Chapter 6

The Catacoustic and the Cosmopolitan: Rhythm and Timbre in the Films of Andrés

Duque

“Cada vez que filmo soy otro” - Andrés Duque’'

I begin this chapter with a brief case study as an entry point to the work of the
Venezuelan-born Barcelona-based experimental filmmaker Andrés Duque. In one of his
earliest shorts, the 25-minute Paralelo 10 (Parallel 10, 2005), Duque films the opaque
routine of a Filipino woman at the junction of the Paralelo Avenue and Entenga Street in
central Barcelona. Each day, we are informed by an unidentified male voice-over
(delivered in Tagalog) mid-way through the film, Rosemarie Cruz Obag” goes through
the same ritual at the same spot at the same time for an hour, 365 days a year. Resistant to
hermeneutics, it is a public effectuation of the incommunicable. The words "Parallel 10"
refer to the combination of the name not only of the major Barcelona thoroughfare --
Avenida Paralelo -- but also the 10 of “En-TEN-¢a”: more significantly, parallel 10
constitutes the global horizontal coordinates, we are told, of the latitude that traverses
three continents and 22 countries, among them the Philippines. This is only the first of a
series of disconcerting ‘parallels’ and allusions that point to an anagrammatical
worldliness, an asymmetricality (one that plays upon but also confounds translation) not
only in Rosemarie Cruz’s daily performance but also in Duque’s work as a global
filmmaker. With the aid of rulers and right-angle measuring triangles, Rosemarie

delineates a baffling sequence of symbols, numeric calculations and linguistic anagrams,
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amid ritualized movements of her own (sun salutes, a trajectory marked out with
alarming fearlessness as she paces determined yet blindly across the intersection,
ignoring the oncoming traffic). Faced with the normative regimentation of road signs,
together with the grates and the grills of gutters and sewers, that order all kinds of flows
in the busy street, she offers up a disruptive act that, breaks down, disorders and mixes up
the boundaries of the world with those of the street corner. Aligning the rulers in order to
form the word MAPA (or MAP), she will later produce an actual folded map of the world
and place it within a circle constituted by the plastic triangles before opening it and
plotting global trajectories with a pencil. On it she draws an outline around the Iberian
Peninsular and then selects apparently random letters from which she reveals anagrams
and, by mixing up the letters, draws arbitrary associations in an elaborate exercise of
connectivity: “Leonardo Da Vinci,” “Song of Bernadette,” “Son of Bernadette,” “Tony
Bennett,” and finally, “Frank Sinatra.” The latter she retrieves and compiles from a
selection of words that adorn the Barcelona manholes.

FIGURE 6.1

Although Duque himself does not fully appear in the film he does partially, his
camera-carrying shadow (captured within the frame) accompanies Rosemarie as she goes
through her ritual. This elusive presence of the filmmaker is important, it is a foretaste of
Duque’s many appearances in his later films (and particularly in two of his three full-
length features). It also points to an interesting correlation between the shadow and the
echo, which I will discuss below: both are pointers, indexes, references, intangible hints

of what purports to be original (the flesh and blood person, the sound of the voice).
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Paralelo 10 ends with an abrupt change of register as the film switches to an epilogue
provoked by Rosemarie’s chain of associations, connections made, on this occasion, by
the filmmaker, as if to continue the logic of shadowing. In a brusque change of style the
scenario switches to a karaoke bar and we see Marlon Manzano, the film’s Tagalog
narrator, singing an impassioned version of Sinatra’s My Way in a kind of ventriloquism
that survives in the filming, as a dying moment, quite literally as a supplement to life, the
sound of the recorded music reverberating as his image gradually fades from the screen
into translucent oblivion. It is a spectral moment uncannily connected to ‘haunting
melodies,’ that involves a physical disappearance, a ghostly transparency or virtual
product of the technological trick of the digital camera, but one whose combination of
translucence and citation also indicates an inabsorbable visual and sonic residue, a trace,
a literal resonance, the kind of echo and shadow that Jean-Luc Nancy has termed a
“reflected structure,” a redolent place of vibration or the space of a series of referrals or
renvois. The image -- the disappearing figure and the music resounding within and
seeping beyond a confined space -- recalls the echo chamber of previous chapters, a to-
ing and fro-ing, call and response, an original emission and its delayed repetition, an
internalized acoustic reverberation akin to what Phillipe Lacoue-Labarthe has described,
precisely in an essay on music and subjectivity, as “a ‘catacoustic’ phenomenon.” The
celebrated song title, My Way, of course, implies subjectivity in terms of an imaginary
selfhood. In this sense, Paralelo 10’s final sequence is coherent -- as an acoustic
correlation -- with the earlier performance, the symbolic gestures of Rosemarie enacted
beneath the glare and glint of the midday sun with the shadow of the filmmaker close by

recording her action.
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Lacoue-Labarthe observes that when Freud occasionally refers to music in
psychoanalysis it is only in the context of the lyrics of the music in question (opera,
songs, musical theater, etc.), not the melody or the tune. The disjunction -- the divergent
opening -- that emerges in this final sequence is between the style of the delivery (both of
the musical rendition and the way it is filmed), and the literal meaning of the words
spoken, their logical content, their sense). Here sense refers both to ‘meaning’ and
direction’ but also to the sense associated with the sensorial, hearing and listening: the
conflation and the relation of and between these multiple uses of the word sense
correspond to those of the sound and its echo, the ‘catacoustic’ rebound, an internal
resounding; that is, re-sounding.

Lacoue-Labarthe focuses on rhythm. Rhythm, he says, indicates an ‘originary’
prenatal state, the heartbeat of the fetus in the womb, and yet the phenomenon that we
call rhythm is only rhythm by virtue of repetition; the repeated beat its rhythmic quality
requires in order to be rhythmic: duplication. Life then (and rhythm as heartbeat is life-
giving), is doubled from its beginning; even in its most embryonic of forms, the original
subject is not unique. Rhythm suggests it is born doubled. There are two other features of
rhythm of significance to my argument here. Firstly, rhythm is a contradictory marker of
time, it measures time but its beat and its spacing breaches time’s flow; secondly, in more
specifically filmic terms, rhythm is the key element in montage. Finally, in Duque’s
work, thythm garners a particular importance given the sparsity of dialogue or of written
text and the function of music and interludes of different kinds. Perhaps of greatest

significance is Duque’s preoccupation with the human body, not only its exterior
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movements, rituals and dances -- its performative aspect and its trance-like condition --
but also the sound of the body’s unseen inner depths.

Paralelo 10 marks a key moment in Andrés Duque’s professional trajectory. The
film proposes not only an enigmatic disquisition on the world -- a global intervention --
from the perspective of a Barcelona street corner, performed by a cosmopolitan stranger,
it is equally well an exercise in cosmopolitan filmmaking practices, in film as
cosmopolitics: the instantiation of the relation of the subject with the world, between self
and other.

The 2012 Ensayo final para Utopia (Dress Rehearsal for Utopia) Duque’s second
full-length feature, commences with a visual self-portrait and an acoustic disturbance.
Indeed, prior to any image during the title sequence we hear a distant, unidentifiable
sound, a rumor. Duque himself appears in the shadows of a closed room. Responding to
the inquiry of a recent anonymous arrival obscured in the penumbra, the pensive
filmmaker expresses sadness. The suggestion of dialogue here though dissipates and
comes to nothing. It is a catacoustic moment with the voice in the shadows remaining
unidentified and invisible, a mere voice. The camera then moves away from and behind
Duque to reveal the figure of a dancing silhouette against the wall. An orange light
pulsates steadily on the screen. The low-pitched rumble, increases to a muffled
crescendo, like the primal sound of a distant eruption.

In the sequences that follow this introduction sound is as determining (and as
apparently random) as the visual images. The shot outlined above fades momentarily to
black in order to open again in the film’s second sequence revealing an elderly man

(Duque’s father, Silvio) in a hospital bed connected to a tube and surrounded by
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machines. The sonorous rumble of the first sequence merges with melodramatic
orchestration and the lurid delivery of a radio presenter. The metronomic pulsation of the
light on the wall in the first sequence is repeated in miniature in the regularity of beat
(heartbeat) illuminated on the life-support monitor. Rhythm here is visual; the traditional
contrast between aurality’s intermittancy and the instantaneity of the visual is collapsed.
This rhythm both confirms the temporal linearity (the continuity of life) and interrupts it
with the successive separations between beats. In what follows -- a global visual
backdrop to its sonic structure -- the film takes us from Barcelona to Mozambique to
Venezuela before finally the Duque family visit Italy.

As on other occasions in Duque’s work, the opposition established between the
natural and the technological -- lifespan and its artificial prolongation -- is questioned in
these opening few minutes of the film. However, connected to the interrogation of that
dichotomy is the way the soundtrack is dosified amid the visual track. In a film in which
sound and image predominate over dialogue and narration, the sonorous functions as a set
of aural hyphens, as spacing with its phrasing assuming the quality of a grammatical
conjunction. Musical phrases litter these filmic texts with no apparent coherence or
uniformity but their arbitrary distribution also punctuates the logic of their experimental
non-narrative texture and often do so in discordant correspondence with the visual track.
Complementing the temporal regularity of rhythm’s beat, the tic-toc of the clock, Nancy
turns to the notion of timbre, “which resounds in rhythmed space,”® the original release
of sound, of sonic materiality, or the “archiglottal.””” For Nancy, timbre is “a figure that is

9998

throbbed as well as stressed, ‘broached by time’”" and whose reverberations are best

opened up through the body in dance. Thus the rhythmic beat previously associated with
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the womb, the prenatal matrix as originary echo chamber, the confined space of
reverberation, in Nancy’s terms, points to an element of sound that extends the ordering
principle that Lacoue-Labarthe attributes to rhythm within a mimetic structure as measure
or scansion. “[T]imbre,” ventures Nancy, “is communication of the incommunicable.”
The borborygymic sound that forms the sonic bedrock of Ensayo final para
Utopia is intimately linked to its somatic theme, the correlation between sound and
visuality, the animate and the inanimate, as expressed through technological
representation of the body. The image of Silvio Duque’s inert corpse first in his hospital

bed and then in a coffin at the wake is followed by five freeze frames of anonymous

strangers in the street filmed hanging poised in mid-air.

FIGURE 6.2

While the shots seen here are frozen they are not entirely immobile, onscreen
these people vibrate. The shots are taut and trembling with tension, throbbing, quivering
with the charge of stilled and palpable time; a temporal stasis that nonetheless seems to
resist its paralysis. These shots are frozen but they are manifestly something other than
still photography. Between animation and inanimation, mobility and immobility, in
reactive proximity with death, like the catacoustic their quiver hints visually at a
reverberating space, the image of a pause in the continuum, an arrest in the flow of video
technology. These shots recall Serge Daney’s description of what he termed the “freeze

s 10

image” as “petrified movement.” ~ Both Bazin and Benjamin conceived of photography

in terms of death and temporality, either as embalmment, or an arrest of the inexorable
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forward movement of time. These images by virtue of their staggered, shuddering
movement seem specifically related to digital video, with its temporal ramifications, its
rhythmic alteration and throbbing expanse. Likewise, if the musical term ‘interlude’ (an
important element in the work of Portabella, for example) is a sonic pause, an
interruption in the melodic flow, then the visual equivalent in film might be the freeze
frame. Laura Mulvey, whose book turns on the theme of death, most notably the death of
cinema itself, has identified in the freeze frame an encounter between old and new media,
between the still photograph and the fluid continuity of video, in the pre and the post
cinema, the creation of “an aesthetic of delay” exemplified by the freeze frame.

Throughout the history of cinema, the stilled image has been contained

within the creative preserve of the film-maker, always accessible on the

editing table and always transferable into a freeze frame on the screen.

It was video, arriving in the late 1970s and gaining ground during the 1980s, that

first extended the power to manipulate the existing speed of cinema.''

It is also the case that traditionally in film the freeze frame implies a point on the
brink (of a new start, an uncertain future, a possibility beyond death). To this end there is
a sonic-visual parenthesis surrounding the death of Silvio Duque. The final occasion we
see Duque’s father alive is in a lengthy single sequence shot filmed in painstakingly ‘real’
time as the ailing Silvio struggles to walk along a corridor. Barely able to maintain his
balance his frail figure taps out an irregular staccato on the wooden floor with his
walking stick. It is the only sound we will hear for a considerable stretch of the film and

its thythm continues as we watch him from behind as he maneuvers towards the dark
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aperture of the doorway at the end of the passageway and disappears. The convulsive
rhythm marked out by his tremulous walking stick persists in his absence, outstays his
presence, and like the echoing reverberation of voice of the fading karaoke singer in
Paralelo 10, outlives him. While these two sequences ‘frame’ Silvio Duque’s death and
what appears to be its pulsatingly gelled aftermath, they also enfold it and point, once
again, to the act of enveloping itself. These sequences recall, once more, questions of
sound, rhythm and timbre, interiority and exteriority as they coalesce within a catacoustic
scenario, an echo chamber, a sonic folding or invagination from whose redolence the
subject is formed.

While this invaginating abyme, the resounding, reverberating, enfolded hollow,
the throbbing interiority, describes this interior-exterior relation, it also defines the arche
space of Duque’s cinematic legacies and brings us back to cosmopolitan authorship. If his
familial lineage (the presence of his father) marks a logical passage of time, then his
filmic antecedents provide temporal alteration.

“[R]hythm,” writes Nancy, “separates the succession of the linearity of the
sequence or length of time: it bends time to give it to time itself, and it is in this way that
it folds and unfolds a ‘sense.””'> Cosmopolitan cinema differs from many transnational
approaches in that it is defined by difference rather than similarity. Duque’s
cosmopolitanism is riven by discordance, by incommunicable communication. The
cosmopolitanism that interests me, moreover, emerges from the periphery. Duque’s films
constitute worldly encounters that take place over the course of his travels across three
continents. The slightly awkward -- albeit persistent -- foregrounding of the

autobiographical in Duque’s cinema, his returns to an ‘origin,’ his sense of legacy (filmic
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and familial), and recalls renvois, the perpetual unsettled reverberation of an echo
resounding, the abymic reflection of a reflection in a set of mirrors, a combination of
rhythm and timbre, of untimeliness and difference. To return, once again, to Rosemarie
Cruz Obag’s performance in Paralelo 10 as emblematic of this filmmaker’s work we
might say that, like Rosemarie, while the rhythm of Duque’s cinema disturbs
chronological temporality and sequentiality, like the network of resounding and
rebounding references we call cosmopolitanism, its “[T]imbre,” in Nancy’s words, “is
above all the unity of a diversity that its unity does not reabsorb.”"

Josetxo Cerdan has described Duque’s work as distinguished by an
“overwhelming” subjectivity, by which he seems to mean the autobiographical presence
of the filmmaker in his own films and the personal content of the films themselves.'*
want to build upon Cerdan’s insight to reflect theoretically on what this might mean.
Lacoue-Labarthe’s notion of the “catacoustic” suggests an inner-echo and an insistent
‘coming back,’ like an iterative tune in one’s head, a kind of renvois. Self-address of this
kind also suggests a s envois, a sending of something back to oneself so as to make sense.
Nancy insists, that this, in its echo-like structure, is the “sound of sense.” These two
effects -- s ‘envois and renvois -- in combination suggest that the echo, or the
reverberating sound, is not enclosed or solipsistic. It points to a means by which we can
locate and explain the autobiographical and the biographical within the world. The
autobiographical in Duque is autography, the writing of the self as other, an intimate self-
portrait seen from the outside or, as Lippit would call it, an “extimacy.”"

A brief sequence in Ensayo final para Utopia locates in cosmopolitan-sonic terms

the autobiographical and the space of referral which I have been discussing. Commencing
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with an exterior shot in rural Mozambique, the camera tracks away from its abstract point
of focus to reveal a hut extending beneath the branches of a tree. In the foreground a hen
waddles towards the camera traversing the red sand; a cyclist and then a car in the
background in the highway beyond and behind the hut. Then a cut and we switch from
the exterior of the hut to its interior. In this hut -- a kind of echo chamber purged of sound
-- Duque, identifiable only indexically, in the shadows, by his distinctive spectacles, sits
at the side of a guitar player. Played out in silence, the absence of sound leads us to focus
on the mise-en-sceéne of the interior of the hut. The play on light and shade points to an
exterior, the natural light from the window of the closed room and the reflected light in
the mirror in one corner of the frame. Crudely drawn lines of figures adorn the adobe
walls. Obscured in the shadows the features of the two figures are barely discernable. We
see the guitarist strumming and singing, mouthing, muted. The image is silent, we make
out little more than forms and moving shapes in the midst of an otherwise shaded image,
the song is reduced to a soundless mime. “Sense,” writes Nancy, “opens up in silence.”'®
Meanwhile the filmmaker sits at his side, microphone in hand, recording the unheard
music. This sequence points to the complexities of the authorial or autobiographical
presence of the director in his own film and the instability of the particular axis of the
silent transit between subject and object or vice versa. Here, the idea of the subject, both
that of the filmmaker and the guitarist (or indeed the sound of the guitar) is bound up
with technology -- a theatrical prop and an indexical contradiction (in that we are denied
the sound the microphone promises). Conceptually, the sequence warrants comparison
with the final supplementary sequence of Paralelo 10. Whereas in the earlier film sound

is mobilized in the destabilizing fading image, here while music is eliminated amid the
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light and shadow of the image, sound is signified by its absence. The sequence is shot in
such a way as to merge the exterior with the interior (in a similar convergence to that of
the human subject and object in the filming). Listening here is represented both in silence
and in an enclosed visual image; in musical terms as an interlude, a sonorous pause, and a
sedentary one (in a film notable for its musicality and movement, particularly dance
music, here the two protagonists of the sequence are sitting almost completely still). Self-
reflexive in its display of instruments of sound recording and mechanical reproduction,
the sequence foregrounds the subjects of music and filmmaking. Both are present while
refined, distilled to pure form, to technological metonym: a shadow, an outline, the flash
of white teeth of a song mouthed within a face so obscured as to be rendered almost
featureless, the hint of a hand movement as the guitarist strums, a microphone; refined,
that is, to a trace. Further, the sequence marks an interruption in the aural continuity of
the film and recalls the very first sequence of the film, returning us to the idea of rhythm
as an insistent emphatic marker, as beat, heart beat, life giving.

The sequence discussed above comes at the end of a series of ethnographic-style
shots filmed in a Mozambican village: the rural circumstances, far removed from the city,
and very different from the lengthy sequences of documentary film (particularly that of
the revolutionary period) and fiction film (notably the 1965 British film Mozambique,
directed by Robert Lynn), plundered from the archive. The ethnographic shots of the
village show barefoot children in ways that could have come from any Jean Rouch film.
The complexity of the inclusions here, once more return us to questions of naturalism and

technology and furthermore to how they are represented. Among these silent sequences, a
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group of young boys playfully imitate the filmmaker, feigning imaginary cameras in their
hands

This suggestion of visual anthropology is also there in Duque’s earlier feature
Color perro que huye (Colored Runaway Dog, 2011). At one stage in the film, Duque
shoots a religious ceremony in a Caracas street. In a scene of African, European and
indigenous syncretism, the primary initial focus is acoustic, the rhythmic sound of
drumming, the camera hones in on a Bruce Lee T-shirt, before opening out to reveal
crowds in the street, a miniature Christ-like figurine bobbles above the mass of people
who chant the word “bone!”” and dance frenetically to the insistent drumbeat. The frenzy

reaches a crescendo similar to those images seen in Esteva’s Lejos de los arboles.

FIGURE 6.3

In one of the few academic articles to have been written on Duque’s work, Elena
Oroz and Miguel Fernandez Labayen have identified the centrality of the human body in
this film and in Duque’s wider corpus.'” We will see further examples of this in the final
section of this chapter in the discussion of a film made after the publication of Oroz and
Fernandez Labayen’s article. For now though they note the contrast between the images
of the dying (and finally dead) body of Silvio Duque and the vibrant dance scenes that
recall the trance films of Maya Deren, most notably in the sequences shot in Africa.
Drawing on personal correspondence with the filmmaker Oroz and Fernandez reveal the
origins of the film’s title as a direct quote taken from Robert Stam's book on Bakhtin and
carnival.'® While this points to a carnavalesque proximity between life and death, what

interests me at this point is not so much the Bakhtinian bricolage -- the merging and the
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morphing of disparate elements -- that undoubtedly distinguishes the hybrid composition
of this film and whose importance is rightly identified by Oroz and Fernandez Labayen,
but the correlation between sound and visuality as expressed through representation of
the body (which is indeed Baktinian), in the form of rhythm and movement, shape and
silhouette. In a remarkable set of sequences that introduce the Mozambican section of
Ensayo general para utopia, Duque films dancers and fashion models on stage in an
empty auditorium (a rehearsal, perhaps). The horn-type samba-jazz like music composed
by Riz Ortolani' and the slow motion camera work shot from below whose emphasis on
the curves and contours of the human bodies mark out the influence of trance film.
Another set of uncommented collage-type trance sequences -- mainly in black and white -
- follow these, charged with a homoeroticism sandwiched between images -- some in
color -- taken from the archival footage of the revolutionary films, and interspersed with
occasional portraits. The images of the militant celebrations almost all also involve
dancing and chanting, together with inserts featuring revolutionary propaganda.

FIGURE 6.4

FIGURE 6.5

FIGURE 6.6

Death and Writing

Duque’s father, Silvio Duque, although present on screen and at the center of
Ensayo final para Utopia -- its subject -- is mute throughout. Recording the process of
Silvio Duque’s death, the film is also dedicated to him. Significantly, the written

dedication comes at the very end of the film, in a further looping temporal return. A
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filmic eulogy and a work of mourning, the final part of the film sees Duque senior
resurrected. Seemingly healthy, there is no on-screen indication, no narrative
commentary or edit to explain his apparent recovery and reappearance, his ghostly return
from the dead. The final lengthy and notably silent sojourn through Europe, is composed
of a series of shots of monumental Italy -- the leaning tower of Pisa, the Sistine Chapel,
Venetian canals -- as Duque junior postmortem ransacks his own archive of material, the
family travelogues that he has filmed in the past (and that include images of himself
reflected in the mirror, as well as his healthy father, the two of them together). This is
flashback unsignalled as such, a recourse to the archive, an autobiographical archive.
Here the hereditary chain linking the son and the father, self and other, is reversed in the
reordered temporality (thanks to the digital files stored on Andrés’s computer, the past --
the Duque family holiday -- can be projected after the present marked by the fact of
Silvio’s death). Filmic experimentation facilitates an inversion in the filial-paternal
legacy within a resonant silence: an alteration in time -- an impossibly proleptical re-
sounding recorded on film. There is also, in this resonance, this aural emergence from a
primordial silence, the listening, in which the ofo of the ear and auto coincide in ways
that extend beyond their homonymous status, something akin to an archi-écriture in the
doubling of subjectivity and autobiography, in the figures of the father and the son: both
the subject of the film and, to paraphrase Nancy, “the individual subject who writes the
text.”*’
Lacoue-Labarthe’s essay reads, among other things, the eulogy delivered by
Theodor Reik at the funeral of his friend and analyst Karl Abraham as recalled by the

author in his memoir The Haunting Melody. While this text does not deal in any way with
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film or with broader issues of sound, it is concerned with music and subjectivity. The text

is prompted by death and by the figure of the other: “[E]very autobiography,” writes

Lacoue-Labarthe, in a passage that I will quote at length, is
essentially an allobiography, the ‘novel’ of an other (be it a double). The novel of
a dead other. Just as Montaigne’s essays are a tomb for Etienne de La Boétie and
draw upon the great exemplary dying figures of antiquity (beginning with the
Socrates of the Phaedo), The Haunting Melody opens up with the death of
Abraham and calls up the rival figures of Mahler and Freud. It too is a tomb: its
initial form is that of a funeral eulogy. That Reik should “know” what is to be
thought about the funeral eulogy in general, even that Freud should suggest it to
him, changes nothing. On the contrary : autobiography, the biography of the dead
other, is always inscribed in an agon—a struggle of pure prestige. Every
autobiography is in its essence the narrative of an agony, literally. This is why
(among other reasons) it is not incorrect to substitute “thanatographical” for
“biographical”: all autobiography, in its monumental form, is

allothanatography....”!
Epilogue: Oleg y las raras artes (2016)
“;Por qué voy yo a Rusia a buscar una persona como Oleg y a investigar una

idea del arte y el mundo que me resulta muy propia?” Andrés Duque.??

The influence of Ivan Zulueta on Duque is unquestionable but it is not necessarily

a stylistic one. His work at times is haunted by Zulueta’s. Duque borrows, often quite
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literally, from Zulueta’s 1979 Arrebato in Color perro que huye, in which he recuperates
the all-but-forgotten figure of Will More, one of the Zulueta film’s lead actors. As we
have seen, Duque’s cinema is highly autobiographical, at once intimate and worldly, a
body of work that moves dérive-like across the globe while retaining its experimental
form and format.”® T would like to conclude this chapter by placing Duque’s corpus to
date within the parenthesis of his first major piece Ivan Z, (2004) and his most recent
feature Oleg y las raras artes /Oleg and the Rare Arts (2016), a portrait of 88-year old
Russian composer and pianist Oleg Karavaychuk.

Both Ivdn Z and Oleg y las raras artes are in highly unconventional biopics of
sorts and both focus on personalities whose fame (or notoriety) belongs to a previous era.
Zulueta’s career was over by the time Duque filmed /vdn Z and Karavaychuk was largely
forgotten. They are both, in their own different ways, anachronisms, throw-backs to a
previous age. Indeed, large sections of these films involve their protagonists recalling the
past, their now-distant moments of glory, and the people they knew. And, in the context o
of the Lacoue-Labarthe quote cited above it is significant that both Zulueta and Oleg
Karavaychuk died shortly after the release of their respective films. Independently of
themselves these films function as elegies, as a testimony to the work of their subjects
and, more particularly, how that work has weighed heavily on Duque himself. Zulueta is
both model and alter-ego to Duque, his other. Duque’s mobilization of his
“overwhelming subjectivity” (to recall Cerdan) then might be seen as the weaving of a
complex path between the biographical and the autobiographical, one which involves an
experimentation with different technologies and forms, in which death -- or at least the

proximity of death -- prevails in ways similar to the Lacoue-Labarthe cited above that,
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“all autobiography, in its monumental form, is allothanatography.” Ivan Z is an
idiosyncratic extended interview with a filmmaker maudit shot decades after he made his
final film. The final sequence of the film sees Zulueta taking Duque’s camera in his
hands and marveling at it. It is a poignant and elegiac moment, far removed from the
obsessive drug-fueled psychodrama of Arrebato.

12 years after [van Z Duque would film his conversations with a musician. Once
again, to recall Nancy, the ofo and the auto coincide. Androgynous and eccentric, like
Rosemarie Cruz in Paralelo 10, Oleg Karavaychuk is a bizarre, chaotic and unpredictable
personality, often irascible who occasionally displays hostility towards his interlocutor. A
celebrated pianist and one-time student of Shostakovich, he turned to writing (or
improvising) soundtracks after his work was banned by the Soviet authorities in the early
1950s. He composed scores for a number of Soviet filmmakers, among them Kira
Muratova. Sergei Parajanov, and Vasiliy Shukshin. In this little over an hour-long essay,
Duque films Karavaychuk at the Hermitage Museum, in the street and gardens close to
his home in the Saint Petersburg suburb of Komarov, and a brief sequence in a cafeteria.
In the course of which the composer expresses admiration for the tsars, for Catherine the
Great, and for Stalin (“It only goes to show the wisdom of the Great Leader,” he says at
one point), and disdain for Vladimir Putin.

Significant here -- as in all of Duque’s work -- is the film’s mise-en-scéne. Mise-
en-scene here refers not only to the organization of the frame but also the camerawork,
and the structure of sound. There is, furthermore, no profitable distinction to be made
here between mise-en-scéne and montage, in the traditional sense of the dichotomy

established by film studies. The relation between space and sound that defines Oleg y los
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raras artes -- in its focus on music -- also informs retrospectively Duque’s entire corpus.
This film begins with a remarkable sequence. A corridor in the antiquities section of the
Hermitage adorned with wooden panels whose golden frames encase swirling baroque
depictions of musical instruments, mythical animals, naked figures, paintings of
landscapes within other paintings, and religious icons in a lavish display of excess.
Duque’s unmoving camera captures the sweep of the distance between it and the grand
doors at the end of the passageway through which the diminutive figure of Oleg
Karavaychuk emerges and makes his slow and shambling approach. Once at medium
distance before the camera he speaks. He talks of the difficulties presented by the snow in
the Saint Petersburg streets but that how once inside the Hermitage the effects are
transformative. “It is miraculous how the body inexplicably reacts when faced with the
Arts,” he says. It is a foretaste of what he will later, at the end of the film, explain as the
relation -- a somatic relation -- between music and the body. The film’s structure then has
a resonance, an echo; it is constructed around a repetition a re-sounding of these
sentiments. In a film that revolves around the idea of music, and often posits speech
against music, it is interesting, on one level, that its diegetic thematic should be defined
not by music but by speech and, on another, that sound should determine its structure.
This point however is reinforced by the exceptionality of such sentiments. They
contradict, in ways that are simultaneously coherent and incoherent with the film’s
dominant register -- the prevailing irrationality and excessiveness, unattenuated,
unmediated demesura of its subject -- that permeates it.

The following sequence sees Karavaychuk seated before the tsar’s piano at the

Hermitage with its intricate painted decorations. His playing is incandescent; intense and
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fleeting again before an immobile, seemingly neutral camera. He plays the piano with a
combination of violence and naturalness, in bursts that he himself interrupts to pronounce
on matters current and historical. The result is an extraordinary, jangling incoherent
performance of verbosity, mired in past reminiscence and present day bugbears, that
contrasts with the clarity of the piano and its promise. While the pianist’s actual playing
is postponed again and again (on this occasion and others throughout the film),
interrupted, paused, abruptly broken off, once finally played the music takes precedence
over Karavaychuk’s often senseless speech. It stresses the untimely. In a film haunted by
the weight of the past, the piano is instantaneous but its flow beckons towards the future,
its sound is that of imminent deferral.

This idea of deferral and resonance is contained in the notion of the echo, in the
lapse of time between the original sound and its repetition. What we see in this film is an
idea of discontinuity of thwarted Russian history and of a divergence between the subject
of the biographical film -- the sense -- and the music itself. Nancy writes the following:

Music is the art of the hope for resonance: a sense that does not make sense

except because of its resounding in itself. It calls to itself and recalls itself,

reminding itself and by itself, each time of the birth of music, that is to say the
opening of a world in resonance, a world taken away from the arrangements of
objects and subjects, brought back to its truth only in the affirmation that

modulates this amplitude.**

As if to emphasize the anachronistic quality of his subject matter, Duque enters an

abandoned house in the neighborhood where Oleg lives. The sequence is shot in absolute
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silence. There is a sense, in the light that penetrates the dusty glass, of frozen time and of
an absent sonic presence similar to that of the guitarist in the Mozambican hut discussed
earlier. But that absence is increased by the emptiness, by there being nobody else
physically present, only objects: an atlas, a work by Lenin, a book of astronomy on the
window sill. It is as if we are hearing the murmur of a past epoch, a return. “Music, ”
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writes Nancy “is the art of making the outside of time return to every time.

FIGURE 6.7

Shortly thereafter Duque films Oleg possessed by an internal musical reverie, his
mouth, the mouth that emits sound, verbal sound, muted, but musical all the same, given
musical form, through the torsions of the body of Karavaychuk -- a figure displaced, out-
of-place and out-of time -- we sense a haunting and haunted melody, writhing silently
within the composer’s slight frame.

FIGURE 6.8

Not only is this exemplary of Karavaychuk himself -- in the interview with
Yaiez, Duque remarks on Oleg’s “divina locura” (“divine madness”) and says, “He lives
in a constant state of trance” -- and is a consistent theme throughout the film, but it makes
explicit the trance-like relation between interiority and exteriority and the reconfiguring
of sense through sound that pervades all of Duque’s work. Karavaychuk’s somatic
relation to music (at one stage he himself refers to his “divine rhythm”) recalls the initial
sequence Ensayo general de Utopia with the dancing shadow and pulsating light, or

Duque’s father on his deathbed. It also though recalls Duque’s biographical portraits of
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Rosemarie and Zulueta, the creativity of their divine madness. Oleg is at his most lucid
when he says, “The inner self is associated with music and with dissonance.”

FIGURE 6.9
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