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V sredo, 18. seplenbra, ie u lnronnacij-
skem centu Modene gare.,re svoi naino-
veisi lilm Oce6n Eeat predslavil v San
Franciscu iiveai Blovenski reiiser Andrei
Zdravi6. Ob lel prlloinostiie naslalpriau-
ioai pogovor o vodir gibaniu, poioaom
dalinogledu, inleraktivnem muzelu In

EKRAN: Zatenjam s prcsenetliivo koinci-
denco- Ptav nekje v iasu ogledov tvotih
titmov se,i, prcvajat Deteuzeovo knjigo
Podoba gibanje. Ce tvegan oznako tvojih
lilnov, patem je njihov prostorv poglaviu o
poclobi-percepclil, ali Se natanineje, v li-
stem razdelku, kjer Deleuze govori o na-
vduieniu prcdvojnega hancoskega lilna,
hske abslrakciie, nad tekoao voda. Vocla

ie nantea prcdmet podobe-petcepciie par
excellence, sai omogoea izlu5ienie giba-
nja iz qibliive nateriie, dobesedno uorizoti-
tev sanega gjbania. Kako sam por'asniuies
svoj inleres za voda?
Andrei Zdravia: Ze kot olrok sem u:iva v
vodi. Sporninjam se Soae, ko pa srno:lve i

v A Z rili, ssm prav tako veliko 6asa preb I

ob morlu. G oblii delavnik pa je sotovo pri-
roiena a ove5 ka fasclnacila nad vodo. Srno
vodni element, triaetrt telesa ie.avsezad-
nie voda. Rojenismovvodiin praviio, da je
pruiaut, kiga razvije zarodek v malerinem
lrebuhu. prav sluh ln kaj poslus6? Pljus'
kanje vode in rilem srca Od samega za-
aelkatoretrlem in likvidnielement v kale-
rem nam ie Pristno, ceo zelo epo.
EKRAN: Zanina ne rclerenca n a Schwen-
ka, ki si qa omenial pred ptojekcija v Ma-
derni satetiji. V kohkini neti sa niegovi
sptsi vplivali na tvajo perceDcijo vode?
AZ: Leta 1976 mi le neka prijateliica dala
Schwenkovo knjigo Sensitiye Chaos. Ta
knjiga je name naredila izjemen vlis. Ze
preisemsicerprebiral Slevilneznanslvene
kniige o va ovanju in tekoainah, Schwenk
pa je opazovanje gibanja vode zveza s
svojevrstno ps holog jo, sp riluaL zmom.
Zanima ga, kaksf e obl ke pr vzema lekoaa
voda. Ko prilede v stojeao vodo, denimo,
naslaneio vdinci, ki so presenetltivo po-
dobni rentgenskemu posnetku aloveskih
mozganov. omenja ludi resr s kostmi, po-
moaenimi v linlo, na kalerih se poiavliaio
nekakSne belepikice. kiimajo obliko vode.
kiseje ustavila. Skratka, dokazuje, kako so
razlian organi pravzaprav razlane oblike
vode, k se je ustavia v nekem matsrialu:
erkrar v ikivu, drugia v kosteh, trettia v
mo2sanih... Schwenk si dovol iudi vzpo-
rednicesa oveskim m Sijentem,zasoc aci-
jami, kipogoslo polekajo po zakonih giba-
nia vode. V grobem ie njesova leori,a v
lem, da si alovek z gledanjem vode in zra-
ka, nasploh gibaniv naravi, uslvarja pogo-
le za boll l urdns razmisllanta.
EXRAN: Ce Uavtlno tazumem spotoatlo
tvoith lilnov, bi naj po svote vftdali utba-
nega iloveka iz stresnih s ituaclj velemesla
v svajevtslno slanje pred ltudmi, ,nato
lastna zatjo<, kat pnvi Gaethe- Voda kat
harfioniia- Dejstva Da te, da voda zares
poslane lilmsko alraktivna Sele teclaj, ko ie
v svoievrstni kakoloniji, ko preplavlia, briz-
ga,vte ko je skntkaludi sama slresna,

tusrrtrcjoaa... V ten je nedvamna dalo-

AZ: Nedvom.o. Razb'rrja me kaotidno ki-
penie vode,lisli trenutki, ko ie energija ne-
posredno izra:ena. Toda pod vsem lem
kaosom je vendarle nek sislem, tudikaosu
vladajo doloaen zakoni. Po drug stranipa
ie kaos, ki ga 6 ovek opazLrie v naravi, sa-
moregenerativen. lma svoj smlse, saj se z
njega porata nekai novega. Kaos uswaria,
aeprav podira:lako kol lava, ki sicer poire
cel sozd, zato pa hkrali iz osraja zemlle
prinese minerale, zrak, pline in vodo. Nekaj
Iascinantnegaje v tejsurovosli:v njej lah-
ko razberemo naae lashe nagone, lahko
pa tudi inluilivno aulimo, da je v vsem lem
neka katatza. Ko sem pred desetim sli
priael de at Oce6n Beal, sem iskal pred-
vsem divje p ati, vendar sem skozi do go-
lelno raziskovanje opazil Se vse druge
eemenle. Zdaj se m zdi enako privla6en
tudi drug pol, popolna urejenost, kakdno
recimo naidem v stojeaih valovih fjordov
na Aljaski. Gre lorej tudi za notlanie

Na splosno bi lahko dejal, da me zanimajo
izpovediv energijah, v gibanju. K iilmu na-
mre6 prihajam od g asbe, kiie pravsibanie
skoz aas. Je zeloabstraktna, a hkralizbuia
zelo konkrelne asocacie, druqadne v
vsakem posamezniku. Zalo je glasba Se
vedno najviSla umelnost
EKRAN: Ati predmet narekuje svajo litnsko
upizoritev? Z dtugim besedani. mat ne
obstaja v filnu Ocean Beat Se boli tenelino
ptotislovje necl preclneton, kije kontinui-

tan, leorettena neskonten in btezneten
(vodo), in pristapon, ki je nasprotno rng-
nentaren, ftzrc2an, sekaioe bami rcbovi
kadta. montaZni rezi)2 Na ravni sanega
lilnskega nedija si namree dovolj tradi-
cionalen, ne zunlja' specitiinih ,vodnih
kaner< pa vzoru zaplelenih nehaniznov
kakega Snowa, denimo,
AZ: Namenoma se izog bam tr kom v sliki,
rec mo dvotnim ekspozicijam, sendvi6-
slikam, pre ivom in manipulac ji z barvami.
Mogoae gre lo pripisati vplvu zen'
budizma, kije zelo disla stvar Videtimagiio
v ,popolni preprosdini realnosii. Haiku.
,Zaba skoei v vodo- Zvok vode.<ro ie na
videz skraino enoslavno, je pa v lem celo
bogastvo Zivljenta. Zavesino sern hoiel
naji iezik in slog, ki bi oslal nepopaaen.
Prolislovie je seveda 5e lo iko veaje, ae se
ukvarjas s lemo oceana, ki je brezmejen.
Njegov najveajisarm je morda prav obala,
ki ti ponuja vea kot 180 stopinj obzorja.
Ena od fascinaclj brezmeinega horizonla
ie prav v lem, da se alovek v niem izqubi. --da ga dobesedno n,. To ie zares lrenulek Z I
oaisdenja Toda kako ga ujeii v kamero?
Omejuje le kader, ometlje le aas Menim
namrea, da mora bilifilm kjub vsemu kar
se le da ekonomiaen, nabt- zatolih lud
lako dolgo delaml Gre za zgoslilev bislva,
ki bi nai na maqden naan oosredovalo
nekaj veajega.
EKRAN: Ko sva Ze pri tehniani plati t'ilna,
me zanima tudi zvoani trak- Natananeie,
taznetie ned zvoinin nakon in podobo v
lilnu Ocean Aeat Koliko je 

"realnih" 5L-



nov? Kakino je aasovno sosleqe kreacije
zvakav in padob2

AZrZvok za Ocean Bealie posnet posebej,
najveakral pozneje Viasih na kraju sa,
rnem, vdasih pa kje povsem drugle. Tako
so v tem I lmu zvok iz Juine ltalie, z Ja-
drana, Elelskesa jezera, Soae, New Yorka,
pa Se vrsia prirejenih industriiskih zvokov
Moram narnred povedati, da zvoane zapise
zbiram:e Sestnaisl, sedemnajsi et r da se
iih ie nabralo ie lar precei.
V celem lilmu ni niti kanaka sinhroneqa
aetudije s iaali, kol blS o za naibo iprisrno
bulante valov ob skale. Takojevea na mo,
je energije pravzaprav Sla za to, da sem
podobi priskrbe avtenii6nost zvoka, tisto
lorej, kar ma veaina judiza samo!mevno
To sem dosegel s stollnami razlianlh kos-
akov. Zvoke sem zbral an iz njih naredil
sa,?rple. Tako sem dobil nekakano pa eio
zvokov, klsern tih nato plasli v najmantSli-
rih aii petih plasleh. Skralka, vse ie rekrei-
rano. Usivarjeno iz niale. Najprej sem imel
v lern filmu eno uro same tisine...
Ko monliram, s lS m zvok v glav . Zvok te
deiansko gibalo mojega Iilma. Nrmam sce-
narija, zaanem z nruiciio. Material nabiram
nekako lako kotkos gline, kije s cer 6e ne-
oblikovana, ves pa, da je v njej 2e kip. Ma-
lerial sam narekuie oblikovanje, njesova
konana kohezija pa prihaja prav od iisieqa
zvoka, ki ga aut m v sebi. Zame so g bi ka-
mere zvoki, .ezi pa so udarci itma...
Skratka, lanlaziram o zvoku in Sele ko
imam jasno s ko o tem, kako bo zvenel
lim, zakljua m mortazo.

EKBAN: Kako tedaisploh razune; gtasbo?

AZ: Posamezn h p asti zvoanega lraku ne
loduj€m. Tradicionalna deliiev na dialog,
glasbeni sco/eln na posebne elekle se mi
zdi povsem unretna. Drug drugega sploh
ne Pos usajo, le mesa ec na konc! vse
skupaj zmeaa. To je absurdno! Govor ie
zvok,je glasba, llrdi Sumi so glasba lako
kotje favsezadnje g asba 6um V tejsmer
je name moano vplival Davld Tudor, manl
znani sodelavec Joh na Cagea.lmelsem to
sreao, da sem leta 1979 sode oval v niego-
vizvoaniinsta ac ji Ihe Fam Fo.resi. Slo je
za inslalacijo ,zvoanih skulptuk: razli6nih
induslrijsk,h predmetov, palic, bobnov in
podobnih zadev, ki iih ie Tudor lporabil
namesto zvo6nikov. ldeja je b la v tem, da
so samj predmeti pretvorniki zvokov, ki lih
vanje vneses z eleklrofiagneli (podobno
kol prizvodniku, eda iokratvlogo zraane-
ga stolpca igra kar ce predmet). Tudor mi
ie Dokazal da ie oravzaorav vse na svelu
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jsoa p,eom6rr iam, b;rvaio ,vok, de u.

ieio nanjkot litr. Potemlakem sotLrdigore
svojevrstni iillri,soeko'masine. ki odbijajo
strele med sabo.
DrLrga pomembna eplzoda po iejplau pa le
bilo snemanje I lma o eleklriani slimu acili
hrbtenja6e v Houslonu, Texas. Z majhnimi
tokov slimu irajo:ivce parapleg kov, da b
jih obudil. Takratsem pry a p asliano vide,
da je v lelesu res elektrika in da potem-
lakem ni nobene razlike med ,naravn,mn(
in ,umetnim ( zvokl. V bislvu gre v obeh

primer h za valovanje energije, za eno in
islo sivar. Toliko virov zvokovje ln zame ie
naive6ia zabava prav njihovo 6rpanje, la
svoievrstna arheo ogita glasbe.

EKRAN: Termin, kiga najdemov glavisle-
henega tuojega tilma, te Soundvision. Ia
naziv je ptesenetliiva podaben poinu, ki
ga v zadnjen aasu skuia vpe liati lmncaski
teorelik Michel Chion. nanrcC Audia-
vison, slusno gledanje Kdai si ga pn/ii

AZ: Leia 1973- Prejsem se namrea veliko
ukvaral s lotogralaio. Spomanjam se, da
sem se vedno dolgo aasa - lud po deset
minui - giba s kamero, predno sem pri-
tisn il na sproiilec. Veajihec mijepomenilo
zbiranje slike kol pa samq slika. Ker sem v
lem aasu dealna Radiu Student sem po-
slu6a iudi ogromno glasbe in ob njej lan-
laziral. Tako se mi je nekod pripetilo, da
sem v hribih gledalz dajnogledom, spre-
minla globrski fokus in si ob lem nekaj
zviZgal in popeval. Naenkrat sem sl rekel:
,Saj vendat igqm filnsko kamero!< Tako
se mije pravzaprav skoziglasbo porodila

EKRAN: Tudi najnovejaa instalaciia, ki io
priptavljaS v nuzeiu v San FQnciscu, je

pavezana z \1ado...

AZ: Proli priaakovani prenasi6enosii za
aenjam Sele s€daj zares poslajali dovzeien
za vse sublinosli vode. dela je stara ie
dve eti, porodi a pa se te med rek m po
skusom na So6a, ko sem ssuper-8 kamero
snemal pod vodo Potapjal sem kamero
prot loku, po prenosu na video pa sem
lahko spreminjal hitrosti. Zanimivo je videti,
kako lahko hilrosl same podobe, nieno po
raiante, vpliva na percepcijo volumna, ma-
se, sploh na samovldenie. N,4ehurak v vod
so povsem razli6ni, ae so hilri ali podasni.
lnstalaciia se bo torel ukvariala s perceo
tivnimi problem gibanla. lmel bom dva-
najst2T-indnih m on itorjev visoke resoLuci
je. kibodo tvorili nekaksen horizont 6 x 2.
Program bo predvidoma do q dvaisel mi-
rut in bo skuSal pokazali razli6ne vidike
vedenia vode - od disre zrcalne gladine
prek maihnih valdkov in veira na qladini
vse do dvanajslmelrsk h valov na Havatih.
I\/laierial bo na 6eslh laserskih video-
daskih. vsak bo toreinapa,alpo dva moni
1orja. Vse skupaj bo urejal ra6unalniski
program, ki bo skrbe za 6asovni razmik
med raz ian imi kosi islega programa. Hipo
teza ie paa la, da se bo pragledalcu razvil
obdulek gibanja skozile Skal e, ne6esa 2i
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Ocean Beal, ki so b li iedal Se v surovem
sianju Ponosen sem na 1o, da le brl nad
njmi impresioniran in to Se preden je
nared I Koianisqualsi. Ze o ga sposlulem,
sal le nekal posebnega. Bi le menih, du
hovnik, a le pr Slirlink deselih lelih lzsiop I

iz reda in se posveli flmu.Reke b,daje
fasel drug rned j skoz kalerega le lahko
ljudem posredovalne,kaj aesarlim kol du-
hovnik n mogeldat.Ze a ptiort ma druqa
aen prlslop do f ma od ve ikeveaine re1i
serjev: ,udi se pos ali dober ,messaqe(
ljudem na Zenrlji Navsezadnje je to pru
f lm teh razseinosii, ki so ga v ce em svetLr
gledali v kinemalogralsk h dvoranah.

EKRAN: eetu p tale pogavor usmetien
prcdvsen na tvole aktualno delo, kiie vse
ptei kot ttadtctanalna filnska naraciia, ne
zanimaja tvaie notebnne anbicije na pad
roaju klasiane liln,ske latne Atlarda se iin
najla.e pnblizava prek avtariev, kl so ti

Az: Narat vni lllm me zanima. Nekega dne
ga bom zagolovo tLrd sam posne Moram
pa rea , da me privlaa io rez serii, kis edajo
v zakulisje, za sovorjeno besedo, k upoa
tevajo rnag to dogatanja, lis ne zalo ne
bo p,eseneae.je, ae povem, da m! je ze o
prjsrcu Tarkovskiin njegova liozoija Ve
iko navdha sem nase ludi prl Herzoqu
Njesova je dela daie ti n nedu za adkti
vanje sveta.Zan na)o gaskakalci invzl-
vi se vanie postane skakalecl Zanima 9a
alovek, ki le ostal na otok!, ki nr! groz
eksp ozja n odprav setia VSeamijeta
neposreden pristop, to raziskovanje svela.
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vesatorej. Ljudje bodo poLes tesa ime ipr
o:nost aklivno posegat v samo instalac -
to,, fier aklivirat < z vplivanjem na h lrost
asersk h p ayeriev. Lzbra bodo lahko, de
n mo, siow moa,on in lako dob licelo pre
progo razlanh pog edov na sto stvar
zvok bominlmaen,aesploh bo salje lz
jemfo iezko obl koval zvok, k bi de oval
pr vseh moznih h lrostih.

EKRAN: Kaj pa ptavzaprcv spioh le Explo-
ratorium, koi se s,cer lmenuie muzeizna'
nostl unetnasti in iloveike percepcije v

AZt Explotatoriun)e en sam ogromen pro-
slor, pravi hangar, k mer 100 000 kvadrat-
n h aev jev. Samo stroptev sok kakih St ri-
deset metrov. V njem je vsega skupal
sedemsto eksponatov. Ustanovi ga je
Frank Openheimer, bral n sodelavec Ro-
berta ODenheirneria, izumite ia alomske
bonrbe. Oba brala je v peldeseiih letih
amer aka po itikaonemogoaiia... Kakorko-
I Ze, Frank Openheimerle 2elel Uudem dati
nekaj pozltivnesa.Njegova deja jeprepro
sia. a ma fantastane razse2nosti: utenje
je najbo i !ainkov to, kadar poteka kot igra,
kadar lahko raziskujes in s premlkom dveh
kock zgrad a mosliaek...lz le preprostosli
ie Openhelmer razvilceloti ozot ia interak-

tivnesa nuzeia, k nal judem pribli2a ie-
nornefe sveta, obenem pa lud osnovna
naae a znanosli. Zato so nekaleriekspona
li zeo drdaklidn, denmo preskok strele,
separaclja barv a i mrlvo v dno po je, drus
pa so lud estetsko ztemno atraktivn. Tak
je, denimo, mini lornado: gre za irimetrski
vrt nec, kjer sislem venriaioriev nepresla
no !slvarla tornado gledalec pa ga lahko
2e z rahlim dotikom roke zmot n nato
opazuje motnje zraanesa sibanla n njeso
vo ponovno vzposlavitev
Sem seh nr Taaeld. alikol dokumenlarisi
saj de ovanje muzeta obsesa se stevina
predavanta, de avn ce, so e in goslovanla.
Vendar s zdai svo iob ie sproli kreiram,
saije usodna sreaa ta, da se I !ozofija mu'
zeja prekriva z rnojimi ambcjam. Tako
sem posiavil produkcljski video-sludio n
se usmer I na nekalere spec a ne projekte.
Omenjena instaacija watet waves bo
predvidoma dokonaana mala 1992.

EKRAN: Asaciacija, kise paftja ob slecta
nju tilna Ocean Bear, je neizosibna dvaji
ca Beqqio-G/ass V iem je potvojen razli-
ka med njunim in tvaiin pistopon?

AZ: Beggia sem sreaa eia 1982 v Santa
Feju. V de je maleriale prue pol ure ti ma

ZA EKRA
SE.]E POGOVARJAL
STOJAI' PELKO
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Stojan Pelko 
 
Sound Vision of the World  
A conversation with Andrej Zdravič  
 
/ English translation excerpts from ‘Zvočna vizija sveta - pogovor z Andrejem Zdravičem’, Ekran, vol.16/letnik 
XXVIII, sept./okt. 1991 
 
 
 
 
- If I correctly understand the message of your films they aspire in a way to help the urban man 
return from stressful situations of the big city to a primordial state - "our own dawn" as Goethe called 
it. Water as harmony. It is also true that water only becomes attractive on film, when it is in a sort of 
cacophony, when it submerges, splashes, boils... in a word, when it is itself under stress, frustrating. 
No doubt, there is a certain contradiction in this. 
No doubt. I get excited by the chaotic churning of water, these moments when energy is directly manifested. 
But underneath all this chaos there is a system, there are laws in chaos too. On the other hand, chaos such as 
we see it in nature, is self-regenerative. It has its own internal logic, new forms emerge from it. Chaos 
creates even in destroying: just as lava consumes an entire forest, it brings forth, at the same time, minerals, 
gases, air and water from the depths of the earth. There is something fascinating about this force: we can 
recognize our own drives in it, and we can also intuitively feel a certain catharsis in it.   
 
- Does the object dictate how it is represented in film? In other words, does not Ocean Beat contain an 
even more fundamental contradiction between the object, which is perpetual, theoretically infinite and 
limitless (water), and the approach which, on the contrary, is a fragmented one, with many cuts and 
abrupt interruptions  (the edges of the frame itself, the edits)? At the level of the film medium itself, 
you seem conventional enough, you do not invent any specific 'water cameras' such as the complex 
mechanisms of Snow, for instance. 
I intentionally avoid tricks in the image, say, double-exposures, layering and manipulations with color. 
Perhaps this is due to some influence of Zen Buddhism, which is a very pure thing. To see the magic in the 
total simplicity of life. Haiku. "An ancient pond. A frog plunges. The sound of water." On the surface, this 
may seem very simplistic, but there is a whole wealth of life in this. I purposefully wanted to find a 
language, a style that would remain free of gimmicks. The contradiction is even bigger when you are dealing 
with the ocean which is boundless. One of its greatest attractions is perhaps the coastline, which gives you a 
180-degree horizon. One of the fascinations of an unbound horizon lies in the fact that one can lose oneself 
in it, literally disappear in it. This is truly a moment of cleansing. But how to capture this in the camera? One 
is limited by the frame, by time... I do think, however, that in spite of it all, a film must be as economical as 
possible, charged - that is also why it takes me so long to make them! It's about condensing an essence that 
would in a magical way convey something bigger. 
 
- Since we are talking about the technical aspects of the film, I am also curious about the soundtrack. 
Or, to be more precise, about the relation of the soundtrack and images in Ocean Beat. How many 
'real' sounds are there? What was the sequence in which sounds and images were made? 
The sound for Ocean Beat was recorded separately, most of the time after the shooting. At times at the same 
spot, at others, somewhere else altogether. So, in this film, there are sounds from the Californian Pacific, 
Hawaii, south Italy, the Adriatic Sea, lake Bled... and a host of reworked industrial sounds. I have to tell you 
that I have been making sound recordings for sixteen, seventeen years, and my collection got quite 
substantial. In the whole film, there isn't a bit of sync sound - even though one may think of hearing the most 
authentic pounding of the surf... everything is recreated...  
When I edit film, I hear sounds in my head. Sound is the moving force behind my film. I don't have a 
scenario, I start with intuition. I collect the material similarly to a piece of clay, which is still unformed, but 
you can sense there is a sculpture in it. The material itself dictates the shaping process, its final cohesion 
comes from the sound I feel inside. For me, camera movements are sounds, the cuts are the rhythm beats. 
Anyway, I fantasize about the sound, and only when I have a clear sense about how the film will sound, I 
complete the image editing. 
 
- What is, then, your notion of music? 
I do not make a distinction between different components of a soundtrack. The traditional division of 
dialogue, music score and special sound effects seems totally artificial. The engineer mixes it all together at 
the end, but those who made the tracks don't listen to one another. That's absurd. Speech is music, sounds, 



too, are music; after all, music is sound too! In this sense, David Tudor (a collaborator of John Cage) had a 
big influence on me. In 1979, I had the good fortune to participate in his piece Rainforest, which was an 
installation of 'sound sculptures': miscellaneous industrial artifacts, sticks, empty oil drums and such, which 
Tudor used as speakers. His idea was that the objects themselves take on the role of speaker cones, into 
which you introduce music/sounds by way of transducers, except that here the whole object becomes the 
loudspeaker. Tudor showed me that in the world everything is music indeed. The objects color and transform 
the sounds just like filters do. Therefore, mountains, too, are some kind of filters, echo boxes, bouncing the 
sound of thunder. 
Another important episode in this direction was the making of a film, in Houston, about spinal cord 
stimulation with electricity. They use tiny electric currents to stimulate the nerves of paraplegics to awaken 
their own potentials. At that time I realized for the first time that there is electricity in the body- and 
therefore there isn't any difference between 'natural' and 'synthetic' sounds. In both cases, we're essentially 
dealing with the same thing- waves of energy. There are so many sources of sound, and it is great fun to 
discover them, a peculiar sort of 'music archeology'. 
 
- The term that appears in the credits of all your films is Soundvision. It is surprisingly similar to a 
notion that a French theoretician, Michel Chion, has been trying to introduce, i.e. 'audiovision' - aural 
vision. When did you first use it? 
In 1973... I got the idea of 'seeing through music'. But I started to use the term itself - Soundvision - for my 
films in 1987. 
 
- What is in fact the Exploratorium, Museum of Science, Art and Human Perception in San 
Francisco? 
The Exploratorium is one huge space, a hangar, really, which measures 100,000 sq. feet and houses some 
700 exhibits. It was founded by Frank Oppenheimer. His idea is simple, but it has fantastic dimensions. The 
learning process is most effective when it occurs in a play, when you are allowed to explore ... by moving a 
couple of blocks you build a bridge... and from this simplicity, Oppenheimer developed the whole 
philosophy of an interactive museum, which ought to bring the phenomena of the world closer to people, but 
at the same time, give them formal knowledge about science. That's why some exhibits are very didactic, 
say, a lightning jump, color separation or peripheral vision, while others are also aesthetically very attractive. 
For example, Ned Kahn's Tornado: it's a ten-foot tornado, where a system of ventilators maintains the whirl 
of steam, while the viewers can, with the slightest movement of their hand, observe the disturbances in the 
air flow and the tornado's reinstatement. 
I started to work in the museum as a documentary video-maker, since the museum's activities also include 
teaching, workshops, performances and guest lectures... Later, however, I created my own 'job', for I was 
fortunate that the philosophy of the museum overlapped with my own interests. In this way, I set up a video 
post-production facility and focused on some special projects, Water Waves among others. 
 
- Even though this conversation is directed above all to your current work, which is anything but a 
traditional narrative film, I am interested in your possible ambitions in the area of the classical film 
form. Perhaps you're approaching it through authors who are close to you? 
Narrative film does interest me. Some day I will certainly make one. But I must say I'm interested in 
directors who look behind the appearances, behind the spoken word, who take into consideration the magic 
of events, of silence...  
 
 
_______________________________________________________________________________________ 
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