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PRACTICE)

/

/

CLAUDIO TOLA
suburban melancholic, digital nihilist, full-time flaneur // aborted architect turned visual artist //

mostly makes images move, writes short texts, draws sketches // thinks and works in/by/with fragments and layers //
lingers over/along edges of all kinds // endlessly edits // adopts DIY ethics and lo-fi aesthetics - both for necessity and
virtue // prefers hardware stores over fine art shops // makes use of cracked software-outdated hardware / permanent
markers-duct tape-blunt pencils-sharp cutters-tracing paper // loves/hates screens // born and raised in turin (it), got
lost - and lost his mind - in paris (fr), was then seen in venice (it), is said to currently live and work in rotterdam (nl)
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In the past months, my research consisted mostly in undertaking a long-term project whose starting point
was my 8@ owards North Sentinel - an island in the Indian Ocean whose inhabitants have been
refusing contact with outsiders since the 18th century.

This has made them “the most isolated tribe in the world”. Almost nothing is knowheé’ﬁ&'%ry few i*nages of
m

. . . .+ taken at great distance, from above/below, fro
the island and the inhabitants exist. 545 /planes/satellites, through telephoto lenses

As alvisuamhagistmaydnterest was never-to-approach-the-istand-in-an-anthropologica
rathe¥ SR FOMPERINIPSERR/as a place/an object whose images are (almost) impossible to make

thnographic way, but

thinker/tinkerer, then - a tiny (black)hole on the world map / a dust spot on a crisp clear lens /
a dead pixel on a 4K screen / a - quite literally - border-line case //

I initially intuitively intended to retrieve-all-the-existing-images-of the-island; to-get-hold-of-it by-gathering-all

of its existing representations, A paradoxical attempt - | am fascinated by the lack of images of this place,
yet | strive | to see as much as | can of it. From the most straightforward, institutional sources of imagery
- colonial maps from the 15th century onwards; aerial shots scattered on the internet; Google Earth Pro’s

_ cropped + blown-up where the island was (or was not% pictured
imagery; photographs/footage from scientific expeditions to the island in the late XX century.

Other types of imagery then started to emerge - more informal, less institutional. Amateur videos taken by
pamﬁmﬁﬁ:m the island, screen recordings of video games in which the island is featured;
art “ ysterious, impossible, most dangerous” place in the world - paired with images of

wrong islands, Reddit conspirations, a fictional adventure/horror ebook , a “danger tourist” guy tweeting his

plans to visit it (...).

The island and the widespread attempt at making images of it became catalysts to speculate about bigger
topics that the island alone can’t answer but only hint at. | clearly realized that the point of this research is
image-making in its essence - human need of/attempt at knowing the unknown, making sense of the world

- Byonagking images of it. /A matter of mankind, of image-making, of image-making mankind, of mankind making.

| then started to follow a more open associative method, including images/objects that do not necessarily
relate directly to the island, but resonate with it - a miscellany of audio-visual material metaphorically
addressing and unfolding the questions that NS island arises. For instance, paintings by Rothko, Gauguin
or Friedrich, a coffee drop on my studio desk...

This project has proven to be a fertile field, definitely worth digging deeper in. However, | feel that to do so

effectively | have to properly organize ‘?IP%delrrﬂg (5%15&%’ i%r}?elljsg EF%HISggéV\é%e%F 898‘?%% Will produce in

the future, to make sense of their complexity. | therefore intend to spend some time building an archive with
@ daeﬂi.acr?-ﬁ?ndeglz éﬁhy%%lvlﬁc\;v?h ch each fragment is at the same time clearly classified on its own and multiply

an online repositor )
meaningfully interconnected with the others.

| feel | also need to start widening/deepening my theoretical research in regards to the topics that the
project is addressing - read more, build a solid network of references.

1

The Eye Research Lab assignment was an occasion for me to tinker with some of the materials and ideas |
had been investigating in this research, trying to make a self-standing piece out of them.

“1 or 2 images (some notes on)” is a 4-minute essayistic/speculative comparison between two of the more
outstanding - visually and conceptually - images that | encountered in this research: a painting by Mark



Rothko and Google Earth’s im

agery around North Sentinel. One seemingly fully realistic, transparent, the

other fully abstract and opaque; one made anonymously/automatically by Google satellites, the other made
by the hands-eyes of one of the most famous painter of the XX century. Both images have a blue dominant
color and feature edges as key elements in their compositions. The piece is built with and around these two

images, and aims at presentin

g/exposing both their objective differences - in terms of media specificity -

and, speculatively, their affinity/V/1at if these images - and the edges they show - despite being so different, are

| set up a relatively simple set

gateways to finding answers to the same questions? What if they stem from the

same, shared need of mankind to make sense of the world by making images of it?
of elements - the two images, unframed; a staged version of them - that |

designed/built/filmed in the stu

dio; a text/script, that I recursively re-edited throughout the whole process; a

layered soundscape made of oceanic and technical sounds; a blue frame used as a flickering intercut - and

repeatedly re-arranged their order and relations. | SRISATGS ARG FilRPLbLEKTRE VEFEfts of the piece.

some, sparse

Similar in content, yet very different in terms of form and overall structure.

This work was an effective playground - a serious
moving image artist and to pinpoint some of the su
| feel | only partially achieved this intention, and | t

one, though - to try and find my way/voice/stance as a

bjects around which my practice gravitates. However,

ﬁgrrueﬁ% ramcriéagh%%%trwgre on it, pushing it forward

along the lines that the later versions of the piece $@fdRptual art, minimal art

1

| feel that in the past few months | came to realize
come to me intuitively and that | would like to emb

- a conceptual/minimalist approach - in refe
century, which | have always been fascinat

language
description - tautology - paradox
self-reflection

cleastyesoaiestaple points in my work as an artist, that

race and use more intentionally:
visual cultures

rerediecopeertual/minimal art movements of the XX

its devices mine, research about it, underc?&?\@'%tg?%& ons.

- | make large use of image-collecting/appr
copy/cut-and-paste-s

- | write in a short/elliptic/fragmented/cumu

errors-glitches- fallures
dispositif / device / apparatus -(e)s

seeing watching staring
visibility invisibility
lenses, sensors, screens

digital/analog

- my work - be it moving images, writing, tth.HQH@/ P tyﬁ.\%%fe of/in/with fragments and layers, that |

draw together and costantly re-edit

technology/the technical

- | am drawn to the exploration of edges, thPESIRSIRS IREHHEES OB WORHS) AT 68y of

being/existing, technology-ies; my gaze na

}H{g}p{ ngers on these places of clash, of friction, of

shifting, of contamination, of emergence, of creation.

- | am interested in text as a visual element
this is again connected to conceptual art tr

- my work shows an underlying, recurrent ¢
recognize as the thematic core of my practice

appropriation, recycling, reusing, sampling, remixing,

AR hip-authorship

i3nEern i Sie general topics - that | came to

eXISI?nneJ{Igae“SrWék%%“inowledge desire/fear, sublime,

unknown, visibility-invisibility, (re)mediationgteehneleayitigtechnical, production/circulation/
ownership of images, space/place, architecture(s) - and their complex, mutual implications.

the ways and whys and weights of i

maaqges |
-

ed by and looked up to. | want to make this tradition and

opriatingfhoasiingdeolsesereenshots, download, rip-offs

lative &% welassseattered/spatialised/not-so-linear form.

pr&vgnﬁtl@éiggnse also - primarily, maybe? - visually -

~

Dy
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On the side of my main research work, | have been collecting - in the form of scattered textual/visual
fragments on notebooks, hard drives, wiki pages - hints for possible projects to develop in the future. Old
ideas, A& intuitions. They hardly connect together but | feel they all tangentially address intersecting

topics."4-consider them as short(er)-term projects to keep myself and my practice going and counterbalance
the slowness of the more research-heavy part. Serious playgrounds for languages, devices, technlques
skills - but whose ground is soft enough to allow myself to fall and faj '
developed, some finished, some just forgotten.

Some working titles:
1

Pure Theory/Mere Nature
| have also been collecting inputs about things that | would like to try out as possibly valuable additions to
my practice. These stem both from needs encountered i diréétsd re&Balch and from activities at
school. Some of them are Touchdesigner, After Effects dR&f 6B d8rRPEHI Experiments.

Very different but in the end all additional tools for image-making.
1 The absolute flicker

FétHH{r?' Y5utube-found- -footage based,

| have also been reconsidering my previous work - a medlurr]TY
speculative film-essay titled Dubai Dispositif. The conceBt ;(31 )s(tzrgng, but the approach | had in making it is
not effective. | would like to go back to it and re-edit it, starting by rewriting the script, and then going back

to the images. Getting rid of the redundant parts will proaﬂ%yerélr%h{ﬁ it way shorter.

1

Dead pixels
sid h hts t d with
(some sparf?égl th Xt 0 m?)o%ee E[]oowrhahy restrictions and high standards and | get often frustrated by not

being-able to-keep-up-Hose myselfin overthinkipg-and want todre always coherent. | should allow
myself to act more freely. Which doesn’t mean making things carelessly, just letting go of self-
sabotaging and trusting the process more. VIDEO IS A VE—-RY PRACTICAL MATERIAL

- | strive to be fully understood in my intellectual Frié@rAEARGE] bGRFaral MstoRsstrtieeaediieash
in images alone to do so. | need and want to work more visually, to convey my intentions-thoughts-
stances through images rather than through wortl4G 5728 aka A horse running in a loop, looped
aka A loop, literally

- | want to think myself more as a moving-image/video/media artist rather than fllmmaker It might be
: : CHERM LCD/, cre ns - ﬁ
just a matter of words, but | feel it allows a possibly more open, -form, eX|bIe approach which

is what | feel my practice should aim at.

- | don’t want to stick too strictly with the plans th&tni (f%%qj%qi H’él? master program with - found-
footage-based, essayistic/speculative filmmaking, the NS project. | want to take it as a time-space-
facilities window to explore in multiple directions

- | find it frustrating that my work only exists on my computer, in my studio. How can | bring it outside
of this small, introverted, self-feeding bubble? In the real world?

1
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LeWitt, S. (1969) Sentences on Conceptual Art

Marin, L. (2002?) On representation
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some that | am currently inspired by / | am very
ARTISTS |pad at keeping track of what my influences are

Arte Povera

Carl Andre

Cory Arcangel

Tony Cokes

Tony Conrad

Harun Farocki
Morgan Fisher
Forensic Architecture
Hollis Frampton
Jean Luc Godard
Douglas Gordon
David Horvitz
Pierre Huyghe
Arthur Jafa

Joseph Kosuth

Sol Lewitt

Sara Magenheimer
Eva and Franco Mattes
Jonas Mekas
Metahaven

Bruce Nauman
Simon Payne
Morgan Quaintance
Jon Rafman

Rachel Rose
Michael Snow

Hito Steyerl

Peter Tscherkassky
Lawrence Weiner



Diese Bilder lassen sich auch anders lesen

These images can also be
read in another way.

We would never be where we are now without subtitles. Subtitles—the lesser evil of the typog
transferof translated or emphasized dialogue imprinted into the celluloid-video-pixel ”masterp
are oftenconsidered atblemish on the pristine cinematic image. Butisubtitles are one of ! ‘ealest
and most imaginative things about the moving image inside its actual makeshift economies of speech;
reading, language, file format, and se'on. Especially yellow subtitles. Yellow subtitles signify a film_*
that' may feel, or actually be lost between the domains of forgotten arthouse masterpiece and internet
trash, referring to each but accepted by neither. They are a subtext. They are, forgive us, always lost in
transiation, which does not imply appreciation for the film of the same name. Subtitles funnel words that
were spoken in one language into printed text that's in another language, and so they channel this to
that, to different minds and ways of thinking, speaking to itself and to viewers about the impossibility of
accurate translation not just of the text itself.but of the way that it was said and what was.not said.
er Desert Island They are subtitles, subtexts, to the image and come to work as some kind of involuntary baseline of that
PrO image; they repeat, and worse, print, with many errors, what was said in another language than theirs
and are ultimately propagandistic in that effort and less apologetic than they should be.

Fh,, —_—

More

adied AT 40x more upload space

y (in English) | Ji hlava IDFF 2014

e are some pieces of film th
nk are interesting to look at




prova export
16

prova export

17
Screen Shot
2023-....3719

prova export
full

prova export
12

prova export
1

prova export
13

prova export prova 14

20

(=N

Screen Shot
2023-...04.04

prova export
19

Screen Shot
2023-...28.40

prova export
Al

Ty,




L]
ol N SICI an

Ihibitors
Q;&”al or
e %

nNikluce
Liee mild

tantioned. in
omiy ataviioned

ptafier only at

Sewewos
ssi|q S[oa)
ay)| olpn}s

Si

shouldcvenin rattendance.

=

JRes
= ..Lr.e

WMW 8% 2
4 (3]

dweopueq woly

hent

heels trea

eSO P
centaincpersons, you

If
the
Alpby

G
uce
jiabil

a1snwW usiguwe

Sakeur

ysep | 3Bl g
¢ x dno as}j0o

WARNIN

The prod
i
epileptie sai
syipiomsset s

Vourcownrisk

t@rémainpnrt

Buiuiow jes

2 X 8UM g - 4ol
BIQ | - SHUM 2 - %OBIq | - SHUM | - 4OBIq Z - SHUM | - XIBIq | - SHUM | - 4o

(G | - BUYM Z - YOBIG | - SUYM | - 3OBI] | - SUUM Z - O[] | - SUUM | - OBlC
¥ X BUYM g - 3OB|C
©Iq 2 - BUYM | - YOBI] | - SUUM | - YOBI] g - SNUM | - O] | - SUUM g - OBlC

1 'onlypush*blttons.

)
c
)
=]
o
A=
(2]
-}
o
=
c
)

©Iq | - BHYM Z - YOBIq | - SUYM | - 3OBI] g - SNUM | - O] | - SUUM | - OBlC

g | - eum g -
pxoumg -

g |- eyym g -

OB(q | - BHUM | - YOB(q | - BUUM g
OB(G | - BHUM | - YOBIq Z - BHUM |

OB(G | - BHUM | - YOB(q | - BUUM g
¥2Z X eyum |

- 0BIq | - SYUM | - YOE[C
- oBIq | - SYUM | - 3oE|C

- 0BIq | - SYUM | - YOE[C
- oBIq | - SYUM | - 3oE|C

(g | - 8HYM | - 3OB(] | - BHUM g
08 X eyum |
P9 X OYUM | - %0BIq | - OUUM |

(G | - 8HYM | - YOB(q | - BHUM |
®Ig | - 8UUM | - 5OB(q | - UM |

2E X OUM | - %OBIq | - OUUM |
®Iq | - 8HUM | - 0BIq | - 8HUM |

2E X UM Z - %OB(q | - OUUM |
®Iq L - SHYM | - orIq | - SHUM |

®Iq L - SHYM | - 50e(q | - UM |

®Iq L - SUYM | - YOB(q | - SUUM |
9 X OUUM 2 - %0B(q | - OUUM |

- OBIq | - 8HUM | - }OBI] | - SUM | - OB[C
- OBIq | - SHUM | - OBIq | - S}UM | - OBlC
- OBIq | - 8HUM | - OEIq | - S}UM | - oBlC

- YOBIq | - 8HUM | - O] | - SUM | - OBlC
OF X 8HUM | - 4OB|C

- >OBIq | - 8UM | - OBIq | - B}UM | - OBlC
- >0BIq | - UM | - OBIq | - S}UM | - OBlC
- 0BIq | - SHUM | - O[] | - B}UM | - OBlC
022 X ¥ X 8HUM | - 3oBIq

- >OBIq | - 8UM | - OIq | - BUM | - OB[C
->0®Iq | - SHUM | - OeIq | - SUM | - SoBlC
O X UM g - 3oBlC

- >0®Iq | - SHUM | - OIq | - UM | - SoBC

->{0®Iq | - SHUM | - 3OB(q | - SUUM | - SOBlC
- >{0®|q | - SHUM | - OB(q | - S}UM | - SoBC

08 X OUUM Z - YOB(Q | - OUUM | - YOBI] L - UM | - YorIq

2LL X SUUM Z - 0B(q | - SUM | - OB

2L X OUYM Z - {0BIq | - SNYM 2 - OBIq | - SHUM | - OeIq

95 X OUYM 2 - %0B(q | - SUUM T

- >08|q | - SHYM g - O] | - SUYM | - SoBlC

(mou jun 22| sdifo [e10) 2/€ X SHUM g - OE[¢

95 X 3UM €

= YOBIq | - SUUM g - 4OBIq | - SHYM g - YoB|C

87 X OUUM € - 4OBQ | - SUUM € - 4OBIq | - SUUYM g - 4oB|

7L X OUUM € - MOB|C

9 X SUUM 1 - 3OB|] | - SHUYM € - XOB|C
CLL X OHUM ¥ - OB

87 X OUUM G - 3OB(] | - SHUYM § - XOB|C
96 X UM G - 3oe|C

08 X 8HyM 9 - X0e]C

CL X 8UYM /L - 0B

#9 X 8UYM g - 3B

2 X 8NYM 6 - X0eC

£C X 9UM 01 - B¢

G X 9uM || - 9B

2 X 8HUM €2 - 3Oe|C

>
=
=
%]
)
)
2]
>
o
>
A ot
©
]
>

~
.
<}
N
ol
=
o
(=}

ospel which | preached unto you, which also y

o miue ‘sucfile Aq 'palunsuos aq ol Uoa!
ebe sJa

Bg.ﬁs.mévsnmoemg_:
i soufbiea ayfoddo auf ve puers 7 pus

o 7
Sty WS
S LN Jo SBUIpUNOLINS 8181 31 1 aBew
ONUID B J21Uied UESUBUN-UBINE

Lk
ames| Lot



Meet The Arist: Douglas Gordon Part 2012,

Bl CoUldN't producé that we just write an
instruction for an artwork to be made
="

Meet The Artist: Douglas Gordon Part 2012, Meet The Arist: Douglas Gordon Part 20f2.

s a— djdn‘t ha\./‘ a lot of money to produce P
things so if | had an idea that
- L




