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Games, Actions and Interactions:
Film and the Tradition of Oskar Hansen's Open Form

The fallowing tese will facus on theoretical comideration having 1o do
the relationship of the individual 1o socicty, thoughts, that were origi=
nally linked to the international late modernist architectural debates of
the tgsos. After 1970, these considerations were among those picked up & g
the context of Polish filn an expenments and dorcdloped fuirther. Modis

berween the two contexts of architecture and art was the Polish e
Oskar Hamsen, due in part to his teaching at the Warsaw Acadenry of Fine
Ares. The siudents of the ame incloded Zoha Kubk, Prremmyshow Kwa
ja.rl i“hjriucl'buwﬁl,w;klcmu Rannmﬂﬂ.“’i}.mr Gul!,dﬂd Jagiva
Kowalski, who later became some of the most important figures of experi-
mental art in Poland. What began in the circle of the post-war Team 10 grog
in & chimate of disappointment in the aftermath of technocratc-authong
or gemiws-based planning ideclogies of modern architecture with a fe
on everyday life and the social life of the constructed environment can |k
traced out in the amtisic neo-avant-garde of Poland of the ro70s in the
velopmient of processual and interdisciphinary modes of workimg.® Root
Hansen's theories and pedagogical methods, thermsehnes based on the d
of lite modernism, these biter artists developed actionistic forms of expn
gamies and ingeractions and intensive munal intersctions among architechin
performance, and film. In w0 doing, the engagement with social relatons wa
transformed: this engagement, mitally bound to 1 kinguage of the spatial, nov
moved towands a realm of dme and movement. Films and slide shows with
commentary became an imporant arastic medium, sometimes in the sense
of recording the genuine actons, sometimes 25 an independent work Sorm
that sought to transder a changed understanding of phyvsical space o the viss
space. For manry works of ths period, there i no clear separation betwes

documentation and autonomous art, instesd, they open 2 tense field in wiiie
the visual space and the space of acoon stand i relation to one another, "

1. Dikar Hansen

In 1949, Oskar Hamnsen participated in the bst CIAM [Congrés internanon
Farchatecture moderne) i Otterbs. He was among the fow partscipants from
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Pedand), Karoly Polényi (Hungary), and Radovan Nikiic (Yisgoslavia). This
fnal CIAM followed CIAM X (1946) in Dubrovnik, for which a group of
voung and rebellions archivects, later on called Team 10, Was given responsibi-
h'q. in preparation, The goal of the young archatects wis renrganing the con-
gress — considered the most influential institution of modernist architectune
~ 45 well 2 the theoretical redefininion of mesdernise architecture in general.
The funcrionalist urban planning and the rigid separation of functions ke
dwelling, working, leisure, and traffic, a5 formulated in the Charea of Athens
st the fourth CTAM mesting in 1911, no bonger seemed able 1o respond o
the now mecognised multiplicity and complexiry of life. The new concepts
were unique form, partcular place, particular time, communiry, change and
growth. The English archivects Allison and Peter Srmithson in thewr 1956 draft
for the Doorn Manifesto spoke of “human association which is the very bass
of all barilt form.™ Although Team 1o did emphasise the oppressive character
of madernist architecture and urban planning’s welfare-oriented self-concep-
rion, this did not entail 2 general departure from medernism'’s social wleal.
The debates of Team 10 instead represent an attempt 1o bring about 3 fun-
damental transformation within the modernist wadinon and i instimubons.
This transformation included 3 stronger consideration of subjective needs
and spontaneous, unprediceable developiments as well a5 wming Eo SOCIETY
and culture in place of technological rationalzsem. What remained a shared
connnuity was the belief that architecrure can play a key role in the shaping
of society, and that this role entails a moral dury.”

The proposals Hamsen presented at CLIAM 194y inchuded 3 proposed design for
an Auschwitz monament, done together with his wife Zofia, and his praject for
an extension of the Zacheta Mational Gallery of Art im Warssw: The lacter was 3
light stee] space frame constnCTon next wo the hieoenc exlubition nldmg, of
a sirmilar size  the existing bulding, bur md:'-nﬂtifﬂ: qﬂﬂtﬂﬂiﬂt
Ao dlements and movesble sirs were 1w allow for a variable spatial configpara-
tion The project is an excellent example of Team 10 transformed notion of
soctal wpace. The building has no fimlly determaned spatial program, but instead
in ity expansivenes and openness can enable varions social and spasial conglom-
erations, But Hansen's most importamt contributson to the Team 10 discussons
was 3 theoretical concept he called “Open Form.” It was the centre of his pres-
entaton in Osterlo and laver on alo at the firse Team 10 meeting in Bagnols-
sar-Cize in 1960, The journal Le carré v, which published many debates of
the Team 10, dedicated an mue to the theory of Open Form in 1961.*
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constant process of evolution and interaction with the surmunding world.
Instead of being based on the concept of the unity (identicalnes) of all
people, Hansen's theory stipulaned their radical diversiny. It served 1o em-
phasise difference, and offered techniques and methods guarantecing toler-
ant coemstence and mutual mterest in a society composed of indvidhaal
others. Accordimgly, planning i not longer understood as an unconditional
plicement, but a5 an intervention in a complex structure with variows Ly-
s, " As a composition of the spatial subext, [the principle of open form]
will become a mult-lavered, constanthy changing phenomenon. Compared
to doded form, based chiefly on the masterly execution of the object, the
concentration of open composition will be based on “pase-partout” action,
displwing the changes occurring in space. It will be the art of evenrs" !

When implemented to the fHeld of the visual ans, Hamsen s theory revolu-
tionased the traditional components of artistic communicanion. Above all, it
deconstructed the amia’s — authors — superior postion towands the recipient,
arempring insvead vo replace it with a symmetrical (or scowally dislogieal)

madel of communication. The process of lecturing and instructing was

to be replaced by a2 proces of collective learning, Fulfiling the possalases
of Open Form, the Hansenian engineer-artist designs contexts and back-
prounds to facilitate the expanson not of himself but of the former recipi=
ent, now partnet in the creative proccss. The Hanscnian author-artiss wants

o wesken the mnpact of his own subjecevity or self on the works stric e,

The result s 3 kind of “death of the suthor™, giving rise o the simultane-
onis birth of the r:n'[:r:rt-:n—nu‘l:hnr.T}rz whole proeces: 1 nrwnrl:.n:l I:nr
the “intellec maahsation” (greater emphasis on meta-artatic analyses than on
the purchy artistic clement) and “objectivisation” {scientific approach) of
artistic praxis, In teaching practice, Open Form was formalised in a se-
ries of concepts, valuating methods, technaques or behavioural stracegies,
The Hamsenian techniques or methodobogies were marked by “walababiny™
= any given set of procedures or iechniques could be applied equally well
to a piece of paper or to 8 fragment of the public space of a large ciry. For
Hansen's sudents, Open Form represented an effective language opening
the way towsrds experimentation and highly complex (trans-individual)
collective projects (such as, for instance, the film Open Form),

The interconnected components of the theory and practice of Open Form
= processualiny, ineracivicy, objectivism (scentum), emphass on the eman-
capation of sebjectvicy (desive o guarantes in right to self-determinason
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and self-development), communicativeness, relati inkerdncphriaficy,
revision of hicrarchy in the recipient-author relation, determination to
mewe experimentation from the field of art to the socso-political sphere,
fascination with the artitude of the scientit-artist participating. on par with
the contemporary science, in the tramsformarion of reality = make it, on the
one hand, a continuation of the wadinon of avant-gande (dadant-construc-
tivist) anti-are. On the other. they preconfigure the strateges of neo-avant-
garde art. This anticipating mole of the theory meant that Hansen's students
were well prepared to meet the emerging neo-avantgarde trends and gave
their pmjects and srategics an ofien pioneering position.”

2. Zafia Kulik, Przemystaw Ewiek, Jan 5. Wojciechowski, Waldemar
Ranisrewiki, Wiktor Gutt, Grzegorz Kowalski

The artistic theory and practce of Preemysliw Kwiek — a student of Hansen's
— show (at the end of the 1960s) the arist going beyond the aditonal =
well 35 modernistic concept of sculprare and focusing constitenty on the
problem of the creatve proces, From 1967, Kwick, “sculpting”™ a nude sudy,
ﬂrcm“ajmmmmﬂum&hmﬂ{mﬁ:ﬂymdﬂﬂ
mmnwm.wnmmw
mnm:w*mwcmhmuﬁmmdmm&hm
ane. Upon obtamng ancther sculpted representation of the model, Kwick
:wljndntu:mrdhphumpwhnﬂrmd:phmmtdh.mmud
the procedure many times, calling it a “game with himseli” In the period
berween 1967 and 1970, Kwick gradually moves from a series of several (5-6)
pw-mmdﬂmeﬂi‘&n given study - 1o
several hundred ones fior the purposes of his graduaton project. He abo
moves from the *classic™ scutprural material of chy to haghly complex mate-
rial configurations.

Kwick transformed the work (replacing the tadiional sculpture with 2 set
of complex procesual material and spatial reltions) depending on the vari-
able relationships and vectors connecting the model {made) with space, tme
and the “contexts™ or “siruations” related directly to the sculptors (personal)
life and thus sfecting his practice.

Kwick tried at all cost to objectvise and rationalie his artistic practice by

adopting the astitude of an arti/ engincer — 2 skilful operator of material-
mnﬂhmmdmmufuwﬂmmhmmmquﬁgmﬂlh
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colowrs, shapes, forms etc. of the material world, This arotade will be amplified
|later, in the KwieKulik doo with Fofia Kulik, thanks 1o the artists” interess
mathemanics and logics (and later also conoremsm). The creatve proces analy-
. comctwcted l"l. Kok from Ih7T wiad urndue i 18 conmbanation of acwent-
i with an openness to improvisanon and experimentacion. The radically
procesual aminode by definiton required contesing fmine “amisoc objects”™ or
any other form of process finalisation, Kwick undemstood the artistic process
o A contnuum of “difference,” novelty and macwton amed at openmg ever-
new pomibilibes of “nrngation” in the material-spatial sphere (Open Form).

Ewick’s process-based methodology of creating 3 procesual soulpred anti-
form can be represented in the form of consecutive “moves” or “seps™, e.g
the creation of a u'u]ptur-: = first SEp, 123 transformation = second step,
another mransformation resulting in another sculprare = thied step, and 50
on. The effects of cach “move” wene documented on phovographic flm.
This approach 1o Kwick’s methodelogy shows thar it precontigured the
later “visual games” from the period of the making of the film Open Form
(e.g- the “ploving on the artis’s face” exercae).

The making of dee film in February 1971 (the tide was a kind of wibuate to
Hansen) was a joint project bevween the studenis of the cinemavography
[Fawed Kwick, [anana Liebska) and actng [Ewa Lemanska) dep:.rm;u::nﬁ
of the Lode Film School and the students and graduates of the sculpture
deparument of the Waraw Acadenyy of Fine Ars (Zofia Kalik, Jan 5.
Wigciechowski, Preemmadaw Kwick. Bandomue) Zdmjewska). They wrote:

"Many of the sxercmes and EXpeTients conducied at the -:ru];mure d..:-}un-
ment feature the element of tme and process. Tha forces us to search for
new methods of docwnentation. Untl now, we had wied photography.
However, the namre of the exerciscs means this methoed is incomplete, and,
we believe, ity weaknewss are overoome by f1ilm. The sdens of the cnemar-
agraphic department told us i turn, that ther curmcaium scluded mamy
exercines fom the field of the vl ar, such & plhane composbon (Fram-
inyz), spaial composicion, the issees of scale, colour, Hght, vsual equncalents for
VATIOWS mOtons, and 5o on,

The main abjectves of the plinned collabomaton induded: mtegranng differ-
ent arastic disciplines (inpermedialing), developing a platform of collabora-
ton for artiss of different specialisations (nrerdisciplinaricy, collectvism), and
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focusing on the analysis and nsiation of processual works of art (procesuality}
Mioreoves, by fulfilling those postulates the artises from the two academies
wanted to .,‘]:;."I.'Eh:lF specific proposals for reforming the teaching process at
art schools in Poland.

The structure of Open Form i3 defined by a series of “with-camera actvites”
{which is how the artists prefer to call the work rather than referring o
4 3 “film™) divided into seven contrasted “episodes”: Housen s Stdlio (ak a.
Conarerrent Movemerris), Jormuszlnewicz s Spadio [with the scene Playmg ow the
Actress” Faced, TV Studio, Moses, Library, School, and Opew Air [ oo ) A5
part of these episodes, the artiss, while applying a certamn model = Open
Form — decided only an the soravegy or technigue that was to be used in
the given context Techniques and methods such as wisual games, mterac-
[Iulﬁ;._n"l.'r.ihrl_q of complex form”™ or camicra provocation were to initiace
and organse the course of (improvised) processual arostic realisations.

The methodelogy of camera prvocation consisted in fulfilling the following,
mlti-stage Hamsenian paremmn: observation of an exidling situaton — Peovo-
cation — observation of the provocation and its effects — a new simation. Un
the ane hand, it was to help arusts achseve certain cogmitive purposes (gaumng
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knowledge abour reality wia the inductive method. decomstructing the given
sintion, revealing it dererminants, and so on), In chis Bpect, it was the ele-
ment of a larger and more complex strategy called the “revealing of complex
form.” Om the sther hand, the methodolegy constituted an mmporant ele

ment initanng or stmulating actions and ineractions.

A camera provocation usually comsmbed in ivading a sinzation and EArting to
film people (usually by zooming in on their faces). The technique ook ad-
vantage of the fact that the presence of a mnning camern and the awarenes
of being filmed significantly changes human behavoar, rousing people from
routine, :rl*:gﬂ'iﬂ; WAL iPOMEANCOUs reaciions, E.HU'-".ILII:"_.{ -..._-It'__;.n_-,]:. 5is.

and 0 o5 On this |r1."|_-I| the camera was the prr!i,-\.;l, provocation ol

Pruring the making of Opes Form the artists apphied the method 1o high
school students in the epriode The Scheal. Using the camera 1o provoke
students gathered (2t the headmaster’s approval) in the gym resubted within
3 short time in an unexpected sequence of evenes thar slinest got out of

contml: the students staged 2 mini-sevolt as part of which they painted the
mcknames of particulasly disliked teachers on a prece of candbosed which
they then burned in a fire spontanecusly started in the maddle of the room.

The artses urned the category of the game — charscteristic hitherto for the
domain of pop culture (entertsinment) — into one of the madn methods of
thewr strategy. The scene from Open Form called Playing on the Aavess” Face
14 3 model example of 2 procesiual vimal game in which every comecutve
shot demonstrates the “move™ (“step”) made in rurn by each aceor, The [la-
ers [arvists) have gathered (out of the frame) around the setres” face and are
plaving with viual forns. Every “move” made & necessary o integrate three
tmportant aspects. Firstly, relate to the existing faces (the predecessar’s move],
secondly, i formulite one’ own “statement,” and thirdly, to remember that
One’s move creates a context for the next person’s move. The artrss commu-
micated (played) wiang visual forms s well as variows kinds of activises

The experience of the game mvolved 3 permanent awareness of the fact

that, in making their “moves,” the participants were determined by the
£ d 4 s Py Ty Foamess, Prinsl @lami

context created by their predecessors “staterments™ and that their own “stare- Toda ik, Jan 5. Wijcechomwki
ments” influenced the othen. The game required i participants 1o learn matrrag 7 1ol et

g a i % Firng on e Adinisl Ry
the respomsibality imvolved in actng in the public sphere (or its model — an 3 s o e i e o

“misTsubjective” communicanon sphere spread between them)
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The visual game method was also applied in open space, with the arias
dividing o groups and sssgming a separate group charged with the sk
of producing the event’s photographic documentarnon, The best example

of this & the Came on Morels Hill (Elblyz. 1971) fearuring Ouksr Hamsen,

Grregorz Kowalsks, Wiktor Gutt and athers.

Mpﬂl’nflht rﬂmﬂrtiand:::rﬁmFrfmmrdimmiummwhj:h
s in the viswal ganes, a transitson s made from the raditonal notion of the
work of art a5 an object towards the work as an effect of complex comsmuni-
cation actwvities performed by artsgs renaining in 3 permanent [synchnomnous)
interactron (the concept of the work of art a8 artisoc communication).

Like with the visual pllhﬂ-...i!ﬂ with interactions the element n!-:.uhjfcl;i.v-
ity or artistic indradualism is cooled down, By newtralismg those qualibes,
the artists wanted to “objectivise™ their actions (as part of interactions or their
“moves™ in the games) to adapt them better to the “mntersubjective " comrmani-
cation sphere. Such an attitude, “open”™ towands the other awthor, msde possible
not only more effective and efficient communscation but abo its anabysis,

Thee wisual game and interaction techniques developed by the artists served
mot only o subvere the "art world™ but also to actively influence the socio-
polbitical realiy Zofia Kulik and Preemmnbew Kwick, the chief representanves
of Soc¢ Art, tried 10 employ the interaction technique in the organisaton of
“space-time propaganda shows.” The srategy was a kind of reconnassance,
an arcetnpt to find out whether an “alliance™ with the government in ander o
propagate the mnovative achwvements of the mant-garde (rechniques, meth-
odologies or apparstuses) was possible on a broader social scale, However, the
mteractions were only able to propagate and diseribute the ideas and models
of a nos-authoritarian society of free, responsible individuals, remaining in
open, efficient communication relatonships, a socicry enjoving freedom of
religion, freedom of speech and rolerance cowards alternative visions of real-
ity or lifestyles. They were structurally unable to promote the “only cormecr,”
dominant sdeclogy. The attempe to sge propaganda shows using the method
of improvised multimedia interactions proved subversive towands the propa-
ganda means and model dominant in socialistic Poland.

With the games and interactions, the arost no Jonger creates 3 work thas he

then presents to the viewer. He onlv creatss 3 cemain framework, 3 “con-
text™ into which the viewer is mvited (interactions, visual games) or “forced™

Came, AChone ard FEanong

{camera provocation), so that, s part of his own creatve actrvary of partici-
pative power, he can take part in the creative process. [n the communication
mode] proposed by the arsis, the work emerges at the very end as a prod-
ucr of collaborating individuals (senders and recapients at the ame time).

The collective activities of Kwick, Kulik and Jan 5, Wojciechowski culmi-
aated in the film Adions made in Septeraber 1972 Like with Cpern Form,
the tithe defined the ideological premises and work methodology. Besides
the “sculpeors™ mentioned above, Adiseis, which aimed at ineegrating the arn,
was co-created by musicians, filmmakers, performers and poets. There was
no script whasoever, oaly clements, or props, that could be uied. The man
objective of the collaboration process was to direct one'’s own action towards
another participant, in 3 reference (comment) to his action, gestare or move.
The point was an sction requiring its author to be aware of the othen” actons
and to comment on them creatively, while being preparcd for has actions to
be commented upon creatively by the others. The purpose of Adiens was
to teach creative collaboration to artets of variows disciphines; it was 3 bora-
vory of the methods and practical procedures of such colliboranon.

Zofia Kulik rememben Actiors in the following way:“Me and Przemck mied,
like Harsen had ught ws, to keep Organising ever new situations, 1o precischy
create backgmunds and environmenss in which others would behave in some
way or do something, or to ‘amplify’ their constructions of themselves and
their sctioms. During one day we prepared the stands for the acoons: word/
::F:-imdmﬂ—pupﬁnbjuLEmmhdmpt}m;h all of those.™
Arriving at the given stand, each artist, ivespective of the ducipline they
practiced, had to create their own artistic statement wang the mediam be-
longing o the grven stand.

Wiktor Gutt and Waldemar Raniszewsks occupied 3 unique position com-
pared wath ﬂwuﬂurtudmumdgndmmnfﬂihrﬁmhndm
Jarnuszkicwicz’s sudios. They oppesed the ratonal tendencics of qusi-icien-
bfic reflection on visual communication {represented by Przemyshw Kwick.
Zofia Kulik or Jan 5 Wojcechowski), and were aversive toravards the use of
mathermatics, logics, sermiotics, or lingasstics in the field of art Instead, they
preterned t0 turn towards methods and aesthetics of communication charac-
teristic for “savage.” primitive tribul cultures. They were interested n non-ver-
bal rather than rational and dogocentric communication. They explored, and
tried to simulate in the field of am, the most primitive and archaic {ritwabste)
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vited other people. Then they wransporsd the froum the Jarmuskiewicz

adio, where it arginally sood, into the mo

maiaral setmng asd continued o make thar conecutve  EieTNens

They weose, " ln 1ts hasi phasc, 3 COIETATDn 1\ usu 1 ¥ & PeRCOON D W hat your

partner does, a sin ngly emotional reactoion. | e 52 ond phase 15 the result



kiR Rondiace. Mong Voka, Sl Jofr Weder

of a deeper reflection and, because it requires preparation, it occuors after
some time. The recipsent becomes the sender. and dhen the mles altermate,
The invited people often become the participants and co-authors of the
individual statemments ™

The Grand Conversation was the result of a search for an imtimate language
that would express the relationship berween them. The artish moved gradu-
ally from their belief i universal (primitive, archaic) means of social com-
munication 1o the concept of linguage a5 an instrument creaved on an ad

hoc basis, a5 the result of encountering a new situation, a new man, o the

concept of language & & contextual entity, different each tme depending on
the person with whom we enter into 1 deeper emotionsl relation.

Sance the late 19604, Greegorz Kowaliks, 3 an asistant of Hamsen and
Jarnuszkiewice, conducted many action- and interaction-based classes
and exercises with both professors’ students. In 1966 he participated in the
orgamsation of the legendary interactive and participation-based event,
the 5 & Awdiorismal Shows at the Foksal Gallery (rogether with, among
athers, Henryk Morel), which conssted in arranging a series of stands open
to the visitors' creative acoviry (where the visitor could freely configure the
available space and provoke various kinds of sounds).

It meeds o be poted that Kowablks dhways tried o imbue the quasi-scientific
{tﬂ;hﬂ.‘i'lt and rarionaliseic) pﬂaﬂi:pn urp.mﬂ amad IncersCrions [rooted m
Hansen’s cold, post-constroctivistic methodology) with humanst elements,
powerfully existential, sensual, subjective, irrational, peychological, subconscious
yeven spirinual), and was open o smmcons cluding rational anabis. Kowalsks
tried to enrich the existing games and interactions with the above compo-
nenits and, on the basis of those reevaluatoms, form his own reaching method.

For Kowabki, marter, or purely formal marerial-spatial operations were less
important than concrete people (with all their conscious and uncomcous
determinants) manipulating matter and trying to communicare wich them-
schves and others through it That is why Kowabkis studwo arached grearer
importance 1o the development of the smdent’s individuality rather than his
manual skills, and pursued 1 partnership-based and compasionate teacher-
smdent relationship rather than an authoritarian and hierarchical one. Those
qualities were at the root of the “common space, private space™ srudent exer-
cise thay expanded upon the actions-and-interactions formuls of the 1970s
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and which Kowalski les conducted with stadents since the 1981782 academmic

vear through today. Kewalki wrote of ha “parmership teaching™ “We all fnd
ourselves in qommon gpac, privee space, stdents and teachers, on equal terms. ..
The goal of the exercie... is to ensure active participation 1 the proces

of non-verbal communication. The course of the process i unpredictable

and depends on the participants” ingenuity and the temperature of the mter-
sction between them. We agree on one thing: we avoid destructive behav-
soner™ Iy the 19008, 3 number of valued arosts pased through Kewalda's sudio
and his reaching method based on mmm:pnct,plm?mma]l!ﬁ
Arcur Zmijewski, Pawel Althamer, Katarzyns Kozyra or Anna Niesterowicz.

A sy Tl inReiesce oF cormepondercs briworn lee modermes archisgotire ind procesusl
art can be shown for other cestexss, for example Robert Flliow, who worked with Jaschin
Pleufer. The twe collsbarmed on the pejece Peipeidesme, an open space 8 comavani catsen
and "permanent cortion” Pleuffer was himarl¥ an sbuicet and collsbortor of ithe irsperrant
Team 10 architeo Shadrach Wood.
(oo Mandeso, CIAM Mesming, Janusry 2931, 1934, Doom.” in Thr Emespener of Toom 10
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140 [ Seivoh o Lvepia of the Prtivsd (Fuonterdion: MAS Pulbtshers, 2006, p. 13
Ci Lt saent bipm, 0. 1 {19610
Chlicar Hansen, “Ohpen Foemn” o Fraegiad Ko raliviy, . 5 (1959), prprintcd an Tonmrds Clpen
Fosom, cxh. gar. Poksal Gallery Feundston, ed. by Jols Golbs (Warew, 2o0q), p 199,
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