






While The Neddy project, with its montage of ten different scenes, comprises
a quasi-cinematic multiplication of long takes, Moore's earlier two-channel video
installation, Urban army man, 2000, represents the division of a single long take
into component elements. This division is not achieved via a conventional cut,
which would simply leave us with two discrete shorter scenes, each with its
own coherence. Instead, the internal fracturing of the continuous scene, its
structural 'opening up', is mapped spatially by the use of a double projection in
the gallery setting. Urban army man's single long take is screened concurrently
on two opposing walls of a small room and set to loop. Moore, in effect, cleaves
the phenomenal unity of the long take into two fields of dissociated vision. The
image, facing itself, seems locked into a relation of pre-emptive self-scrutiny, so
that viewers who pass between the two projections are in a certain way
dispossessed of the prerogative to regard and interpret.

In a conventional movie theatre the long take is able to function as the
'schematic and primordial element of cinema' because it confronts and engages
the viewer in what seems a faithful recreation of the experience of reality's
continuous presence. But here, in the context of Moore's video installation, the
'primordial' interface between the viewer and the long take is confounded by
the unusual screening arrangement. Even if the viewer makes a concerted effort
to gaze only at one of the two screens to experience the standard cinematic
illusion of 'reality seen and heard', the sense can never be shaken that the second
screen is looming close by with an equal claim to attention. Here the skeuomorphy
of Moore's post-einematic long take has to do with the ease of multi-channelling
afforded by the digital medium: the long take's traditional resemblance to
individual subjective experience is disrupted by video's inherent potential for
synchronous multi-screening.

The two-channel device is interesting enough, but Moore's signal achievement
here is the merging of the post-cinematic demonstration with the work's
strongly empathic and lyrical portrayal of the 'urban army man' - a schizoid
individual who, costumed in GI helmet and combat gear and carrying a ghetto­
blaster on his shoulder, advances along a city street while held in frame by the
retreating camera. Moore has appropriated the urban army man's singular
demeanour and behaviour - the performative envelope of his bearing - to the
screening room's deconstructive environment. Viewers caught within the closed
circuit of the double screening are at the same time drawn into a circuit of
desire that runs between the video portraitist and his embattled muse. Even as
the viewer's gaze equivocates between the two screens, unable to settle into full
subjective involvement with either image, a sense of strange and concerned
fellowship with the urban army man is established.

The ultimate effect here is a kind of tactful deflection from the troubling
image. If the work's single long take were shown on one screen only, a more
conventional field of scrutiny would be implied, with viewers likely to adopt
a psychological position 'sutured' directly to the camera's inquisitive, subjective
eye. The double-channelling of the image counteracts the camera's invasive
stare: with his image simultaneously occupying two dissociated fields of vision,
the urban army man, for all the powerful pathos he radiates, escapes the
condescension of a too-sympathetic gaze.

Moore's The dead zone, 2003, comprises two complementary tracking shots ­
one following, one retreating - of a young man (the same man in both shots)
dressed in trousers and t-shirt running barefoot along a deserted city street
at daybreak. The dead zone's two scenes are projected concurrently onto two
opposing walls of a small room. Both scenes run in slow motion, last for a few
minutes and are set to loop via quick fades. The retreating shot plays in reverse
to resemble a follow shot of a man running backwards. In both scenes the
gracefully gangling slow-motion runner - who lurches this way and that.
occasionally stumbling forward as if in near exhaustion - is kept more or less
in mid-shot as the camera tracks an imaginary corridor through the deserted
central business district. Office buildings, illuminated shopfronts, traffic lights,
lane markings and parked vehicles loom or come into view and disappear off
the edges of the picture. As the scene persists, the centripetal motion of the
runner's body merges in a kind of cross-rhythm with the contrasting centrifugal
sweep of city architecture.

The temporal flow of the long take is dramatised reflexively in the tracking
camera's slow extrusion of space - its framing of the scene's virtual proscenium
as a running threshold, with the runner held 'centre stage'. The runner occasionally
glances backwards as though at his real or imagined pursuer. In the follow shot
the backward glance intercepts the tracking point of view, so that the subjective
camera is implicated in the staged pursuit. In the retreating shot we see that
there is nothing behind the runner, but because this shot is played in reverse,
the apparent tracking point of view is again implicated as a shadowy force or
presence bearing down on the man.

With The dead zone, as with Urban army man, the two projected images
regard each other 'objectively' from opposite sides of the screening room so
that viewers, before they can establish an independent stance in respect of
either scene, are caught in the images' own narcissistic relay. And as with
Urban army man, the division of attention between the two moving images
coincides with vicarious participation in the psychological drama enacted on
screen. Positioned between The dead zone's two moving images, the viewer
is effectively inserted into a 'dead zone' between the runner and the spectre
of himself that he flees and/or pursues. As the two different long takes compete
for the gaze, the viewer is drawn imaginatively into the depicted chase. While,
in the conventional cinema setting, a single long take's illusion of continuous
presence tends to confirm the viewer's own subjective stance by reflecting it,
The dead zone's pair of long takes tends to put that subjective stance out of
sync with itself.

While The dead zone's running man traverses the city's twilight dreamscape,
the work's soundtrack - a thick ambient whir of analogue synthesiser tones ­
suggests a state of dream-locked liminality. Like peripheral sounds (air­
conditioner, refrigerator, passing traffic, aircraft) droning in the ears of a man
asleep or comatose, the musical 'long take' complements the work's psycho­
logical portrait of a monadic subject in solitary self-pursuit.

TV Moore is represented by Roslyn OxleyS Gallery, Sydney.
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