy of our own. […] Furthermore, through sound we are not only made aware of offscreen events, but those events have the same sense of presence as onscreen events.

(Vacche, 2002, p245)

So, in essence our perception of ‘surround sound’ expands the action and movement on screen into the space surrounding us, allowing our imagination to ‘fill in the gaps’. We become completely engrossed in the film, and therefore integrally part of it. A similar experience could be said to happen when we listen to a radio drama, as we imagine the visual story to accompany the sound (Forrester, 2000).

Manipulating our perceptions in terms of reality and illusion began much earlier in film, George Méliès being one of the pioneers of cinematic illusion as early as 1896 (Petrie, 1993) and ‘dream sequences began to appear in film, provided by the Freudian dream knowledge in circulation toward the end of the nineteenth century’ (Marinelli, 2006, pp87-110). In the last century there have been depictions on screen of slips from reality, whether it be flashbacks of memory, fantasy or dreams (by directors such as Bunuel, Hitchcock, Svankmajer, Kieslowski and numerous others) (Orr, 1998. Richardson, 2006).

From within an extensive body of film work, I have chosen to focus on the contemporary film Eternal Sunshine of the Spotless Mind (2004) by Michel Gondry. Arguably, Gondry’s experimental cinematic work and videos show some of the best contemporary examples of illusionary ‘dream worlds’ on screen and Eternal  ‘resides to a considerable extent in a dreamlike state’ (McCarthy, 2004). ‘[Gondry’s work] has an unearthly, quivering quality reminiscent of the early days of filmmaking, the kind of thing Georges Méliès might have done if he were working today’ (Zacharek, 2004).
By contrasting The Dark Pool and Eternal Sunshine of the Spotless Mind this paper compares the viewer’s interaction with these media. Looking at the similarities and differences between these immersive experiences, physically and mentally, with the aim of a greater understanding of the different techniques in play to manipulate our imagination.

The Dark Pool (as described in the exhibition catalogue for The House of Books has no Windows, Fruitmarket Gallery 2008) is an installation, which takes the form of a room full of objects; ‘books, record players, speakers, models, notes, drawings and peculiar mechanical devices’, seemingly abandoned. ‘Opening an old door, we feel we are trespassing on the workspace of some kind of mad scientist or investigative writer. As we move round, we trigger sounds – stories, conversations, music – that speak of the ‘dark pool’, a mysterious place where people disappear’. Our senses are enveloped as we step inside the space, we are transported to a different time and place. By creating this visual and audio narrative our curiosity is provoked. Where is the pool? Where do the people disappear? Is it in the room? 
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	5. & 6. Cardiff & Bures Miller (1995) The Dark Pool
	


I’ve always loved to escape, whether it was through walks, books, films or dreams, and it’s only now that I realise what I’ve been doing this past decade. I’ve been creating portholes into my other worlds.
(citied in Cardiff, Bures Miller, 2008, p11)
The theme of displacement from reality is exploited by their choice of objects and paraphernalia within the room. Many things are old or at least appear to be, perhaps Edwardian or Victorian – yet they are mixed with strange devices (such as the wish machine) and their use of modern technology. This sense of timelessness helps us to forget the here and now, as within this room, it is not possible to know where, precisely, we are in time.

Charles Avery is another artist who tells stories through his work, by using familiar or nostalgic objects (The Eternity Chamber), in the same way Cardiff & Bures Miller have collected old objects and placed them in The Dark Pool, we are seduced into believing this fantasy world is real. This approach, according to Nicolas Bourriard, only helps to anchor this false reality: 

Charles's work includes nostalgic elements belonging clearly to different periods of time. Really all the work is about archaeology, collecting proof that these ways of thinking and behaving exist in this fictitious world. This approach insists on the presence of the past, a non-linear vision of history.
(Bourriard, 2008)

By using recognisable items, both Avery and Cardiff & Bures Miller deliberately confuse us, Avery presents these objects as relics from his fictitious world whilst Cardiff & Bures Miller present an entire installation of fantasy, placing familiar objects alongside technically impossible inventions. Both are illusionary concepts, inviting us to ask, what is fictitious and what is real?
[In Avery's work] the familiarity of the scene emphasises the chasm that has opened up between our experience of the world and the narratives used to construct it which have no basis in any observable reality.
(Kettle’s Yard, 2002)
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	7. Avery (2008) The Eternity Chamber Installation view Scottish National Gallery of Modern Art, Edinburgh 
	


As mentioned earlier, sound is a key component to The Dark Pool. They were drawn to using this medium as it allows the possibility to mix up time and space. By layering sounds, they create different layers of reality (Cardiff, Bures Miller, 2008) as some of the recordings they use are from the ‘present’ i.e. Cardiff’s voice, but some (as described in an interview for their exhibition catalogue for The House of Books has no windows) are old recordings, hence they are layering together different periods in time. Enabling us to imagine ourselves in a third place – somewhere between the present and past.

Cardiff has been working with sound for many years. One of her most famous pieces is the ‘audio walk’ Her Long Black Hair (2004), in which we listen to her voice whilst on a walking tour of Central Park in New York. This complex work explores our notions of time as we are guided through the pathways, listening to the narrative, imagining what she sees in the past – following a mysterious woman with long black hair, whilst observing for ourselves what is happening in the present. Also, at points during the tour we are prompted to look at photographs, introducing us to another level of observable reality, mixing up our perceptions of past and present.

[image: image8.jpg]


 
8. Cardiff (2005) Her Long Black Hair Central Park, New York
Sound can be a very useful tool, both in art works and film to effect our emotions and stimulate our imagination. ‘Many critics have observed that Cardiff’s audio-walks are cinematic, transforming the world into a film set with the viewer as its central protagonist’ (Bishop, 2005, p99). As quoted by Pierre Bismuth (co-writer for Eternal Sunshine of the Spotless Mind and contemporary artist) ‘sound gives 80% of the cinematic effect in films, without it love scenes aren’t romantic, action scenes are too realistic. Its just that we don’t notice the huge part the film’s soundtrack plays anymore. Sound is emotion’ (Bismuth, 2008).
Within his video work, Bismuth is constantly questioning our perception of reality, by subtly sabotaging recognised film or TV work. For example in his 1997 piece Link #7, the film classic Sleuth (1972) is playing on a TV, as the scene in the film changes, the location of the TV also changes to a different apartment. Pierre, in conversation at the BFI, showed a work in progress: another classic film playing on a TV, as the camera in front slowly rotates (thereby showing the room around us), on each rotation the room changes and we are watching the film in a different location. We have the continuity of the soundtrack of the film, and the discontinuity of the different locations. The underlying aim of these works is to destabilise our sense of time and place, as we are a time traveller watching the same film, but in different spaces.

Within The Dark Pool, contrarily, our location is fixed but the layered soundtracks invoke an illusion of past and present. One of the most engaging parts of the installation is where, sitting in a chair placed between two speakers, we listen to Cardiff and Bures Miller discussing an imaginary scene taking place across the room:
J:
Just tell me what you see.


G:
There’s nothing there, just a few shadows.


J:
But…there was something there yesterday.


G:
Like what?


J:
He said that he could see the shadows of two people dancing.


G:
I don’t see anything.


J:
They’re in front of the tables, and they’re waltzing round the room. Her 


head’s on his shoulder, and you can tell by the way he holds her that he 


loves her.


G:
That’s a nice story. I’m sorry I don’t see it.


(Cardiff, Bures Miller, 2008, p14)
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9. Cardiff, Bures Miller, (1995) The Dark Pool
As the observer / listener the conversation is hypothetical, we are listening to a dialogue that is purely fictional, and yet we can imagine the couple dancing, allowing a space to exist in our imagination where we can invent the scene.

In an interview with Michael Juul Holm for Louisiana Contemporary the artists explain the similarities between their work and films:

GBM: We do like immersive media. We also try sometimes to overload the senses as well. Why do people enjoy going to Disney Land, or why do they enjoy rollercoasters?

JC: But that’s escapism.

GBM: It’s escapism to a certain degree. Is that so bad? I think our works function in a similar way to movies. Why do we like going to a film? Is it to get away from the real world? I like the suspension of disbelief that the audience grants the filmmaker as well […]

JC: When you go into films, quite often if it is a good film, you’re away from yourself for 90 minutes.

MJH: Like reading, reading novels …

GBM: We’re also playing with that as well. In some ways we set the viewer up to expect one thing, say a certain convention of film and then we pull the rug out from under them or irritate them in some way. Like in The Paradise Institute, where a woman (Janet) starts talking to you as if she’s a viewer next to you bugging you, eating popcorn, making comments about the film and about whether she left her stove on at home or not. As a viewer you’re wishing she would just shut up so you can watch the movie. Then a cell phone goes off next to you and for an instant you might really think – a lot of people do – that that’s a real phone and a real person answering it. We like to confuse the viewer in a way that for at least a moment they are unsure of what is real and what is fiction. In that piece the actual film isn’t as important as the whole cinematic experience is. It’s like cubist cinema, the experience seen from many different angles. But we’re fascinated with layers of reality.
Cardiff, Bures Miller (2006)


They discuss how a viewer can make assumptions about what is going to happen next, and their ability to disrupt the narrative, by adding a different layer of reality (as the phone goes off) to disorientate our perception and temporarily believe the illusion. The concept of narration, in relation to space is discussed by Kyander, (citied in Jalving, 2003): ‘All narratives unfold in space, whether that is physically, as in exploring an installation or metaphorically and the space indicated is a mental one, one that has to be imagined, and the unfolding is a way of describing how the writer arranges the storyline to evolve’. 

Cardiff and Bures Miller reference their work here in relation to film. Using some accepted conventions of that medium within their work, and then subverting the narrative. Both The Dark Pool and Eternal Sunshine of the Spotless Mind share the concept of a fractured narrative.

The film traces the romance between Joel (Jim Carrey) and Clementine (Kate Winslet), shown in reverse-order flashbacks, starting with the most painful memories of their break-up and working forward to the earliest sweetest ones. The film follows this disjointed format as, we discover, Clementine has decided to have Joel erased from her mind, following an argument between them. When he realises what she has done, in desperation and sadness he applies for the same process (by Lacuna Inc.) but as his memories of her begin to fade, he realises how much he still loves her and attempts to hide her within other memories to evade recollections of her being deleted. Much of the film is inside Joel’s memories, although it is interspersed with scenes from the ‘present’ of the parallel storylines of the employees of Lacuna Inc. as they perform the erasure procedure on Joel at his apartment.
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	10. & 11. Eternal Sunshine of the Spotless Mind (2004) 

Above: Joel & Clementine, Left: the Lacuna Inc. team at Joel’s apartment


Both the installation and the film contain a narrative experience which is not conventionally chronological, the difference lies in the narrator. By entering The Dark Pool and exploring the installation, the viewer is placed within the narrative itself and is free to make discoveries at their own pace, thereby creating their own story, mingled with their own past experiences and emotions. Whereas, Eternal is presented to you, in its confusing order and has been described as ‘a radical example of Maze Cinema, that style in which the story coils back upon itself, redefining everything and then throwing it up in the air and redefining it again’ (Ebert, 2004). Here lies a fundamental difference between being a passive viewer of a film as opposed to an active participant in an installation.

As mentioned at the beginning of the paper, by manipulating the viewer’s senses in an installation environment, displacing them from the here and now, in essence their view of time and space is also disrupted. It is possible to spend time absorbed exploring an installation, much in the same way you might read a story in a book, and feel that you are not in a gallery, but another space. As Arnheim (1954) discusses, in film too, time and space are easily disrupted from a continuous sequence, by locations changing scene to scene and time being expanded (slow motion) or compressed by the story skipping ahead.

These temporal and spatial relationships are constantly in flux within Joel’s memories. For example, during a fight with Clementine she storms off down the street, abandoning his car on the verge, Joel runs after her, only to arrive back at his car, facing the opposite direction and Clementine walking the other way, turning 180 degrees he again runs after her, only to arrive again at the car, in reverse. Joel is stuck inside the memory and cannot escape the borders of this scene, only a visual deception like this could be presented on screen.
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12. Eternal Sunshine of the Spotless Mind (2004) 

Gondry is a great advocate of low-fi effects and uses many illusionary techniques in the film. In the scene showing Joel as a small boy, hiding under the kitchen table, forced perspective is used (as shown on the DVD) the entire set increases in size so Jim Carrey is in proportion to play Joel as a boy. The section of the film depicting Joel’s memories of Clementine, are presented, at first, as realistic, but as the memories are erased blackness steals in at the edges of the scene, people’s faces become blurred and indefinite and Clementine herself disappears from under duvet covers, or within their apartment (through the use of hidden doors around the set). 

Other visual effects in the film signify that the scene is part of a memory. Dramatic spotlighting is used to create an eerie feeling which focuses the viewer’s attention on a particular part of the scene, often fading other details or even the location into obscurity. This often mirrors our recollections, where details can be sharp but our location can remain indefinite or when you are sure you are accompanied by another person but it is impossible to know who; in the film, people’s facial features are undefined or even completely removed to represent this feeling of confusion. This inconclusiveness is also represented by Joel’s voice over, as, as the memories are erased, sound becomes muffled and incoherent. He whispers and becomes unsure of the narrative himself. Sound, as stated, powerfully invokes our emotions.
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13. Eternal Sunshine of the Spotless Mind (2004)
Gondry and Bismuth also collaborated to create a video work, The All Seeing Eye in 2005 (which was exhibited at the BFI in 2008 as an installation). In this work, a camera pans continually around a room in an apartment and slowly all the items in the room disappear. ‘This subtractive process goes further than simply emptying the room […] the illusion of other rooms and the very existence of an outside world all vanish’. […] As Bismuth remarked in a recent interview: ‘[…] the interest lies precisely in the unexpected connections that arise between ‘naïve’ formal considerations (dismantling a set) and wide-ranging ‘philosophical’ problems such as reality versus illusion’ (Schuster, 2006). As the items in the set are removed this also causes a feeling of displacement, as described by the exhibition text:

The exhibition explores one of the most successful collaborations to date between a contemporary artist and a filmmaker and exemplifies how today film and art are interconnected. Like the film, The All-Seeing Eye shows subtraction as the metaphor for a world without communication and relationships: a room is stripped bare, the non immediately apparent visual erasure taking place creates a moment of displacement in the spectator comparable to the feeling experienced when a memory is lost, despite its strength and against one‘s will, simply by means of time passing. The theme of memory and its erasure links The All-Seeing Eye with Eternal Sunshine, a connection that is underlined by a television in the room playing a scene from the film throughout the piece. 
(BFI, 2008)
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14. Bismuth & Gondry (2005) The All-Seeing Eye [The Hardcore Techno Version] BFI, London, 2008
Although it could be argued that this is still a video work, it was situated at the BFI in an enclosed room and included a rotating projection of the video, so as the image moves around the room, as an observer it requires your active participation to follow the projection and engage in a more physical way with the work, providing an even closer link with their collaborative work to contemporary installations.

Both The Dark Pool and Eternal Sunshine of the Spotless Mind stimulate our senses and fire our imagination and create an immersive experience. By introducing unexpected or even physically impossible elements to the stories being told, they become a surreal experiment and freed from the constraints of reality, your imagination is free to expand upon the details or tantalising snippets that are presented. As Kafka wrote in his diaries ‘a simple sentence that starts a tale can conjure up an entire world in our imagination’ (cited in Sorlin, 2007, p86).

Illusion constitutes a distortion of our senses, whether that is visual, aural or through other senses. The fundamental difference between installation and film is obviously that the installation is three-dimensional and involves actual physical immersion, whereas a film is two dimensional and the immersion described is a mental one (although with the recent advent of 3-D technologies in cinemas such as the iMax this could become a thing of the past (Anderson, 2009)). Despite this difference, in these examples the techniques used to manipulate our senses are related and intertwine together. For example, the use of sound in the installation and film helps us to expand and enrich upon the story presented to us. Also both attempt to displace our sense of reality, by confusing our sense of chronology through the story and distorting our sense of location. Ultimately, both have a similar aim to immerse us as viewers and for a short space of time at least, present to us a different or as described by Cardiff ‘parallel’ world, free from the constraints of reality.

Visual References
1. International Surrealist Exhibition, (1938) Galeries des Beaux-Arts, Paris (Bishop, C. Installation Art, 2005 p21)

2. Nelson, M. (2000) The Coral Reef (detail), Matts Gallery, London [Online image] http://www.mattsgallery.org/artists/nelson/exhibition-3.php [Accessed 19/09/09]

3. Nelson, M. (2004) Triple Bluff Canyon, Modern Art Oxford [Online image] http://www.modernartoxford.org.uk/Exhibitions/Archive/9 [Accessed 19/09/09]

4. Meireles, C. (2001) Babel  Tate Modern, London, 2008 (Tate Photography) [Online image] http://www.tate.org.uk/modern/exhibitions/cildomeireles/rooms/room6.shtm [Accessed 30/09/09]
5. Cardiff, J. & Miller, G. B. (1995), The Dark Pool, [Online image] http://www.cardiffmiller.com/ [Accessed 12/09/09]

6. Cardiff, J. & Miller, G. B. (1995), The Dark Pool, [Online image] http://www.cardiffmiller.com/ [Accessed 12/09/09]

7. Avery, C. (2008) The Eternity Chamber Installation view Scottish National Gallery of Modern Art, Edinburgh [Online image] http://www.doggerfisher.com/ [Accessed 19/09/09]

8. Cardiff, J. (2005) Her Long Black Hair Central Park, New York [Online image] http://www.fiffe.com/blog/wp-content/uploads/206-janetcardiff.jpg [Accessed 26/09/09] 
9. Cardiff, J. & Miller, G. B. (1995), The Dark Pool, [Online image] http://www.cardiffmiller.com/ [Accessed 12/09/09]

10. Eternal Sunshine of the Spotless Mind (2004) [Stills, online image] http://www.imdb.com [Accessed 26/09/09]

11. Eternal Sunshine of the Spotless Mind (2004) [Stills, online image] http://www.imdb.com [Accessed 26/09/09]

12. Eternal Sunshine of the Spotless Mind (2004) [Stills, online images] http://www.imdb.com [Accessed 26/09/09]

13. Eternal Sunshine of the Spotless Mind (2004) [Stills, online image] http://www.imdb.com [Accessed 26/09/09]

14. Bismuth, P. & Gondry, M. (2005) The All-Seeing Eye [The Hardcore Techno Version] Installation view at BFI. London, 2008 [Online image] http://www.flickr.com/photos/jeremygetscash/2894131667/ [Accessed 26/09/09]
Bibliography

Allen, R. (1997) Projecting illusion: film spectatorship and the impression of reality Cambridge University Press

Anderson, J. (2009) 3-D not an alien concept in Hollywood Newsday 26/03/09 [Online] Available at: http://www.azcentral.com/thingstodo/movies/articles/2009/03/26/20090326danimation0326.html [Accessed 27/09/09]
Arnheim, R. (1957) Film as Art University of California Press

Bachelard, G. (1998) Air and dreams: an essay on the imagination of movement: translated from the French by Edith R. Farrell and C. Frederick Farrell, Dallas Institute Publications

Bachelard, G. (1969) The Poetics of Space 1994 Edition, Boston, Beacon Press

Barthes, R. (1993) Mythologies: selected and translated from the French by Annette Lavers London, Vintage

Bedtime stories (2008) Holland Herald pp17-22
Benson, N. (2004) Introducing Psychology New Ed. Icon Books Ltd
Berger, J. (1990) Ways of Seeing TV Tie in edition Penguin Books Ltd
Bishop, C. (2005) Installation Art: A critical history London, Tate Publishing

Bismuth, P. (2008) Pierre Bismuth in conversation, [Interview 07/10/08] BFI, London 

Bourriaud, N. (2005) Postproduction: culture as screenplay: how art reprograms the world New York, Lukas & Sternberg

Bourriard, N. (2008) Charles Avery The Islanders: An Introduction, [Exhibition tour 23/10/08] Parasol Unit, London

Brett, G. (1999) Susan Hiller: Lucid dreams, Oslo, Henie-Onstad kunstsenter

Buck-Morss, S. (1989) The Dialectics of Seeing: Walter Benjamin and the Arcades project Cambridge, MA., MIT Press 

Calle, S. (2005) Appointment: with Sigmund Freud / Sophie Calle, Thames & Hudson

Calvino, I. (1997) Invisible Cities: translated from the Italian by William Weaver London Vintage

Capra, F. (1992) Tao of physics: an exploration of the parallels between modern physics and Eastern mysticism London, Flamingo

Carroll, N. & Choi,J. (2006) Philosophy of film and motion pictures: an anthology Wiley-Blackwell

Clido Meireles (2008/09) Cildo Meireles London, Tate Modern 14 October 2008 - 11 January 2009

Charles Avery, Mark Manders, Keith Tyson et al. (2009) Walking in my mind London, Hayward Gallery 23 June – 6 September 2009

Charles Avery (2008) The Islanders: An Introduction London, Parasol Unit 10 September – 8 November 2008

Coulter-Smith, G. (2006) Deconstructing Installation Art Casiad Publishing

Cytowic, R. (1994) Man who tasted shapes : a bizarre medical mystery offers revolutionary insights into emotions, reasoning, and consciousness London,  Abacus

Déjà vu (2006) Directed by Tony Scott, Buena Vista Home Entertainment, 2hrs8mins [DVD]

Ebert, R. (19/03/04) Eternal Sunshine of the Spotless Mind: Review, Chicago Sun Times [Online] Available at: http://rogerebert.suntimes.com/apps/pbcs.dll/article?AID=/20040319/REVIEWS/403190302/1023 [Accessed 24/09/09]

Eco, U. (1994) Six walks in the fictional woods Cambridge, MA.

Eternal Sunshine of the Spotless Mind (2004) Directed by Michel Gondry, Momentum Pictures, 103mins [DVD]

Eysenck. H. J. (1986) Decline and fall of the Freudian empire Penguin

Forrester, M. (2000) Psychology of the image Routledge

Freud, S. (1997) The Interpretation of Dreams (Wordsworth Classics of World Literature) New Ed. Wordsworth Editions Ltd

Fruitmarket Gallery (2008) Janet Cardiff & George Bures Miller: The House of Books has no Windows, Fruitmarket Gallery

Gaarder, J. (1995) Sophie’s world London, Phoenix House

Goldie, P. (2004) On Personality London, Routledge

Graham, G. (1949) Philosophy of the arts: an introduction to aesthetics 2005 Ed. London, Routledge 

Grau, O. (2004) Virtual art: from illusion to immersion Cambridge, Mass., MIT Press 

Harrison, C. & Wood, P. (2003) Art in Theory, 1900-2000 An Anthology of Changing Ideas Blackwell Publishers Limited

Hawking, S. W. (1988) Brief history of time: from the big bang to black holes London, Bantam

Hebron, S. (2007) Michel Gondry, Guardian Unlimited 07/02/07 [Online] www.guardian.co.uk [Accessed 18/09/09]

Hiller, S. (2000) Dream Machines London, Hayward Gallery Publishing

Hiller, S. (2008) Provisional texture of reality : selected talks and texts, 1977-2007 Zurich, JRP Ringier

Hyde, M. & McGuinness, M. (2004) Introducing Jung New Ed. Icon Books Ltd

Jan Svankmajer – The Short Films 1964-1992 (2007) Directed by Jan Svankmajer, BFI Video, 5hrs30mins [DVD]

Jalving, C. (2003) Nostalgia, Reverie & Intoxicating Dreams: Romantic Longing in the Art of Peter Callesen [Online] Folding-unfolding by Kyander, P. Available at http://www.petercallesen.com/index/index2.html [Accessed 22/09/09]
Janet Cardiff & George Bures Miller (2008/09) The House of Books has no Windows Oxford, Modern Art Oxford 15 October 2008 – 18 January 2009

Jung, C. & Hull, R. F. C. (2002) The Undiscovered Self: Answers to the Present World Crisis Routledge Classics

Kettle’s Yard (2002) Flights of Reality Kettle’s Yard, University of Cambridge
LaBelle, B. (2007) Background Noise: Perspectives on sound art New York, The Continuum International Publishing Group Inc

Link # 7 (1999) By Pierre Bismuth, Video on TV screen, carpets, 17:50 min [DVD]
Luis Bunuel Collection – (Belle de Jour (1967), The Diary of A Chambermaid (1964), The Obscure Object of Desire (1977)) (2007) Directed by Luis Bunuel, Optimum Home Entertainment, 776 mins [DVD]

Marinelli, Lydia (2006) Screening wish theories: dream psychologies and early cinema Science in Context [Online] 19: pp87-110 Available at: http://www.lib.berkeley.edu/MRC/moviepsych.html [Accessed 17/09/09]

McCarthy, T. (2004) Eternal Sunshine of the Spotless Mind: Review, Variety 12/03/04 [Online] Available at: http://www.variety.com/review/VE1117923353.html?categoryid=31&cs=1&p=0 [Accessed 24/09/09]

Mike Nelson (2008) Psycho Buildings London, Hayward Gallery 28 May – 25 August 2008

Mythologies (2009) London, Haunch of Venison 12 March – 25 April 2009
Norton, Q. (2009) Rewiring the brain: inside the new science of neuroengineering Wired 02/03/09 San Francisco, USA, Conde Nast Publications

Oliveira, N. de, Oxley, N. & Petry, M. (1994) Installation Art Thames & Hudson

Orr, J. (1998) Contemporary Cinema Edinburgh University Press

Parker, D. & J. (1985) Dreaming London, Mitchell Beazley Publishers
Perez, G. (2006) The dream life The Nation 27/03/06 New York, The Nation Company L.P
Perry, G. & Wood, P. (2004) Themes in contemporary art London, Yale University Press

Peters, T. and West, J. eds. (2002) The Uncanny Room, London, Luminous Books

Petrie, D. ed. (1993) Cinema and the realms of enchantment: lectures, seminars and essays by Marina Warner and others British Film Institute

Pierre Bismuth and Michel Gondry (2008) The All-Seeing Eye [The Hardcore-Techno Version] London, BFI 12 September - 23 November 2008

Raulff, H. et al. (2007) Sleeping and Dreaming Black Dog Publishing
Richardson, M. (2006) Surrealism and Cinema Berg

Rucker, R. (1977) Geometry, relativity and the fourth dimension New York, Dover

Rugoff, R. & Stewart, S. (1997) At the threshold of the visible: minuscule and small-scale art ; 1964-1996 New York, Independent Curators Inc.

Sacks, O. (1986) The Man who mistook his wife for a hat London, Picador

Schuster, A. (2006) Pierre Bismuth and Michel Gondry Frieze Magazine Issue 97

Scientists closer to visualising dreams (2008) Rediff India Abroad 06/03/08, Available from:
http://www.rediff.com/news/2008/mar/06dream.htm [Accessed 18/03/09]

Siegfried, T. (2002) Strange matters : undiscovered ideas at the frontiers of space and time Washington, D.C., Joseph Henry Press

Shanks, D. (1991) Remembrance of things unconscious New Scientist 24/08/91 Issue 1783, London, Reed Business Information Ltd
Sorlin, P. (2003) Dreamtelling Reaktion Books

Surrealism Reviewed (2002) Various Artists inc. Marcel Duchamp, Andre Breton, Max Ernst, et al. LTM, 74mins, Original recording remastered [Audio CD]

Tanizaki, J. (2001) In praise of shadows: translated by Thomas J. Harper and Edward G. Seidensticker, London, Vintage

The Diving Bell and the Butterfly (2007) Directed by Julian Schnabel, Pathe, 1hr52mins [DVD]

The Last Laugh (1924) Directed by F. W. Murnau, Eureka Entertainment, 90mins [DVD]

The Science of Sleep (2006) Directed by Michel Gondry, Warner Independent Pictures, 102mins [DVD]

Thompson, M. (2000) Philosophy London, Teach Yourself Books

Thornton, S. (2008) Seven days in the art world London, Granta

Three Colours Trilogy (1993) Directed by Krzysztof Kieslowski, Artifical Eye, 4hrs36mins [DVD]

Tymieniecka, A-T. (2005) Human Creation in reality and illusion, Springer,  Analecta Husserliana, The Yearbook of Phenomenological Research, Band 87. 

Vacche, A. D. (2002) The Visual Turn: Classical Film Theory and Art History Rutgers University Press

Watson, P. (2000) Terrible beauty : a history of the people and ideas that shaped the modern mind London, Weidenfeld & Nicolson

Zacharek, S. (2004) Brilliant Mistake  Salon [Online] Available at: http://dir.salon.com/story/ent/movies/review/2004/03/19/eternal_sunshine/index.html [Accessed 26/09/09]
PAGE  
1

