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Doug:
/f seems like you try to challenge the f/afnesi of the screen not only by manipulating
video's pixels and colors, but also by introducing unpredictable moments. This cre-
ates an interesting progression from passivity to sudden agitation where the image

lurches toward the viewer. lt's as if the moving image gains an electrical physicality.

Pipilotti:
For me, video is less a tool for recording externa"l reality than a way to show psycho-
logical and physiological inner worlds-like finding symbolic colors and speeds for
different states of mind, or creating images that look like those graphic formations
called after-images that you see when you close your eyes. The technology has been

invented by human beings and it mirrors us back to ourselves.

Doug:
It's as if you're taking the cameratinside the electricity of the moving image in order
to hunt for stories and worlds, like in Pimple Porno (1992), where bursts of electricity
seem to leech out of the screen. What is the relationship for you between real exper-
ience and the kind of electrical experiehces you create in your work?

Pipilotti:
I think pure electrical experience happens only when you lie down, close your eyes,

and come to terms with the billions of electrical impulses that our feelings and
thoughts are made of. This is when, in your imagination, you experience the melting

together of images you extract from reality and the electrical pictures you see in your

mind's eye. Electrical experience on a monitor is something quite different. You will
always have the unelectrified space around you.

Doug:
There's a mental editing too that goes on in the process-fhe way the mind edits the t*
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inner and outer experiences of daily life. After you started editing video, did you
begin to see fhe world differently?

Pipilotti:
Yeah, it has sharpened my perception. I'm able to talk to somebody now, or watch
something, and simultaneously concentrate on the sounds coming from behind me.

Another thing is that in editing you become very clear about what you want, whether
it's three seconds of this or twenty seconds of that. But editing takes months. The
challenge is that you have to keep watching and listening to your work as if it were
the first time you've ever encountered it, You always have to be conscious of how
the viewer will experience your work for the first time. And it's this moment that
you manipulate.

Doug:
Can you describe fhis process of manipulation?

Pipilotti:
I don't mean manipulation in a negative way, although it is something that can always
be abused. I only want to be as precise as possible in my work, not pushy.

Doug:
Do you conceive of the exhibition space as a way of editing the viewer's experience,
or do you concentrate primarily on the moving image?

Pipilotti:
There are many different ways to edit the moving'image. First of all, designing the
installation itself gives you many options to work with. And in the final design, I like
giving the viewer a few possibilities to choose from. When I go see other art, I wani
to experience the rhythm of the artist. I want to feel how long they want you to be in
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front of their work. I want to be sucked in. I want to be guided by them. But in the end,

each viewer decides how long he or she wants to be there. That's why I like museums.

People choose to go there. They go there because they want to be manipulated.

Doug:
Does the museum offer an adequate platform to show experimental work with the

moving image?

Pipilotti:
lf you want to do something that has a beginning and an end, it needs a good room.

It doesn't matter if it is in a mLlseum, in a cinema, or a Studio. Recent art history

could have developed very differently in this way. what would have happened if

in the 1960s video art had become part of cinema rather than fine art? lmagine

going to the cinema today and seeing little screening rooms for video installations

where you could watch videos before or after the movies. What if in every cinema,

there were rotating video installations?

Doug:
That would be amazing. Somefimes I have the feeling that I have rotating installations
going on in my head! When I dream, I feel like l'm continuously editing and reediting.

Pipilotti:
Yes, when I dream, I feel like I see much better than I actually do in real life. I'm very

shortsighted normally, but in my dreamsleven though I'm usually flying in them-l
always see in sharp focus, like in film.

Doug:
It's always hard lor me to gauge how long l've been sleeping when I wake up from a

dream. The dream always see/ns to have compressed or expanded itself to be just the

right length. With film, though, we instinctively know when it's too long. Making con-
centrated short pieces, do you find yourself resf/ess when you see atwo-hour movie?

Pipilotti:
I always think films are too short. They should be longer!

Doug:
When you're watching a movie, do you ever think about the physicat experience of
being part of the audience? Do you ever feel too safe?

Pipilotti:
I think there's a ritual that takes place between the audience members. Everyone's

looking and concentrating in one direction and it creates this energy in the room,

That said, in my own work I try to get away from the ritual that evolves out of watch-
ing moving images. I do, though, like the feeling of this collective concentration on

a single screen in a movie theater. lt creates a miraculous energy in the room.

Doug:
An energy f rom the collective act of watching?

Pipilotti:
Yes. lt's really like a dance in silence, you know. People watching the screen all

together is like a communal dance. rf
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