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Foreword

Artist film-makers are not manufacturers of the escapist
dreams of conventional cinema; indeed they have almost
wholly rejected narrative and concentrated on film's for-
mal qualities. They have looked as closely at the material
of film, its physical and visual characteristics as painters
and sculptors have at the formal nature of their activities.
‘Film as Film' should perhaps be “Film about Film'; this
concentration on the medium has created ‘film-makers’
and “film" rather than ‘film directors’ and institutional
‘cinema’.

Our exhibition traces a history from a period when
artists were making both paintings and films (one often
the source of the other) to the present where technology
and the current debate in film studies have had a major
impact. What unites the film-makers of the 70s with those
of the 20s is a continuing insistence upon an artisanal
mode of practice; their films are essentially and often lit-
erally the work of one author,

We have reworked a project originally conceived by
Birgit Hein and Wulf Herzogenrath and shown at the
Kunstverein in Cologne and we are particularly grateful to
Birgit Hein for her continuing advice throughout this pro-
ject. Our thanks are extended to the English committee
who have worked on this exhibition, particularly Deke
Dusinberre and Al Rees.

I
] ] L 1Y | !
? ‘ { / | A

Hans Richter: Pralwdium seroll panting 1919

The Goethe Institute, London, has helped us financially
with the catalogue which accompanies the exhibition. We
are, of course, indebted to the many film-makers who
have loaned material for the exhibition but most par-
ticularly to the London Film-makers Co-op and the film
and stills departments of the Mational Film Archive for
their generous assistance,

DC/RF




Introduction

The exhibition “Film as Film', and this catalogue, derive
from am earlier exhibition, and an ecarlicr catalogue,
mounted at a number of West German galleries and
museums in carly 1978 organised by the film-maker and
historian, Birgit Hein, and Wulf Herzogenrath, Director
of the Cologne Kunstverein. One purpose of the original
exhibition, and of the documentation which accompanied
it, was to provide not only a showcase for a wide variety of
films and associated artefacts from the history of the
avant-garde cinema, but also a context for a particular
tradition within that history — that we associate with the
so-called “formal', “structural’, or, latterly, ‘structural-
materialist’ film. This was a route, as the sub-title of the
German catalogue described it, from the animated film of
the 19205 to the “film-environment” of the T0s. A further
purpose was to broaden the traditional “space” of film con-
sumption, by placing the films alongside, on the one hand,
a display of related visual and audio-visual artefacts
(drawings, paintings, ¢tc.), and on the other, the archive of
documents and verbal commentary contamed within the
exhibition catalogue. The German version of this exhibi-
tion can then be more directly seen as proposing a series
of cultural polemics: laying stress not only on the complex
history of the international avant-garde, but also forging a
particular path through that complexity; providing a criti-

—

cal context for the cinema by associating it with the gen-
eral ant historical space of the West German gallery and
MUSeUm Circuit.

For this exhibition, we have taken up these directions
from our positions within the similar and different system
of British culture in the arts and film. Rather than simply
reproducing the excellence of the German model, we
wished to play our part in the debate by understanding the
exhibition, and its catalogue, as vehicles for producing
fresh perspectives on the historical and aesthetic analysis
made by our German colleagues. We wanted, for exam-
ple, to re-examine broad assumptions about the general
status of avant-garde cinema, and in the process to
examine still more closely the definitions, and the implica-
tions, of the ‘formal” and “structural-materialist’ project
central to the original polemic. We wanted to explore
areas still incompletely studied, notably the French and
Soviet avant-gardes of the 19205, the “lost” experimental
movements of the 19305, and, more broadly, the still
submerged history of women workers in the avant-garde
tradition. We wanted, too, of course, to keep pace with
the accelerating range of avant-garde tendencies circums-
cribing “structural-materialist’ film-making in the period
of the German exhibition and our own. In following the
German model, but re-interpreting it within a slightly

182090 1



later, British, context, we have therefore understood our
task as that of extending the range of issues — not only
acsthetic or historical, but theoretical and political —
which is implied in the very notion of an avant-garde, or of
avant-gardes, at large. Moreover this of course engaged us
not only on behalf of the world of “art” — with its estab-
lished interest in these questions — but also that other
world where Modernism, of whatever colour, is still a vas-
tly less familiar notion: the world, the institutions, of “the
cinema’, and of *film culture’.

Phillip Drummond
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Notions of Avant-garde Cinema

Phillip Drummond

The Cinematic Contexi: Dominant Cinema

The Doaminant Economic and Social Base

Owr definition of avant-garde film will clearly hinge upon
the qualities we associate with the broader context of
‘mainstream’ or what we might call ‘dominant’ cinema. In
this case, the avant-garde will then be typified by its
‘opposition’ to norms and values within its “opposite’. If
we then first refer to the social practice of the mainstream
cinema, to its economic and social ‘base’, we can argue
that the dominant and mainstream cinema s strongly
marked by its alliances with concentrations of economic
and social power. In certain situations these alliances
associate cinema with the power of the state, but more
usually with the “private’ sector under capitalism. Most
characteristically, the dominant cinema will belong to
‘entertainment’ and “leisure’ complexes with aspirations
and tendencies towards conglomeration and monopoly.
As industrial products, mainstream films then have direct
relationships to capital and class, through their restrictive
patterns of ownership coupled with their *mass’ marketing
and exploitation; by and large these films are ‘dominant’
precisely in their reproduction of dominant ideologies
within this set of interests. Massive social and political
implications flow from developed versions of this sketch
of the cinema in dominance. But, for all the determining
force of the economic and industrial features of the
cinema — fundamental, as we shall see, to the differences
produced by the avant-gardes — they are in other senses
‘relative’ to other aspects of the “total’ institution of the
cinema. That is to say, the cinema performs more general
ideological operations than those determined quite
“directly” by the immediate economic or industrial base. [t
also has its ideological effects at various levels of media-
tion, through the formal apparatus of the cinema as a
specific signifying practice or ‘machine’, and through
film-works themselves, as specific sets of textual practices.
The economic and industrial predominance of mainstream
film, in other words, is matched by its hegemony at the
level of aesthetics; mainstream cinema “dominates’ not
through coercion, but through its formal and stylistic lures
and appeals. This is partly because films ‘themselves
become, for the spectator deprived of access to or know-
ledge of the economic "scene’ of film production, the
seeming “totality’ of cinema: cinema, not only film, made
visible. This classic ideological operation — the masking
and displacement of ‘real’ forms by the *phenomenal’ — is
the major device by which the spectator is secured, He/she
is both deprived of knowledge, and yet bestowed with an

apparent and immediate plenitude — the *fullness’ of the
dominant film, in this sense ‘on the side of ' the spectator,
and to that extent detached from its earlier moment of
production. Thus when we speak of economic and indus-
trial determinacy in the cinema, we must recognise the
work of film in the partial obliteration of that determi-
nacy, installing in its place the primacy of the moment of
production which is the spectator’s reactivation of and by
the film. If this is then one form of sleight-of-hand by
which the mainstream film enjoys hegemony, rather than
by *direct’ economic or industrial domination, what are
then the details of its operation?

Domingnt Film Form: Realism, Narrative
A repertoire of strategies and effects supports the aesthe-
tic and ideological hegemony of mainstream cinema. The
dominant film, for instance, will consist of the regular pro-
jection of static, rectangular frames of light, intercepted
by “frames’ of darkness, at sufficient speed (twenty-four
frames every second) to encourage the eve o perceive
apparent continuity and motion (thanks to the physiologi-
cal phenomenon known as ‘persistence of vision'), a fun-
damental pereeptual illusion attacked by many of the films
within this exhibition. These images, in addition to their
determinate on-screen duration, will assemble into the
generally determinate durations of the ‘feature film'. They
will usually be accompanied by a synchronised sound-
track comprising a mixiure of dialogue, music, and
sound-effects. The nature of both ‘images’ (visual and
aural), and their assemblage into the totalty of the film,
will obey further common constraints. In general terms, it
will be true to say that both will be based upon principles
of "resemblance’ or ‘representation’, through the image-
band’s reproduction of conditions of three-dimensionality
by means of strongly organised perspectival structures,
and through the sound-band’s subordination, for all its
varied ‘substances’, to an ‘illustrative’ function, usually in
terms of the stress on dialogue to support and explicate
the predominantly *human drama’ of the picture-track. To
this point cinema could be said to rely to a considerable
degree upon certain notions of the ‘real’ and *realism’ in
the construction of its imagery, a ‘realism’ which, in
another feat of ideology, will tend to efface the evidence
of the production apparatus of the cinema (camera, film-
stock, lens, lighting, processing) in favour of the seemingly
unmediated ‘presence’ of the pro-filmic ‘real’.

Motions of realism at the level of the paradigm (the film
frame), propose visual continuity between ‘real' and



‘image’, and hence stress above all the ‘iconic function of
the camera-apparatus. They conjoin with other notions of
‘the realistic effect” at the level of the syntagm (the gather-
ing of film-frames into shots, and shots into such larger
segments as the scenes and sequences and more complex
shot groups). That is to say, the illusion of continuity bet-
ween frames encouraged by the persistence of vision will
be reinforced by a stress on continuous action from frame
to frame, and from shot to shot; the *variety' provided by
the segmentation of film into shot-syntagms will be over-
laid by drives which stabilise this difference in the interests
of consequentiality, continuity, and coherence. These
drives are codified in the industrial ‘grammars’ of film
editing, which emphasise the differential and yet cohesive
power of the cut, dominated by concern for spatio-
temporal *matching’.

The single term loosely applicable to summarise these
tendencies towards sequence and coherence, and hence
circularity and closure, may be the term “narrative’, for
narrative it is which both demands and provides these
conditions for film fiction. Narrative is relative to realism:
the ‘realism’ of the image, proposing an unmediated con-
tinuity between the ‘real’, the *image’, and the ‘spectator’,
is what fixes the spectator in a position of specular control,
through ‘recognition’, of the film image; narrative, simi-
larly, is a further tendency in the text which, by assimilat-
ing and subordinating other tendencies and discourses —
for instance, through the typical ‘narrativisation” of spatial
and temporal co-ordinates — offers itself as the
“vantage-point’ from which the text may be recognised,
controlled, and understood. Tentatively, then, we might
propose that ‘realism’, in different senses, is the aesthetic
mode governing not only the construction of the flm
image (visual and aural), but also the collection of such
images into a decipherable totality. Narrativity and real-
ism then play an ideological role in placing' films and
their spectators, spectators and their films, in relativity to
cach other. The *Classic Realist Text” explored in recent
film theory thus obeys, in its relationship to ideas of know-
ledge and control, not only an aesthetic but moreover an
important ideological imperative within the work of
cinema.

Complications

The tendencies | have been outlining represent the bare
bones of a possible analysis of the aesthetic and hence
ideological functioning of mainstream cinema. But
dominant cinema, following Raymond Bellour's pioncer-
ing analysis of the complex textual productivity of such
mainstream classics as The Birds or North by North-West,
or Stephen Heath on Touch of Evil, could never be so
simple, nor could its own internal vanguards (in differing
positions, for example, the so-called cinema of Expres-
sionism in 20s Germany, the French ‘New Wave' of the
late 1950s/earlyl1960s) be so simply undervalued. The
‘realism’ | have claimed for the film image in general, for
instance, needs to be set off against the complex stylisa-
tions this “transparency’ receives within the dominant
cinema; systems of film-construction could be adduced to
nuance my overall suggestion as to the drive towards
organicism and coherence in film narrative: the psychol-
ogy of Alm perception calls for much fuller grounding in
the psychoanalysis of perception in relation to the model
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of fiction. But again in general terms, we might describe
these characteristics as composing a basic paradigm, var-
ied from film to film, which film-makers of the avant-
garde may be seen as challenging, explicitly or otherwise.
If these are base-components of the dominant film, what
are then some of the general features of the avant-garde,
and of its films?

An Alternative Context: Avant-Garde and Modernism®

A Different Economic and Social Basve
iThc cinema, or cinemas, of the avant-garde pose a
number of alternatives to mainstream models, determined
by a different st of ideological imperatives and motives.
At the level of the ‘base’, to repeat the sequence of our
former survey, lwe can sce that avant-garde films have a
less direct relationship to dominant forces of production.
Characteristically, these films will be produced outside the
dominant systems of production and exploitation, and
hence place themselves in a different and usually less
stringent economic relationship to audiencesThe var-
ieties of this relationship, ranging from a long tradition of
private sponsorship on the part of numerous artists in the
history of the avant-garde, to the increased availability, in
recent years, of institutional funding through grant-aid
(currently, in Britain, through such agencies as the Arts
Council, the British Film Institute’s Production Board,
and the Regional Arts Associations) ensure that there is
no simple avant-garde economic alternative, no total dis-
solution of the ties with capital, but rather, a diminished or
oblique relationship to profitability at the economic level.
To a certain extent, as we shall see, this economic shift
logically produces, as one aspect of the new complexity, a
new obligue connection to notions of the “audience’:
building in one sense a new cinema of ‘authors’ by
encouraging a less inhibited or less heavily codified notion
of self-expression, the avant-garde in turn makes more
complex the pragmatic model of ‘communication’ oper-
ated in the mainstream film.

This different form of economic determination has
other ideclogical implications for the avant-garde. In dis-
locating the avant-garde from the strict ‘commercial’ eon-
text, it will also foster different social practices for the
production, distribution, and exhibition of films by com-
parison with the complex division of labour characteristic
of the dominant industry, and the monolithic integration
of production/exhibition/distribution systems. Awvant-
garde and independent variants on this model run the
spectrum  from individualism to collectivism. They
embrace the artisanal virtuosity of the ‘total’ film-maker
{a position pioneered by Stan Brakhage, its economic
stringencies endorsed by a world-view compounded of
broad humanism, Romanticism, and Existentialism) to the
energy of socialist film-making collectives such as Bri-
tain's Cinema Action, who not only produce and dis-
tribute but prefer to exhibit or ‘perform’ their work as
well. The work of the latter, raising questions about the
politics of film activism, may thus be seen as doubly van-
guard: vanguard firstly in producing films dealing with
contemporary instances of class struggle and hence inter-
vening in the literal * politics of cinema’ ; secondly, in creat-
img sites for amalysis and discussion of film, and hence
intervening in a second sense in the broader politics of



“_m seen as a regulated system for processes not only of
Zentification but also of separation between producers,
2xis, spectators. In both cases, new use-value is installed
‘n behalf of the object *film'.

These different relationships to the economic base,
-outed through different ways of understanding the
~roduction/exhibition/distribution chain, give rise, as my
shoice of examples suggests, to an extremely broad range
»f aesthetic and ideological differences between ‘avant-
zarde’ and ‘dominant’ cinema. Broadly speaking, the
szonomic and organisational differences I have described,
=1 of which combine to scale down the size and purpose of
+he classic industrial model, all tend inevitably to separate
:he cinema from its position within the ‘mass’ media and
within the leisure complex. Instead, they replace the cinema
within other discourses — notably, but, as we shall see, not
exclusively, those discourses associated with the visual and
plastic arts of painting, sculpture, graphic design, dance and
music. In making this connection, these differences also
werve to associate the cinema with the dominant evolutio-
nary trend within these new discourses, the discourse of
MModernism, with its own avant-gardes. We might say that
while mainstream cinema by and large perpetuates the real-
:st imperatives of the nineteenth-century literary, dramatic,
and visual traditions to which it is heir, and which itarrivesto
‘consummate’ at the turn of the century, the cinema of the
avant-garde, over and above the alternatives it proposesto
:he dominant cinematic models, draws its inspiration from
developments and tendencies within its newer context —
Modernism in the arts,

Sew Views on Film

The relationships between the cinema and Modernism in
the arts and human sciences more generally are not sim-
ple. For example, Modernism is connected, not only
through the early relationship between individual artists
cor art movements) and the cinema, but through the
cimema itself intervening at a point of crisis (succinctly
analysed by Walter Benjamin) for the work of art in the
age of mechanical reproduction. Certain general features
of Modermism, however, are immediately appropriate for
Jiscussion of the notion of an avant-garde film practice.
To begin with, these include an attempted displacement of
hegemonic fictional models — in this case the Classic
Realist Text already outlined — by a broader and more
‘ragmented set of types and genres, so that the topog-
raphic *field” of cinema is fragmented and sel in motion.
Certain categories then move closer to the other media,
especially painting, and so ‘blur’ the parameters of the
smema as a self-contained and substantive entity, Sec-
ondly, within this variety of practice, we tend to be con-
sronted by a conspicuously Modernist preocupation not
anly with new “subject-matter’ but, more radically, with
the processes and apparatus of sign-production in them-
selves, or, more crudely, with issues understood as those
of “form’, Taken as a central problem, this soon leads to
notions not only of the relative autonomy, but also of the
primacy and determinacy, of ‘form’, and hence to classic
and recurrent controversies in Modernism over form’ and
‘content’, Thirdly, Modernism thus sets in train, for the
cinema, a complex set of questions over the social nature
of film-practice. In fostering fragmentation, in re-locating
the cultural position of cinema, Modernism also generates

political debate over the role of the cinema, in its varied
forms, as a social agency; and, in iis participation in the
Modernist elaboration of ‘language’ problems, over the
sites and levels of that social *effect’, the possible positions
of audiences and spectators, the mysterious ‘effects’ of
film.

These features, the extremely peneralised ‘effects” of a
simple and essentialist account of Modernism, contribute
to conspicuous shifts, across the avant-garde, in the formal
paradigm of the Classic Realist Film as sketched above. In
general terms, these shifts can be seen to hinge upon the
remodelling of Classic Realism — with its ideological
‘weight' seemingly on the side of the ‘unmediated’ real, as
described, and on the “fixture’ of the spectator — by the
displacement of its central terms (realism, narrativity), in
a spectacular ‘introversion’ of film practice, folded back
upon its own inherent fictionality. It will in this sense
hinge not simply upon broad questions of film ‘form’, but,
crucial to any understanding of the ideological operations
of the cinema, upon the central question of the *specificity’
of cinema, and film, as signifying medium, apparatus,
institution. This is not to argue, in the first place, that the
‘realism’ of ‘narrativity’, even in the simplicity of my work-
ing definitions herg, 15 victim of a simple process of expul-
sion — as though its hegemony were not precisely a mat-
ter of resilience — from the repertorics of the avant-
garde, The avant-garde is of course notorious for its some-
times painstaking, sometimes preposterous, ‘de-
construction’ of narrativity, through playing with, and
re-cycling, its components; eminently studious examples
for the recent avant-garde ‘feature’ film, would be Jacob's
Tom, Tom, the Piper's Son or Rainer's Kristina Talking
Pictures. But the avant-garde's attitude to classic nar-
rativity need not be so ruthlessly ‘analytic’ or “de-
construct” with such flagrant determination.

The Play with Narrative

One of its major strategies, on the contrary, will be pre-
cisely to exploit and to enhance the dynamics of nar-
rativity through complication, through elaboration of the
proairesis (the armature of causal and effective actions)
and hermencutic chains (those conceptual networks of
muotivation and explication, organised for the spectator in
terms of ‘knowledge’ and ‘enigma’) central to, but
clarified and closed within, the Classic Realist Text. This
elaboration of narrativity was a project dear to an early
phase of American avant-garde activity, represented for
example by the “strong’ but proairetically and her-
meneutically perplexing ‘plots’ of the psychodrama, such
as Deren's Meshes of the Afternoon, Anger's Fireworks,
Brakhage's Way to Shadow Garden, or the ‘ritual’ exer-
cises [Anger's Scorpio Rising and Inauguration of the
FPleasure Dome). This is a tendency which continues and
persists in a tension between processes of narrativity and
of visual abstraction in such different works as Brakhage's
Dog Star Man, Snow's Wavelengih, the Berwick Street
Collective's 36 ro '77, and Greenaway's A Walk through
H. In these films the avant-garde differs from and does
not merely ‘réject’, the possibilities of narrative. A third
and seemingly paradoxical relationship between the
avant-garde and narrativity is provided by such central
instances as early and mid-period Warhol, where nar-
rativity is not even necessarily ‘complicated’ in the terms



set out above, The ‘ultra-transparent” narrativity of
Chelsea Girls, for instance, — or of couch, cannot be ade-
quately explained in terms of simple notions of avant-
garde abandonment of characterial proairetic, and her-
mencutic protocols; indeed, what is the difference here
between the cinema of the ‘avant-garde’ and the *classic’
in its ‘primitive’ prototypes?

What might perhaps be more precisely argued is that
avant-garde works tend to provide different permutation
of narrative understood as linear, temporal, connective,
and, eventually *closed’ channels of enunciation, *binding’
the addressee (the spectator) in the closure of its logic, the
logic of its closure. Instead, it would seem, avant-garde
film will explore other ‘structural’ and ‘organisational
models, from the ‘open’ models of aleatory procedure to
the “closure’, more extreme than narrativity itself, of ‘sys-
temic’ constructs. Hence an early interest, through the
work of Brakhage, in the ‘lyric’ mode, which involved an
understanding of the 'poetic’ in terms of compresgion and
condensation. This tendency towards the ‘poetic’ could
move, like avant-garde treatment of narrativity, in more
than one direction: on the one hand towards the vol-
uptuous profusion of heterogeneity and surplus, or, on the
other, towards the asceticism of minimalist practices. To
return to Warhol, for example: Chelsea Girls, in fact,
depends upon the rarefied principle of minimal seg-
mentation, minimal editing, imposed by the procedure of
the ‘single-take': the film is ‘structured’ by the ‘spon-
taneity’ of pro-filmic action ‘ permitted’ and yet *stabilised’
by the single-take and the fixed camera, [t represents, in
other words, and contrary to my earlier suggestion, no
simple reversion to narrativity, with the latter’s more
obviously complex forms of strueturation. This minimalist
or ascetic structuralism, in evidence not only in early
Fluxus work but in recent English film, then contrasts
strongly with that other, more fully heterogeneous poetic,
based frequently upon the fertility of editing procedures,
that heterogeneity associated with the structural ‘vol-
uptuaries’ — Anger, Mekas, Rice, Baillie, or Mar-
kopolous.

The New Status of the Image

It was this kind of explosion of the semiotic, through the
‘surfacing’ and foregrounding of repressed and hence
invisible structural codes, that would quickly lead to the
very genre of the so-called ‘structural film' (described
more fully in these pages by Birgit Hein) and, more
recently, of *Structural-Materialist’ film (to which I return
in my final section). But the shift from *narrativity’ to the
‘structural’ entailed a more immediate, and broader,
implication. For this shift also logically involved an altera-
tion in the status of the cinematographic image itself, since
this too was deeply implicated in the uncovering of new
forms of structuring film. That s to say, if ‘extensive’
structures for temporal organisation, duration, frequency,
and continuity were subject to revision, then so oo was
the *integrity’ of the image, seemingly bound *directly’, by
‘analogy’ to the ‘real'. This new exploration again
exposed, instead, the structwration of the visual. This
departure was to take various forms, fundamental
amongst which was that overarching analysis of narrativity
to which we have already been referning. With superstruc-
tural features renovated, the image was no longer ‘sec-
ured’ or *guaranteed’ by narrativity, but could be exposed
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to the heterogeneity of dissociationist editing procedures,
and of multiple superimposition or juxtaposition through
projection. There were to be other corresponding drives
at work “within' the image: a movement towards * abstrac-
tion' which would contest the assumed iconic, referential
function of the cinematographic image; alternatively, a
‘materialist’ film practice which would instead *concretise’
by exposing the codes at work in the structuration of the
image, Landow's Film in Which There Appear Sprocker
Hoeles, Edge Lettering, Dirt Particles, etc. provides a play-
fully tautologous version of this practice, Fred Drummond's
Portrait E.'!_f Kurt Kren an eerily suspenseful vamant. No
longer anchored in narrativity, the image was no longer
bound in by the verbal, either in terms of the need to
‘illustrate’ a scenario or to draw ‘support’ from dialogue.
Image-sound relationships within the avant-garde could
instead then bear not only the marks of unilateral ascetic-
ism (silence), but also the very opposite — the speech-
band luxuriant and the image constant in its spareness
(Snow's A Casing Shelved), or each riddlingly *relative’ in
their interpenetration (Brakhage's Blue Moses).

The general play on narrativity, and on the status of the
filmic image, had considerable ontological repercussions.
To begin with, what was implied was nothing less than a
transformation of the ‘object” film. The camera, prog-
rammed, could obviate simple notions of authorial inter-
vention and self-expressivity (Snow’s Back and Forth and
Central Region); the optical printer could become the site
not only for the reproduction but the production of film
imagery; the moment of projection could in turn become a
moment of production, of the ‘performance” of a no
longer ‘insulated’ image-flow within a broader and
‘mixed’ spectacle. These movements of the avant-garde
towards new modes of existence for the object 'film’, with
all their implications for the changing role of the spec-
tator, are copiously illustrated in the exhibition. But what
should be stated here is that such variety — its ambition
nothing less than an attempt to open out the repetitious
closure of the mainstream cinema to a new infinity — is
most radical in the very fact of its own heterogeneity. For
it surely compels analysis of those very differences within
the avant-garde, and so leads to more complex notions of
relativity, even contradiction, than those permitted by the
present sketch. The urgent question: are all these tenden-
cies of equal value? Is our *history’ nothing less than the
sum total of their pluralism, or do we need the history of a
thesis through their difference? After the provocation of
our initial binary opposition — *dominant’” versus ‘avant-
garde’ cinema — what are the implications of a second
elementary enquiry — how many avant-gardes?

How Many Avant-Gardes??

Towards Film History

So far 1 have described some of the general features of
avant-garde cinema in terms of a provisional and hence
elementary binary opposition between "dominant’ and
‘alternative’ models. These contrasts have a certain
polemical force, and produce convenient and even telling
differences. But they run the danger of oversimplifying
the relationship by ‘forcing' differences in the interests of
separation, and of making each side of the opposition
stark and monolithic, generalised and timeless, 1f we have



siready recognised the danger of misrepresenting the
mainstream, how then are we to clarify our reservations
= the case of the avant-garde? How may we be more
specific, and more lucid, about the ‘internal’ varieties and
.omplexities of avant-garde film practice, and how may
+¢ introduce diachronic notions — of time, and of history
— into the analysis?

One way of answering this question is to accept the
separate-ness’ of avant-garde film, and to proceed upon
nis basis to construct an *historical’ account of this separa-
won, perhaps by means of the familiar historical deviee of
near chronology. Thus “periods’ of avant-garde film
oivity are reconstituted by the historian, tending, when
sombined into an internal ‘progression’ or ‘evolution’ of
sivles and subjects. Whether the sequential connections
ire haphazard or determinate, this kind of account would

n the whole tend to'locate the origing of avant-garde
<im-making in the innovatory art movements of the 19105
od 19208 (Futurism, Cubism, Dada, Surrealigm}.'?lt
aould then pick up the thread, following the 'truugfuf
e 19305 and the intervention of the Second World War,
~ith the re-emergence of independent film activity in the
ste 19405 as independent even, in its neéw maturity, of the
care” of the other arnts. In the post-war period it will go
mrough a number of major phases — from a precccupa-
=on with film psychodrama (the early work of Anger and

- Brakhage, the Deren oguvre) to an on the one hand
~creasingly formal concern with lyricism (Brakhage) and
smarraction (the US West Coast film-makers) and, on the

ther to mythopoeia (also Brakhage). Of these tenden-
w28, it is the formal which predominates in the 60s and
%, of in other words those works explicitly adopting the
zvel of the cinematic and the filmic as their major focus

“qe “structural’ film-makers of the 1960s and, amidst the
smsuing  plethora of subjects and concerns, the
wructural-materialist” work of the late 1960s and early

<705, discussed more fully in my final section).
This rapid paraphrase of the common ‘evolutionary’
—adel once provided, it can be nuanced to embrace inter-
=il divergences and even counter-tendencies. Within the

. =20k “block’, for instance, we are challenged to examine
¢ divergent modes of works traditionally assembled into
-=z singular consistency of the ' twenties avant-garde’. This
- a5, it then transpires, a diverse and multi-layered com-
~site of differing aesthetic tendencies. To gather but a
‘2w strands, it combined the epic Cubist fascination with
1z object’, with the technological, and with multi-
-erspectival montage, together with a fascination for
_harlie Chaplin and for dance-forms, to be found in
_eger's Ballet Mécanigue with the meticulous deconstruc-
on of realist narrativity, and of erotic melodrama, of
Sunuel's Un Chien Andalou it combined the drive
wards geometric, musical, and sensual abtraction in the
-tk of Richter, Eggeling and Fischinger with the reno-
- ated dogumentaries, complexified by the material play of
—ontage, in the case of Dziga Vertov,

We could repeat and extend this elementary process of
=storical and aesthetic refinement for other periods and
- :zssages in such a “history’ of the avant-garde. It is a
Traal task, and one which pushes us towards an
= reased understanding of the plurality and diversity of
svant-garde aims and achievements in concrete instances
-thin the history from Futurism to Structural-

Materialism. In this volume, such contributions as lan
Christie's study of French avant-garde film work in the
19205, Deke Dusinberre’s archaeology of the “lost’ van-
guards of the 30s, Peter Weibel's reading of the cinema of
Kubelka, and Al Rees' general charting of the cultural
contexts for the evelution of the avant-garde all supply
clear evidence of the value and the interest of this form of
historical contextualisation and re-connection. At one
level this exhibition, like these writers, addresses nothing
less than the poverty of historiography in relation to the
avant-garde film.

But the urgency of the return to history also calls for
other models for the reconstruction and re-presentation of
the ‘past’. In addition to localised historicist analyses, we
also need broader models capable of globalising these
individual imitiatives, of checking merely academicist
appropriations of avant-garde film history. Already hav-
ing moved away from the superficialitics of a binary
opposition between “dominant” and "avant-garde’ cinema.
perhaps 1 will surprise the reader by returning at this
point, for special reasons, to precisely such a model. If I
return once more to such a set of oppositions for reconsid-
ering the ‘history” of the avant-garde, it is once more for
the sake of overview, and hence of the polemic, that it
produces. The polemic is provided by the perhaps surpris-
ing proposition that, in spite of the claims [ have just been
developing for the sumptuous pluralism of avant-garde
film practice, there may in fact in another broader sense
be no more than mwo avant-gardes at work within the
numerous years, and films, and authors, within the appar-
ent luxury of choice, represented in this exhibition. How
could this be?

The Notion of the *Two' Avant-Gardes
These ‘two” avant-gardes are of course the two proposed
by Peter Wollen in a recent influential essay of this title.
The force of Wollen's proposition is to introduce the cru-
cial notion ‘ideology’ into the history of the avant-garde,
ideology in the simple sense of ‘frame of reference’ or
‘world-view' as mediated, and produced, by different
cinematic forms and practices. Wollen's " ideological’ read-
ing of the *evolution’ of the avant-garde is thus concerned
with the possibility that there are two broad tendencies at
work within its history: on the one hand, that central
group of film-makers and works closely associated with
tendencies in the fine and plastic arts, and hence in pursuit
of what might loosely be called a *formalist’ trajectory —
on the other, that smaller but increasingly important
group of film-makers who have attempted a still more
fundamental critiqgue of dominant modes in their explora-
tion not only of the formal properties of film, but film-
form understood as the ideclogical site for the mediation,
of social and political concerns. The former represents the
‘classic’ avant-garde of Eggeling. or Brakhage. and its key
reference-points are formal issues within the arts; the sec-
ond group is made up of the ‘analytic’ avant-garde of
Vertov, of Godard, and of Straub, whose reference-points
take in aesthetics but through the filter of notions of the
social and political.

This vpposition, for all its simplicity, can then be used as
a tool for reassessing the very ‘modernism’ of avant-garde
film aspirations. To return once more to the international
European avant-garde of the 1920s, for example, would
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thus yield an opposition between the social and political
cinema of Vertov and of Eisenstein (themselves produced
within a culture well versed in the issue of the “formalist’
problematic) and the work of the contemporary French
and German avant-gardes, with their commitment to for-
mal experiment directly influenced by advances in the vis-
ual and literary arts. Coming up to date, to the 19705, the
period which produces the very concept of the ‘two’
avant-gardes is the very period of a similarly marked gen-
eral opposition within its own film culture. Here, it i5 a
difference characterised by the broadly speaking ‘formal
work associated, in terms of production/distribution bases,
with the London Film-makers’ Co-operative, and work on
broader and more explicit notions of ideology, notably
emerging from the British Film Institute’s Production
Board. Two recent major feature films from the English
avant-garde, encapsulating this difference, might be seen
as LeGrice's experiment in forms of narrativity, Blackbird
Descending, compared with another use of landscape and
location in the interests of developing political and histori-
cal methods of narration, Mulloy's fn the Forest.

The Case of Vertov

A more classic and more central instance of the difference
between these avant-garde positions, on the politics of
form, is provided by a single case — the work of the early
Soviet film-maker, Dziga Vertov. For il is Vertov, more
than any other pioneer, whose own attempted fusion of
formal and ideological concerns — and indeed, sometimes
his failure to fuse the two — has been differently under-
stood and *used’ by figures in the different avant-gardes.
When, after May 1968, Godard and Gorin combined into
the *Dziga Vertov Group', this re-designation marked
their political re-affiliation to Vertov's cause, the politics
of the left documentary, redefining the ‘real’ through the
dialectic of film montage and the ‘camera eye'. But this
was only one appropriation of Vertov, exclusive to the
‘second” of Wollen's avant-gardes. Within the “formal’
avant-garde what was absorbed was Vertov's editing
aesthetic, and the formalities, shorn of his political eon-
cerns, of his theory of cinematic *intervals’. This is the
Vertov claimed by Peter Weibel elsewhere in this
catalogue as the progenitor of Kubelka's complex mini-
malism, an influence explicitly deprived of politics by
Weibel so that Vertov may sit easily with Kubelka's other
major formal inspiration, Webem. A fuller reading of film
history would perhaps have redefined Vertov himself as
being just as deeply implicated as any subsequent film-
maker in the very tensions of those tendencies separated
out, posed in opposition, in the model of the *two' avant-
gardes.

The Case of ‘Structural- Materialist® Film*

Terms and Definitions

Our exhibition does not attempt to address the full com-
plexities of the debates over the ‘two’ avant-gardes, over
the ‘formalist dilemma' within the Modemist develop-
ment. Following the main lines of its West German pro-
totype, for instance, it does not encompass the work of
Godard and of Straub, and tends, as we have already
noted, to underplay the ‘ant and politics’ debates within
the Sowviet avant-garde by ‘formalising’ Vertov and by
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placing greater emphasis upon the abstractionist traditions
of the German cinema itself. The presenmt exhibition has
broader, and in many ways more traditional, objectives.
directing its address at the level of *art history’ and insert-
ing cinema through this discourse into the institution of art
culture. But these debates, central to consideration of the
cinema in relation to notions of history, culture, ideology.
become pertinent in another form to this event. This
occurs when these arguments over ideology and cinematic
form are recast, in the recent period of avant-garde activ-
ity, in the work of the so-called *Structural-Materialist
film-makers, and the theoretical positions which subtend
their work. It is here, we might say by way of preface, that
we encounter the most pressing recent claims for the prog-
ressive ideological value of what appear o be extremel
formal operations within cinema, a case thus challenging.
and threatening to dissolve, the separation of these con-
cerns into the 'two’ avant-gardes of Wollen's model.

Structural-Materialist film is associated largely with the
work of British and European film artists in the later
1960s and early 1970s. It represents a more complex and
more polemic form of the early 1960s *structural film.
The main lines of the enterprise were sketched out by the
London film-maker Peter Gidal as his contribution to the
1975 Studio Imternational survey of avant-garde film in
Europe and the UK — a survey which incidentally also
included Wollen on ‘The Two Avant-Gardes’ — before
they were remodelled as Gidal's introduction to his Struc-
tural Film Anthology (BFL, 1976, revised 1978) a volume
designed to contextualise a National Film Theatre season
comprising eighteen programmes and nearly 100 films.
Featured in the seasom were films by the British
Structural-Materialists LeGrice, Drummond, Hammond,
Gidal, Dunford, Raban, Eatherley, Crosswaite, Du Cane
{Rishi} and Leggett; the North Americans Breer, Sharits,
Snow, Landow, Conrad, Frampton, Jacobs; and the works
of Kren, Kubelka (Austria). Mommartz, Nekes and the
Heins (West Germany), and Se¢ip (Holland). The breadth
and prominence of the season, and of the anthology, but-
tressed by the publication in 1977 of LeGrice's polemic
history, Abstract Film and Beyond, ensured a key posi-
tion for the category of Structural-Materialistic film in
British film culture in the second half of the 1970s.

Many of the general avant-garde film tendencies we
have already been describing find a place in the work of
Structural-Materialist film. According to Gidal's man-
ifesto, for instance, Structural-Materialist film sets itself
against dominant cinema in a first gesture of rejecting
narrativity, and with it the *illusionism’ of mainstream film
aesthetics. Instead, Structural-Materialist film de-
mystifies that illusionism through emphasis on signifying
elements specific to the cinema and to film, so that a
commitment to ‘representation’ is countered by an
emphasis on ‘presentation’, on a laying bare, of the pro-
cess of *production’, not that of fixed and stable 'reproduc-
tion’. In general terms, that is achieved not through an
interest in film ° content’ but in film * materal’, so that what
is at stake is not merely the *deconstruction’ of film narra-
tive but rather the entire internal dialectic of film con-
struction. In Gidal's terms:

“The structuring aspects and the attempt to decipher the
structure and anticipate/recorrect it, to clarify and analyse
the production-process of the specific image at any



specific moment, is the root concern of structural/
materialist film."
Semiotically speaking, this is carried out by a new kind
1 film language, in which *symbolic® or *expressive’ time-
+ohemes give way to 2 new interest in ‘real’ time and dura-
—won. and in terms of an image-practice based on a literal
Jnderstanding of linguistic notions of the “arbitrariness’ of
“ae signifier. Thus “introverting' film activity, these prac-
wes are justified at the theoretical level in that they are
seen as enabling Structural-Materialist film to expose its
wn ideological workings, whereas these are suppressed
v the illusory ‘referentialism’ of mainstream cinema,
«hich does not permit positions of reflexivity. And it 15 the
seflexivity of Structural-Materialistic film that is taken to
rroduce reflexive spectators, producers, rather than con-
sumers of film meaning. The passive, immobilised and
deologically *fixed’ spectator of the dominant cinema s
then replaced by the Structural-Materialist spectator,
mobilised, engaged but distanced, by the visibly dialectical
perations of the text, his'her consciousness/perception
sctively at work on ideology.

_hallenges and Problems

I run through Gidal's categories to establish that, taken at
this general theoretical level, they do not construct a case
radically distinct from the overall map of avant-garde *dif-
ferences sketched in earlier. Nor are they radically distinet,
as a combination, from those oppositions previously prop-
ased, in the early 1970s, by Wollen, for the analysis of a
different kind of film *materialism’ (Godard's Vent d'Est
— representative of another avant-garde?).

A fundamental source, for instance, if again a rather
zifferent politics of art would be provided by Brecht's
Ziscussion in the twenties, in the notes on Mahagonnay, of
zontrasts between “classic’ and *epic’ theatre. How easily
can these putative influences be transferred to the formal
avant-garde? And how appropriate is Gidal's valuable
=tress, new to formalism, on *materialism’ and ‘dialectic’
ind on the ideological problems created for the spectator?

There are at least two immediate questions raised by
the inclusion of these complex forms within the
structural-Materialist vocabulary. Firstly what is the rela-
sonship between *Structuralism® and ‘' Materialism' both as
“lm practices and as major theoretical pursuits and discip-
:nes within the human sciences? Can the wses be scpa-
-ated out, especially since it is withia the sciences of histor-
:al and dialectical materialism that notions of the political
:nd ideological are most fully developed? Does
structural-Materialism represent anything more than &
zductionist appropriation of these terms? Secondly, and
‘ollowing from this query, how precisely do these terms
iesignate definable levels of the film system? Or do they
zeneralise? In other words, how do notions of the “Struc-
wwral” and CMaterial' scparate themselves from  the
zlementarily ‘physical’, and how do the terms relate to the
more complex systems of film codification elaborated by
fim semiotics, notably within the work of Metz?

If these issues are in doubt, queries follow on the inter-
aal logic, and polemic value, of the aesthetic. The stress on
material self-reflexivity courts the danger of circularity
and tautology which are central problems in the formalist
dilemma; and it is possible that we are faced with a project
whose emphasis on a general notion of the "dialectic” is

undermined by what is, in fact, an essentialist ontology,
stranded in the cul-de-sac of *film as film'. And are these
areas of potential contradiction not inevitable, given a
polemic against the mainstream cinema lacking full
analysis of the theoretical complexities of representation
and signification in general? This certainly raises problems
over the applicability of the terms to selected bodies of
film work. How extensible, for example, are the terms
beyond the two dozen titles provisionally listed in Gidal's
charter, or the one hundred in the National Film Theatre
season? How accurately do these films bear out the thesis,
and what kind of textual analysis is required to demons-
trate Structural-Materialist principles specifically at work
within a given text? Or, following our own earlier self-
criticisms, to what extent are the binary oppositions bet-
ween dominant and Structural-Materialist film based
upon an idealist and essentialist system of polemic?

Finally, how accurate is the polemic’s placement of the
text-spectator relationship? To what extent, for instance,
does the polemic, in the absence of a broader theory of
film ‘reading’ or of textual analysis, produce too simply
‘psychological’ a model of film *perception’, posited upon
a problematic notion of spectator ‘consciousness'? Is it
perhaps the case that the polemic’s foreshortened theory
of perception 'under’ Modernism requires fuller elabora-
tion in terms of a fundamental analysis of the
psychoanalytic features of film ‘vision' and the
psychoanalytic construction of the spectator? These
doubts have large-scale implications for the polemic's
theory of ideclogy seemingly located at the level of the
‘mis-apprehension’ of film structure and material. To
what extent, in other words, can the ‘regeneration’ of the
spectator come about through ‘correct” film reading, or to
what extent must any change be part of changes in the
overall institution of the cinema?

The value of the current formulations of Structural-
Materialist film is that they serve the polemic function of
re-introducing elements of ideological and political dis-
course — ‘materialism’, the ‘dialectic’ — and vestiges of
the psychoanalytic project in terms of an interest in the
‘processing’ of the spectator. To a certain extent, these
claims scem to bridge the notion of the "two’ avant-gardes
mapped by Wollen. But the polemic is provocative at an
expense. Polemic terms are insufficiently elaborated,
sometimes slackly recombined, and usually inadequately
grounded in the texts to which they refer. They struggle to
politicise the Structural-Materialist project, but are wlti-
mately trapped within the formalist problematic, and so
can only reinforce its crisis. Thus vexed, Structural-
Materialist film cannot in any simple sense then represent
what Gidal, encouraging National Film Theatre members
in a programme note, could in 1976 describe as ‘the most
important and advanced filmwork now being produced’,
or what LeGrice, concluding Abstract Film and Beyond
the following year, could view as representing ‘the most
advanced and radical state of cinematic language and con-
vention’. What are the arcas and topics for further work
and clarification?

Conclusion

A variety of issues and problems is raised by the ‘Film as
Film' exhibition in relation to the cinemas of the avani-
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garde. These issues circulate, as [ have attempted 1o sug-
gest in this introduction, around such notions as film his-
tory, ideology, film form, the institution of the cinema,
and the spectator. History: the challenge to produce
accounts of avant-garde film history which are themselves
historically active interventions. In the context of a
dominant cinema, still largely deprived of access to its own
history, all the more reason to ensure that histories of the
avant-garde do not relapse into simple positivism, simple
*descriptivism’, but are based on broader and perhaps
more urgent historical drives, notably around the contex-
tualisation of contemporary avant-garde and independent
film-practice. This is one important function of the exhibi-
o,

Hence the return, in this introduction, to such polemic
concepts as the notion of the "two’ avant-gardes, loosely
divisible into the ‘formalist’ and *theoretical-political’ pro-
jects. Ower and above the specific details of avant-garde
film practice, 1 have been suggesting, one influential view
is that avant-garde and independent film activity can be
seen as oscillating between these two historic poles within
the overall trajectory of Modernism. The arca covered by
this exhibition falls, broadly speaking, into the former
category, yet places an important emphasis on such cur-
rent evolutions as ‘Structural-Materialist® film, where, as
we have seen, an ambitious if problematic attempt is made
to theorise a formal cinema in broader ideological and
political terms.

The emphasis | have been placing upon the importance
of notions of ideology thus directly reconnects to ques-
tioms of film form. Outstanding at the very least for its
commitment to the exploration of film form, for its radical
work on film material, for its attack on the dominant *real-
ist” aesthetics of the mainstream film in its pursuit of the
Modernist “logic of the signifier’, its participation in the
Modemist “crisis of the sign’, avant-garde film practice
poses the problem: to what extent, and in which terms, do
these formal departures represent ideological interven-
tions in their own right? How do we attach theories of
meaning to formal activity, and how do these interact with
broader discourses upon ideclogy and signification? What
kind of discourse — in film, on film — is needed?

History, film form, ideology: what of the institutions of
the cinema. including that central institution, the spec-
tator? These are in many ways the crucial points of depar-
ture from which to *visit' the exhibition and to ‘tour’ its
catalogue, Organised by the Arts Council of Great Bri-
tain, and presented in a major metropolitan gallery, what
relation can the exhibition have, beyond the sphere of art
practice and art history. to the world of cinema, with its
different institutional location? Does the event, by any
reckoning a major initiative and a clear index of the
growth of film activity within British art institutions,
perhaps ‘recuperate’ the shock and challenge of avant-
garde film-practice? How may film activists, and the gen-
eral public, draw upon the riches of the knowledge it pro-
vides in relation to their own knowledge of, and relation-
ship to the cinema? Equally important, what Kind of
institutional history, and institutional framework does it
provide for film-makers of the contemporary avant-garde
and independent cinema?
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Thomas Elsacsser, ' Marmative Cinema and Audience-Oriented Aesthetics’, unpub-
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Brechtiam Theses”, Screem, 152, Summer 1974; Laurs Mulvey, *Visasl Fleasare
and Marrutive Cinema’, Scavem, 163, Autamn 1975; Stephen Heath, *Narrative
Spacx’, Screem, 73, Autamn 1976,

The textual analyses referred 1o are as follows: Raymond Bellour, “The Birda:
Analysis of a Sequence’, unpublished BFI paper, 1972; The Editors of Cahier du
Cinema (Collective text), *John Ford's Young Mr Lincols’, Sereen, 133, Autumn
1972; Stephen Heath, ‘Filen and System: Termns of Analyis® (on Towch of Exil),
Serven, 161 & 2, Sprng & Summer 1975; Raymond Bellour, 'Le Blocage Sym-
balique’ fom North by Northwest), Communmicanions, 23, Spring 1576

2 An Alrcrnative Context: Avant-Gande Cinoma and Modemism

Essentinl histories include: David Curtis, * Experimental Cimema’, Studio Viste,
1971, P, Adasma Sitney, " Visionary Film' . OUPNY, 1975, Malcolm LeGrice, ' Al
tenct Film and Beyond'. Stedse Vista, 1977, Valuable articles include: Nocl Burch
and Jorge Dana, ‘ Propositions’, A ferdmage, 5, S-Pnn‘ 1974; Peter Wollen, “Omntol-
ogy’ end ‘Materislsm' i Film' Screen, 1771, Spring 1976; AR, Rees, "Conditions
of Ilusionism’, Screen, 183, Autyma 1977,

Walter Benjamin's cssay ' The Wark of A in the Age of Mechanical Reproduc-
tion’ is collected in his voleme Mluminations, Cape, 1970, sn important theoretcal
contcxtualisation i provided by Rosalind Coward and John Ellis, Language and
Matrnalism, REKP, 1977,

3 How Many Avani-Gardes?

Related problematics in “historicising’ avani-garde cinema are discussed by Willinm
Moritz in “Heyond *Absiract’ Criticism”, Film (Juarfedly. Spring 1978, and Con-
stance Penley and Janet Bergstrom (for the “Camen Obscura” Collective), in " The
Avami-Garde — Hisiories and Theones, Sreen, 19), Awiumn 1978 Peter Waol-
len's essay ‘The Two Aveni-Gardes' fint appesred in Srudlo intemational, 1900
4TH, Mowilee 1975, Other eritiques of Modernism through concepis of ideology
may be found in Vicior Burgin, ' Modemism in ihe Work of Art'. Twentieth Cenfury
Sredies, 15-16, Dec 1976, in Mike Dunford’s "Expenimental Avant-Garde/
Revolationary Film Practice’, A fferimage 6, Sammer 1976, and in the comprehen-
uve amd socessible acooant of post:1968 political and ideological contoxt for
want-garde and independent film, Sybvia Harvey's "May 68 snd Film Culture’,
BFL. 1978, The most susinined formalsdeological analysm of Vertor i contashicd i
Stephen Crofts” and Clivie Rose’s ' An Essasy Towsrds Man with & Movie Camen’™.
Screem, 182, Spring 1977,

4 The Case of Stractoral-Materialst Film

Perer Gidal's caaay “Theory and Defanition of Stnactursl-Materialisl Film', Sradic
Imiernmticnal, | 9{F9TE, Now/Dec 1975, became the opening essay in Gidals Sirac-
reral Film Anthology, BFL, 1976 snd 1978 A telling critsque by Anne Cottringer,
‘On Peter Gidal's Theory and Definition of Structural™Maicrialist Fale’, in
Afterimage 6, Summer 1976, i followed by Gidal's betier in response in A fSerimage
7. Summer 1978, A radical critique of avant-garde and idealogical ambitions. from
a psychoamalylic perspective. may be found in Constance Penley, "The Avant-
Garde and its Imaginary’. Comerg Obscum 2, Autamn 1977 Waollen's, *Counter
Cinema: Veal d'ent appears in Afferimage 4, Autumn 1977 Brechi's ¥
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I 1903 the futerit painter Luigi Russobo called for o *futurist music’ based
on noise and mechanical sounds: “Today. the machine has created many
varielies and a competiton of nomes, nol only in the toisy almosphere af
the large cities but also in the country that. until yesterday . was normally
silent, sothat pure sound. in its monotony and exiguity . no longer arouses
emotion . .. We take greater pleasure in ideally combining the noises of
trams. explosions of motors, trains, and shouting crowds than in listening
again. for example., tothe Eroica or the Pastorale.”

Futurist music abandaoned conventional musical notation as well as
conventional instrumentation.

In 1914, Russolo conducted his infemeromert (‘nose-inlaners:) in a
performance of The Awakening of a Ciry at the London Coliseum
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The Futurist Film

=:rgit Hein

=anurism s the first art movement to incorporate the new
=edia of photography and film as major features of its
Zifference’. The Futwrist photographs which Anton
Siulie Bragaglia produced in the years after 1911 enjoy a
cose thematic and  aesthetic relationship with  con-
zmporary Futurist painting. They relate back equally 10
‘e end of the 19th century '. . . moving objects constantly
—ultiply themselves; their form changes like rapid vib-
-:tions, in their mad career, Ouo Stelzer selects this quo-
~:non from the second Frrurise Manifesta of 1910 which
:zn be related 1o the chronophotographic images just as Lo
“=e later paintings following 1911°."

The film-work of the Futurists remained a long time in

slivion, few of their films now surviving. A recon-
<cruction can only be carried out today, incompletely,
“mom literary sources and a few handed-down stills, All the
-ame in our context the question of the relationship bet-
~zen the film-work and the remainder of the Futurists
sstistic work is significant, Does there exist an acsthetic
:7d thematic affinity similar to that between painting and
snotography? In the 1916 Manifesto The Futuriss Cinemu
=ublished by F. T. Marinetti, Bruno Corra, Emilio Set-
~melli, Arnaldo Ginna, Giacomo Balla and Remo Chiti,

* which extracts are reproduced below, we find an expre-
-=10n of the Futurist vision:

“At first look the cinema, born only a few vears ago,
—av seem to be Futurist already, lacking a past and free
‘-om traditions. Actually, by appearing in the guise of
seatre withour words, it has inherited all the most trad-
sonal sweepings of the literary theatre, Consequently,
sverything we have said and done about the stage applies
2 the cinema . . . The cinema is an autonomous art. The
s:mema must therefore never copy the stage. The cinema,
~cing essentially visual, must above all fulfil the evolution
¢ painting, detach itself from reality, from photography,
=om the graceful and solemn. It must become anti-
sraceful, deforming, impressionistic, synthetic, dynamic,
Tree=working.

OME MUST FREE THE CINEMA AS AN EXFRE-
*5IVE MEDIUM in order to make it the ideal instrument

“w omew art immensely vaster and lighter than all the
2uasting arts. We are convinced that only in this way can
sne reach that podverpressiveness towards which all the
nest modern artistic researches are moving'.?

The themes of Futurist film are stated in a series of 14
coints, for example: ‘7. FILMED DREAMS OF
OBIECTS (objects animated, humanised, baffled,
Zressed up, impassioned, civilited, dancing — objects
removed from their normal surroundings and put into an

Anton Giule Bragaghia The Bow 1911

Anton Giuli Bragaglia

Photograph of Balla in front of his painting Dynamiam of g Dog onae
Leash. Balla has moved during the exposure paraphrasing the multple
image effect of the painting.



abnormal state that, by contrast, throws into relief their
amazing construction and nonhuman life) ... 9. CON-
GRESSES, FLIRTS, FIGHTS AND MARRIAGES OF
FUNNY FACES, MIMICRY ctc. Example: a big nose
that silences a thousand congressional fingers by singing
an ear, while two policemen's moustaches arrest a tooth
... 11, FILMED DRAMAS OF DISPROPORTION (a
thirsty man who pulls out a tiny drinking straw that leng-
thens umbilically as far as a lake and dries it up instamly}
... Painting + Sculptures + plastic dynamism + words-
in-freedom + composed noises (intonarumori) +
architecture + synthetictheatre = Futurist ¢inema . .

Contrary to the general introduction of the Manifesio,
which refers to painting and film as wvisual media, o
becomes clear in the examples that it is rather a question
of a new form of action and narration, reminiscent of the
later Dada and Surrealist films. This is confirmed by the
descriptions provided in 1965 by Armaldo Ginna in the
magazing Bianco ¢ Nere of the now missing film Vit
Fururista, which he directed in 1916 with the authors of
the Manifesto. The film consisted of eight different scenes,
performed by the Futurist actors, One scene is described
as a love story between the painter Balla, and a chair. The
last scene shows a * Discussion with boxing-gloves between
Marinetti and Ungari’.* From Michael Kirby's recon-
struction, it emerges that the film indeed employed var-
ious new filmic means of expression, such as for example
multiple exposure, work with distorting mirrors and
hand-colouring; nevertheless the contemporary concern
of the film lay in the provocative and absurd plot. The
same year Anton Giulio Bragaglia directed three films: [
mio Cadavere Il perfide Incante, and Thais, The first two
have both probably been lost.

The contents of /! perfide Incante are described by
Michael Kirby as romantic, melodramatic, and old-
fashioned.® He established that the stills published under
this title come in reality from the film Thais, which sur-
vives in the Cinémathéque Frangaise. The sole Futurist
influence in Thais was in the painted decor. The plot was
similarly melodramatic to Il perfide fncanro, Like Italian
Futurism, Russian Futurism also took issue with the form
and function of film. But here too no works of the carly
period have survived, against which the results of this chal-
lenge may be assessed. As far as the first Russian Futurist
film is concerned, Drama of the Fururist Carbaret No 13,
directed in 191 3, by V. Kasyanov, M. Larionov and N,
Goncharova, all that exists is the brief phrase of Jay Leyda,
who describes the film as‘a parody on the prevalent genre
of the film guignol'.® In any case, it is clear that it is not
an abstract film, but rather that here too, as in the Italian
films, there are anticipations of Dada and Surrealist motifs,
Mevertheless the Futurist movement is also of significance
for the abstract film. In hindsight it seems remarkable that
the Futurist film manifesto of 1916 does not look back to
non-representational film, for one of the co-authors,
Bruno Corra, had already published an article * Abstract
Film — Chromatic Musi¢’ in 1912 in which he details two
years of experiments carried out with his brother Armaldo
Ginna and describes a number of the films that resulted
from them,

Unfortunately for research, these films are no longer
available. They have probably been lost. But the tone and
details of the 1912 essay sound so convincing, that one can
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hardly doubt that these labours produced concrete results.

Corra and Ginna proceeded to seek for the harmony of
colours an analogy in the harmony of music. *Naturally we
applied and exploited the laws of parallelism between the
arts which had already been determined ... This con-
firmed our idea, which had anyway preceded our study of
physics, of adhering to music and transferring the tem-
pered scale of music into the field of colour. We know,
howewver, that the chromatic scale consists of only one
octave, and that, on the other hand, the eve, unlike the
ear, does not possess the power of resolution (although
rethinking this point, I realize that one must have reser-
vations). Yet we felt the obvious need of a subdivision of
the solar spectrum, even an artificial and arbitrary one
{since the effect stems principally from the relationships
between the colours that impress the eye). Consequently
we selected four equally distanced gradations in each col-
our. We had four reds chosen at equal distances in the
spectrum, four greens, four violets, ete. In this way we
managed to extend the seven colours in four octaves.
After the violet of the first octave came the red of the
second, and so on. To translate this into practice we
naturally used a series of 28 coloured electric light bulbs,
corresponding to 28 keys. Each bulb was fitted with an
ohlong reflector and the first experiments were done with
direct light, and in the subsequent ones a sheet of glass
was placed in front of the light bulb, The keyboard was
exactly like that of a piano (but was less extensive). When
an octave was played, for example, the two colours were
mingled, as are two sounds in the piano.”

After Corra and Ginna had composed a few colour
sonatas they abandoned their light-organ, for they were
dissatisfied with its light-intensity. When the bulbs were
bright enough, the heat discoloured them and they had
therefore continually to be re-coloured. “We turned our
thoughts to cinematography, and it seemed to us that this
medium, slightly modified, would give excellent results,
sinee its light potency was the strongest one could desire,”
They got hold of hundred-metre lengths of film, removed
the layer of emulsion, and applied the colour. To obtain
fluent colour-transitions, they removed from the projector
the intermittent mechanism and the shutter. But this way
they achieved the opposite of their intentions. They
replaced the parts in the machine and looked for another
solution. This occurred when they chose the single frame
on the film-strip as the unit of colour. Five of the films of
the following period are discussed in greater detail by
Corra in his article. Here is how he described three of
them:

“To hand [ have three chromatic themes sketched in on
strips of celluloid. The first is the simplest one could
imagine. It has two colours only, complementaries, red
and green. To begin with the whole screen is green, then
in the centre a small red six-pointed star appears. This
rotates on itself, the points vibrating like tentacles and
enlarges until it fills the whole screen. The entire screen is
red, and then unexpectedly a nervous rash of green spots
breaks out all over it. These grow until they absorb all the
red and the entire canvas is green. This lasts a minute.

The second theme has three colours — pale blue, white
and vellow, In a blue ficld two lines, one yellow, one
white, move, bend together, detach themselves and curl
up. Then they undulate towards each other and



=tertwine. This is an example of a linear, as well as
c=romatic, theme. The third is composed of seven colours,
‘=¢ seven colours of the solar spectrum in the form of
-mall cubes arranged initially on a horizontal line at the
-ottom of the screen against a black background. These
—ove in small jerks, grouping together, crashing against
::ch other, shattering and reforming, diminishing and
:alarging, forming columns and lines, interpenctrating,
zzforming etc.” The same article also contains a descrip-
—on of two further films, which are clearly identifiable
sarough their titles: L'arcobaleno (The Rainbow), and La
canza (The Dance). The colours of the rainbow constitute
7¢ dominant theme, which appears occasionally in dif-
‘erent forms and with ever-increasing intensity until it
“nally explodes with dazzling violence. The screen is ini-
zally grey, then in this grey background there gradually
:ppears a very slight agitation of radiant tremors which
<em to rise out of the grey depths, like bubbles in a
spring, and when they reach the surface they explode and
Zisappear. The entire symphony is based on this effect of
zontrast between the cloudy grey of the background and
he rainbow, and the struggle between them. The struggle
ncreases, the spectrum, suffocated beneath the ever
slacker vortices which roll from background to fore-
cround, manages to free itself, Mlashes, then disappears
s2din to rcappear more intensely close to the frame.
Finally, in an unexpected dusty disintegration, the grey
srumbles and the spectrum triumphs in a whirling of
zatherine-wheels which disappear in their turn, buried
ander an avalanche of colours.”

The light organ described by Corra at the beginning of
he article clearly shows that the impulse for their work
Jerived fundamentally from the analogous and con-
emporary  Colour-Light-Music, the development of
which ¢an be traced back to the 16th century. With the
Light Organs of Bainbridge Bishop in 1880 and Wallace
Rimington in 1895, this art became popular once more."
The first abstract film ideas of Leopold Survage are clearly
part of this context. While Corra and Ginna certainly
worked with pure Light in their first experiment, it clearly
emerges from their texts that they moved on, in their work
with film, to the animation of abstract forms. Malcolm Le
Grice and others have argued that these films certainly
looked little different from the later hand-painted films of
Len Lye and Norman McLaren, and, in this context, one
might further consider the early abstract films of Harry
Smith. ‘In other respects, the descriptions, for example, of
two lines undulating towards each other and intertwining
or of a small cube diminishing and enlarging, forming col-
umns and lines interpenetrating, deforming ete., could
easily be applied to early work by Walter Ruttmann or
skar Fischinger™.*

Translated by Phillip Drummond.

o Do Sieleer, Kunet und Phoisgraphie (An and Photography), Misnich |96,
p. 11&0; the second 'Futarist Manifesia® is cived from Umbsno Bocooni,
Carlo Carra, Lusgi Rossodo, Gewoma Balla, Gino Severini, * Futurist
Fainting: Technical Manifesto' in Umbso Apollonss, ed,, Fururisr Manifearas,
London, 1973, p. 28,

2 In Apollonio, op. en., pp. 207-8.

1 Ibid., p. 218

4 Michael Kirky, Faurist Performance, Mew York, 1971, pp. 134:6 (The
MarnettifUngari fight i in other accounts not the final but 1he fowrth secne

al 1tbe fldm. See “Some Epesodes from the Film Futunst Life” i B. W Flini,
ed.. Marimetsi Selecied Writings, London 1972, p, 135;

Kirby alse only detecis double, racher than multipte-expasure n the film —
[rams, mabe],

. Kirby. ibid., p. 139 {Kirby is in fact here only dexcribing the originsl

publxuy pamphilet far ibe film — wrans. nove)

. Jay Leyda, Kino: A Hisiory of the Russion and Soviel Film, London 1973,

pp. 61 and 418, (Leyda repeinis Mayakovsky's 1913 amicle, ‘Theatre,
Cwneemna, Fulurism', po 4120,

. Bruno Carra, *Absiract Film — Chromatic Musac', in Apallosio, of. oit., pp

ah-7

C1. the aricle “Lichs Kisnst® (Light An) in Hans Schougl and Emast Schmads,
Eine Swbgeschichue des Films, Frankfum-am-Main |974 v, |, pp. 556-566,
Maleodm Le Grioe, Abaracy Film and Heyond, London, 1977, p. 1% (Though
Le Grice continues in his following semence 1o distingeish between 1he
*jitvery qualiny characteristec of hand-paimed films caused by the inevitable
slsght mascegasiering of 1B sucosssive magey’, probably 1o have been found
in the work of Corra and Ginna, and the “smooihness’ of the m-camera
anamansnm of Ruitmans of Fischimgor — 1rans. nole )
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Light-play and Kinetic Theatre as Parallels to Absolute Film

Wulf Herzogenrath

In one sense, the history of ‘film as film' began a few days
before 2 April 1921 (the eritic Bernhard Diebold's date),
with the first showing of Walter Ruttmann’s film Opus [
o music by Max Butting, For the first time, the movement
had a finished product rather than mere proposals and an
imaginative vision of a new medium. But, apart from
sporadic performances, the public had to wait until 3 May
1925, when a matinee presented the films of six artists
working within the *absolute film' tradition,

Four main areas of artistic activity developed prior and
parallel to *absolute film®, and these had a marked influ-
ence on the film's formal language and were also respons-
ible for a certain amount of publicity (the stage works in
particular):

1. Art and music — the “coloured light organs’ with
non-objective coloured light projections, which originated
from the synaesthetic theory that directly linked a certain
musical note to a certain colour, thereby suggesting an
abstract, coloured, film-like image in the mind of anyone
listeming to the music,

2, Art and movement — that part of Futurism which
moves through Cubism to Constructivism, from the first
attempts to fix movement into a static picture to the series
of variations of equivalent images in Constructivism. Para-
llel to this is the influence of the Chinese picture scrolls, o
which not only Eggeling, Richter and Graeff, but also
Duncan Grant relates. Also relevant are the picture
stories of the nineteenth century, the illustrated books and
the precursors of the comic book (Wilhelm Busch).

3. Art and light — projection effects and the first light
sculptures also run parallel to ‘absolute film’. There is a
direct connection in Moholy-Nagy's work, for he used his
first kinetic light sculpture with its light, shade and mirror
effects as a basis for his only non-narrative film,

4. Artand stage — on the peep-show stage the image is
concentrated into a projection plane on which elements of
form, music and light are combined. It was for the stage
that many artists devloped non-objective, mechanical or
light projection games which are very similar to ‘absolute
film' in their optical effects.

Art and Music

It was the art critic den Topos who, since Kandinsky's first
object-free images, had discussed “musical’ pictures and
the parallels between abstract art and music. The previous
30 vears of film development had shown no inclination
towards a unique brand of rreativity, so that Bernhard
Diebold (later a leading champion of “absolute film' could
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write in the Frank furter Zetiung of 7 September 1920, in
anticipation of events: “How is film going to overcome
naturalism? How is it going to succeed in exploiting the
full aesthetic resources of its technical marvels and turn
them into a real and characteristic art form, which will no
longer rely exclusively on photography for its effects but
will use it only as a secondary aid? Which will essentially
avoid both literature and impermissible copies of nature,
and strive for nothing bit a new and truly great ™ Painting
in Motion™?

Although we can trace no concrete development in* film
as film" before 1920, there is a rich history of music-
colour-light association. But only passing reference can be
made here to the heritage (today sadly forgotten) from
Isaac Mewton to Alexander Laszlo. Laszlo thoroughly out-
lined this chain of development in his book Coloured
Light Music {Leipzig 1925),

Isaae Newton (1643-1727) compared the spectral col-
ours he had produced by splitting up the sun's light to the
spectrum and the tempered octave of musical notes, Fol-
lowing Mewton, the Jesuit Bernard Castel constructed his
‘clavecin oculaire’ (ocular harpsichord) around 1725,
which consisted of two coloured discs (in 12 parts cor-
responding to the 12 semi-tones of the tempered octave)
connected to a harpsichord. He conceived of the rela-
tionship of colours and notes as being very close, even
parallel, He believed: “There is a base note, which we will
call C; it renders a firm, tonic and basic colour which
serves as a foundation for all colours, and that is blue’

What s¢ems to me to be important is Laszlo's comment
that, in spite of different approaches and nuances, mostof
the colour-music experimenters accepted the notion that
‘the colours of the spectrum constitute a musical octave’,
Thus Johann Leonhard Hoffmann in his Essay on the his-
tory of harmonic painting in general and colour harmony
in particular, with illustrations from music and including
many practical notes, 1786. Unger, 1852, Goldschmide,
and the more recent researchers Riminglon, Betrand-
Jailler, Hermann Schroder, Hans Bartolo Brand, Emil
Petschnig.

In 1894, Alexander Wallace Rimington built a machine
with 12 apertures for the projection of 12 colours, analog-
ous to the 12 semi-tones of the musical octave. The aper-
tures are opened by means of a key-board identical to that
of a piano and allow various coloured cones of light onto
the same projection surface. The different light cones
swallow up the colours to & greater or lesser extent and
from this process a compound colour appears on the pro-
jection surface. Still, even if a particular colour-note cor-
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respondence could be agreed on (the Frenchmen H. Beau
and Betrand-Taillet on their colour-light piano with elec-
tric light bulbs linked the note C to the colour violet, while
Hermann Schroder made it yellow!), the transposition of
light-beam projections or the combination of illuminating
light bulbs would still be optically problematic. For colour
projections will blend into an indefinable grey, whilst con-
nected light bulbs will not be perceived as a unified colour
moad but as a variegated mixture,

Around 1900, many artists dedicated themselves to the
problem of co-ordinating colour and musical notes, The
painter Hans Bartolo Brand, in his work *The chord —
and fifth cycle in colour and music’, related C to blue-
violet, while the Viennese composer Emil Petschnig con-
nected C major and minor with light grey, or grey-black.

Alexander Scriabin (1872-1915) was certainly the most
important musician of his time to devote himself 1o the
question of synaesthesia, His vision of a performance of
‘Prometheus” with coloured light, in a high-domed, white
hall could not be realized, for the techmical accom-
plishments of the colour organ did not particularly interest
him. On a colour-piano built in New York in 1915, cones
of coloured light were projected onto the ceilling; but it
was Scriabin himself (along with Wassily Kandinsky, who
was working through similar problems as a painter) who
noted the unsatisfactory optical effects. There were no
harmonious compositions of images on the large scale, but
only partially projected beams of light,

Alexander Laszlo, trained as a composer and a pianist,
worked alone on the realisation of the differentiated pro-
jection machines he had sketched out in 1924, * As col-
oured light music is a contemporary (abstract) branch of
art, 50 we need an instrument to render its compositions.
This we call the coloured light piano (Sonchromatoscope ).
Basically, four large projectors are used and four small
footlight machines, which are operated from a switch-
board.” This makes possible “coloured light musical com-
positions, in which there appear, on the one hand, the
widest possible range of colour variations with an unob-
trusive transition from one threshold into another (similar
to breakfast or supper) and, on the other hand, images in
geometrical or expressionistic planes, seen in both moving
and static states.”

However, Laszlo the musician, was aware of his own
lack of visual, artistic talents in spite of all the perfect
projection equipment. S¢ he bought up films by Oskar
Fischinger and tried to persuade him to collaborate on his
coloured light music. Max Butting, who had himself had
corresponding experiences as composer on the first *abso-
lute” film Opus | by Walter Ruttmann, wrote a telling and
basic criticism: [ saw no progression in Laszlo’s works,
They are a marriage between romantic day-dreaming and
romantic science. I find Hirschfeld's works at the Bauhaus
much purer and more impressive. although or because
they are of a more primitive conception’ (Socialist
Monthly 1926).

Butting here mentions the relevant point: artistic qual-
ity and the transposition of artistic ideas to suitable media.
Ewven the later projection games of the "50s and "60s (e.g.
colour particles between two discs in light or projection
games with coloured light, all the way up to playing
around with video synthesizers) are only occasionally
taken as serious art (e.g. Piene’s Light Ballet).



In contrast o the synaesthetic coloured light instru-
ments, the reflecting coloured light play had a much more
basic and simple point of departure: there was no attempt
to make a connection with temporally changing music, but
it developed out of "the need to intensify coloured surfaces
tr an actual, continuous movement which could only be
simulated on the painted canvas.” Since Futurism, if not
carlier. painting had been attempting to imitale move-
ment. All three of the idealistic film-makers of the first
period around 1920 (Rettmann, Eggeling and Richter)
had been inspired by Futurism and Cubism.

Kurt Schwerdifeger, a member of the sculpture work-
shup at the Bauhaus, was the first to develop the “reflect-
ing light play”. Two stills from his work are included in the
first big Bauhaus book of 1923 (p.101/2). An exhibition
programme of the time alse notes the showing of Ludwig
Hirschfeld-Mack's “Two Reflecting Light Plays'. Both
worked according to a similar principle, but since
Schwerdtfeger discontinued his work, Hirschfeld-Mack’s
research remains of outstanding importance in this arca.
Multi-coloured lamps threw light, given shape by movable
stencils, onto a screen, so that observers on the other side
of the screen experienced apparent shifts of movement
and colour, indeed even the illusion of different spatial
concepts. Several Bauhaus artists played around with the
stencils and lamps according to a so-called score and pro-
duced an impression which until that time only Rutt-
mann's Chpus | had been able to achieve, for none of the
other abstract film experiments had yet been prepared or
shown. S0 these performances of the 17 and 19 August
1923, during the Bauhaus week in Weimar, could be
claimed o be the second and third exhibitions of a ‘new
art form’. Hirschfeld knew of neither the film experiments
of the pioneer Ruttmann nor those of Richter and Eggel-
ing working in parallel in Berlin, but he detected the rela-
tionship to the optical effect. His aim was: “Through an
exact knowledge of these basic materials, which offer infi-
nile variely, we are striving towards an articulated,
tightly-connected colour action, which sets out from a
definite formal theme' (1925 first published in the
Baulaterne). Similar to the film scores of Werner Graeff at
this time, these coloured light actions were indeed able 1o
maintain a strong and systematic formal theme. Even if
better technology and more money had been available for
ﬁlm-making. such a widely differentiated colour version
could not have been produced. The only possibility of a
“eoldour film™ had been indicated by Gracff in his Filmscore
1922, in which he painted the shapes onto the picture
frames in colour, so that an almost uniform colouring was
produced (i.e. the form and the colour corresponded to
each other). For the viewer, the main difference between
light play and film consisted in the *personal touch’ of each
light play performance, that is, in the gentle shifting of
forms and tonal rhythm etc. However, there was an
equivalence in the intention of the artists, the linking of
colour and music and its effect on the observer,

Art and Movement
| cannot go very deeply into the early history of Futurism,
through Cubism to Constructivism, These movements

were naturally important sources of inspiration, particu-
larly with respect to Ruttmann’s works, which have the
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clear stamp of Futurism on them. I would prefer to stress
the importance of the scroll pictures as an art form in their
own right, not merely as the starting point for the making
of a film. Eggeling, Graeff and Duncan Grant all referred
w the Chinese models: ~What particularly interests us
here is Eggeling’s attempt to draw on long-rolls (as the
Chinese had always called such things) not only land-
scapes, but also abstract forms.” (Werner Gracff at the
opening of the *Film als Film" exhibition in Essen in [4978)
Duncan Grant wrote in 1974; *That Chinese seroll paint-
ing suggested that movement played a great part in establ-
1shing the relationship of pictorial forms, in Chinese art
mainly landscape forms, in my attempt more purely abs-
tract’ (The Tate Gallery, 1972-T4, London 1975, p. 160).

Scroll paintings, as well as light organ works and *abso-
lute film’, assume an important theoretical innovation: the
abolition of a hierarchy of image forms and the postula-
tion of the equal value of different pictorial solutions.

Josel Albers himself. from his early wears at the
Bauhaus through his 30 years of work leading to his
"Homage to the Square’, stressed the equal valee that
must be given to several image-solutions to the same prob-
lem. According 1o his teaching, there was no single best
solution, but good solutions were those works in which
personal states and knowledge were ‘correctly’ applied.
Josef Alber's pedagogical work certainly had no direct
influence on the development of "absolute film', but the
theoretical premises of his'work since 1922 should at least
be mentioned here as an important parallel.

The first consistently abstract series of images were
designed by Leopold Survage (actually Leopold Sturz-
wage) in 1912/13 and by Duncan Grant in 1914, Survage
painted a great series of water-colours (there were over a
hundred) which. laid alongside each other, produced a
sequence of forms. Painted in strong, darkly-glowing col-
ours, several sequences show a journey through the uni-
verse, staggered depths in space, twisted, curved paths of
light which meet, rebound off one another and separate
again. Survage was never able to produce this sequence as
a film: there were too many intermediary stages missing.
However, these pictures represent both the beginning of a
new art form — non-objective movement of form as a film
progression in time — and individual works of art. Georg
Schmidt, Director of the Basel Muscum and contempor-
ary of these artists, formulates this very strikingly: “The
scroll painting principle they developed in 1918 is by no
means yvet exhausted but, in contrast to the merely static
image, is still full of marvellous possibilities . . . While film
and its tempo compel us irresistibly forward and allow ne
time to pause or look back, the scroll painting gives us the
freedom to control the tempo, we can stop at any time and
consider smaller or larger sections simultancously, we can
even change the direction, And while the still image spills
out all its trump cards over us in spatial simultaneity, the
seroll painting unfolds before us step by step, at the same
time both a temporal sequence and a spatial unity. The
scrofl painting is movement and rest in one - . . Since that
time, I have dreamed of scroll paintings as one of the most
beautiful potentialities in creative art’ (quoted from
Werner Graeff's Essen speech, apparently from a letter to
him}.

Duncan Grant designed an "abstract kinetic collage
painting with sound’ in 1914, but never showed the work
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because he conceived of it as a preliminary stage of a film,
which he was not able to produce umtil 1973, Like
Graeff's scores (1922), Richter (from 1920), Epgeling
(from 1919) or Kurt Kranz (from 1928), these works were
not used directly as models for films because many inter-
mediary stages are missing, but they provide the viewer
with the mental image of the film, for he can complete the
movement sequences for himself. For these reasons, films
from scroll paintings (e.g. by Graeff or Kranz) are not as
acsthetically satisfying as the scroll paintings themselves.
which are individual works of art of the first order.

Art and Light

Film not only implies the use of a more or less equally
ranked sequence of images, but also the simultaneouws and
direct inclusion of light, architecture and machines. From
1900 1o the 19205, dynamic and technological innovations
were of much greater fascination than the moon landings
we can see live on T.V. from our armchairs these days.
“We should not Jook at this picture with the eye of a
romantic, but see in it the function of movement, the
penetration and conguest of space. Light is the way; the
material recedes. The machine is the servant of move-
ment, no longer a functional creature of form for its own
sake." This typical quotation illustrates the spirit of the
age: the machine, light, dynamics, space, overcoming
function., even though the quotation is actually only the
caption to a night-time photograph of a lecomotive.

Light fascinated artists as much as kinetics did. Naum
Gabo nct only created the first kinetic sculpture (' The
Rotating Rod'), but also suggested several light
sculptures, His most famous project was the installation of
a light sculpture in front of the Brandenburg Gate, which
was published i the Bavhaus magazine of 1928,
Moholy's kinetic ‘light maching’ is one of the most
important works with respect to the inclusion of light,
projected and reflected, translucent and shadow-casting.
This became the theme of his only structurally ‘absolute’
film: Light Play: black-white-grey (1930). The works of
Nikolaus Braun can also be mentioned here as another
parallel. Unfortunately none of his Constructivist wooden
reliefs with variable illumination appears to have survived,
s0 that one is limited to descriptions.

Pure light works and projections were chosen as stage
backdrops, Wassily Kandinsky produced his stage works
for *Pictures At An Exhibition” in Dresden (1928) as light
projections in colowr. Professional stage directors like
F. C. Pilartz (a giant coloured light system as a stage
sculpture dominated Hamsun's ‘Tamara’) and Gustav
Singer (mobile stage structure with variable light ele-
ments, Civic Theatre Oberhausen, 1928) took over the
innovations developed by independent art and blew them
up to massive proportions. Albert Speer used light effects
as an impressive demonstration of power for Nazi party
celebrations, and up to the present day this field of light
projection has lost none of its attraction, One only has to
look at the work of the Zero-group or Nicholas Schoeffer.

Ari and Siage
Film-like light projections, dynamic stage imagery, indeed
even & Ruttmann film as a stage backdrop: all of these
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things were discussed in 1925 with particular reference to
the field of dance. One hesitates to use the word *ballet’,
because ‘expressive dance' and ‘abstract sequence of
movement’ would better fit the experimental Darce of the
Furure, which is the title of Fritz Bohmes excellent and
informative book.

As the film industry was only interested in mass appeal,
and all the hullabaloo about stars concealed all thoughts
of the intrinsic potential of the medium, artists had to
create the bases for this sort of film work for themselves,
under severe economic difficulties and relying on their
own technical discoveries. In this way, Ruttmann ( April
1921) and ultimately Eggeling and Richter {their first
films were not produced until autumn 1924 at the earliest)
were to make ‘absolute films' for the German-speaking
regions, These difficulties explain why those artists who
wished to create moving coloured forms turned their
attention to the stage. In the first place, there was working
machinery available and certain financial openings; in the
second place, there had been since the Baroque period a
long tradition of using light effects, coloured forms and
music as the natural ingredients of a stage play.

The optical effect on the observer is similar in both films
and stage plays. In mechanical plays, coloured strips,
shapes and gyroscopes move according to a definite
rhythm. Prampolini, Loew, Baumeister, Lissitzky, Kiesler
and Heckroth amongst others, all designed mechanical
sculptures and relief walls. Multidimensional stage shapes
and moving coloured strips which produced an abstract
sequence of forms were made by Weininger, Kurt Schmidt
and Buchholz. The De Stijl artist Vilmos Huszar pub-
lished an article in the August edition of De Srijl (1921)
under the heading: * A short technical explanation of the
‘Drama of Forms composition, 1920:21. Such drama
should be performed electro-mechanically or colowr-
cinematographically or, primitively, as a puppet-show’,
However Huszar apparently did not get beyond a general
conception and a draft sketch, and even the technical pro-
duction remains questionable. In contrast, Willi Baumeis-
ter's ‘Mecano' ideas are concrete, thoroughly thought-out
and realizable as a stage production. He expressly
emphasizes in his article the comparison to film and the
greater potentialities of the three-dimensional stage.
Heinz Loew built a model of his *Mechanical Stage’ and
published this with an accompanying article in the stage
edition of the Bauhaus magazine (No. 3, 1927). All pos-
sibilities of movement and configuration should be used,
including the depth illusion of rotating spirals and eccen-
tric discs (as for example also in Duchamp's Anemic
Cinéma and in his rotor reliefs). The separate parts had to
be removable, so that the given technical structure could
be replaced with new formal elements, in order to be able
to present other “plays’.

Andreas Weininger, who like Graeff belonged to the
school of Bavhaus students who were strongly Con-
structivist and much influenced by Theo van Doesburg,
also designed a “Mechanical Stage’, although only in col-
oured crayon and water colour studies. He conceived the
changing images as horizontally or vertically running col-
oured stripes, which could be either painted or trans-
parent and which, by means of rotation, could produce an
infinity of new colour combinations. His works are easy to
reconstruct and also to document as film, for they require
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little stacking of equipment on the stage but are conceived
visually as leading outwards from one point, ie. they are
not conceived so much as stage seulptural works as pic-
tures and surfaces.

Kurt Schmidt (along with Theodor Bogler and Georg
Feltscher) also designed two-dimensional figure con-
structions for his ‘Mechanical Ballet', which was originally
presented at the Civie Theatre, Jena, during the Bauhaus
week of August, 1923 to the music of H. H. Stuc-
kenschmidt, *“The dynamic forces which are locked into
the forms of abstract pictures should here be liberated
from the picture composition and shown in movement’.
Kurt Schmidt's drawings in the 1925 Bauhaus book are
consciously influenced by the publicity given to film clips:
his stage shapes were moved by unseen blacked-out peo-
ple, so that an abstract, apparently mechanical sequence
of shapes was produced. There was a lack of money,
naturally, to translate this into actual mechanics like the
contemporary ‘reflecting light play’, which also had to be
performed by hand. At the end of this ‘Mechanical Ballet',
which was performed on several occasions, a large red and
a small blue square dance on a black background, both
stand up on their corners, and disappear as in Werner
Graeff's seroll pictures or Hans Richter's films (the smal-
lest form was carried by the five-year-old son of the
Bauhaus's canteen lady).

In this connection, one further important area should be
indicated: stage space concepts, which distinguish the new
notions of space, that had been included in painting since
1915 with Malevich's *Black Square’ and in architecture
since 1911 with Corbusier's 'Domino Houses” and
Gropius’ Fagus work. This entailed the opening up of all
sides, the inclusion of all walls for effects and projection
surfaces, eg. Andreas Weininger's Global Theatre (1926),
Gropius' Total Theatre (1927), the space analyses of
Joost Schmidt's Mechanical Stage (published in full in
H. W. Eingler's Bauhauws book) and Herbert Mayer's
exhibition structures, Moholy-Nagy's *Outline Score for
a Mechanical Eccentric’ and Farke Malnar's ' U Theatre’,
both mentioned in Bauhaus book No. 4 on the Bauhaus
stage, published by Oskar Schlemmer.

Common to all these works is the new artistic attitude of
the 19205 to extend the boundaries of painting, sculpture
and architecture and to realize ideas in drawings and con-
structions even if they seemed guite utopian. ‘Absolute
film" as a completed work on celluloid is only a part of this
broad field of creative activity, which placed a central
emphasis on object-free, coloured sequences of shapes, In
this way, painting (scroll painting) sculpture (kinetic light
sculpture), music (coloured light effects), the stage
(mechanical ballets), and architecture (analyses of cubic
space) all inter-relate to the history of film, because these
very artists put into practice optical visions and tangential
thowght.

Translated by Paddy Bostock



Documents on German Abstract Film

Mecano

Mecano is a composition with time. It has no practical
purpose as a machine. Its actual purpose is as an artistic
development of energy in our time. The materials must be
n harmony with the movements, which must be in har-
mony with themselves. Climaxes, fortissimi in the move-
ments elc, pauses, noises, tonal series, total and symbaolic
illumination (light sources) are composed in a sequence
which produces tension. To be distinguished are: eg.
ovelic movements, parallel movements, contrasting,
ceccentric and combined movements. In one sort of move-
ment the mechanism is concealed; in another, a working
machine itself produces the desired effect. Starting with
colour relief, a mecano was produced with a rearward
conclusion, a canvas running across two vertical rollers, in
tfront of which moving bodies and surfaces performed dis-
1inct actions, In a certain sense a further development is a
mecano starting from circular plastics with multilateral
movements. The modern ‘play’ would be a mecano of
greater size and duration, real, plastic, dynamic, in con-
trast to abstract film. Experimental models of the most
simple kind with changeable moving parts and easily regu-
lated time measures are necessary, as two-dimensional
sketches can be deceptive.

Willi Baumeister, 1921.

The Dance of the Future

In this direction the conventional forms of carnival enter-
rainment also belong: the throwing of streamers, scatter-
ing of confetti, More recently such basic materials as fire
and water have been abandoned (though fireworks are, as
aver, the most popular *Raumbewegungsspiel') in prefer-
znee for colour and light. In connection with theatre and
music many ideas have been created; ideas which are most
relevant to this discussion. To begin with, there has been
an eagerness to adapt the stage background to the rythmi-
-al character performed in pantomime and ballet, in
architectural and linear successions of movement. In this
ticld Bakst has been an example for the Russian Ballet.
One step further would lead to the versatility of a rythmi-
cal linear backdrop adapted for dance; perhaps as a filmic
curtain-raiser to a dance, or as an epilogue. The accom-

paniment of a rhythmic-linear backdrop performance to a
dance would most certainly signify an intervention in the
performance, because of the two-dimensional gquality of
the drawing or painting and the three-dimensional quality
of the dance. Very few experiments in this specific direc-
tion have been made. Years ago 1 encouraged the painter
Ruttmann to work on such ideas. In those days | con-
ceived of filmic backdrop performances and prologues for
the dancing of Mary Wigman, resulting in a joint collab-
oration of dance and film. But my ideas never really got
off the ground. And the films of Ruttmann which should
have been introduced as an entract at Laban's dance
studio in Hamburg never came about. At the new dance
stage at the theatre in Munster, run by Kurt Jooss, the
painter Heckroth has tried out experiments in the direc-
tion of a unified backdrop to the rhythms of the versatility
of dance, with a tendency towards non-cinematic material.
What [ saw of these productions at a performance by visit-
ing actors of the Neue Tanz Buhne at the Schauburg in
Hannover, was extremely interesting, and 1 look forward
to developments in this direction, But it is rather doubtful
whether a direct and simultancous combination of body-
dance and instrumental-dance will ever achieve consistent
results (if only in the form of stage backdrop created for
instrumental dancing).

For coherence of both components the instrumental
dance would have to develop towards plastic forms, or be
created in such a way as was seen at the performance of
the ‘Machtlichter’ by Wellesz-Terpis at the Berlin State
Opera House. There we saw a transformation of one pic-
ture to the next in what seemed like an almost plastic light
concert, rolling back and forth and developing definite
colour formations. What was once begun in this field
should continue to be improved upon. One had the impre-
ssion here that the beginning of a united mechanical
instrumental dance of light and plastic forms had come
about. From this very strong impression one felt that these
mechanical instrumental positions followed the merging
of the machine with music, and that a complete work of
art can only take place as a unity of homogeneous ideas,
perhaps on the whole only through the objective forma-
tion of intensified mechanical arts. With problems similar
to those mentioned here, yet related only to drama and
not to dance, it seems that Mitschke-Collande in Dresden
is also striving towards a ‘dynamic stage'.

Fritz Bohme, from The Dance Of The Future, Munich,
1926, pp. 41-42
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Wassily Kandinsky: * Fictures At An Exhibition’, Dessau
1928

Wassily Kandinsky, one of the co-founders of non-
objective painting, was fascinated by the possibility in the
theatre of a synthesis of the different art forms into a
composite work of art. His ideas on abstract theatre, pub-
lished in 1912 in an essay entitled *On Stage Composi-
tions’ in the journal The Blue Rider, related to the particu-
larly strenuous efforts at a complete re-appraisal of
theatre made in the years immediately after the turm of the
century. He applied these same basic principles to a piece
he composed at the same time, * Yellow sound” which, like
his later stage compositions ‘Green Sound’, 'Black and
White', and *Violet', has never been produced. Kan-
dinsky's artistic sensitivity and his attitude to the theatre
are intimately bound up with his own peculiar, synaesthe-
tic ability to experience certain colour tones in relation to
musical notes. His only practical work for the theatre was
his staging of Mussorgsky's composition, Pictures ar an
Exhibition, which Bauhaus master Kandinsky produced in
Diessau in 1928, In this work he transformed his impres-
sions of colour and form on listening to the music into
stage imagery in which the basic patterns of colour and
form of his painting can be recognised. As ‘moving
images’ they are closely related to abstract film, once we
have perceived the three-dimensionality which is achieved
by using the full depth of the stage. *The guiding principle
in the staging’, according to an important book on stage
production by Paul Klee's son, Felix Klee, ‘is the
development of the images in time, that is a gradual com-
position and decomposition of the colour forms corres-
ponding to the musical development’.

Kandinsky gives the following description of his work in
a contribution to Arf News:

“The work consists of sixteen images which reflect Mus-
sorgsky's impressions of an exhibit of pictures. The paint-
ing were evidently naturalistic (probably all water-
colours). However the music is in no way “programme
music’. When it reflects something, it is not the little
painted pictures, but Mussorgsky's experiences, which
rose far above the "content” of the paintings and found a
purely musical form. This was the reason for my readily
accepting the invitation by the then director of the Fried-
rich Theatre in Dessau, Dr. Hartmann, to produce the
musical composition for the stage. With the exception of
two pictures Samuel Goldenberg and Schmuyle and The
Market Place at Limoges (in which [ included two dan-
cers), the whole stage image was ‘abstract’. Here and
there I also used shapes which were remotely ‘objective’.
So 1 did not proceed ‘programmatically’ but used shapes
that came to mind while listening to the music.

The main materials were:

L. The shapes themselves,

2. the colours on the shapes to which were added:

3. the colours of lights as painting in depth,

4. the independent effect of coloured light and

5. the composition of each image as it related to the
music and, necessarily, its decomposition.
An example: picture 4 — The Ofd Castle. The stage is
bare but in total darkness (the black plush curtain hung in
the background forms an ‘immaterial’ depth). At the first
espressivo, three long vertical stripes only become visible
in the background. They disappear. At the later ¢spres-
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sivo, the huge, red back-cloth comes in from the right
(double colour).

Then the green back-cloth in the same way from the
left. The central figure appears from the darkness. It is
illuminated with intense colour. At poco largamente the
light fades more and more, until at piano there is dark-
ness. At the final espressive — as at the beginning — the
three stripes become visible, At the final forfe, sudden
blackout'.'

The individual images of the piece are made up mostly
of flat shapes and figures — only in particular cases of
three-dimensional objects — and these are either sus-
pended, pushed in from the side or carried across the stage
by stage hands who remain concealed behind them. The
shapes are partly opague, partly transparent or sometimes
have cut-out sections for the direct incidence of light.
Their actions are co-ordinated, in precisely calculated
synchronization with the music, with the movements of
coloured, graduated light which is woven into the abstract
stage event through spot-lights, lamps and, in one case,
through a kaleidoscope projected onto the back wall.

Ludwig Grote, a committed land conservationist, friend
and promoter of the Bauhaus, describes the ‘theoretical
basis' of Kandinsky's stage work in the Dutch magazine |
1o:

*“With the abstraction of painting, its renunciation of
representation and the return to its most characteristic
materials, painting for Kandinsky reached the level of
music, of the purest, the most absolute art and therefore
acquired the capacity of expressing notes through colour.
By its very fixing on to a surface, the image is necessarily
evanescent; only the stage gives the possibility of introdue-
ing the essential element of music: movement — for
shapes and colours — and of representing a musical event
in terms of painting. This is the theoretical basis of Kan-
dinsky's stage composition. Kandinsky has penectrated
deeper into the new territory than Lazle and Hirschfeld
Mack have been able to. Their previous work gave no
indication of such a wealth of expression. The shapes
appeared only as surfaces, the stage area with the black
background and the lighting came across as quite unreal,
like space in Kandinsky's paintings. Alongside the move-
ment of the shapes, the lighting appears as a ime moment
and gives a wide-ranging and rich scale of tone intensity’.?

Georg Hartmann, the director of the Friedrich Theatre
in Dessau, writing in Cross-section, gives a description of
the second image Gaomus, from which the close relation-
ship between optical and acoustic events becomes particu-
larly clear:

“When the first 10 powerful bars in G-flat major strike
up, there appears on the right-hand side of the stage,
arranged according to the severity and clarity of contrast
on the stage, a white surface starkly bisected by black
stripes. The repetition of the theme in the next seven bars
brings with it, after the disappearance of the first image,
another white surface as motif, but this time broken up by
vertical rather than horizontal black stripes. This too van-
ishes, only to re-appear in the middle of the stage with the
following bars. Then, by means of a small black figure
closely resembling an exclamation mark, which becomes
visible at the violently stressed sforzando chords (from bar
19), it turns and points, with equal force as it were, to the
images now taking shape on the white surface. At the



poce mene mosso pesante, which brings with it the sensa-
tion of agonizing constriction, the black grating on the left
half of the central white surface sinks away, while the
tortured quality of the theme is still stressed by the
pointed, russet, jagged figures which appear in the bottom
right-hand corner. At the 60th bar there appears from
above a circle in calming green as a motif of reconciliation
corresponding o the music; the image is dimmed, only to
be lit up again at bar 72, this time including the two previ-
ously concealed side parts and, as it were, embracing the
whole emotional experience. It disappears at the conclu-
sion of the piece of music’.’ The production was only
staged twice, on the 4th and 1 1th April 1928, at the Fried-
rich Theatre in Dessau.

|, *Modest Mussorgaly: Fictares At An Exhibition’. "Kensablar Vol XIV No. 8
Bertin 1930 p. 246, Cf alwo p. 244-146.

1 Lodwig Grote. * Kandinsky's Stage Compositions” i [0 Merematonad Review. Vol
Mo 13, Amascrdam 1928 p. 4 1.

3. Grorg Hartmann: “One of Kandinsky's Stage Productons’. "Juwerschmin” Yol
VIl Mo B, Berlin Sep 1928 p 666(

Light Cabinet

The work is to be seen as the continuation and, at the
moment, as the conclusion (in this field) of an almost fifty
year-long process. | succeeded in producing the first form
of the work with a staging of the fairy tale "Schwanen-
weiss’ (swan white; white as a swan) by Strindberg at what
was formerly the Albert Theatre in Dresden in 1920,
Cuite new! (To me, at that time, Beckett with his Godot
would have been following in my footsteps). In that pro-
duction I used only hght and three curtains (2 blue, | red)
which I thought could be moved about according to the set
by schoolgirls from Hellerau (Daleroze).

In it as 1 have said, according o the requirements of the
particular stage set the curtains opened, came together
and, as required illuminated or covered the connecting
horizontal. By constructing a light bridge over the stage
and by suspending the sources of light, I was able to black
out the actors completely, so that at times only the voice
— the word — was audible in empty space. The light, its
meaning, its existence, its infinite potential was at that
ume for me a show in itself, the most all-embracing, struc-
wrally the most plausible and, in terms of individuality,
the most scenic. In addition, in the game there were game
abjects: hanging, lying, varying the light in spirals, a game
with a ‘kinetic’ objective.

A red disk hanging in space, variations on geometrical
shapes possible, formed arbitrarily. Surplus energy is the
driving force: the warmth of the light source (lamp) a
problem for lamp production. (The desired lighting only
partly produced by electric current). Warmth therefore
rises from the depths of space, is conducted by walls, and
becomes the motive power for the kinetic object. Rising, it
sweeps past the suspended surface and plays with it from
the time it passes, (vertically to the observer), in co-
ordinated ellipses and cycles in the turning movement.
Reflections, complete and refracted in the background
perspective, of the cylinders, the multiple sections of the
outer areas and upper zones of space. Possible as a model.

Controllable on the left and at the black plate; the actual
disk itself reflecting, in the wide angle to the left, the eye
simultaneously perceives the disk reflected in rotation,
even comes to a moment of nothingness (blacked out) in
which with a more vigorous lurning process, a com-
plementary green appears, pushed, pulled, plaved under
and over the swinging circle, forms itself into a ball. You
can intensify the process at will by blowing lightly on the
left-hand plate the game of the green modifies in terms of
image and space in mild sfiumato.

Erich Buchholz {1964-67)

Translated by Paddy Bostock



Viking Eggeling: DRiggonalsymphonie 1924
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German Abstract Film in the Twenties

Malcolm Le Grice

The earliest period of film history saw a rapid movement
from technical novelty to popular entertainment and, in its
first 200 years, the foundations of an industry which con-
tinues 1o dominate the maimstream history of film, The
technological inventiveness of the 19th century which
gave rise to photography and cinema also saw the
emergence of radical changes in the classical principles of
all forms of art. However, in the first two decades of this
century, a number of visual artists began to see a potential
for cinema which was not being realized by the film enter-
tainment industry,

Given the difficult technology of film, the scarcity of
equipment, and its high costs it is not surprising that few
independent experiments were realized by artists who vis-
ualized this potential. Those works which were produced
before 1925 are few and far between and even fewer of
them survive in any reliable form from that period. Con-
sequently any history of the development of the ideas
must be made on the basis of very scant evidence. Though
the developments in painting are well known, well
documented and have been subject to much historical dis-
cussion, it is still necessary to put those few early film
experiments in the context of the other art of the period. It
is generally and in my view rightly recognized that the
rmost significant and influential development in painting
after the impressionist period came in the work of Paul
Cézanne. In his work can be seen the basis for the dis-
solution of pictorial representation leading on the one
hand to Futurist painting and on the other to Cubism,
both of which in their turn are the primary precursors of
an increasingly non-representational concept of abs-
traction.

It is possible to identify in the developing concept of
pictorial form a dynamic aspect threatening the basic
limits of the static, timeless picture. Time and flux enters
art in two distinct ways characterized in a distinction bet-
ween Futurism and Cubism, In Cubism, follcwing directly
on the late Cézanne, the dynamic principle is that of the
flux in experience deriving from the changing stance and
spatial perception of the painter. Cézanne's work and
Cubism led to an awareness that the act of representation
takes place in time and changes both with the time and in
relationship to the previowsly recorded moments of per-
ception within the painting itself, Instead of suppressing
this flux in favour of a conventionally unified perspective,
a language is developed to allow the flux itself to remain
recorded or expressed in the resultant picture — a per-
ceptual dynamic, Except in some aspects of Viking Eggel-
ing's film Diagonal Sympheny, the dynamics of perception

in the act of representation only has its parallel in film ata
much later period, in those films which explore various
strategies and systems for the camera (as in some works
by Kurt Kren, Michael Snow or William Raban).

On the other hand in Futurism, similar formal devices
the representation, instead of focussing on the changing
state of the perception of the painter, utilize these devices
to represent movement in the subject whilst basically
maintaining the status of the observer: a Kinetic dynamic.
The two dynamics have much in common but their rela-
tive polarity continues into the development of more
thoroughly non-representational art through work which
on oneg hand maintains a kinetic potential and on the other
a more architectural abstraction; Kandinsky on one side,
for example, and Mondrian on the other. It is curious that,
whilst the dynamic tendency in painting (related to the
impetus which gave rise to the cinematic technology: a
fascination with recording experience of motion of time)
was accompanied by a vehement rejection of the literary,
no corresponding rejection took place in the cinema of the
period. When artists involved in the new concepts of the
visual arts began to take an interest in cinema, i1 was
already necessary for them to reacl against the main-
stream dominance of theatre and literature within the
medium,

Whilst the earliest realized works of film as a self-
consciously plastic art were almost certainly those of the
Corra brothers, Bruno Corra and Arnaldo Ginna (works
which survive only in the form of written documentation),
the first group of works which can in any way be under-
stood to represent a consistent direction were those abs-
tract films produced in Germany in the early twenties.
Even though it is tempting, with so little material pro-
duced in this field, to seize on this as a movermnent, this s a
little inaccurate. Although the artists concerned were
aware of cach other and collaborated to some extent, their
products display some significant differences in attitude,
Dispute continues on the gquestion of primacy, which does
not concern the ideas which can be discerned from the
work.Four artists should be included in this grouping:
Walter Ruttmann, Viking Eggeling, Hans Richter and
Oskar Fischinger (it is possible that further research on
Werner Graefl and Kurt Kranz will show that they should
also be considered). Of the four, only Fischinger had not
already worked as a painter before he made films, though
he was a draughtsman and in his later years turned
increasingly to painting. Ruttmann, Eggeling and Richter
were already involved deeply in abstract art when they
came to consider film. Certainly in the cases of Richter
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and Eggeling, at the time engaged in a close artistic col-
laboration, their movement to film was the result of a
logical progression from the concerns which they had been
developing in painting.

In tracing the major basis for dynamism in painting and
its continuation into abstract art, | have stressed Cubism
and Futurism. However, there is an influence from the
forms of Cubism on German Expressionism seen in Marc
and Macke for example. In this ‘cubistic expressionism’
and its later, more thorough abstraction, whilst there is no
direct attempt to portray objects in motion as there is in
Boceion for example it makes use of similar devices like
rhythmic repetition of lines or shapes so that they are read
as movements. In this respect it is closer to the kinetic
dynamic of Futurism than to Cubism. Kandinsky in par-
ticular can be used to demonstrate the development of this
kinetic potential to a non-figurative form and his paintings
provide the best point of reference for the visual forms
which appear predominantly in Ruttmann’s abstract films,
Similarly Kandinsky is of major importance for the
development of Fischinger's aesthetic not just at the level
of the pictorial concepts, but also at the level of the theory
for the mode of expression in abstraction.

Ruttmunn made four complete abstract films in a series
he called Lichnpiel numbering them COpus { 1o [V, though
only 1w IV have been available for study. If not in
entirely reliable form, they are convincingly complete
enough and consistent enough 1o recognize some clear
development within the series. From the three films it is
possible 1o see an aesthetic development which can be
considered a microcosm paralleling development of abs-
tract art in general, Gpaes I s dominated by forms and
movements which relate to those of the dramatic land-
scapes of Kandinsky's interim period between figuration
and abstraction. These forms are clearly anthropomorphic
and organic and their action represents an allegorical con-
flict between sharp, wedge-like forms which probe aggres-
sively and rounder forms which are the subject of the
rhythmic probing. This anthropomorphism recurs in the
whole series 1o some extent and is also in evidence
throughout all of Fischinger's films. However, in the
Lichespiel series, the third Opry sees the emergence of a
more  geometric form of abstraction and a more
mathematical or mechanical rhythm in the movement.
The concentration on more rectilinear forms and simple
diagonals suggests an attempt to relate more directly to
the predominant geometry of the screen and the mechan-
ical analogies of the film medium. The fourth Opuy takes
this geometric tendency further and evolves from it some
sections which, rather than establishing geometric shape,
divide the screen so boldly or transform it so rapidly that it
15 the optical c¢ffect which predominates, The effect
becomes divorced from the shapes or forms which cause
it, The enterprise of abstract art has tended to follow these
developmental stages in its progressive reduction of rep-
resentational imagery culminating in the physical and
optical experience of the object following a period in
which ‘neutral’ geometric forms had replaced the organic
and anthropomaorphic,

Fischinger, who was much younger than the others, only
produced fragmentary works in this period, but having
continued as a film-maker into the fifties is deali with at
length in a separate essay. His commitment to abstract
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cinema provides an extensive and complex basis for study,
but his work has most in common with that of Ruttmann,
Both afford an interesting consideration of the rela-
tionship of musical concepts 1o the time structure of abs-
tract film, In the same way in which painterly concepts
informed the visual imagery of this period, the notion of
film as a form of visual music held a considerable currency
in considering the problem of film's temporal com-
position. This concept can be traced back to the develop-
ment of the light organ, played a significant part in the
early film experiments of the Corra brothers and con-
thues to have a place in the formal concepts of the
experimental film, For Ruttmann and Fischinger, some of
the articulation of this notion came directly from the eritic
Bernhard Diebold in his Frankfirter Zeitung articles
ounding and supporting the new concept of abstraet film.
Ruttmann collaborated directly with composer Max But-
ting on special music to be played in the presentation of
his Lichospiel series and Fischinger in many works
designed the visual development around a music track.
The formal concepts of music are thus evident in the
rhythm of movement and the reprises of the action in both
artists’ work.

Viking Eggeling and Hans Richter whilst coming from a
similar set of visual influences, through the predominance
of the mature Eggeling, tended towards the more architec-
tural direction of Cézanne and Cubism and were more
influenced by a concept of the logic of musical form rather
than the particular phasing of composition. Neither at this
period attempted 10 make a work which integrated image
and music, Certainly, at the conceptual level, Eggeling
provides a more rewarding basis for study, though Richter
in his films up to and including Film Stidie of 1926 con-
tinues to present, in @ primitive and haphazard way, many
stimulating insights into the potentialities of the medium,
Under Eggeling's influence (acknowledged by Richier)
their initial movement into film came as a result of a
theoretical endeavour to defing a logic for the forms of
abstract art, a non-representational graphic language
which Eggeling called a *Cieneralbass der Malered', similar
to Kandinsky's theoretical project contained in Con-
cerming the Spiritwal in Ari, Whatever its overall validity,
Eggeling's theory in effect led to works which explored a
form of graphic transformational logic. Increasingly he
developed them as linear scrolls, and, in retrospect, its
logic has much in common with the mathematical con-
cepts of topology. (Forms with simple, definable linear
characteristics combining in additive and subtractive
structureés with basic mirror and rotational trans-
formations.) There remains the possibility that the film
Horizontal Vertical Orchestra was completed by Eggeling
in 1921, but the surviving film, Diagonal Symphony, com-
pleted in 1924, adequately represents his cinematic con-
cepls.

Richter, like Fischinger, continued to make films until
recently, His period as an abstraet film-maker ended after
Film Aredie, and following his own filmography, consisted
of three films with the titles Rhyrhmus 21, 23 and 25 and
Film Siudie which combines abstract and representational
material. Versions (of disputed authenticity) of Khyifnmas
21 and 27 are in circulation. They are both a ‘mixed bag’
of animation experiments which seem to derive their
images from spontanecus manipulations under the ani-
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mation camera edited together later without a pre-
considered composition for the whole work, Despite Rich-
ter's rejection of Rutimann’s films as impressionism’, the
best aspects of Richter's abstract work shared some of the
optical and rhythmic dynamic of the last Opus film with
bold and sweeping divisions of the screen surface, Even if
the initial work by Richter was spontaneous, in later years
he adequately expressed this separation of the rhythm
from its ‘carrier’, writing of Rhythm 2: ‘1 mean that by
taking the whole movie screen, pressing it together and
opening it up, top, bottom, sides, right, left, you don't per-
ceive form any more, you perceive movement.” Richter's
most interesting film for me is Film Srudie which combines
the strongest of his abstract animation with live action
images often presented in negative, a device which abs-
tracts the visual effect of movement and shape, integrating
it with the abstract material.

This move to live action cinematography by Richter
may have been motivated by a sense that the abstract
concept which had been applied in film was somehow
‘uncinematic’, a transposition of painterly concerns to
film. Whether he felt this or not, the most productive
developments in the experimental film to follow this early
abstract work, the films of Man Ray, Fernand Léger and
Henri Chomette, working in France, all related directly 1o
film as a photographic medium. This basis of film in an
apparatus designed for photo recording in time is only
incidental to the non-representational (painterly) abs-
traction of the German group — any other method of
getting the image onto the celluloid or screen would do
just as well if not better, The key French experimental
films of this period, Man Ray's Retour i la Radson and
Emak Hakia, Léger's Ballet Mécanigue and Chomette's
Cingue Minues de Cinéma Pur all sought an equivalent to
abstraction somehow compatible with the inevitable rep-
resentation within the process of cine-photography.

A similar impetus can be seen in another artist working
in Germany at the time of Ruttmann and co., Hungarian
Laszlo Moholy-Nagy, closely involved in the Bawhaus.
Though Moholy-Nagy did not produce any films until
later, mainly in a documentary form, the ideas and direc-
tions for cinema he envisaged in his writing and the exper-
iments he made in photography became an increasingly
substantial point of reference for the development of an
art of cinema. Like Man Rav, one of his major con-
tributions came from his experiments with photography,
and like Man Ray, he discovered (or rediscovered a
pioneer photographic technique of Fox-Talbot) a system
of camera-less photography, the photogram, or rayogram,
where the image is produced by direct contact of an object
on a photo-plate, recording the trace of its shadow. Whilst
Man Ray transposed this technique to cinema, making
direct cine-raygrams in his first two films, for Moholy-
Nagy, it remained a photographic device. However,
Moholy clearly related the practice of photography and
film closely, publishing through the Bauhaus in 1925, the
book Puinting, Phorography, Film. In s photographic
work, we do not just see an equivalemt to Man Ray's
rayogram tlechnique but many more parallels to the
experimental directions which were being initiated at the
time. In particular his photocollages, combining photo-
graphic images with abstract clements and abstract rather
than representational placement echo a similar con-

junction in Léger's Halles Mécamique, as do explorations
of extreme close-up photography. Mot the least of his
achievements were proposals for a * Poly kino', a precursor
of ' Expanded Cinemsz’, and proposals for a form of cine-
montage, via a graphic script ‘Dynamic of a Great City’
pre-figuring Dziga Vertov's Man With a Movie Camera.
In general Moholy-Nagy should be considered in con-
junction with the French rather than the German film
experiments, in seeking an autonomous base for film-art
not simply replacing the literary and theatrical dominance
of its forms by those imported from painting or music,
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French Avant-garde Film in the Twenties: from ‘Specificity’

to Surrealism

lan Christie

The internal complexity of avant-garde film activity in
France between 1919 and 1929 has been relatively neg-
lected in recent critical and historical work, despite its
crucial importance to any understanding of the tradition
of “film as film'. For this decade saw the earliest attempts
to establish an independent production and exhibition sec-
tor, distinct from the mainstream of commercial cinema,
and alse the first rounds in a continuing debate on the role
of the avant-garde in cinema. The central issue at stake
was the apparent contradiction between cinema as indus-
try and as putative art form -— what kind of art was the
film to be? To the post-World War 1 generation of
cindastes, their enthusiasm fired by the growing sophis-
tication of Hollywood and the advent, in rapid succession,
of Swedish naturalism and German ‘expressionism’, the
choice lay between trying to satisfy aesthetic ambitions
within the commercial cinema, or creating an avant-garde
enclave. Other factors soon intervened as the economic
configuration of the cinema changed during the 20s, with
sound technology introduced to consclidate the mass-
appeal spectacle and the rise of Fascism producing a polit-
ical imperative in the work of responsible artists. By the
time the first International Congress of Independent
Cinematography, meeting at La Sarraz in 1929, declared
‘as an absolute principle, the difference in practice and
spirit between the independent cinema and the com-
mercial cinema’? the separation had already begun, And
as the emergent European independent cinema mowved
further away from commercial cinema in the sound era,
this proved to be more a symptom of its marginalisation
than a willed independence. Independent film-makers in
France, as elsewhere, were increasingly faced with a stark
choice between incorporation (often negotiated through
“sponsorship’), or a drastic reduction in their scale of
operations, as the economic and aesthetic foundations of
the *first’ avant-garde crumbled,

This *first” avant-garde — also confusingly known as the
‘Impressionist’ movement® — was in fact one of three dis-
tinguishable responses to the question of how the poten-
tial of film as art should be realised. It also established the
infrastructure upon which all subsequent avant-garde film
activity in France was to depend. The origins of the
movement can be traced to 1917, when a number of
young intellectuals, already uprooted by the war, began to
turn away from the traditional arts towards the cinema.

Louis Delluc had been a drama eritic and Marcel
L'Herbier hesitated between literature and music before
taking up the cinema as a career. Both were greatly impre-
ssed by De Mille's The Cheat, shown in France as For-

Sfairire in 1917, and later dated their ‘conversion’ to
cinema from this experience. Delluc became editor of Le
Filrt, which included among its contributors Colette, Coc-
teau and Aragon, and began to publish writings by Dulac
and L'Herbier. Germaine Dulac had come into the
cinema from feminist journalism in 1914, and in 1919 she
directed one of Delluc’s first screenplays, La Fére Espag-
nede. L' Herbier had begun to write and direct for Gaum-
ont in 1918; but, with his own production company from
1922, he was able to attract leading artists from outside
the cinema to collaborate on his increasingly ambitious
projects — L'Inhumaine (1924) had sets designed by
Léger, Mallet-Stevens, Autant-Lara and Cavalcanti, with
a specially-composed score by Milhaud; while Feu
Muthias Paseal (1925) was based on a novel by Pirandello.
The other central figure among the Impressionists was
Jean Epstein, who had studied medicine before becoming
secretary to Auguste Lumiere, In 1920 he met the cubist
poet Blaise Cendrars, then working with Gance on La
Roue, and decided to devote himself to the cinema. He
became assistant to Delluc on Le Tonnerre and published
his first collection of writings on film aesthetics, Honfour
Cinéma, in 1921.°

Delluc's zeal for a distinctively French cinema, which
would equal the artistic achievements of Sweden and
Germany, led to his establishing the foundations of the
avant-garde. He started more film magazines, produced a
series of books, organised conferences and special screen-
ings of important foreign films (such as The Cabiner of Dr
Caligari), as well as writing and directing four features
before his early death in 1924, He also realised the need
for closer contact between film-makers and audiences,
which led to the idea of the ciné club as a forum for
specially programmed screenings and discussions. The
first such group, the Club des Amis du Septieme Art
(CASA), was started by the Italian-born art critic Riccioto
Canudo in 1920, Canudo had been a supporter of the
cubists and of the Italian futurists; he knew Apollinaire,
Cendrars and Léger, and was able to attract a remarkable
circle of artists and intellectuals to CASA. After Canudo's
untimely death in 1923, his and Delluc’s clubs merged o
form the first of a network of ciné clubs throughout
France. These began to show avant-garde and foreign
films, with lectures, discussions and retrospective prog-
rammes. Two specialised cinemas opened in Paris in
1924, the Vieux Colombier and the Studio des Ursulines,
both committed to the avant-garde and even prepared to
commission films.* By the mid-twenties, the Impressionist
avant-garde had achicved a degree of stability and inde-
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pendence. Avant-garde producers could count on publ-
icity and sympathetic discussion of their work in the seri-
ous film magazines, and distribution and exhibition
through the specialised cinemas and ciné clubs,

But its aesthetic programme also contained the seeds of
the movement's collapse. L'Herbier explained in an inter-
view what united the disparate film-makers:

None of us — Dulac, Epstein, Delluc or myself — had the same
aesthetic outlook. But we had a common interest, which was the
investigation of that famous *cinematic specificity’. On this we agreed
completely, Another thing we had in common was the practice of
writing a great deal in the papers about our views on the cinema,”

In their reaction against the conventional theatricality and
literary bias of French commercial cinema, the avant-
garde argued that cinema must confing itself to those ele-
ments which are “specifically cinematic’. Now this notion
can be understood in several different ways. It can refer to
the rather obvious fact that cinema has its own *material of
expression’, namely ‘animated photography and linear
order’.* But as Christian Metz has observed, ‘from the
idea of a material homogeneity one slips in many cases
into the . .. assertion that there ought obviously to exist
{at least in principle) a single system — a single code.
There is, in fact, 2 potential confusion here between the
material and the signifying aspects of film; and from this
confusion comes the attempt to legislate for what is prop-
erly cinematic — to derive a normative aesthetic from a
descriptive account of the specific materials of cinema.

The issues at stake in ‘cinematic specificity’ were never
as clear-cut for the film-maker-theorists of the first
avant-garde, who were fighting simultaneously on several
fronts and tended to argue polemically rather than analy-
tically, But it is apparent that some shifted from a broad
programme of minimising or eliminating elements non-
specific to cinema — such as the verbal language of inter-
titles, dramatic narrative, theatrical space — towards an
interest in the supposedly unique wvisual and Kinetic
aspects of cinema, Partly this may have been due to the
tradition of essentialist aesthetics they inherited: if film
was to be an art among the other arts, it must have its own
unique and specific material and field of meaning. It may
also betray the influence of Symbolism on several mem-
bers of the avant-garde, in their drive towards the ideal-
isation of the cinema as a transcendent art, mutely reve-
aling ‘the mystery of things'. At any rate, Dellue intro-
duced the concept of ‘phorogénie”, first used by Daguerre
in connection with still photography, and proclaimed it
*the law of cinema’,

Epstein later confirmed the status of the concept for the
Impressionists:

With the notion of photogénie was born the idea of cinema ant, For
how better to define the indefinable photogenie than by saying that it
is o cinema as colour is 1o painting and volume 1o sculpture, the
specific element of this an.”

Elsewhere he suggested, 'if you require a more concrete
translation, an aspect is photogenic if it changes positions
and varies simullaneously in space and time'.* This is
perhaps the closest any definition comes to explaining
phoragénie in terms of the specific codes of movement in
the image/of the image, to use Metz's terminology.” But if
phoragénie tended to become a mystical concept in the
writings of some Impressionists, it was widely discussed
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outside France and played an important part in the
development of film theory. Thus Boris Eikhenbaum, a
member of the Soviet Formalist group, lucidly integrated
it into his formalist account of film as art:

Photogénie is the unconsciows, “trans-sense’ essence of film, anabogous
in this respect, to musical, verbal, pictorial, motor and other types of
trans-sensality. We observe it on the screen — in faces, in objects, in
seemery — apart from any connection with the plot, We see things
anew and perceive them as unfamiliar .. . What is important, of
course, is nol the structure of the object, but rather its preseniation on
the screen. Any object can be photogenic — it is a question of methaed
and style."”

Despite their evident idealism, it must be emphasised
that there is much of real interest in the Impressionists’
writings and films. Delluc was one of the first to stress the
value of natural locations and non-theatrical acting; Eps-
tein explored the phenomenology of the moving image
and developed an intriguing analysis of the significance of
close-ups; Dulac provided a shrewd history of the French
avanl-garde as early as 1932; L'Herbier experimented
with subjective point of view and elaborate pro-filmic sty-
lisation, while Langlois described his L Homme du Large
(1920} as ‘the first example of cinematic foriture ... @
succession of images each of which signifies an idea:
ideograms which can be read like hieroglyphs'."

This is not the place to consider at length the develop-
ment of the Impressionist paradigm,'? but a second main
theoretical concept requires some comment. Photogénie
obviously relates to the film image, considered in iso-
lation. However, Impressionist theory was equally con-
cerned with the concept of “visual rhythm', governing the
relationship between images, or shots. Stimulated by
Gance's bold experiments in montage “court, or rapid
alternation editing, in La Rowe (1922), the Impressionists
moved from a rather slight interest in the ‘rhythm of the
image’ (as the term would be used of a painting) to a
dynamic theory of ‘internal’ and ‘external’ rhythm — in
other words, rhythm within and between shots.'* After La
Houe and the first appearance of extreme metrical editing,
the theory gradually emerged that visual rhythm could
become an alternative structuring principle, instead of
remaining subordinated to narrative exposition. Henri
Chomette, one of the earliest exponents of this cinéma
pur, justified the transition:

But the cinema is not limited to the representational world. It can
create. It has already ereated a sornt of rhythm (which I did not men-
tion when speaking about current films because its valoe in them is
extremely diluted by the meaning of the image).

Thanks to this rhythm, the cinema can draw from iself a new
potentiality, which, leaving behind the logic of events and the reality
of objects, engenders a series of visions that are unknown — incon-
ceivable outside the union of the lens and the moving reel of fillm.
Intrinsic cinema — or, if you will, pure cinema — since it is separate
from all other elements, whether dramatic or documentary — that is
what certain works by our most personal directors enable us to fore-
see . . . the visual symphony "

Chomette’s two *pure cinema’ studies, Jewy des reflets er de
la vitesse (1923-5) and Cing minutes de cinéma pur
(1925), use a variety of materials and devices — shots at
different camera speeds, distorted images shot through
erystal, extreme close-ups, negative images and the like —
edited in rhythmic sequences. Their aim is, on the one
hand, to discourage any narrative or thematic construction
by the spectator and induce instead a perception of *pure’



Ciermaine Dulsc’s interest in ‘cinematic specificity” led from the
relatively conventional narrative of La Fée Espagrole (1919) o dream
structures in La Coquelle ef le Clergyman (1925) and finally to
gxperiments in “visual music’, Ende Cinématographique sur une
Arabesgue [ 1928)

images and rhythms, At the same time, by means of a
concentrated “inscription of the cinematic’, they try to
break the conventional illusionism of cinema and neut-
ralise the automatic representation of the hlm image, so
that the spectator’s otherwise unsolicited identification is
transferred to the technique or process of cinema. The
thrust of this work certainly seems modernist, in ling with
post-Cubist developments in painting and writing, but
there remains a suspicion that the impetus may after all be
transcendental.

More than Chomette, it is Germaine Dulac who is iden-
tified with the musical analogy. In the same issue of Les
Cahiers du mois, she argued:

Should not cinema, which is an an of vision, as music is an art of
hearing . . . lead us towards the visual idea composed of movement
and life, toward the conception of an art of the cye, made of a per-
ceplual insgpiration evolving in its continuity and reaching, just as
music does, our thought and feelings {. . .)

The integral film which we all hope (o compose is a visual sym-
phony made of rhythmic images, coordinated and thrown upon the
sgreen exclusively by the perception of an ars.'*

Clearly the rationale behind this position is far from mod-
ernist. On the contrary, it is rooted in a romantic aesthetic
which invokes the nineteenth-century notion of synaes-
thesia in its call for a cinema based on the supposed com-
mon “essence’ of poetry and music, the two traditional
time-base arts. There are also a number of immediate
problems raised by the musical analogy. First there is the
question of the place of actwal music: Dulac's Arabesgue
refers to {or incorporates) the performance of Debussy's
picce by interpolating shots of hands at the keyboard amid
the majority of shots which do not signify “music’, but
rather the metaphoric correlates of ‘Impressionistic’
music. In the (presumed) absence of music performed
with the film, the images are supposed to be a visual
equivalence or analogue — or perhaps interpretation? But
this raises the question as to whether we are intended to
‘hear’ or imagine the music. If so, the result would be
redundant (and a denial of musical specificity); if not, then
there is nothing to structure the image sequence except
the images themselves, which would render the musical
reference pointless. So, unless the specificiny of the
cinematic is to be abandoned, how can cinema aspire to
the condition of visual music? The problem is perhaps that
of establishing what exactly the cinematic material is and
what are 1ts modalities, as Fescourt suggested in 1926:
Rhythm, composition, melody are all modalities. To what can they be

applied? What marter can the cinema offer in relation 1o the strict
rules of musical sonority?'®

Eikhenbaum was also cautiously sceptical about ‘the ques-
tion of filmic rhythm and its correspondence or rela-
tionship to musical thythm'."” His conclusion was that
‘rhythmic genres may be defined, oriented not around the
story-line, but around photogénie®; bur, following Balasz,
he assumed that the way forward was through films illus-
trating or accompanying musical works.

Looking back at this phase of the avant-garde, it seems
clear that the musical analogy was, in fact, the least pro-
ductive of the various models for ‘pure cinema’. Dulac
herself also experimented with ‘dream structures” in La
Coguille ef le Clergyman (thus incurring the wrath of its
author, Artzud, and the Surrealists), with poetic imagery
in L Invitation au Voyage (based on Baudelaire's poem),
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and even with a ‘scientific’ time-lapse record of plant ger-
mination — this last apparently the film she generally
showed at lectures on film aesthetics. Otherwise the ‘pure
cinema’ movement produced mainly documentaries, like
Clair's La Tour {(on the Eiffel Tower), and essays in the
‘machine’ genre which La Roue had so effectively inau-
gurated: Epstein’s Photogénies (1924), Gremillon's
Photogénies Mécanigues (1925), Deslaw’s La Marche des
Muachines {1928},

As contemporary film-makers continue to explore the
interplay between film and music,' it becomes apparent
that what the Impressionists crucially lacked was a
thearetical understanding of the distinctive units, channels
and codes present in film. Their commitment to the prin-
ciple of photogénie led them to think constantly in terms
of a single type of ‘cinematic sign’ or articulation based on
the image. What had been an important advance when
they first began to consider the ‘specifically cinematic’
became a fundamentally misconceived pursuit of what
Garroni has called "cinematic distinctiveness’:

In asserting the specificity of the cinema — as musseal specificity,
pictorial specificity, etc — it was ofien hoped, more or less clearly,
that it would be possible to construct a cinematic code valid for all
filmic material, and that the entire film would belong to the cinema.
“Specificity’ for many authors, had as a vague corollary "uniqueness of
code’, and this one code . . - was confused with directly physical traits
such as visuality, movement, or montage in a material sense,'?

Metz concludes that, despite the confusion into which it
fell, the notion of ‘cinematic specificity’ which emerged
from the ‘first' avant-garde was important in the
development of film theory. The Impressionists, however,
came under increasing attack as their aesthetic prog-
ramme lended towards purism and away from that
engagement with narrative cinema, albeit radiealised,
which had helped to establish the avant-garde base in the
early years of the decade. By 1927 the movement was in
retreat, with production curtailed, exhibition restricted to
art cinemas and ciné clubs, and a growing reliance on
imported films and retrospective programmes — indeed
the pattern of the present-day art cinema. Nonetheless,
the base established by the avant-garde was still strong
enough to make possible a series of film works by major
visual artists in France between 1923 and 1929, Mostly
these were isolated ventures like Picabia/Clair's Entracte,
Léger'Murphy's Baller Mécanique, Duchamp’s Anémic
Cinéma — Man Ray alone produced a “series’ of films —
and they never amounted to a *movement’ like the Impre-
ssionists. But their vital importance stems from the fact
that they mark the (delayed) encounter between mod-
ernism and the cinema. Nearly ten years after the Futurist
Munifeste of the Variety Theatre had proclaimed a mod-
ernist vocation for the cinema, and contemporary with the
work of the Constructivists in the Soviet Union, these film
works follow on directly from the revolutionary impact of
Cubism and Dada, In Léger's phrase, they represent ‘the
painters’ and poets’ revenge” after the first two decades of
narrative cinema.

The terms in which Léger outlined his approach to Bal-
let Mécanigque were in fact strikingly similar to those used
by the Impressionists:

In an art such as this one where the image must be everything and
where it is sacrificed to a romantic anccdote, the avant-garde films

had to defend themselves and prove thal the arts of the imaginaiion,
relegated to being accessories, could, all alone, through their own
means, construct films without scenarios by treating the moving image
asthe leading character. [ The goal is] to break away from the elements
which are not purely cinematographic, to let the imagination roam
freely despite the risks, to create adveniure on the screen as it is
created every day in painting and poetry,*®

Cinematic specificity was certainly in the air, but Leger
approached the issue already informed by the experience
of Cubism and his post-war ‘machine aesthetic’ realism,
Like manv other artists his interest in the unrealised
potential of cinema was stimulated by Gance’s La Roue —
or more precisely by the ‘machine montage” sections on
which Blaise Cendrars had worked and were eventually to
be detached from the complete film for showing as a set of
semi-abstract studies,® Léger responded enthusiastically
to the film and wrote ‘A Critical Essay on the Plastic
Quality of Abel Gance's La Kowe’ in 1922:

You will see moving images presented like a picture, centred on the
screen with a judicious range in the balance of still and moving parts
{I]'It coitrast of !l'fbtl!}'. a amll I':irun: on a machine that s m-:wing. a
madulated hand in relation to a geometric mass, circular forms, abs-
tract forms, the imterplay of curves and siraight lines (contrasts of
lines), dazzling, wonderful, a moving geometry that astonishes you, ™

Gance's major films of the 20s belong to that category of
work which is aesthetically ambiguous, or rather whose
excess renders it capable of a productive mis-reading. In
essence, his position remained late-romantic, heavily
influenced by synaesthesia and late 19th century theatre.
But, as in Mahler's massive symphonies, his straining of
the expressive means at his disposal could produce an
inadvertent proto-modernism. Indeed, Gance's La Roue
was 3 decisive influence on many artists and film-makers,
opening their eyes to the plastic and kinaesthetic potential
of cinema. Although not itself a modernist work, it was
eminently open to modernist readings and the clumsy,
melodramatic narrative was effectively disregarded by its
admirers.

Léger gained direct experience of the avant-garde
cinema when he was invited by L'Herbier to design the
labaratory sets for L'fnhumaine, a futuristic melodrama
which also involved architectural designs by Robert
Mallet-Stevens, Léger designed the laboratory and a
poster in his ‘machine” style; and later Baller Mécanigque
was shown with L'lnhumatne in New York® Baller
Mécanigue, however, made in collaboration with the
cameraman Dudley Murphy, marked the decisive instance
of modernism in the cinema. In the first place, it aban-
doned narrative and analogical structure in favour of
analytic form: the episodes and their juxtaposition were
determined by the kinds of filmic material involved. Sec-
ondly, the film took as its problematic the cinema as a
means of reproduction and representation, thus re-
inscribing the terms of its own production. Within this
overall modernist shift, Baller Mécanigue also managed 1o
re-locate the central themes of the Impressionist avant-
garde and develop them coherently. Thus Léger's close-
ups of domestic items demonstrate the effect of phoro-
génie with familiar objects, while the use of prisms, mir-
rors and other optical transformations provides an inven-
tory of modes of abstraction within the filmic image — but
one belonging to the twentieth century and not to the
ninéteenth century pictorial tradition that is evident in so
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many of the Impressionist films. Likewise, Baller Mécani-
gue invigorated the idea of cinematic rhythm and created
an intricate series of oppositions between internal and
external rhythms,

But equally important from a present-day perspective,
Bulter: Mécamigue acknowledged the significance of the
“look” within® the institution of cinema.* In opposition to
the purist and reductionist tendencies of not only Impres-
sionism, but alse the abstract films being made in Ger-
many, Haller Mécanigue was stylistically heterogeneous in
its construction and instead of seeking to suppress such
“troublesome’ items as the “look’, language and sexuality,
it places them in a central position. Kiki's eyes, shown in
extreme close-up, look back at the spectator from the
sereen, challenging his‘her security as unseen voyeur (and
are the close-ups of her mouth laughing directed at the
film or at the spectator?). Just as Kiki's face becomes one
element in play, so the newspaper headline “ON A VOLE
UN COLLIER DE PERLES DE 5 MILLIONS (5 Mil-
lion Franc Pearl Mecklace Stolen) becomes the pretext for
a complex play of meaning with visual puns and graphic
transformations.

Baller Mécanigue appears neither as an experiment nor
a demonstration, but as a fully-achieved work which is
nonetheless ‘open’ to a variety of readings and itself
interseets with many contemporary concerns, not least the
cinema itself, The figure of Chaplin who introduces and
closes the film is actually a doll made by Léger from his
cubist drawings of Chaplin: an invocation of popular
cinema, This 1s juxtaposed with what Léger called a * pic-
ture postcard in motion’ — the girl in the garden — sig-
nifying conventional images from a saccharin cinema. The
celebrated looped sequence of the washerwoman enacts a
‘defamiliarisation’ of the realist image. As the spread of its
reputation and the response of artists and film-makers
attested, Baller Mécanigue was seen as a breakthrough —
an avant-garde film certainly, but one which could break
out of the enclave and establish its own terms of rec-
ognition.

If Baller Mécanique presented a synthesis of theoretical
and plastic possibilities, both complex and lucid,
Duchamp's Anémic Cinéma was a cryptic episode in the
latter's protracted disavowal of the art object. Between
the semiotic richness of Ballet Mécanique and the con-
ceptual economy of Anémic Cinéma lies the most pro-
ductive terrain of ‘film as film'. The story of how
Duchamp came to make his only completed film work is
relatively well known. He had long been interested in
stereoscopic photography, in which a virtual image in
reliefl is produced by the viewer synthesising two
specially-taken photographs. Around 1920 he turned his
attention to the anaglyphic process, which uses images
taken and viewed through a red and a green filter to pro-
duce the stereoscopic image. According to one recent wri-
ter, this corresponded to Duchamp’s intense dislike of *the
physicality, the odorous corporeality of painting ... its
excessive grounding in the sensory world' . Sterecscopic
images could be considered as ideal constructions, literally
produced by the individual spectator, non-physical and
non-negotiable. Stereoscopy also appealed to Duchamp
on account of its dependence on the *forgotien’ science of
perspective.® At any rate, in 1925, with the help of Man
Ray, he planned a stereoscopic film using the anaglyphic
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principle, but they were only able to rescue a small prop-
ortion of the footage from their improvised developing
apparatus. The pro-filmic equipment was Duchamp's
spiral-patterned Rowary Demisphere (Precision Optics) of
1925, In the following year he used some of the series of
Rororeliefs (spiral patterns) and Revelving Spheres (with
spirally arranged texts) to generate the material for
Anémic Cinéma,

The title, like the texts on the revolving spheres,
involves word-play: it makes a near-mirror anagram
which, in effect, signals the film's basic principle of visual
and verbal material rotating in an endless continuum. The
texts are constructed with alliteration and puns so that
they read ambiguously back into themselves, thus:

On demande des moustiques domestiques (demi-stock ) pour la cure
d'azote sur la core d'azure 7

Apémic Cinéma reaches oul in two contradictory direc-
tions. On the one hand, it recalls and intensifies the primal
fascination of the projected moving image — Kyrou
speaks of being hypnotised by the spiralling images; while
on the other hand it abolishes naturalistic illusory space
and inaugurates a purely graphic illusion, or, as Clair
suggests, “a conceptual space’ of optical and linguistic
games. Rather than claim Anémic Cinéma as the fore-
runner of West Coast optical and transcendental cinema,
it would be more accurate to see it as the precursor of the
conceptual/structural cinema of Sharits and Frampton,
with its play between visual and verbal codes,

If Duchamp is classed as an independent Dadaist, Man
Ray must be counted one of the central figures of Dada
who brought into Surrealism the ‘sense of gaiety’ that
Duchamp valued so much. The history of Man Ray's
involvement in film traces a brief trajectory of Dada
cinema from radical beginnings to an ‘artistic’ demise. An
expatriate American living in Paris, who had already
worked with Duchamp in Mew York, Man Ray became
known in Dada circles as a photographer and inventor of
the *Rayogram’ (or cameraless photographic image). His
first film was indeed mainly an extended series of Ray-
ograms with unrelated camera footage interpolated. Made
under pressure to contribute an item to the Cocur @ Barbe
evening in 1923, which was to be the last major Dada
event, Le Retour g la Raison was reputedly the result of
one night's work. Apart from its total refusal of narrative,
or even graphic homogeneity, there is a link with Eggeling
and Richter in Man Ray’s treatment of the film as pre-
projection strip — an approach which looks forward to the
work of Brakhage, Breer and Le Grice. Le Retour a lo
Raison provides a striking instance of the characteristic
Dada pgesture which permits the play of automatism,
chance and materials, and refuses the responsibility of
form.

Between Man Ray's first film and his second, André
Breton emerged from the Paris Dada group with his con-
ception of the Surrealist movement, and many former
Dadaists, including Man Ray, followed him into Surre-
alism. It is at this point that the “first’ Dada cinema gives
way to a second, in which the traditional elements of rep-
resentation and narrative become the subject of Dada
subversion and, as Man Ray put it, the aim is deliberately
‘to try the patience of the audience’.

Entr‘acte is the outstanding example of this second type,



René Clair Enrracre 1924
Satie (left) and Picabia in the opening sequence of Picabia and Clair's
Drada anthology.

Luis Bunuel and Salvador Dali L' Age 4'0r 1930

asd,

Jean Cocteau Le Sang d'un Podte 1930

along with Man Ray's Emak Bakia. Conceived by the
indefatigable Picabia, and brilliantly executed by the
young René Clair, then working as a film reviewer, En-
triacte can be seen as something of a Dada anthology. It
was intended to occupy the interval in a piece called
Reliche (Mo Performance), given by the Swedish Ballet
towards the end of 1924. Picabia, who appears in the film,
along with Satie, Duchamp and many other artists and
musicians, wrote:

Enur'acte doesn’t believe in much, in the pleasure of living perhaps; it
affirms the joy of inventing: it respects nothing unless it is the desire
1o burst out laughing, for laughing, thinking and working have the
same vilue and are indispensable to one another.

Maintaining Dada hostility to bourgeois propriety, the
film abounds in ‘bad taste’ gags, ironic reversals and allu-
sions to popular American cinema, But above all it is
primarily about pleasure, the pleasure of non-serious cre-
ation and collective work. In fact, Breton — described by
Duchamp as‘a man of the generation of 1920 not entirely
free from notions of quality, composition and beauty of
material’** — had already rebuked Picabia earlicr in the
same year for his association with the Swedish Ballet,™
But Robert Deésnos, trying to keep open the links between
Dada and Surrealism, greeted Enir'acte enthusiastically,
praising its speed, primitivism (recalling early Lumigre
and Pathé films) and its iconoclastic celebration of *life’
over death.*®

Man Ray's second film, Emak Bakia, was financed by a
wealthy patron in 1927 and includes both an amplification
of Le Rerour d la Raison and a teasing play with narrative
conventions, Towards the end there is a title: *The Reasan
for this Extravagance’. But no explanation follows,
instead a nonsense sequence of pseudo-narrative frus-
trates the audience even more. Emak Hakiu is undoub-
tedly Man Ray's most successful film and closest to the
idea of a Dada cinema that refuses recuperation. Yet Man
Ray has recorded the lack of enthusiasm among the Sur-
realists at their first viewing, and it seems likely that they
regarded the film as a dangerous concession to the Impre-
ssionist avant-garde.

Man Ray's subsequent two films do not belong within
Dada but rather within the history of diffused Surrcalism,
L Erpile de Mer, conceived as a ‘cinépoéme’, and based on
a poem by Desnos, employs distortions of image and nar-
rative ellipsis in a manner not unlike the later Epstein of
La Glace a trois faces. Similarly, Les Mysiéres du Chiteau
de Diés has little obvious connection with Dada. Financed
by the Vicomte de Moailles, who offered the use of his
modernist house at Hyeres (designed by Mallet-Stevens),
it wses @ motif provided by Mallarmé's *Un coup de dés
Jamais n'abolira le hasard’ (A throw of the dice can never
abolish chance) to link otherwise unrelated, though taste-
ful, images of the Vicomte and his houseguests at play.
Once again Man Ray came close to the ‘sophistication” of
the Impressionists, If it points to the danger of modernism
becoming merely modish, it is worth remembering that
Man Ray subsequently declined the Vicomte's offer to
finance a full-length film — on grounds of idleness —
leaving Bunuel and Cocteau free to take up the offer. The
results were L'Age d'Or and Le Sang d'un Poéte.

In speaking of the *transition’ of Dada to Surrealism it is
important to stress that Surrealism was not primarily —
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certainly not initially — a movement in the visual arts. lts
founders were writers, mainly poets, and their distinetive
position was only developed over a period of time as they
attracted new recruits and engapged with the art world and
the political context of the mid-twenties. Their vehement
repudiation of all avant-gardes was based on a polemical
comtempt for bourgeois art and a corresponding hatred of
purist aesthetics. In the case of cinema they instinctively
attacked the Impressionist avant-garde and, in opposition,
devised an alternative pantheon, including maverick Hol-
lywood (Stroheim), popular French cinema (Feuillade),
crazy comedy (Keaton) and, in 1928, the start of a spec-
ifically Surrealist cinema with Un Chien Andalou. Along
the way to this Surrealist cinema, they launched a charac-
teristically sexist attack on Germaine Dulac for her
alleged travesty and ‘femimsation’ of Artaud's scenario,
La Coguille er fe Clergyvman, while maintaining a virulent
campaign of abuse against Cocteau, largely based on his
homosexuality

Yet it would be pointless to deny that the impact of
Surrealism has been pervasive and, in many respects,
progressive. The Surrealists effectively re-defined the
scope of avant-garde activity, giving it a political and a
psychoanalytic dimension.*® Yet the immediate effect of
the Surrealist counter-avant-garde was a repression of
modernist work in favour of neo-romantic, primitivist and
eclectic activity, In the cinema, they sought to tap the
‘unconscious’ of the popular cinema; but from Un Chien
Andalou onwards, Surrealism began to construct its own
model of avant-garde cinema, based upon procedures of
subversion, rupture and the dysfunction of dominant nar-
rative cinema. At a later stage this phase of Surrealist
practice became, in its turn, a model for avant-garde
cinema in the United States — although influenced by
Cocteau as much as by Bunuel.

In the final analysis, Surrealism destroyed one con-
ception of avant-garde activity and irrevocably altered the
terms on which any future avant-garde would emerge.
When present day apologists for Surrealism argue for the
movement's distinctness from other contemporary
avant-garde currents, they are ignoring the extent to
which Surrealism has imposed its programme on all sub-
sequent avant-gardes. As a result of the Surrealist approp-
riation of the history of avant-garde activity, there is an
obligation to reassess all received histories of the avant-
garde. There is also an urgent need to study the semiotic
impact of Surrealist aesthetics: in terms of intertextuality,
the place of the unconscious in the production and reading
of art, and the location of the modermist text in a social
and political arena.” The legacy of Surrealism is too
important to be left in the hands of latter-day surrealists.
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Eisenstein, Vertov and the Formal Film

Peter Weibel

‘I do not believe in things, I believe only in their relation-
ships' (Georges Brague)

If, as according to Wilhelm von Humboldt, a central prob-
lem in linguistics is “the connection between sound and
meaning', one could paraphrase and say that in terms of
the study of film-language precisely every co-ordination
of image and image — and since the sound-film, of sound
too — i a central problem, made all the more acute in
that cinematographic images seem to belong much more
to the realm of ‘things’ than to the realm of ‘signs’. A
guitar on the cinema screen s automatically accorded
much less right to free formal transformation than, for
example, on a Cubist canvas. *“The word as such” of the
Russian Futurist poets, Marinetti's *Word in Freedom',
the indepe visual signs of Malevich, already existed when
filmic images were still bound up with objects. The dual
nature of the (linguistic) sign. anchored between signatum
and denotatum, has clouded the discussion of film lan-
guage. For it is precisely in the case of film that one can
state that alongside signs {whose function is to describe
things). there are also things which can be used as signs. ' It
is precisely that (optical and acoustic) thing, which is
transformed into a sign, that constitutes the material
specific to the cinema.' The Russian Formalists Tynianoy
and Jakobson showed how every phenomenon in the
waorld is transformed on the screen into a sign (just as the
sign is the material of all art). One can immediately
observe the inadequacy of comtemporary discussions of
rcalism: does the cinema operate with things or with
signs?

The semiotic status of cinematographic principles was
stressed by Kuleshov: A shot must be treated like a sign,
like a letter’. It is to Kuleshov that we owe the famous
experiment whereby one and the same shot assumed dif-
ferent meanings according to its co-ordination with differ-
ent preceding and succeeding shots. Meaning is produced
not by the so-called real expression on a face, since the
same face could assume different meanings, but by differ-
ent syntactical connections. It was Vertov who, of all the
Russian film-makers, most clearly recognised these con-
nections between signans, signatum, and denotatum and
i5, in the case of both his films and his writings, of direct
and remarkable significance for the formal film. A stupid
and naive political interpretation and flawed formal read-
ings’ have led to a situation where Vertov's true achieve-
ment in terms of the development of cinematography
remains undiscovered, and the date of the beginnings of
the development of formal film has been retarded®. The

decisive step forward from Eisenstein’s montage theory
can be located in Vertov's theory of frame-sequence
(1929) when he speaks of ‘organising elements of film
(frames) into a sequence (phrase)’.

Eisenstein’s montage theory is more literary and theat-
rical than is usually realised. The expression “montage’
itself comes directly from the theatre. In issue Mo, 3 of the
journal Lef (1923), Eisenstein published the sum total of
his theatrical experience under the title “Montage of
Autractions’, the theory of an aggressive theatre mixing
and assembling together different “realities’ (fiction and
actuality) and media (film and theatre). Out of the con-
cept of ‘mise-en-scéne’, “an interrelation between people
in action’, he produced the concept, *mise-en-cadre’, "the
pictorial compositon of mutually dependent frames into a
montage sequence’. These “transitions from frame to
frame’ appeared 1o Eisenstein "as a logical way out from
the threat of the dead end of mise-en-scéne’. They were
filmic concepts, scen as a further development {and solu-
tion) of theatrical theories, whose first outcome is the
‘parallel montage' in Sirike (1924-5). Eisenstein assem-
bles his shots and scenes according to the model of the
literary metaphor and acknowledges his source in
Flaubert!. With the help of dissolves, he presents
analogies between spies and animals such as an owl, a fox
and a monkey. The factory-owner contentedly squeezes a
lemon — cut to a police-horse threatening a striking
worker. In the famous scene where Eisensiein edits the
shooting of the strikers in parallel with the slaughter of an
ox. he has spoken of a "plastic figure of speech which
comes close to the verbal image " Bloody cemetery” . To
the notion of *parallel montage’, he adds in 1923 the
notion of the *montage of oppositions’, regarding this as a
more visual concept, citing as examples "graphic conflict.
conflict between planes, volumes, the conflict between
light-tones, conflict in tempo, ... etc.’ (e.g. the Odessa
Steps sequence in Bamleship Potemkin). Conventional
film language, he wrote, s all too “characterised by the
exaggerated use of tropes and primitive metaphors, in the
formation of simple concepts as a process of contrast
(montage of oppositions). With “dialectical montage' (cf.
October (1927)) montage becomes “a means of speech, a
method of unfolding thoughts through the particular form
of film language and of filmic expression’. * The individual
parts of what is represented’ should be ‘unified inio a
generalised picture’ (the unity of opposites conforming to
an ideology). For example a sleeping, awakening, and
standing lion are assembled into a lion starting to its feet,
or the physical demeanour of Kerensky with China figures
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of Napoleon, religious figures, inter-titles, etc. Whilst
Eisenstein is in general only refining carlier methods, his
conception of montage for the first time embraces all ele-
ments of the film-work, so that the film as a whole is
structured and composed as a montage-image. Where in
earlier films only two or, possibly, three elements (scenes,
images, sound) are related to each other, charging each
other mutually with meaning, here the idea is born —
even if not fully worked out — of relating all the parts of a
film to each other. The most cinematographic method
suggested, and the most complex technically, is
‘polyphonic montage’, which realises in small part this
concept since it operates in terms of the perpetual altera-
tion of the relationships between the individual element
and the displacements of meaning which result from them.
The rain procession in (fd and New"(The General Line)
(1928/9) 15 a precise example. To a defined sequence of
shots now are added, former shots recur, three or four are
repeated, achieving a self-displacing system of inter-
dependencies. Eisenstein for the first time attains the goal
which he set himself, viz. *a weaving together of human
being and environment following the principle of the Cub-
ists” (cf. Brague's epigram at the head of this essay). If one
were able to characterise parallel montage abstractly it
would be something like this: AA° AA" AA" ... (an
alternation of similarity), and the montage of oppositions
thus: ABABAR . .. (a succession of opposites), then one
could characterise polyphonic montage something like
this: ABABCACABACADABCBACBDABCD ... (a
sequence of recurring and new elements, with changing
relationships among them), that is to say, the meaning of
the images is defined through their relationships with one
another. Together with the idea of structuring film
through montage as a whole this is the essential fruit of
Eisenstein's five years of development between 1924 and
1929, The literary-theatrical point of departure did not
recognise (or rather repeated) the problem, of how the
film-maker should articulate meanings. Montage operated
with shots which were rooted in objective thinking, with
the image as episode.* The decisive shift came when Ver-
tov radically deepened the concept of montage, in terms
of a concentration wpon individual frames, instead of con-
centration on the interrelation between the camera's sub-
ject and the shot sequences.

Vertov's Film Writing

The fragmentation of space and time, of objects and
actions, through close-ups, medium shots, long-shots, ete.
and through editing belong 1o the earliest purely
cinematographic techniques, and with a few additions they
still have currency in present-day narrative cinema, for
they are basic methods of changing things into signs. *The
King owes close-ups and the rapid succession of images to
the mise-en-scéne of the American Pinkerton film." Ver-
tov who, unlike Eisenstein, was less interested in the
theatrical aspects of film-making saw *the psychological as
a hindrance 1o a close association with the machine’, " The
Poetry of Machines' was his goal, and film was the finest
of machines. In 1922 in the We Manifesto he wrote: ' From
time to time we exclude the object “human being” from
the shots in a film . . . {and) we discover the souls of the
machines.” Hence in terms of his art he searched for “the
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essential element of its techmgue’, and spoke of “film
duration, the type of movement, the system of co-
ordination in the image-track, etc.’ He formulated an
axiom of the formal film: *The material — the artistic
clements of motwon — are the intervals (the transition
from one movement o another), but not motion iself.
They (the intervals) also dircct the action towards a kine-
tic resolution. The organisation of motion is the organisa-
tion of its elements, that is to say of the intervals within a
phrase. The work is constructed on the basis of the
phrascs, just as the phrase is also constructed out of the
intervals in the movement’. It is uncanny that he defines
so precisely that it is not the frame, but the interval bet-
ween (wo frames which is the important element of the
articulation of meaning. The grouping of such units of
meaning (of such units of articulation), forms a phrase.
Vertov has turned aside from the most fundamental illu-
sion of film, the illusion of movement, and has forged
ahead with the notion of the pure matenahty of film,
thereby conclusively defining certain semantic problems.
In 19353 he wrote in his journal® A quite different task
confronts you, if the subject is complex and if you can only
use individual frames for its construction which, ranged
alongside each other, are no more than letters of the
alphabet. You must form words out of the letters, phrases
out of the words, and articles, sketches and poems, and so
on out of the phrases. This is no longer montage, but film
writing! This s the art of writing with film-frames. Here
we encounter a high form of the organisation of film-
material. The frames come together into an organic inter-
relation, are united under the same conditions, form a
collective body, laying bare an overflow of energy’.

This “quest for the Kinogram® occurred not only “in the
interests of creating a film alphabet, but 1o show reality™.
Vertov poses the problem (and good artists are invariably
posers and solvers of problems) “how can one so cul up, so
arrange, s0 combine individual pieces of truth, that every
sentence assembled, and the work as a whole, shows us
the truth? The guestion is not only one of the theory of
the articulation of meanings, but also concerns the truth of
this meaning. The assembled frames should make truthful
statements about reality. Thus he denies actors, hides his
camera, negates mise-en-seéne, He wants the pure and
unmanipulated factual. This vearning for the factual
howewver, is in conflict with film-writing. While Vertov
continually stresses the mechanisms of the film machine.
the analytic operation through the montage of intervals, in
a word the sign-character of cinematographic images. he
continues to believe that it s possible to photograph life in
the raw, and not to alter reality when he comes across it
with his camera. *We leave the film studio for life, that
maglstrom of colliding phenemena when everything is real
<. You enter the whirlpool with your movie camera, and
life goes . .. You must adapt yourself so that your work
does not interfere with others.” This profound contradic-
tion is also evident in Vertov's own chosen terms for his
films: ‘poetic documentary’. For poetry distinguishes
itself, for example. from novels or deseriptive prose in that
it focuses attention upon the verbal medium, the inherent
laws of language itself. As in prose where verbal techni-
yues recede into the background in favour of the content.
50 in documentary film-makers aim to present reality
unaffected by the mechanisms of the techique of represen-
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tation. Yet without manifestly admitting to it, Vertov
always gave poetry pre-eminence. Simple phenomenolog-
ical observation would not release the truth about reality.
In this respect he had to call his wruth ‘Kino-Truth’
i Kinopravda), namely truth presented through the means
of film technique, through means of montage, and of the
intervals between frames and so on. His truth took shape
not through mere shooting, but through the specific pro-
cesses of the medium. Moreover he himself knows that
reality does not simply consist of the visible. It s only the
alliance of poetry and analysis which articulates reality.
That is why, as he puts it: ‘Mayakovsky is the Kina-Eve
{Kinoglas). He sees, the eye does not see.’ Put another
way: observed reality alone does not constitute images of
truth, without the intervention of the Kino-Eye, the *real-
ity of the medium’, which se¢s more. For a contemporary
observer, many of Vertov's so-called truths seem to reflect
not the reality of the times but their ideology and the
processes and operations by which he sought to articulate
his *truths’.

Vertov's *media reality” is the 'dictatorship of the fact,
which has been adopted as the dictatorship of the sign, so
that frequently object and sign, the factual, and the formal
coincide. In the Lenin Kinopravda (1925) ‘a metre of
black leader’ is edited in before the funeral procession of
the people at Lenin's grave. The death of Lenin was pre-
pared by trick-shots in the style of the absolute film (ani-
mated abstract figures, etc.). A clear exemplification of
the fact that Vertov does not represent reality, but con-
structs an image of reality with the help of the film
medium, can be seen from the fact that the same shots
appear with different meanings in different films. A train
on which negroes are perched serves in one episode of
Kinopravda as an illustration of colonial domination. The
same shot in One Sicth of the Earch (1926) stands for the
friendly international relations of the Soviet Union, ete. It
i5 not for nothing that this recalls the Kuleshov experi-
ment. If Wertov were indeed concerned with the factual,
s0 to speak, authenticity of shots, cach shot could only
have a constant and defined historical meaning. But
clearly Vertov uses the shot like words, and as these
assume new meanings in connection with each oher his
shots become a variable (symbol). They are the alphabet
of film language, with which he produces numerous mes-
sages. In this he shuns no technical process. For instance, a
printing technique demonstrates the power and might of
the working class: at the top of an image split in two can
be seen a worker with a hammer, below, the summit of a
maountain, so that the impression is produced of a gigantic
man hammering on the globe of the earth; in The Eleventh
1927-8, through a montage of closely spaced explosions
the impression is given of a ‘permanemt explosion’.
Equally distant from reality are also scenes in Three Songs
for Lenin (1934) showing Eskimos gazing longingly at the
sea; the spectator finally discovers that they been waiting
for the steamer with the record ‘Lenin himself .

All these contradictions only arise if one considers Ver-
tov's film from the two perspectives which he himself
proposed, the factual and the filmogram. These contradic-
tions are however of an ideological nature, and disappear
if one leaves aside Vertov's political aspirations and con-
centrates on Vertow's working practice. Then, one can see
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that in each passage from thing to sign, which as we have
seen is the nature of film, his point of departure was not
‘reality’ but the material of film. By analysis of individual
frames of the given and created film material, according to
various parameters such as type and direction of move-
ment, speed, tonal value, etc, he explored all possible
semantic aspects and constructed from them his intended
communication on the subject of ‘reality’. He created a
reality which only existed in the medium, a ‘media reality’
clearly different from the perceptible world. In that he
repeatedly introduced the operative elements of film —
such as camera, lens, cameramen, etc. — into the image
itself, or showed the film on the editing bench and as
film-within-film in the cinema (Man with a Movie Camera
1929), he wanted not only to demonstrate the material
and constructed nature of film, but also the reality con-
structed by it. If in the beginning he still hoped that *his
work did not interfere with others’, he now shows how the
camera alters reality: workers approach in the foreground
with a barrow, suddenly they are walking to the side. In
the next shot we see why, the man with the movie camera
was lying on the ground, and the workers moved to avoid
him. Or one sees a lens, which is turned until it goes out of
focus, then one sees weeds which go out of focus. The
apparatus of representation is not without influence upon
the object being represented, the link between signans
and signatum is not accidental, it influences the
denotatum. Those self-reflective film-sequences, whose
relevance s perhaps only being understood today, show
how the thoughts and attitudes of an interpreter are influ-
enced by an artistically constructed articulated meaning.
The consideration of reality or the medium (its material
and construction) is also a reflection upon the construc-
tion of every other reality.

In his second masterpiece, The Donbass Symphony
(19307, Vertov put into practice his theory of the *Radio
Ear® (analogous to the Kino-Eye), developed since his last
Kinopravda episode, the Radio-Kinopravda (1925). By
applying the same procedures which he had developed
from his frame-sequences, to sound-sequences which he
composed  synchronously or contrapuntally with the
image-sequences, he obtained complete sound-image
sequences. He created a complete sound-image alphabet,
in which both sounds and the manupulation of the frame
determined the sense of a filmic unit. Vertov's working
notes as published here (and not generally known)
demonstrate how he anticipated, exactly, the methods and
procedures of serial or structural film, and how far he
distanced himself from the documentary aesthetic he had
once postulated. An acquaintance with the levels of for-
mal film already reached by Vertov leads to an under-
standing of the experiments made in the last 15 years by a
younger generation, who have researched much deeper
into the material nature of film and its components, and
have explored more fully the differences between percep-
tibile reality and media reality (or rather, its intrinsic laws,
in the process of abandoning the syntactic level of the
separation between signans, signatum, and denotatum in
favour of a semantic and pragmatic level). Many worthless
polemics and ideological stances could have been avoided
if film critics and makers had clearly understood Vertov's
lesson. By creating a film language, that is to say a possi-
bility of articulating meaning in a manner specific to film,



~fereby the truth-content of the messages may seem
-abious in contrast to the validity of the language created
— VWertov belongs among the essential founders and
~nampions of the formal film — and that is what is essen-
».al about him.

Cranslated by Phillip Drummond
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The Other Avant-gardes

Deke Dusinberre

As one casts back, again, over the history of formal
experimentation in film, the international scope of that
activity during the 1920s and "30s assumes increasing sig-
nificance. The broadly international and eclectic nature of
the ‘avant-garde’ is often obscured by a tendency to
restrict attention to the artistic capitals of France, Ger-
many, and the Soviet Union; the less-well documented
activity of film-makers elsewhere thus slips through the
ragged net of history, along with an understanding of the
unifying role played by the ‘progressive aspiration” which
subtended most formal innovation. The progressive aspi-
ration that the cinema would actively participate in the
desperately-needed renovation of the world (and not
accept relegation to either the art museums or the enter-
tainment palaces) obviously varied in degree and goal
(from reformast to revolutionary) as well as formal
strategy but nevertheless lent a spirit of unity among those
who anticipated a progressive intervention from the
cinema. A brief look at the film activity in countries like
England, Poland, the Netherlands and Belgium, will rein-
force the international aspect of formal experimentation
and will point to parallels between the differing
approaches labelled as ‘absolute’. ‘cubist’, ‘surrealist’,
even “documentary’ film. A major factor in the historical
oversight of this work is, of course, the capriciousness of
print preservation; very few of the films exist. What does
exist is the written documentation on the films, and our
view of history will subsequently be inflected through the
criticism and theory rather than the films themselves. This
is mot as great a misrepresentation as might first appear,
since in many cases the theory about new forms in film
preceded or even substituted (in difficult production situa-
tions) for the films themselves.

In England during that period, for example, radical
formal experiment was championed by several small
periodicals, which in turn cultivated a small but active
group of film-makers, who were subsequently owver-
whelmed (historically) by the documentary movement
fostered by John Grierson.' The initial focal point for
avant-garde film activity was the film review Close-Up,
which commenced publication in July 1927 under the
editorship of Kenneth Macpherson and Winifred Bryher.
Edited from London and from Switzerland, Close-Up
immediately acquired international reputation and, in
conjunction with the exhibition work of The Film Society,
established London as the site of an intellectual approach
to film form. Close-up concentrated its film criticism on
assaults on Hollywood *mediocrity’ and support for UFA
and Soviet "art’ films, occasionally covering what it

described as “cine-poems’ as well as documenting the
work of the well-known French surrealists and the less-
organised activities of independents hike the Belgians
Charles Dekeukeleire and Gussy Lauwson and major
individual figures like Eggeling, Richter, Ruttmann, and
Lye. It also noted the formation of avant-garde produc-
tion groups like "MNeo-films' in Paris (under Cavalcanti)
and ‘' Excentric Films® in America (Herman Weinberg and
Robert van Rosen). The magazine similarly encouraged
the production of cine-poems and abstract films in Eng-
land, such as the poet HD.'s attempt to make the 'first
free verse [film] poem’, Wing Beat, in 1927. It is unclear
whether the film was ever completed; the lack of any trace
of the film today and of any review of it at the time have
led me to assume that it was not. However, Oswell Blakes-
ton, a film-maker and critic associated with Close-Up,
recollected in an interview® that the film was in fact
finished and that Close- Up’s subsequent silence was due
to an obscure embarrassment, either between H.D. and
Macpherson or over the film itself. At any rate, no other
record of the film's completion or screening has yet come
to light. Blakeston himself had more success and made [
Do Like to Be Beside the Seaside (1927), with H.I}. and
others as players, as something of a spoof on the pretenti-
ousness of “intellectual’ film criticism. Described by a con-
temporary reviewer as ‘... a brilliant and amusing com-
mentary on the technical devices of many well-known
producers of films' (Dulac, Man Ray, Leni, Dreyer, and
Eisenstein  are subsequently cited), it was contrived
around *an airy thread of story” involving a typist;* Blakes-
ton advises that the only print of it was destroyed by fire
during the second world war. Blakeston also worked
closely with the photographer Francis Bruguicre, and in
1930 the two completed Light Rhythms. a totally abstract
film. *Pure’ in conception, the five-minute film represents
a radical statement in film aesthetics, *. .. in which the
material consisted of static designs in cut paper over which
various intensities of light were moved. The appeal of the
film lay in the changing light values, which were revealed
by the cut paper patterns. A look at the graphic “score’
detailing the light movements reveals five sections or
‘movements’, each with six sequences; the symmetry and
dynamism ¢voke the patterned structures of Eggeling or
perhaps Richter, while stills suggest a more complex sur-
face of light and shadow than is offered in either Diagonal
Symphony or the Rhythmus series.* In addition, the musi-
cal score by Jack Elit, who was later to work with Len
Lye, was composed to enhance the sensation of progres-
sion and permutation.
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This was successful enough to enable them to find a
sponsor, the Empire Marketing Board, for their next film,
completed in 1931, Entirely abstract and again involving
the movement of light and shapes, the short film ¢ventu-
ally delivered a lettered message: ‘Empire Buyers are
Empire Builders' Blakeston defended the advertising
efficacy of such an approach with the comment that
through such abstraction ‘the screen (was) used as the
ultimate nerve end.’ He also optimistically assessed the
ereative and economic potential for film-makers: *. . . an
experimental approach can only be found in the new pos-
sibility of the advertising film. Indeed, the advertising film
provides an economic basis for all pioneer work at the
moment.'*

Yetitis Len Lye who is generally credited with demons-
trating the feasibility of formal experimentation in an
advertising context when he convinced Grierson to use his
masterful Colour Box as a GPO promotional film in 1935.
It too was an abstract film which concluded with a lettered
message (‘use parcel post’), but in Colowr Box Lye
painted in colours directly on to the film-strip rather than
animating images photographically frame-by-frame. The
result was an immediacy and freshness of rhythm and col-
our and permultation which awarded the film its deserved
reputation as one of the finest avant-garde films of the
1930s. Lye went on to explore colour and animation tech-
nigues in nine films completed before the war, most of
them under the auspices of the GPO Film Unit (Lye's very
first film, Tusalava, a straightforward animation of
*aboriginal shapes', had been completed by 1929 with film
stock contributed by members of The Film Society) but
several of them for commercial sponsors, such as Birth of
a Robot (1936, Shell-Mex) and Colowr Flight (1937,
Imperial Airways). Lye has carned his reputation as a
significant avant-garde film-maker on the strength of films
like Rainbow Dance (1936) and Trade Taroo (1937) and
on his attitude to the expressive qualities of colour, which
prefigured much of the personal American cinema of the
"40% and " 50s (e.g., Lye wrote in the mid-"30s, with only a
little irony: "I myself am not a technician and designate
myself as a colour playboy intent on my contact with real-
ity to supply it with a mental aphrodisiac just for the sake
of what happens ... the subtleties of mind content
invested in beauty.’™). But it should be stressed that Lye
and his fellow-animator at the GPO, Norman McLaren,
were by no means the first or only film-makers working in
this area. Their association with the GPO meant that the
films were more widely distributed and exhibited, that
their films would be preserved by a state institution, and
that they would inevitably figure in histories of the GPO
Film Unit itself, thus contributing to the misleading
impression that they were the only radical formal
innovators in England in the 1930s.

Meanwhile, Close-Up's editor, Kenneth Macpherson,
had completed two films Monkey's Moon (1928) and the
ambitious psychoanalytic drama Borderfine (1930)
neither of them wvery successful in terms of critical
response. In its own critical activity, the magazine became
increasingly devoted to the work of European directors
lured to Hollywood in the early " 30s, and its sympathy for
the avant-garde waned accordingly. Close-Up folded at
the end of 1933, but not before its role as the “voice of the
avant-garde' had been usurped in the spring of that year
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with the publication of Fifmt by B. Vivian Braun. With the
next issue, the gquarterly became Film Art and continued
publication, somewhat irregularly, into 1937, While under
Braun's direction, Film Art’s masthead proclaimed itself
as the ‘international review of advance-guard cinema’.
The magazine's tenure is perhaps most notable for its
efforts to co-ordinate production and exhibition with the
criticism it offered. Braun, like Macpherson, understood
that critical intervention was only part of his role in the
avant-garde and he completed several films, one of which,
Beyond This Open Road, was screened by The Film Soci-
ety in November 1934, Made with Irene Nicholson, then
an assistant editor of Film Arr, it was a ‘symphonic treat-
ment of the open air'. The programme notes to The Film
Society performance offer a laconic description of the
film's production: “This silent film was made in thirtcen
days and shot with a hand camera. The director was given
waste material amounting in all to 1500 feet, out of which
in the final cutting emerged 1000 feet of completed pic-
ture.” The production is credited to the *Film Art Group’
which announced itself at that point as the 'First Cinema
Unit for the production of Specialist Films' and 18 months
later histed five films for distribution (three credited
Braun, with Bevond This Open Road distributed in a
sound verson). Additional films were made under the
magazine's aegis, such as Nicholson's Ephemeral, a
seven-minute “film poem of light and passing time’, and a
mathematically abstract film by Robert Fairthorne (also a
film theorist) and Brian Salt designed to visually demons-
trate the equation of its title, X+X=0

In the mid-"30s, then, there was still a high level of
energy surrounding avant-garde film, which yielded some
solid accomplishments. Unfortunately, some of this
energy was siphoned off into personal disputes; Nicholson
assumed the editorship of Film Art in 1936 when Braun
left to launch the rival New Cinema and amimosity bet-
ween the two camps is evident. New Cinema published
only one issue, and Film Arf ceased publication in 1937,
Nevertheless, by that date there had been references in
these magazines to 20 avant-garde films made by 12
film-makers owuiside the aegis of the GPO Film Unit.
Although it is impossible to assess the merits of this work
(almost none of the films is extant) it is obvious that the
situation in England was healthier and far richer than is
generally acknowledged, particularly when one adds the
commercial and GPO sponsored film of Lye and McLa-
ren.

It should be stressed here that the GPO did not pose a
threat to the avant-garde in the '30s, nor was it perceived
as an antagonist. Quite the contrary. The Film Unit was
on the upswing during those years, and the opportunity to
work with a relative degree of freedom in form and con-
tent attracted a wide range of artists (Jennings, Cold-
stream, Britten, Auden) who shared the aspiration for
progressive social intervention through the cinema. Arti-
cles in Close-Up, Film Art, and New Cinema cited the
work of the Film Unit as exemplary, and attempted to
incorporate certain films into the avant-garde canon by
stressing the experimental nature of certain techniques
within the ‘documentary’ tradition, such as the use of
sound in Coalface. The critical goal of the avant-garde
apologists was to establish the need for a new visual and
aural language in order for the cinema to fulfil its progres-

sive potential. This attitude waned, however, and the Film
Unit style became more exclusively ‘realistic’ in an
unproblematic and transparent way. Those interested in
formal experimentation were subsequently relegated to
the margins of history; Lye and McLaren were accommo-
dated as eccentric insiders, and the outsiders were simply
forgotten. That disappearance from history was facilitated
by thé fact that avant-garde film-makers in London in the
'30s had no other base or context — the absence of an
intimate relationship withe other fine arts is striking. In
sharp contrast o the situation in Paris, for instance, mod-
ernist artists in London felt little allegiance to the cinema.
The *Unit One' group comprising some of Britain's more
important artists: Barbara Hepworth, Ben Nicholson,
Henry Moore, Edward Wadsworth, Paul Mash, Frances
Hodgkins, and Edward Burra, was committed to the
‘expression of a truly contemporary spirit’ but does not
appear to have considered cinema as part of that contem-
porary spirit. The English avant-garde cinema of the "30s
simply remained outside of the modernist movement in
fine arts, and was cventually banished by the ‘realist’
aspect of the documentary film movement.

In Poland, on the other hand, avant-garde film-making
during the 19205 and "30s was closely identificd with sev-
cral fine art groups and activities. In his article on ‘The
Mascence of the Polish Experimental Film®, Janusz Zag-
rodski clearly establishes the connection between con-
structivist aesthetics and the development of an avant-
garde film culture. *The constructivists' conception of a
work of art is an expression of the latest attainments of
contemporary science and technique opened up arcas as
yet inaccessible to artists. The painters and sculptors who
contributed dynamic and kinetic forms to art . . . saw in
film a way to tackle many problems which had been consi-
dered insoluble.’® Mieczyslaw Szezuka, a member of the
constructivist group “Blok’, tested this theory early in
1924 when he elaborated an abstract film concerned with
shifting relationships between hand-drawn geometrical
shapes and lines. The extant designs for the film show the
strong influence of German Bauhaus aesthetics in general,
and of Wiking Eggeling's work in particular. Szcruka
would have learned of these developments from art
periodicals of the time, and in December of 1924 pub-
lished his own scenario in the magazine Blok, which reads,
in part: ‘Movement as a change in place: the coming and
going, but not changing, of geometrical forms. The
dynamics of forms: reduction or enlargement of forms,
transformations of forms, the disintegration or construe-
tion of forms.” Szezuka began another film in 1925 enti-
tled He Killed, You Killed, I Killed in which typographical
signs (letters and words) were juxtaposed and recombined
in graphic presentation to produce a series of changing
meanings and experiences. The film unfortunately
remained incomplete at Szezuka’s untimely death in 1927.

The ‘Praesens’ group, based in Warsaw and composed
of painters, sculptors, and architects, also promoted prog-
ressive ideas in film form by organising occasional screen-
ings, publishing statements on film in their monthly
periodical, and most concretely through the work of a
young architectural student associated with the group,
Stefan Themerson. With Franciszka Themerson he made
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Franciszka and 5tefan Themerson Ewropa 1932
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The Pharmacy in 1930, in which they developed an ani-
mation technique to mimic the effect of photograms. A
camera was fixed to a stand below a piece of glass covered
with tracing paper, above which were several moveable
light sources. Objects placed on the paper would register
the outline of their shape when seen (and photographed)
from below; that outline could of course be manipulated
in an infinite variety of ways through manipulation of the
lighting. Filmed images recorded thus and projected in
negative looked very much like photograms, and The
Pharmacy was a short film which utilised apothecary's
objects to produce abstract images projected both in posi-
tive and negative. Following some experiments in photo-
montage, the Themersons made a film version of Anatol
Sterm’s anti-war poem ‘Europa’ in 1932 This was very
well received at its premiére screening in a programime
organised by 'Praesens on 22 Januwary 1933, which also
included films by Hans Richter and Joris Ivens. The 12-
minute Ewropa, which was unfortunately lost during the
war, apparently combined the best elements of photomon-
tage and cinemontage, offering vivid images in shifting
tempos and siriking contrasts to construct a portrait of
Euwrope, obsessed with consumption and violence, heading
toward destruction.

Another avant-garde film had a successful reception
that vear, in Cracow. Jalu Kurek, editor of the periodical
Linia ("Line') which was loosely affiliated with an avani-
garde association of poets, painters and sculptors known
as “a.r., made the abstract R (Obliczenia Rhtmiczne =
Rhythmic Calculations) in which two apparently unre-
lated visual sequences were forged into a unity through
uniform rhythm and complementary composition. Mean-
while, the art editor of Linia. Kosimierz Podsadecks,
organised the Studio of Polish Avant-garde Film in
Cracow in 1932 with a colleague named Janusz Brzeski.
Significantly, Brzeski and Podsadecki had orgamised the
influential exhibition of avani-garde photography in
Cracow in March 1931, which included work by Man Ray,
Moholy-Magy. and Hans Richier. Podsadecki and Brzeski
produced their own photomontages, attracted perhaps by
the fact that photomontage technigues in addition to their
status as a transition between a static image and cinematic
montage sugeested a link between the formalist strategies
of the constructivist movement and the contextual con-
cerns of the surrealist movement. It is conceivable that
their film Sefen (concrete’ in German) also attempted to
link those concerns; while the film reportedly used an
actor (Podsadecki himself) to present an image of *human
alienation amidst the technology of the city,” Podsadecki's
theoretical writing stressed the abstract aspect of the pure
moving image and his article entitled *We Need the Abs-
tract Film' discussed the need for a new vision of the
ubject.

Somewhat surprisingly, the Themersons (then in War-
saw) do not recall having been aware of the activities in
Cracow; that, and the absence of any further film work in
Cracow, suggests that its impact was rather localised. The
Themersons, however, did continue to make films in addi-
tion 1o their other work with photomontage, painting
{Franciszka), and litcrature (Stefan). In 1935 they were
commissioned to make a short film for a glass manufac-
turer, which -resulted in Musfcal Momenr, involving
dynamic montage of photogram-like images of glassware,



The same year saw the production of a film financed by a
government social services agency on the topic of electn-
cal safety, titled Short Circudt. The increased possibilities
of film-making through sponsorship led to he founding of
the Polish Film-makers’ Co-operative by the Themersons
in 1935, The fourteen members of the Co-op were avail-
able 1o assist one another in various aspects of any given
film project, and included individuals like the composer
Lutoslawski as well as committed film-makers like Alex-
ander Ford. In an effort to promote distribution of their
wark, the Co-op was affiliated with the major short film
distribution service in Poland, but “philosophical differ-
ences’ mitigated against effective support from the dis-
tribution agency and the film-makers were generally too
busy to handle distribution themselves.

In 1936, the Themersons travelled to London and Paris.
In London they met Moholy-Nagy and were impressed by
his Black-White-Grey, and were also introduced to the
work of the GPO by Grierson himself. They returned to
Warsaw with a programme of films from London (and
another from Paris) comprised of Moholy's film plus four
Grierson-produced films (Song of Cevlon, Night Mail,
Coalface, and Colowr Box.) The Themersons published
two issues of a magazine The Artistic Film to coincide with
those screcnings in 1937, In addition to articles on the
films in the programmes, The Artistic Film contained local
film-making news and information on the Co-operative.
The Themersons meanwhile produced another film, The
Adventure of a Good Citizen, a farce involving citizens
who insist on “walking backwards’ (instead of marching
forward). Asked about the relationship between the for-
mal concerns of their films and political attitudes of that
period, Stefan Themerson recently commented that they
considered that ‘new forms were revolutionary” and that
they thus concentrated primarily on a formal interrogation
of the medium. Clearly, though, there was some correla-
tion between a progressive aspiration and formal innova-
tion, and it is interesting to note that the radical formalist
Szezuka was a member of the Polish Communist Party,
and that the Co-operative included progressive documen-
tary film-makers like Alexander Ford, who made
documentaries on the neglected ‘boat people’ of the Vis-
tula and on the Spanish Civil War. But the outbreak of the
second world war obviously ended artistic experiment in
Poland; the Co-op dispersed. The Themersons, who had
moved to the more stimulating environment of Paris in
1938, managed to emigrate to London (where they still
reside) and completed two more films {Calling Mr. Smith,
1943, and The Eye, The Ear, 1945) under the auspices of
the Polish Film Unit.

In light of the progressive aspiration for cinema which
prevailed among film-makers and theoreticians in the
19205 and " 30s, it is worth reviewing some activities which
might be considered marginal to an avant-garde film tradi-
tion. The painter and theoretician of neo-plasticism, Theo
van Doesburg, for example, never made a film of his own,
but he argued strongly for the production of such films in
the Netherlands. In the early "20s, van Doesburg prom-
oted the idea of abstract film through his influential
periodical De Stijl, discussing the work of Richter and
Eggeling in ‘overcoming the static nature of painting
through the dynamism of film techniques’ and even sug-
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gested that “as Germany is too poor to exploit this form of
art commercially, another country (Holland's strong cur-
rency makes it the right one) must industrially, and there-
fore financially, make possible a Bayreuth of the new film
culture.™ It was also van Doesburg who declared that film
of the future would offer “the artistic solution of the static
and dynamic’, that polarity which so occupied the neo-
plasticists and the constructivists. If the prophecy of a
cinematic Bayreuth in the Netherlands now appears
endearingly naive, it does reflect the scope of van Does-
burg’s ambition for neo-plasticism. It was to be an interna-
tional art movement which sought to establish “elementary
and universally intelligible principles of visual art’ based
on the fundamental propertics of the square and the plane
and which would *accept the consequences of modern; this
means finding practical solutions to universal problems. "

By 1929, van Doesburg felt that abstraction on a two-
dimensional screen was no longer a positive solution to
the aesthetic problems posed by the anema. He stated
that the “pure’ creative film entailed: ‘light-movement-
space-time-shadow.” The stress was on space and, dismis-
sing the flat canvases of Richter and Eggeling, van Does-
burg urged that the entire projection space be incorpo-
rated into the film experience. 'Film as a pure work of art
will be based upon infinitely finer spatial sensitivity,
Instead of a painterly setting, an architectural one will first
be necessary. The newly mastered medium will make
possible a new light-architecture, bringing forth dimen-
sions hitherto unsuspected. . .. From this it follows that
the spectator space will become part of the film space.’"!
Van Doesburg’s three-dimensional cinema was not real-
ised at the time (although it was related as he acknow-
ledged to the light and shadow play experiments at the
Bauhaus and elsewhere) but it is a strikingly accurate pre-
diction of much of the work of the international *expanded
cinema’ events of the 1960s and “70s. Moholy Nagy was
another theoretician who urged the expansion of cinema-
tic experience into what he termed *poly-cinema’, which
entailed multi-projection of abstract or representational
(even narrative) images onto irregular projection surfaces
which would spatially interact 1o form a synaesthetic
experience. Moholy argued that poly-cinema paralleled
the intense poly-sensory expericnce of modern urban life
and that the conjunction of these sounds and images
should be incorporated into a creative dynamic.”? Menno
van ter Braak, another important Dutch film theorist who
published a book on The Absolute Film in 1931, had
envisaged a similar role for the cinema when he stated in
‘Cinema Militans’ that, ‘whereas the pseudo-film began
with the film actor, the dishonest potentate, the cinéastes,
the apostles of independent film are reaching out to mute
nature in its elemental form, photographing inanimate
objects, throwing themselves on cranes, towns, bridges,
onto slowly bursting buds.""?

Elemental abstraction from nature and civilisation is a
fair description of the carly work of Dutch cineaste Joris
Ivens, whose first three films The Bridge (1928), Rain
(1929), and Industrial Symphony (1931) claimed as
immediate forebears the films of Ruttmann, Richter, and
Eggeling, which Ivens had seen at the progressive ‘Film-
liga® (‘Film league') in Amsterdam.' Ivens' images are
drawn from natural and industrial life, but are presented
with a strong emphasis on abstract patterns, bold composi-
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tion and movement, and the effects of light and shadow.
Because Ivens later gained fame through the realism of his
socialist documentaries, his early formal innovation tends
to be overlooked. But that early work is not as irrelevant
as might first appear, and it should certainly not be dismis-
sed as juvenile experimentation. For these films reflect the
advanced thinking of their time in their search for a new
language in which to formulate the progressive potential
of the medium. A congruent trajectory can be traced over
the work of the Belgian documentansts Henn Stork and
Charles Dekeukeleire. Dekeukeleire's films are not well
known outside of his own country, but he was one of the
pioneers of Belgian cinema, obliged 1o develop and print
as well as shoot his early films. The first, Combar de Boxe
(1927}, has been described as a *lyric poem to the glory of
sport’ and incorporated negative and positive montage
sequences throughout the dramatically edited boxing
duel. The following year he made Impatience, in which
associative editing s used to contrast the expenence of
speed (motorcycles) with sexual desire. And Flamme
Blanche (1928), a report on the Flemish demonstrations
at Dikmude, revealed his admiration for Vertov's *Kino-
Eve’ composition and montage.'* Similarly, the composi-
tion and editing of Storck’s films of that period fmages
D' Ostende (1928) and Une Idylle a la Plage (193 1) can be
scen within the tradition of formal innovation which
sought an intensely visual, uniquely cinematic language.
That search was pursued: that tradition extended, in dif-
ferent directions by the "absolute” film-makers, but what
emerges is the broad international scope of that search
and its common inspiration the ‘signature’ of the 1920s
and early *30s in the hope for a progressive role for the
cinema.
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Non-objective Film: the Second Generation

by William Moritz

Whelly non-objective film work has received little sen-
sitive appreciation or detailed critical attention, probably
because of the difficulty in establishing a viable verbal
lamguage to describe the multitude of colour, forms and
textures, juxtapositions, movements and gestures which
make up the very essence of these films, Even the names
commonly used for the genre each have their drawbacks
(" abstract’ implies incorrectly that the imagery is imitated
and refined from some ‘representational’ source, ‘non-
ohjective’ seems to embroil one in the tawtology of defin-
ing ‘subjective’ and ‘objective’, etc). We badly need an
extensive critical history of non-objective film, including 2
verbal-visual glossary linking hundreds of stills from the
films with precise descriptive terms. But until such a work
has been produced, I will of necessity fill my following
discussion of non-objective film {occasionally using *abs-
tract’ for stylistic variation) with critical and deseriptive
vocabulary derived from painting, dance, poetry and
music, without meaning to imply that the film-maker
under discussion was imitating those sister arts, or would
even approve of having such terms borrowed and applied
to the work.

One is always tempted, when trying to impose some
order or shape on the sizeable literature of non-objective
films, to establish the surviving works of pioneer film-
makers of the 20s as rdle-models for the directions in later
film-making. Among the dangers of this approach are: (1)
that it supports the guestionable custom of honouring
primacy, (2) that it tends to gloss over the essential primi-
tiveness of much of the pioneer work, (3) that it suggests
and maintains connections or influences where none may
have existed historically, and (4) that it tends to confuse
rather than clarify some essential aesthetic issues by sup-
plying similar rationale or structure to what may be only
superficially similar visual effects.

Hans Richter, that Pope of Prolepsis, is responsible for
stressing the value of primacy, seeking, 1 suspect, to give
his own films some importance beyond their intrinsic
merits by continually citing (and by adding titles to the
films themselves) early dates (not elearly certified by con-
temporary documents) for his own films, while men-
tioning later dates (which can be proved by contemporary
documents 1o be considerably oo late) for the films of his
‘rivals’, notably Ruttmann and Fischinger. His claims are
in vain for several reasons, In no case did Richter make
the first abstract film, as the idea had been in the air for at
least a decade before it reached Richter, Not counting the
pure abstract ‘reels’ for zoétropes, praxinoscopes and
other *philosophical toys' from the previous century, or

the ‘colour organ’ tradition (discussed elsewhere in this
catalogue), we know that the Futurist Italians Armaldo
Ginna and Bruno Corra produced half-a-dozen colour
non-objective films between 1910 and 1912, apparently
by painting directly on the film material, and separately
Hans Stoltenberg in Germany also made a hand-painted
abstraction in 1911 and wrote a complex theoretical text
(published in 1920) about the aesthetics of his exper-
iments. We know that painters like Kandinsky and
Malevich, and painter-musician Schonberg made con-
siderable plans for experimental’abstract films but were
unable to realize them technologically, and Russian
painter Leopold Survage, a darling of the Cubist painter
set in Paris, actually prepared, between 1912 and 1914,
more than 100 beautiful sequential color drawings, but
despite publicity by Cendrars and Apollinaire, was unable
to get the backing to have them photographed.

All of this serves to focus on yet another related prob-
lem: preservation and distribution of films. That we have
only fragmentary black-and-white silent prints of
Ruttmann’s originally hand-coloured films which had
musical accompaniment must not hinder our appraisal of
Ruttmann's achievement — and screenings and prints of
his films should be prefaced by a notice admitting that the
currently known prints may not even contain excerpts
from three different films at all since the various sources
for the fragments are equivocal, and what we see now are
certainly not like the original, substantially longer films
Ruttmann showed in the 20s. That there are no prints in
general distribution of the lovely abstract films of Henri
Chomette and Germaine Dulac, nor any surviving prints
of Eggeling’s Horizontal- Vertical Orchesira or Ruttmann’s
Opus | or the early stereo cxperiments of Marcel
Duchamp or Henri Stork’s first hand-painted abstract
films must not let us forget their pioneer achievements.

On the other hand, the primitiveness of many of the
early abstract films, while understandable, is too often
ignored. Ruttmann's (pus fragments, even in their
depleted condition, are brilliantly executed and essentially
cinematic in conception, but were it not for Eggeling's
visual intelligence, Diagonal Symphony would be hope-
lessly boring. The primitiveness of Richter's Rhyvifm
film(s}) is too often mistaken for minimalism (something
not found elsewhere in Richter's painting or theories) and
the roughness of execution, which must be excused
beforehand in order to wateh the film(s) at all, seems to
de-sensitize us and mask the fact that this film dedicated
to rhythm is actually erratic, un-rhythmic, and badly
organized.'
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In any case, Richier's achievement in his Rhythm exper-
iments must be evaluated dispassionately, treating the film
as a pure art object in its own right, free from propaganda
about primacy and free from the soundtracks added later,
On these grounds Richter's films seem far less satisfactory
than those of Eggeling and Ruttmann.

I am now able to pursue an analogy between the
pioncers and the abstract film-makers of later generations
with an awareness of the inherent problems, and hopefully
arrive at an enriched understanding of the unique and
varied achievements of each artist,

Ruttmann's Opus films, to judge by surviving fragments,
express a dynamic, romantic unfolding of pictorial non-
objective drama. The fragments labelled as Opus [ and
Crpus [T (but perhaps from the same film) are painted on
glass (with the exception of one brief shot of a three-
dimensional model mentioned later) which allows them
great organic fluidity, while Opus IV seems made primar-
ily with cut-outs and drawn hard-edged images that pro-
duce sharp, Op-art effects.

Ruttmann is continually aware of the screen both as a
shallow pictorial surface like a canvas, and as the illusory
space of representational conflict. He causes the frame
edge to contract and pulsate, and often outlines his image
with a rectangular dark border reminiscent of a picture
frame, so that the viewer is kept conscious of the pro-
jection as a vehicle. He further plays with the viewer's
reflexive sensitivity in such scenes as the sequence in Cpus
11 in which a cluster of circles, without changing through
animation, seem to pulsate slightly backwards and for-
wards, implyving a change of the projection mechanism or
the viewer's perspective on a static object; but then sud-
denly the circles yield 1o a vivid animated transformation
which reinforces the first questioning, as does a later ‘mus-
ical’ repetition of the whole sequence. In another reflexive
scenc (from Opees (1) the multi-layered image shows ver-
tical dark bars surrounded by obviously drawn semi-
circular forms that seem to slide up and down the sides of
the bars while ‘behind’ this action the density of the
luminosity changes as if some distant doors were being
opened and closed; then suddenly we see a similar image
{three vertical bars with protruding circular shapes) but
derived from photographed three-dimensional forms (a
stick with a kaolin coil twisted around it) in clear contrast
to the *flat’ forms surrounding it.

Ruttmann plays with a full range of optical ambiguities
— from planning the painted animation steps of a shrink-
ing phallic shape so that it implies a tunnel behind the
figure, to using in-set sub-screens, to the brilliant Op-art
effects of Qpus [V in which expanding horizontals imply
twisting Venetian blinds, and the flickering shapes pro-
duce eolour afier-images on their edges, and positive/
negative mattling presses the role of the film-maker as
manipulator into the fore.,

Ruttmann formulates his graphic artistry into a con-
tinuum based on analogies with music and drama. The
gestures of his figures — gliding, pulsing, dripping, swel-
ling, flickering, etc. — occur in sequences and rhythms
that rival the organic complexity and disciplined textural

il

Walter Ruttmann: Opus [ 1920-24




variety of symphonic orchestral music, with themes and
‘melodies’ repeating and changing in variations of speed
and density; with harmony and counterpoint of shape
[and perhaps even colour in the original). The figures,
though non-objective (except for the insct wave image
which is of questionable position in relationship to the
Ipus films), seem to enact conflicts and crises, amorous
rapports and adventurous transformations — for example,
the glowing, rounded sensuous shapes erotically cradling
and penetrating and erecting themselves are clearly
attacked by the opague black squared and pointed shapes
that jut in from the top of the frame and drive them out
the bottom. But Ruttmann's drama seems never literary
or referential, but rather exploratory in a *science fiction’
realm where waves can flow up-hill.

Of all the early non-objective films, Ruttmann’s have
the clearest lineage of direct influence, although his films,
even in their currently-known fragmentary and inau-
thentic (a5 to colour and music) state, were generally
unavailable, The ‘medium’ for the transmission of
Ruttmann's achievement was his younger compatriot,
Oskar Fischinger, who was so impressed by Ruttmann’s
Opus 1 that he immediately set about making his own
abstract films. Of all the early pioneers, Fischinger alone
pursued non-objective film-making until the post-
World-War-11 period, and since he emigrated to America
in 1936, he brought the living force of abstraction to a
younger gencration that included the Whitney brothers,
Jordan Belson and Harry Smith.

Though certainly never a pupil or co-worker of
Ruttmann's (as Richter claims), Fischinger chose to
develop many of the themes and styles implied by
Ruttmanm's pus films. Fischinger loved to work with
rich, intricate images, and used his fascination with techmni-
cal innovation to produce, in dozens of different ani-
mation media, some forty films in which the articulation of
imagery and dynamics is remarkably fluid and complex.
Like Ruttmann, Fischinger treated the screen alternately
as a flat, canvas-like surface and as an arena for magical
illusion. Like Ruttmann, Fischinger chose painting, music
and drama as his triple aesthetic role models, mixing the
three together to form very enjovable and abidingly suc-
cessful theatrical entertainments.

One of the new elements we find in Fischinger's films
(though since Ruttmann animated sequences for
Wegener's feature Lebende Buddhas, perhaps not entirely
new) is a continuing interest in eastern mysticism and
western hermetic thought — something Fischinger shared
with Kupka, Kandinsky, Mondrian and other non-
objective painters. From at least the late 20s, Fischinger
focused the romantic drama in his compositions on mys-
tical, contemplative, and speculative-scientific icons,
transforming Ruttmann's erotic interchanges into Tantric
encounters, and filling his best films (e.g Stdy No. 6,
Liebesspiel, Komposition in Blau, Radio Dynamics, and
Motion Painting) with non-objective suggestions of galax-
ies, comets and rockets, cells and atom splitting, and man-
dalas, vin-yang swirls and third-eye images.

Fischinger began to use tight synchronization between
his visuals and musical soundtracks as a helpful analogy
for audiences who, in the 20s and 30s, were still somewhat
astonished by and antagonistic towards abstraet art. Fis-
chinger never intended to illustrate music, but rather

hoped that the viewer, reminded that music is really abs-
tract “noise” with a 1000-vear artistic tradition behind it,
would more easily be able to relate to his graphics, Unfor-
tunately the plan backfired, and his films became widely
misinterpreted as illustrations of music. While his silent
films (including Liebesspiel and Radio Dynamics) were
never screened publicly in later years, his pop-classical
shorts played frequently and became identified with the
sort of kitsch culture of Disney's Famtasio and Mary Ellen
Bute's Radie City Music Hall novelties. The younger gen-
eration of West Coast American film-makers, while
deeply impressed by Fischinger's visual and technical mas-
tery, was offended by his soundtracks and hence over-
looked the mystical wisdom discussed in his films. Iron-
ically, the best three film-makers of this group, James
Whitney, Jordan Belson and Harry Smith, are all deeply
mystical themselves, and each privately re-discovered
much of the spiritual territory Fischinger had already
explored.

The closest to Fischinger of these younger artists is Jor-
dan Belson, who turned from non-objective painting to
film-making after seeing Fischinger's films at the Art in
Cinema festival at the San Francisco Museum of Art in
1946, In those years, Belson, living in North Beach near
City Lights Bookshop, was part of the exciting movement
publicized as the Beat Generation — full of Dizzy Gil-
lespie’s jarz, marijuana and Zen Buddhism, Belson's early
films exhibited an extraordinary foie de vivee as well as
considerable technical ingenuity and the exquisite sense of
colour, form and movement that also distinguishes his
later films.

To take two examples from these carly films, Bop
Scotch consists of single-frame images of objects on ordi-
nary sidewalks, but photographed so carcfully in such a
well-planned sequence that the objects seem to assume
living form, moving and flowing into one another (which
foreshadows Hirsh's Defernse d'Afficher and Conner's
Looking for Mushrooms), something that strongly sug-
gests the Buddhist respect for the spiritual identity of all
matter, but which could easily be accepted as a McLaren-
like romp. Raga consists of beautiful, complex patterns
which were painted on scrolls and planned in such a way
that while the scroll was unrolled and drawn past a
kaleidoscope in real time, the circular multiplication of the
image by the mirrors created an ever-metamorphosing
mandala. Again, ¢ven though this film exhibits a wide
range of astonishing and spiritually moving images
(including quick disappearances of images to produce lin-
gering after-images, and bi-directional movement of cir-
cles both imploding and exploding at the same time ). Bel-
son felt that the basic kaleidoscope technigue was too
obvious, and tended to make the film appreciable as a
technical rather than spiritual phenomenon. It ook con-
siderable courage and artistic integrity for Belson to with-
draw these films from circulation.

In the late 505, he collaborated with the electronic com-
poser Henry Jacobs to produce the Vortex Concerts at
Morrison Planetarium in San Francisco — a prototype for
later light-show work. Jacobs arranged electronic scores
by wvarious composers, and Belson prepared multi-
projector non-objective visuals using filmed materials by
James Whitney, Hy Hirsh and himself. The experience of
these light-shows, coupled with his growing spiritual devo-

61



tion and mastery, caused Belson to withdraw his early
films from circulation (because they imperfectly expressed
his spiritual ideas, he felt), and to go into seclusion while
he perfected a new non-animation, real-time system for
image production (including grids, reflections, re-
photography and other light-show devices), and a new
expertise with recording equipment that allowed him to
compose his own electronic scores for his films. Starting
with Alffures (1961), Belson began producing his Great
Work, a series of films, continuing to the present, which
establishes a personal audio-visual language — a goal that
Eggeling and Fischinger had already longed for; but
though Fischinger laid his personal stamp upon certain
visual elements like the comet-crescent and the concentric
circle alignment, no other non-objective film-maker has
successfully developed an articulate non-verbal language
to the extent or complexity of Belson.

The first ten films of his series function as definitions
and expositions of certain phenomena, experiences and
concepts — largely focused on mystical-spiritual and
speculative-scientific issues (like Fischinger, but entircly
independent of him).? In his most recent two films, Cycles
and Music of the Spheres, Belson has begun to discuss and
interbreed his ideas — using, for example, a brief clip
from Light to signify perceptual phenomena or light-
energy transmission, a bit of Chakra to signify some point
in raising consciousness through kundalini yoga, a glimpse
of Samadhi for ecstasy, ete. — but blending them together
in new combinations, mixing them with new imagery
(sometimes live-action shots modulated through video
mix or optical printing) to produce completely fresh
insights. Cyeles is dominated by a recurrent ‘new’ image of
liquid matter swirling very slowly with one "drop’ or parti-
cle breaking away and rising from the main body (con-
comitantly suggesting a yin-vang icon). Every time it
redurs, this cycle is given a different visual quality and is
matted with other information (including signifier “quotes’
from the preceding members of the series). Gradually it
vields an invocation of the four elements of classical
alchemy — earth, air, water and fire — cach with a charac-
teristic texture (¢.g. square grid for earth, etc.) and each
evolving into a mixture or blend with the next through
integrative imagery (e.g.. a circle of sky-divers = carth
through air, and later, by juxtaposition with the circle/sun
icon, = earth through air and water making fire, etc).
Having attempted to describe Belson's films, it should be
admitted that one characteristic of a non-verbal language,
of course, is that it can express and discuss things which
cannot easily, or at all, be expressed in words, and indeed
one of Belson's professed motivations for making non-
objective films i5 o transcribe and communicate mystic
visions and states of consciousness he has experienced in
his spiritual exercises and cannot communicate otherwise.

Belson uses every cinematic device — sound and visual
— to portray his concepts, and he manages to charge each
device with undeniable and special meaning. Allures, for
example, is structured in three parts, an opening optical
invocation (in which a series of visual ambiguities and
illusions *exercise’ the eyes and visual processing center of
the brain, cf. the bodily exercises of yoga), a sequence of
hard-edged Fischinger-like animations (accompanied by
echoes of nostalgic music from the European cultural
heritage) which serves as an ‘earthly’ preface to the

dynamic energies and electronic sounds of the main body
of futuristic, nuclear-cosmic imagery. Within this struc-
ture, Belson weaves a network of visual phenomena which
refer back and forth to each other. The after-images from
streaking figures or colour flickers — including the black
circle described by the rolling, shrinking bar (which itself
flickers appealingly in movement through a *hitch' in our
persistence of vision, the very foundation of cinematic
illusion) become part of a network of positive/negative
space/time phenomena — for which the meaning, like the
‘unreal fluorescent colours in the off-on flickering disc,
are spontaneously generated in the mind of the viewer.
Belson manages to integrate even the black silent’ [in
Cage's sense] spaces between his wvisual phrases, with
dwindling after-images that lead to reflexive contempla-
tion of the viewer/self as instrument vs. performer; and he
interrupts some of Allures” most sentient moments with
raw reminders of the nature of the film's material process
— like the seratch into the film emulsion which appears
(wittily accompanied by a giggle from the pop surfing song
Wipe Out) during the black section that divorces the
exercise-preface from the second, ‘earthly’ sequence,
which in tum is echoed by a rough break in the film's
negative during the most intense activity near the film's
end, thus, like the cracks in raku pottery, keeping us from
surrendering to the ease of formulated surface beauty.
Harry Smith, who shared the San Francisco Beat Gen-
eration and Art in Cinema background with Belson, also
developed, separately from Fischinger and Belson, a mys-
tical bent which manifested itself in a series of seven non-
objective films;, however, Smith's are quite distinct from
Fischinger's, Belson's and James Whitney's in a number of
basic ways. Smith is intensely involved with magic,
alchemy and kabbala, and in the spirit of the Great Work,
made his first films by painting and dyeing directly on the
film surface (cf. Len Lye, discussed elsewhere in this
catalogue) with remarkable intricacy and multi-layered
conglomerations of shapes and colours that indeed seem
like alchemical meldings. In his first film* Smith uses some
guasi-representational jcons that recall the erotic and
Tantric images of Ruttmann and Fischinger. The other six
films are purely geometnical. Film No. 2 and Film No. 3
are vivid batiks (colour applied directly to the film strip, but
with tape, oil and wax used to layer and direct the patiern
of the colours) with circular mandalas, intersecting grids
and bars, and triangle-wedges piercing through the frame.
The richness and unique textured variety of colour, and the
complexity of animation design (truly frame by frame) is
dazzling — more dramatic than anything Len Lye or
Morman McLaren have done in similar paint-on-film
technique — and rivals Fischinger’s intricate animation in
films like Composition in Blue, Allegretto, Optical Poem
and Radie Dynamics for which Fischinger used layers of
cel paintings and complicated 3-D objects. Smith's Film
Neo. 4, in black-and-white, was made by moving the
hand-held camera (this was the era of gestural abstrac-
tion) around static light sources (lamps and windows) to
produce a sensation of their flying about in a void — very
much like Fischinger's black-and-white Studies in result if
ot in mode of composition, and foreshadowing Marie
Menken's and Stan Brakhage's experiments with hand-
held camera in later decades. Film No. 5 (titled specifi-
cally *Homage to Oskar Fischinger', and the only one of
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Smith's abstractions still titled) combines colour footage
similar to Film No. 4 with animated circles like those in
Fischinger's Kreise. Film No. 6 was shot in anaglyphic
stereo, the red and green colours signifying ending and
beginning in alchemical lore (cf. Duchamp's Moustiques
Domestique Demistock), and is similar to Film No. 7,
which containg very intricate, multi-layered images re-
photographed by repeated rear-screen projection to build
up elaborate constructs reminiscent of Kandinsky's later
geometric paintings, moving in a vibrant, organic, truly
symphonic interlacing.

Smith exploits few of the optical-kinetic devices used by
Fischinger and Belson (and the Whitney brothers), but
rather relies on the overt painterly gualities of his imag-
ery, much like Ruttmann in his Opus 2 and Opus 3 or,
more directly, like Fischinger in his Morion Painting.
However, Smith gains a reflexive perspective in the
hand-drawn films by their very raw, non-photographed
look (cf. Man Ray), and in Film Ne. 7, one of the master-
picces of non-objective cinema, the soft luminescence of
the re-photographed images reminds us continually that
we are watching a movie of a movie, like reflections in
parallel mirrors, opening the aggressively flat screen into a
conceptual infinity.

Apparently Smith composed his non-objective films
with no specific music in mind (although he was frequently
inspired by Dizzy Gillespie's jazz), as pure visual ‘music’
with certain rthythms and phrasings inherent in the flow of
imagery. He encourages people to play any compatible
music along with the films, a freedom Hy Hirsh also plan-
ned for some of his abstract movies. This casual, aleatory
approach to soundtrack seems entirely appropriate to
Smith's rough, vigorous hand-made imagery, as well as his
gestural camera work; however, one must demand silence
if not some music as intricate and bewitching as the glow-
ing wveil of illusion Smith makes out of the re-
photographed material in his last non-objective films.

After Film No. 7, Smith launched a second series of
seven films, this time largely representational, surrealistic
collages (cf. Max Ernst and Larry Jordan) dealing overtly
with Buddhist and alchemical imagery. Looking at these
delicate, precious, precisely symbolic cut-out films, clearly
made with thousands of hours of purposefully directed,
ritualisticly controlled work, we are not only impressed
with their wonderful, bizarre ceremony, but also reminded
of the incredible looseness and visionary spontaneity of
his earlier abstractions which surely required the same
amount of labour to produce, but which seem by tompari-
son like the impulsive and joyous sketches of an ecstatic
revelation — wvery different from Belson's majestic
(though no less joyous) vision.

1L

The romantic* expansiveness of the Ruttmann tradition
finds its parallel in the rigorous, classical films of Viking
Eggeling and his successors, Though Eggeling's first film,
Horizontal-Vertical Orchestra seems lost, we can judge
from the surviving scroll drawings that it must have been
substantially similar in concept to Diagonal Symphony,
which, as I mentioned earlier, seems basically remarkably
un-cingmatic. While oriental scrolls with their flowing
landscapes and sprawling adventure stories perhaps



approximate a long pan shot in film, implying a travelling
viewer who wanders through an unfelding episode. the
sequential images Egpeling [and Richter] drew on his
scrolls usually imply only minor changes in essentially sta-
tic objects — more like the viewer touring a one-man
show of serial graphics.

In Eggeling's work, the *drama’ — the conflict of radi-
cally different elements and dynamic change — dear to
Buttmann and his tradition, seems almost entirely absent.
Eggeling chooses only painting and music for his aesthetic
rile-models, and instead of the passionate Romantic sym-
phonic music of Ruttmann, Fischinger and Belson, or the
catchy organic jazz of Fischinger and Smith, or even the
measurcd Barogue music of some of Fischinger, Eggeling
obviously favored the restrained (albeit adventurous) and
logical modern nec-classicism of Busoni and Stravinsky,
or perhaps the rigorous atonal music and nascent 12-tone
waorks of Schonberg and his Viennese school which were
creating riots at Berlin performances during Eggeling's
time.

In Diagonal Symphony we see on the screen a few given
shapes, each of which performs basically only one gesture
— either an expansion/contraction or an incremental reve-
lation, sometimes with substitution or alternation of simi-
lar parts, almost like Déco neon light displays. Within this
spare given, Eggeling fashions a fascimating and pro-
digious event. The forms consist of compound, repetitive
elements which function like chords in music — a comb-
like object has three, then five, then seven ‘teeth’; an
aggregate of graduated curvilinear shapes appear and dis-
appear (or rather are disclosed and concealed) one by
one, Choral pairs of “combs’ and *harps’ grow and shrink
in size, perfectly coordinated so that they imply an
exchange of energy or a recession/approach in intensicy,
not just as in illusionistic visual perspective (for the static,
centered image-field tends to remain firmly a pictorial
surface) but as a sforzando or diminuendo in sound. Para-
llel forms and repetitive gestures suggest harmonies and
rhythms, while the reversals and inversions of shapes
recall musical variations, and the relative size and com-
plexity of shapes implies alteration in musical volume,
tone colour, and orchestral texture, But this musical anal-
oy remains merely an analogy. Eggeling’s image is abso-
lutely and uncompromisingly a flat, framed, non-
representational drawing which rejects and defies any
musical accompaniment. It exists and performs austerely
{but gloriously) in its own right, not referring to anything
else, not even the cinematic process which seems almost
incidentally its vehicle.

One wonders what kind of further films Eggeling might
have made had he lived longer. Perhaps we can speculate
by reference to some of the film-makers who seem to have
taken parallel paths 1o Eggeling's,

It seems likely that Oskar Fischinger's carliest films, the
Wax Experiments and Orgelstabe, were conceived as series
since half-a-dozen different versions of each survives, and
certainly the 16 films in his later black-and-white Studies
group constitute a formal series, each one tackling a
slightly different visual issue (e.g., Studic No. 7 illusion of
deep pictorial space, Siudie No. 9 streaking afterimages,
Liehesspiel the eye movement of the viewer in rela-
tionship to the frame-edge, etc.) while the basic imagery
and format remains largely the same. Fischinger also

John and James Whitney Five Absiract Filen Exercises 1943-44



planned to make a full series of colour Lichtonzert films
(of which Komposition in blau was the first, and perhaps
Ar Optical Poem can be seen as a second), and a full
series of Motion Paiming films. Fischinger may have
derived this idea from Eggeling (whom he idolized as
much as Ruttmann) since it seems basically antithetical to
his own effusive and droll personality. Perhaps, then,
Eggeling might (like Mondrian in painting or Belson and
James Whitney in film) bhave simply continued his
Horizonml-Vertical Orchestra and Diagonal Symphony
series with other films (Lateral Trio, Imploding Rondo, or
whatever) in a similarly rigorous and austere musico-
pictonal vein.

The Whitney brothers, growing up in Pasadena, a sub-
urb of Los Angeles, were attracted to Fischinger's visual
inventiveness but rejected on theoretical grounds (like
Harry Smith) his use of specific known music (which
automatically suggests subservient illustration) and his
reliance on traditional animation which regquires an
enormous gap of time between conception and realization
of work and finally seems too dependent on traditional
painting as opposed to cinematic potential.

Their series of Five Fifm Exercises (1943-4) successfully
overcame all these problems while producing, perhaps
because of this aesthetic caution, one of the most radically
original audio-visual mamifestations ever devised, John's
interest in music, especially the influence of Schinberg
(who was then resident in Los Angeles) and James' inter-
est in graphics combined to formulate a serial com-
position, in the tradition of Eggeling's and Fischinger's
series, with each Exercive offering a subtle new variation
on the same basic materials. The sounds were composed
with an elaborate pendulum mechanism invented espe-
cially to ‘write’ out in a controlled fashion synthetic
sounds, which we now have come to recognize as elec-
tronic music, but which at that time, before the perfection
of recording tape, seemed revolutionary and shocking,
The visual images were equally astounding, for they
recorded, for the first time, pure direct light (regulated,
formed and transformed by mattes and masks) rather than
the reflected light usually photographed from drawings or
other objects. The visual imagery is as rigorous and
refined as Eggeling's, but considerably more dynamic and
cinematically conceived, with large, hard-edged simple
geometric shapes gliding in and out of focus, flickering,
modulating one into another, clustering in layers and over-
lapping to add their glowing, neon-like colours together.
Every inch of the screen is planned as part of a field of
action, and each gesture or motion choreographed for a
specific optical effect and a specific structural trope. The
visual composition, like serial music, is constructed of
themes and variations, inversions and clusters, but the
nature of the optical phenomena — flickers, alternating
figures and reversing colour balances etc. allows unex-
pected (for the viewer!) subtleties and dynamies, so that a
shrinking object may once evoke a deep-space perspective
and a few moments later aggressively refuse to be per-
ceived as anything but a shape decreasing in size on a flat
pictorial surface, The soundirack 15 equally and similarly
complex and subtle, while the rapport between music and
visual image is marvelously involved and continually intri-
guing — sometimes pulling inte precise synchronization
and other times interacting in dramatic counterpoint.

After this monumental masterpiece (recognized by a
major prize in the first Brussels Experimental Film Com-
petition, 1949), the two brothers began working sepa-
rately, John pursued his interest in music and technology
through, among other things, a series of films made in
real-time photography of calligraphic gestures through
layers of coloured oil (the same oil-wipe technique
employed by Hy Hirsh in his Chasye dey Touches) to pre-
cise synchronization with jazz and classical music. Then he
took up imporiant pioneer experimentation with com-
puter graphics. John finds in the computer an instrument
through which he can relatively quickly compose more
complicated imagery than he could easily execute by
hand, and in his later films — Osaka, the Mawriv series,
and Arabesgue — he has explored theoretical musical and
mathematic issues like harmonics and the relationship
between certain architectonic, ornamental motifs and the
gestures or transformations implied by their variations (cf.
Fischinger's Studie No. {1 and Ornament Sound),

One of John's best films, Mareix {1, is a pure loop,
beginning and ending with the same image — a black-
and-white scene of tiny “circles’ (later seen to be the tops
of hexagonal cylinders) circulating around a Lissajous-
curve loop-circuit (the matrix). John makes this matrix-
circuit play a major rble in the film by the after-image
streaks of the moving figures. The first scene after the
titles shows white hexagons of graduated sizes circulating
arpund the matrix, but now the diversity in dimensions
and over-lapping of the hexagons creates an M. C.
Escher-like illusion of constantly changing structures full
of improbable corners and perspective liaisons. In later
sequences, triangles and ribbon-like alignments of parallel
vertical lines perform around the same matrix, cach creat-
ing an entirely different sensation of movement and an
individeal type of harmonic configuration — e.g., the
triangles appear to change size or recede as they move and
overlap to form illesionistic harmonic pyramids, while the
‘ribbons' of lines seem to ‘drip’ and surge like water as
they move. Each primary geometric shape — circle/point,
line, square, and triangle — functions like a variation on
the given matrix theme, and at some points John uses long
dissolves to emphasize the arbitrariness of the variation.
Each sequence is seen first in black-and-white, and then in
one or more primary colours which act as non-decorative
elements in a variation and thus serve to heighten our
contemplation of the theoretical issues involved. The
soundtrack music by Terry Riley, though somewhat [usher
in orchestral texture than the corresponding purist visual
imagery might imply, is based on a comparable principle
of looped constituent units and guasi-aleatory harmonics
s0 it provides a suitable meditative background.

James has spent the 34 years since the Film Evercives
working on only five films: Yamrra, Lapis, and a recent
trilogy, Owija (an introductory invocation-logo, related to
the OQuroboros in the earlier films), Wu Ming, a iilm which
is nearly complete at the time of this writing (Spring
1979), and a third film which is completely designed but
not yet in active production, Throughout these films,
James has maintained the exacting discipline visible in
Eggeling and promised by the Film Exercises, while at the
same lime managing to incorporate some of the ravishing
sensuousness associated with Fischinger, Belson and
Smith, which makes his ceuvee perhaps the supreme
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achievement of this genre of film-making.

Like Fischinger, Belson and Smith, James is deeply
involved with mystical, spiritual and speculative-scientific
issugs. For Yanrea and Lupis, he reduced the basic mat-
erials of the films to the dot and the pure colour frame —
the smallest (and largest) unit of perception in pure graph-
ics, but also the aether of HindwBuddhist and alchemical
theory, Cut of these minimal building blocks, he carefully
constructs some of the most splendid and awesome but
transcendentally reflexively involving of sequences.

“Yanira” means “machine” in Sanskrit, and though usu-
ally implying a meditational aid (like a mandala, rosary or
praver wheel) may also refer o the Great Cosmic
Machine — the clemental manifestations of energy which
fragments, coalesces and seemingly differentiates to pro-
duce the illusion of our visible world, James' film answers
to both these criteria, for it induces and aids a meditation
on the nature of reality and the generation of matter —
which can as well be contemplated in a scientific
framework as fertilization/cell-division or nuclear fission
and fusion, or in the alchemical context as the boiling up
of the elements in the Grail. Or — and this is crucial — as
a purely aesthetic visual communication divorced from
any extrinsic knowledge,

The repeated accelerating flickers between black and
white or solid colour frames photo-kinetically induce an
alpha meditative state. Into the climax of these generative
alternations of spectral opposites, the dots enter and enact
movements which are as carefully ‘choreographed’ in the
sense of purely visual ‘music’ as had been the imagery in
the Film Exercises, including variations, inversions, har-
monic and contrapuntal balances and imbalances, etc. The
screen-is scrupulously sustained as a flat expository sur-
face, and a reflexive consciousness of the film material
process is maintained by the use of flickers, transparent/
white backgrounds, scratches, and solarized, step-printed
episodes, in which the hand-wrought, irregular textures
also recall both James® expertise as a raku potter and the
alchemical processes of transmuting elements, in this case
the coloured chemicals of the film emulsion by the *solar’
fire.

Similarly Lapis, meaning ‘stone’ in Latin, refers to the
Philosopher's Stone or transmutation medium in
alchemy, and is ideclogically related to Jung's discussion
of the individuation process. But no knowledge of these
outside frames of reference is necessary to appreciate the
intricate and resplendent imagery. Again the film fune-
tions perfectly in purely aesthetic terms. The imagery is
completely, conscientiously devoted to centric, circular
patterns (like yantra-mandalas) and the film itself suggests
a cyclical structure, beginning and ending with transparent
white screen surface onto which the dots converge and
from which they disperse, while vigorous flickers between
pure red and green frames herald the opening union of
particles into a pattern/illusion and the closing division of
the pattern into parallel manifestations, implying, like the
repeated Ouroboros logo, a continuing reoccurrence of
the phenomenon. The red and green colours (associated
with beginning and ending in alchemy, cf. Smith's Fifm
Mo, 6a) and the colors in general are precisely controlled
as a factor of meaning in the film. Parallel rasters of dot
patterns in varying colours are superimposed in many
scenes to create, in a divisionist fashion, the effective or



composite colour sensation of the sequence. Other scenes
unfold in related (complementary, approximate, etc.)
‘pure” colours which tease the mind/eve as to their iden-
tity, or in parallel patterns of complementary colours
which refuse to blend (e.g. orange and green). However,
in some scenes James even manages to superimpose red
and green dots to yield the purplish puce colour (associ-
ated with the union of positive/negative yin'yang to pro-
duce fresh vigour, royal'power, occult wisdom, ete. in
Hermetic thought) which appears as a pure hue in some
other scenes, Another ‘effective’ colour frequently used in
the film is the celestial blue, which is carefully planned to
endure throughout a long sequence so that when it sud-
denly vanishes to black, the red/green lotus wheel seems
to float in a field of radiant (union/vigour) magenta
because of the after-image from retinal exhaustion.

This positive-negative colour afterimage relates directly
to the central theme of the film, in which most gestures
and manifestations repeat in positive and negative states
— e.g. the ring of dots converging on a white vs, later a
black field; the dots forming a positive-space function by
aligning in rows, chains or progressions vs. a negative-
space pattern by enclosing and describing implied con-
figurations.

James worked on Yenrra for about eight years (1950-
58), meticulously painting the patterns of pin-point small
dots on paper cards, and hand developing and solarizing
much of the footage, Although Lapis was executed in only
three years (1963-6) with the aid of a computer, it cannot
be considered a computer-graphic per se, since the images
were planned and hand-painted (exactly like those of
Yamtra, but on cel sheets) and the computer was merely
used to ensure the accuracy of animation where hundreds
of tiny dots must be precisely superimposed and moved in
infinitesimally small graduations. James provides an alie-
nation from this astomishing techmical perfection by
including several momentary *flaws’, like a fleeting freeze
in the action or a flash-frame from the beginning of a
dissolve (again suggesting the cracks in raku ware).

Both Yamira and Lapis were conceived as silent films.
Yantra received its soundtrack when it was shown ih one
of the Vortex Concerts; Jacobs and Belson mixed portions
of Dutch composer Henk Badings' Cain and Abel o form
an uncannily appropriate and exciting musical counter-
point to the images. The lack of exact synch and the rela-
tive obscurity of the original score (which has never been
available on a commercial recording, | believe) rescue
Yanira's track from the problematic status of other * found’
music for non-objective films. Lapis's Indian raga track
was added after it had already been distributed as a silent
film, at the behest of James' distributor, Bob Pike of the
Creative Film Society. Again, the original musical score
was blended to form a satisfactory accompaniment to the
images, and its re-release in this sound version, coinciden-
tally just before the Beatles-inspired vogue for Indian
music, helped contribute to Lapis becoming the most
widely known and admired of any abstract film. However,
as any silent viewing will show, perception of the visual
meaning of the film can be enhanced without the music,
and James plans in the near future to withdraw the current
version and re-issue the film either with sound prepared
specifically for it, or as a silent film.

Working with the computer on Lapis proved quite frus-

trating for James, since he found the potential of the
machinery more limited than his imagination. Therefore,
after Lapis, even though he had specific ideas for further
films, James rested from filmmaking for several years, and
concentrated his efforts on producing raku-ware pottery.
Then he began work on a trilogy — of which only Dwi-Ja
and Wu Ming are completed — which is a sublime expres-
sion of his spiritual and artistic maturity.

Dwi-Ja, meaning “twice-born” in Sanskrit, runs almost a
half hour at silent speed (although, at the time of this
writing, James has been working on a possible sound-
track for the film). The idea for the subject-matter grew
out of a dream, and James' spiritual researches, and even
from watching the firing of his raku pottery in his kiln.
Throughout the film’s duration, we actually see only eight
sequential drawings of alchemical vessels, each contain-
ing a depiction of a bird in a slightly different position
— the eagle whose upward and downward flights sym-
bolise the repetitive processes of sublimation, solution,
conjunction, separation, etc. which constitute the
purification/transformation rituals of alchemy. A basic
loop of this cight-drawing sequence repeats continually in
different combinations, for most of the film is solarized,
and the imagery is superimposed in several non-
synchronized layers through re-photography by rear-
projection, sometimes one layer purposely out-of-focus o
provide a kind of ' halation®. These purely filmic processes
mirror the alche mical formula of repetitive distillation as a
refining means to transmutation, but the purely filmic
processes also fully re-create and enact in their own terms
those alchemical methods, so that no prior knowledge of
the hermetic tradition is necessary for the viewer. The
loop of eight drawings establishes a minimal structure,
while the aleatory effect of the solarization and non-
synchronous juxtaposition of loops provides a flame-like
ambiguity and vigour without destroving its basic simplic-
iy.

Wu Ming ("No Name' in Chinese) is more diverse in
imagery but the lucidity of its separate gestures is such
that it functions in guite as pure a manner as Dwi-Ja. The
opening sequence shows the Chinese characters (from the
Tao Te Ching) reading “No Name is the beginning of
Heaven and Earth', ritualistically repeated in varying col-
ours as in Yantra. The film (like Dwi-Ja, almost a half-
hour, silent) shows only two basic gesture —a sequence in
which dot patterns {again solarized and re-photographed)
move in bold horizontal and vertical streaking alignmenits,
often resembling churning and flowing drops of water, and
another sequence in which concentric circular waves radi-
ate, undulate and pulsate from a white centre. The transi-
tion between these two primary manifestations of energy,

Composition Ne. 4 (1945), in stereoscopic 3-D makes
the most complex and inventive use of abstract pictorial
depth of any of the non-objective stereo films*, Grant uses
mostly squares which mirror the film's image-shape, so
that their movements in size and “space” constantly create
a special tension against the basic film illusion. The
squares and sets of bars that help delimit them sometimes
flicker with slow deliberation and press backwards and
forwards in careful rhythms, while a streamlined ‘snake’
occasionally intertwines itself through and around the
rectangular forms to heighten the force of the illusion,

All of the Compositions are silent, as Grant believes in

T



the independent validity and vitality of the potential diree-
tions of mon-objective visual structure, a subject about
which he wrote an extended essay in 1948 under a Gug-
genheim Foundation grant, but which he finally aban-
doned, finding much of the visual information basically
unsuited for verbal explication.

One of Grant’s most interesting and important films is
Color Sequence (1943) which consists only of pure solid-
colour frames that fade, mutate and flicker. He made the
film as a research into colour rhythms and pereeptual
phenomena, and although it now appears not only visually
exciting but also as a precedent for the work of younger
film-makers like Paul Sharits, Grant himself found the
film to be too disquicting when it was first sereened (cf.
the Film Exercises), and it received little further play until
the 7is,

The Eggeling tradition of classicist visual music had ye
another pioneer practitioner whose work, however,
remains largely a curiosity. In 1939 a Swiss painter
Blanc-Gatti made a five-minute film Chromophonie
based on the principle that each tone of music ought to have
a single, consistent corresponding colour in the spec-
trum. His animation, tightly synchronized 1o a gladiators’
march. closely resembles Fischinger's Art Déco designs
for Allegretto (which the Swiss artist could not have seen),
but the insufficiency of Blanc-Gatti's theoretical assump-
tion is mirrored in the film's poverty of movement: a styl-
ized trumpet may emit a ray-wedge of red, but after that it
often has nothing else to do, Music has depths Blanc-Gatti
was unable to deal with, but his film is amusing and nter-
esting none the less. since this concept of a correlation
between auditory and visual tones has occurred to many
artists, though few have confronted it quite so directly,

Later followers of the Eggeling tradition’ probably
include film-makers like Robert Breer, the Conrads, Peter
Kubelka and Paul Sharits (discussed elsewhere in this
catalogue ) particularly in reference to their more abstract
work. One young American artist, Larry Cuba, is able 1o
programme his own films on a computer, and perhaps
because of this intimacy with the numerical system, he has
produced films, like First Fig, which allow simple
geometric forms to modulate, overlap and interlace in
clear and complete sequences that unfold at a generally
serene tempo, delighting by the purity of their mathemati-
cal cadence,

A young Frenchman, Jacques Haubois, prepares non-
objective film performances, using his own painting and
photography for imagery, but pressing them through a
complete range of purely cinematic transformations that
create keen reflexive sensations in the viewer. Eclamor-
phoses, for example, lasts one and a half hours; it balances
a loop of sound (by La Monte Young) with loops of visual
material derived from re-photographed slides of amorph-
ous painted abstractions which are carefully and systemat-
ically permuted by super-impositions, scratches, punc-
tures, slices, reticulated paint-on-the-film-strip, step-
printing, changes of projector speed, and finally zooming
of the image with the projector lens and live manipulation
of the projector and light beam (with a hand-held prism).
particle and wave takes the form of an audacious, absolute
visual statement: a rich, complete. spectrum of colours
has possessed the dots in the particle sequence, with
saturate reds flaring through vellow to settle in celestial

celadons, lapises and turquoises which are pierced by
creamy white shafts of light that open in turn to reveal
even whiter, purer projector light.

While viewing these first scenes, we are simultaneously
aware that the basic, original footage used to create the
imagery begins, as in Dwi-Ja, with a loop of a very simple,
minimal image — in this case, dots in a circular arrange-
ment which varies from frame to frame in the graduated
size of the circle — and that the ilfusion of *vertical shafts
of light” is being created not only by multiple exposures,
solarization and *halation’, but also by some kind of literal
vertical streaking of the image that suggests pulling the
film-strip through the gate, and hence arouses a reflexive
awareness of the film-making/projection process.

Parallel horizontal cluster-alignments of bluish-white
dots cascade down and up a blue-black field, and streak
and blur to suggest force fields that magnetize and
materialize between them a third alignment of brighter
white dots. Then white corners begin to appear on the
screen, and slowly a white circle closes around the blue-
black imagery, constricting i till it flutters out and fades to
pure black. For some five minutes the black circle
impledes, diminishing in size until it disappears. The
slowness of this pure gesture is staggering; it admits no
sensations of depth-perspective, no seductive comforts of
painterly ingenuity (albeit the smoothness and precision
of the shot was certainly not easy to contrive). With delib-
erate grandeur the black dot dwindles — a spot of no-light
in the projector beam, a particle merging with the white
oneness, a shape contracting into nothingness, an emply-
ing. The black spot becomes a focus of perceptual illusions
assuming an iridescent white glow from retinal fatigue
charts and aggressively charts the tiniest eye-movements
with luminous 'white” auras and roving ‘white’ after-image
dots. The process of emptying/filling the screen is so abso-
lute that when, after a moment the circular waves begin to
pulsate outward toward the corners of the frame, we
accept their beauty and the beauty of the glowing *white’
centre of the image (pure projector light) they reveal and
outline in a completely fresh perceptual framework. The
duality of yin‘yan has undergone a union in visual terms,
inside our eye/minds, and our sense of vision (and aesthe-
tics) is cleansed and amplified by it James describes the
particle-to-wave action in Wu Ming as being like throwing
a pebble into water and secing the ripples spread out (ef.
Basho); the clarity, lucidity, balance, directness and purity
of his filmic gesture is a radiant revelation that echoes and
expands inside the spirt into which it is cast through the
vision.

Dwinell Grant, a film-maker who worked in New York
during the 40s in relative isolation from the film-makers
discussed above, composed a series of films which stands
as a substantial contribution to the literature of non-
objective film. With a background in abstract painting,
Grant began making films as a result of experiments with
stage production at Wittenburg University in Ohio. His
first Compasition, Themis (1940) uses circles, squares and
line/cylinders of glass, paper and wood moved on several
layers of glass plates, lit in complex fashion from all angles
with different coloured gels and moving light sources, so
that the textures, shadows and changing forms of the rela-
tively static objects become the major factors in the
‘action” of the film. Grant's sensitivity to the density and



luminosity of light as a compositional element also distin-
guishes his four later Compositions (1941-1949, New
York) even though he worked with flat drawings, cul-
ouls, static background paintings, and other less tractable
animation technigques in these later films. Each of Grant's
Compositions is constructed with great awareness of the
principles of non-objective visual organization as it had
been practiced and discussed by the master painters such
as Kandinsky, Klee and Mondrian. Even in Composition
No. 2, Contrathentis (1941), where he seems consciously
1o use drawn figures that recall alternately the shapes used
by Ruttmann, Eggeling, Fischinger and Richter, Grant
combines these figures in such fresh juxtapositions, with
such a subtle manipulation of structure, density and
rhythm, that they are manifestly allusions integral and
unique to Grant's personal idiom and discussion.

1Tl

Non-objective film performance with modulated or mul-
tiple projectors is not, of course, new, and a varicty of
colour-organs and other analogous performances is dis-
cussed elsewhere in this catalogue. In general, however,
such performances aim toward a proliferation and multipl-
icity of image that brings them rather outside the ascetic
tradition of Eggeling or Haubois,

We know that between 1923 and 1926, Fischinger
worked together with a composer Alexander Liszlo pre-
paring visuals {including films and slides) for a colour-
organ concert called Farblichimusik, Unfortunately little
information survives indicating the way in which Fis-
chinger’'s visual materials were composed, but two news-
paper articles (June 1926 and January 1927) report that
Fischinger performed three 'light shows', Fieber, Macht,
and Vakuwm, with multiple projectors at least in his
Munich studio. Again, the accounts fail to indicate exactly
how he manipulated the projectors, whether super-
imposing the images or arranging them in various config-
urations. No specific or consistent print of this ‘light show
material survives, though numerous tinted fragments and
some painted glass 5% % 7" slides undoubtedly belong to
these performances®. Evidently the difficulties of equip-
ment and performing, coupled with the unco-
operativeness of theatre-owners discouraged Fischinger
{as they have many other film-makers) and he did not
pursue multiple projection later in his career.

The mysterious Hy Hirsh apparently preferred to ‘per-
form' even his single-screen films live with various sound-
tracks and visuals re-edited for each specific programme.
We know that he prepared at least two films for double
projection — Double fam (ca. 1955, probably an oil-wipe
film with jazz track, but no certain or consistent print is
currently known) and Décollages Recollés ('Unglued
things re-glued’), of the late 50s, perhaps a blanket title
for re-edited collage performances, but one surviving
print seems to be marked for double projection, with
purely non-objective imagery on one screen and mixed
abstract and representational footage (scratched, painted
and optically-printed, as well as pure ‘found footage’, ¢.g..
a colour shot of an A-bomb blast which turns into
fireworks, early Chaplin comedy, etc.) on the other.

Unfortunately, again, we have little evidence as to

Hirsh's mode of projection, largely because of the poor
condition of his estate. He was born in Chicago in 1911,
and starting in 1937 he participated in representational
experimental films in Los Angeles and San Francisco as an
actor and camcraman. He was a professional still photo-
grapher, and his work took him to New York, Spain. Hol-
land, and Paris, where he lived in the late 50s and died
suddenly of a heart attack while driving through the Place
de la Concorde. Apparently he had trafficked for some
time in marijuana and hashish, and the police siezed all his
personal effects (including what films were left after
fricnds had removed what they could, since he stored the
dope in film cans) from his Paris apartment as evidence.
By the time the affair was settled and the films returned 1o
his daughter in Los Angeles, and then to the Creative Film
Society which had purchased rights to the films. the
remaining prints and papers were in an extremely
depleted condition. Mo print at all has been found for
several films listed by title in programmes {Change of Key,
Djinn, Recherche, Double fam), while incomplete or silent
prints only were found for several others (Eneri, La
Couleur de la Forme), and no proper printing materials for
any of the films was recovered. The attempts of Bob Pike
of the Creative Film Society to restore the films led to
even further confusion in some cases — linking the extra-
ordinary visuals of Couleur de la Forme (if indeed these
visuals belong to that title, since the original was not
labeled) with a completely inappropriate soundtrack. and
including a film actually by Baird Bryant and Tajiri Shink-
ichi, Mad Nest, among Hirsh's ceuvres (because Hirsh.
who roomed next door to Bryant and Shinkichi in Paris.
owned a print of the film — which has no titles).

What emerges from the remnants of Hirsh's estate is
quite inconclusive. One group of films is abstract, loosely
synched 1o music, employing oil-wipe (Chasse des
Touches) and oscilloscope patterns (Divertissement
Rococo, Come Closer, Eneri) optically printed sometimes
in multi-screen configurations. Another group includes
beautiful live-action footage nicely edited for rhythm and
visual continuity (Awuwmn Spectrum, Défense d'afficher,
Gyromorphosis). A third group is complex optically
printed collages (La Cowleur de la Forme, Scratch Pad)
involving matting, high-contrast colourizing and texturiz-
ing, step-printing, and other technical devices already
exploited by Len Lye (who is discussed elsewhere in this
catalogue). Scrarch Pad also includes scratch/paint-on-
film footage, while both Scrarch Pad and La Coulenur de la
Forme contain manipulated ‘found footage’. And the sil-
ent copy titled Décollages Recollés (mentioned above)
contains elements of all the other films.

Dating the films proves difficult. Friends in Paris (ca.
1957} recall that Hirsh built an optical printer in his
apartment there from essentially junk parts — he was a
marvelous tinkerer and mechanic — but this does not
mean that he did not have one before in America.
Gyromorphosis won a prize at Brussels in 1958, Jordan
Belson used some of the abstract oscilloscope footage in
the Vortex Concerts {(1957-9) but never saw any of the
optically printed representational footage. It is tempting
to align the films in a ‘logical' order; abstract films first.
then simple live action, then complex, composite-imagery
optical printing last — but this may well be false, since
Chasse des Touches, Come Closer, and Eneri are optically



printed into multi-screen sections, which 5 technically as
difficult as the more subtle and spectacular work in La
Couleur de la Forme.

The aesthetics of the films are equally confusing. We
know Hirsh liked to ‘perform’ his films live, re-editing
them specially for each programme. Some of the current
prints — Aptumn Specirum, Dé fense d’afficher, Gyromor-
phosis, Chasse des touches, and Divertissement Rococo —
are quite smoothly edited into *finished films', and they
present a very mellow sensibility, the epitome of the cool
jazz world of the 50s. Come Closer, in polaroid stereo
3-D, s quite accomplished and well-integrated, with oscil-
loscope patterns twirling in festive arrangements that
recall carnival decorations, while Jamaican music supports
this mood; the depth sensation is pleasant and striking,
with many figures choreographed to move in appropriate
rhythmic pulses that exploit a forward-backward align-
ment, while other figures (notably a set of bracelet-like
circles), through the magic of optical printing, intersect
and move through each other in a delightfully impossible
way. Eneri, Scraich Pad, and La Couleur de la Forme
display a high degree of technical inventiveness: though
Eneri and La Cowlewr seem somewhat unclear in structure
{perhaps due to fragmentary print condition), Scratch Pad
ranks as one of the best scratch-on-film works, using abs-
tract paint-on-film and live action footage, and in both
cases scratching over what are revealed to be the energy
centres of the movements.

Hirsh re-uses similar footage in several films (flights of
birds, fireworks, parades, multi-screen configurations,
certain oscilloscope figures, bodies of models matted with
abstract textures and representational scenes inside them,
ete.) clearly in an attempt to comstruct a compositional
series, but it is hard to judge the result of the serial
arrangement with the films in their present condition. As
it is, the only overall impression one gets from Hirsh's
films is not of a highly intellectual or mystic thinker (like
various other film-makers we have discussed) but rather
of an individual with tremendous dexterity and inventive-
ness, of considerable joie de vivee and a sensibility for
mellow, charming experience.

Jordan Belson's Vortex Concerts in the late 50s specifi-
cally established the tradition of the psychedelic
multiple-projector light-show, which blossomed in the
late 60s as part of the ‘Hippy" revolution in San Francisco
(with film-makers like Bruce Conner, Ben VanMeter,
Robert MNelson, Jerry Abrams and Scott Bartlett par-
ticipating in various shows), Los Angeles (where Single
Wing Turquoise Bird included Sam Francis, Jeff Perkins,
Peter Mays, David Lebrun, Mike Scroggins, Jon Greene,
and other groups such as Thomas Edison, The Hog Farm,
and John Whitney's sons performed), and MNew York
{Andy Warhol's Exploding Plastic Inevitable, and Stan
Vanderbeek, among others). Laserium Concerts continue
to be performed in planetariums throughout the world
during the 70s. However, the visual quality of the 60s light
shows — which, with the support of the Rock music boom,
were able to sustain 25 or more projection devices and a
dozen performers for an event — is unlikely to be seen
again. These rich collaborative performances were often
governed by aesthetic principles that valued the unigue-
ness and lrretrievahi'lity of each event. Many of these light
concerts — which included a sizable amount of pure non-
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objective imagery, and which often ran from silence and
minimal, still imagery to unbelievable symphonic riots of
sound and controlled multiplicity — were among the most
complex and rewarding art experiences of our age, but
inevitably they must join the Dada seances in becoming
the anecdotes of the priveleged few.

IV

The Second Generation' of non-objective film-makers

ranges far beyond the handful of film-makers discussed
here. Programmes | have seen from the 40s and 50s list
more than 30 abstract film-makers (excluding student
work) hailing from all parts of the United States and
South America. While all of these people made more than
one abstract film, few pursued non-objective work with
the dedication of the Whitneys, Belson and Smith. A
number of the film-makers and their films seem to have
‘disappeared’ and other films which are still available
seem, on the whole, primitive and uninteresting.

One more interesting figure of the Second Generation
is Jules Engel, who had practiced non-objective painting
since the 30s, and been involved in representaticnal car-
toon animation since working for Disney on Fantasia,
where he came to know Fischinger. During the 40s, Engel,
in his rdle as painter, also knew Man Ray and was familiar
with Duchamp's work through the Arensbergs and their
remarkable collection. However, Engel continued with
representational film work (including cartooning with
UPA, etc., advertising films, and several documentaries
on painters and sculptors) until the late 60s when he
began to produce a series of a dozen non-objective anima-
tion films. Some of these (like Sifence, a computer-graphic
from 1968) cxhibit a keen conceptual sense of balance of
form and ideation, and others (like Shapes and Gestures,
1976, and Wer Paint, 1977) breathe a charming grace
{with Hirsh's *cool jazz’ sensibility), a vigorous decorative
quality (reminiscent of Kandinsky, Miro and the Abstract
Expressionists of the 50s) and technical mastery. which
make us regret that he did not devote more of his carly
career bo non-objective animation.

The purpose of this essay has been to follow strictly
non-objective film-making through the "Second Genera-
tion’. Mo attempt has been made to cover exhaustively the
younger abstract film-makers — those, for example,
involved with computer graphics, like Lillian Schwartz
and Doris Chase — or to deal at all with the complex issue
of truly "abstract’ film-making involving mixtures of live-
action and non-cbjective footage, or representational
imagery used out-of-context for its purely graphic qual-
ities — e.g.. Balletr Mécanigue, Chomette, Dulac, Film
Studie, etc. or the Man Ray/Brakhage/Jon Rubin film
material tradition, These issues, along with the work of
Duchamp, Len Lye, etc. are covered elsewhere in this
catalogue.



1 I e looks carclully ar ghe “lragments’ of Mbvikm thay Bichier suppleed,
one can see (hal the incompatible diagonal compositions at the end of so-called
St B belomg directly 1o the begimping of so-called Rlyvrkm 27, and, quite
awde from spailing the alleged formalmm of 8hyikm 21, probably indicate that
the filmis) we now see labelled Rievdm 21 and Mhvrkm 23 are actually one film
huifer made im 1923 or 1924, oxcepd {or the very bricd shiots of Eggeling-like
~crodl drawings thad constitute the Fim i Bhyeim which Richter shat around
1921 and which Vas Doeshurg sereened in Farnis for the cntic who missed
~eeing the film because he took his glasses off to clean them.

2 For o general immoduction 1o these ideas which are @ smportant 1o many
nan-abijective film-makers and paanfers, see Frajol Capra’s The Too of Phydo
Shambhala Press, Berkeley, 1975).

i We are gsing here the aumbering system from che curremt New York
Fitmmakers' Co-operative catalogee and P. Adams Siney’s book Visonary
Film {Owford University Press, 1974} pp. 270-1. However, be aware that m
carlier documents varses other numbering systems are used, For example, in
what arc prodably 1he primary documents, the A o Cimermg programme for
Dicioher 24, 15947, st ithe world premiere of a black-and-white Film nambered
& amd titled Firr Traek, which, it says. is ten minwes long and “closely svn-
chanrmped’ 10 soaind ; though Stk s onlv curfedl black -and-white Ll el
e ) s sharter i its present state, the programme node probably refers to the
<ame il sapee Smath may kave ediied & specasl progection ¢opy (a5 Hy Hirsh
often did) with some repeats to correspond B varous verses or recaps in the
music — which was perhaps Diozy Gillespie’s “Manteca'. (On this same prog
ramme nole, i siys that Smarh's colous fms, orignally schedisled 10 be shown,
hed mm returned from ibe laborstory where 16mm reduction copies were
being made, but promises thar they will be shown ar a fwiure sereening; then, a
woek bater, Oktober 31, 1947, the programme nole (signed by Smith himself}
Lists the premiere of an untsiled film nombered “&° (with no indwation of eolous
o lenglh), which ol groups logether wih Man Ray's Le refowr @ la raison and
sculptor Roberi Howard's Mewr fwhich was phoiographed from swirding col-
oured liquids], saying that “Number & has wtilised forms assembled purely for
thear plastc value, bug io this cise [as opposed to Man Ray and Howard] the
artist bas limited himself 10 geometric shapes which follow their own charac-
rerislic deselopments and moions, while, by contras, Jordan Belson's fies
il Trevmimtaivon, which was alse premered on this programme, is described
4% comtaiming *forms created by the arist.” — so perhaps this film represents the
coboared lgghts sow included im current Film No, S8Circular Temsiong, of
another live-action film now lost. In a subsequent series of Ar an Clnema, we
S the Febauary 11, 1949 pragramme simg Smith's Frilsr Noo | oand § (daged

1949, asal 1hey Bad just been finisbed ), andd from the descnption af s ¢lear 1hal
while We [ corresponds o the current Firm Moo [, the Ne 4. a batk film. is
either (or both) the currem Film No. 2 and (or) Film So. 3. Smith saya about
them: ‘Types of movement emploved have also [ addalsos 1o dolouds| boen
limied e the smallest possible number so that whatever interest and segquence
the falms posscsses can depend on the rhythmic recarrence of & few specific
non-ohjective tensions rather than cuniosily on the part of the speclator as 1o
what the forms are going 10 do next.” The Arf in Cinerma programme for May
12, VO bets fawr Sminh films by citde onby: A Seeamge Dveas (the currem File
Nev, 12, Message Froan the Sun ithe curment Frlm Nee 2, which Smith s inoibe
Cir-op catabogue “takes place either inside the sun o7 in Zunch, Swizerland F,
Circalar Temsiorn (Khe current Folm S 50 and dmierwosen (by climinatson,
perhaps current Fillor Mo 7, simce curnent Film Moo 4 was called Fasr Track),
Fr 1his sereenimg the four films were accompanied by & live siv-man jarz band
Also, the programme nodes stafe that Smath was already working on his 3-D
film {cwrrenaly Filon Mo, 6 ender the auspices of the Guggenheim Foundation.
Smalh's re-numbering and re-dating of his fms endoubiedly relates nat 1o any
drsire 10 frawdulently claim some mnovation or proocdence, but mtber o a
kabhalwise, alchemscal desire 10 align his Cirear Work in proper pusmencal and
clemendal order {e.g. two cycles of seven films, elc.; of also Kenncth Anger's
seasonal re-arrangement of his Magick Laniern Cycle)

& The terms “roenantic can cover & multitpde of ecoeniEies, s Mo
filmmakers can probably be seen as belonging to this tradition than any other
of the mare stricily non-objective ones. However, one can nole several trends,
such as the vanous hilm-makers overtly devated to musical illustration (Mary
Ellen Bute, Oskar Fischinger's younger brother Hams Fischinger, the Dsney
studios, Morman Molaren. enc. ) or lifm-makess who are €xtremcly inberested
in fechmigues and cdil their footage after its produdction accordang o emational
principles (incleding an older film-maker like Douglas Crockwell, and most
commpuler graphic AiTias cusie nlly working. most notably Stan Vanderbeck and
John Stehura, who mixes his non-ohjecive graphics wiih paychedelic lve-
AN fm:um i & highly lyecal, emotional way). Among vounger film-
makers, Dennas Pies (who has worked in delicate pasie] drawings that slosly
merge with each other through dissolves) and Adam Beckett (who optically
prants his elabarate kand graphics in such a way thit 1bey rival the complexities
of computer-generated magery) seem specially worthy of note.

5 Moman Mclaren's Now Is the Time and Arcurd 3 Arowend, Fischinger's
Merea Testn, Smath's File Ve fy, and Hy Hersh's Come Closer, all ca. 1950,

6 See Film Cifrure Mo, 585960, pp. 4d-5, 86:7, and 91-3 for farther
derails,
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Filmographies 1910-40

Uswell Blakeston

15407 Born in Weybridge, Surrey
1927 Began career as film-maker, film critic, seript-writer, novelist,

poct, painter
Continues B work and hive 1 Loadon

14927 1 D Like 1 be Beside the Seaside

1930 Light Rhayrkmz 5 mins (with Francis Bruguicre)

1931 Empire Buyers are Empire Builders (with Francis Broguiére)
193-7 various advertising shorts

Light sweeps the screen showly. The darkness of the screen expands
and contracts: that is another way of looking at it. Light becomes
complicated: defined forms murge while pattern s lifted {by |'i‘hl} off
pattern. Diagonals and horizontals are at war, are part of 8 machine
working in perfect control. Forms come back and are recognized: light
peeps from behind light. That is the first movement of the continuous
light movements. Cnly for a moment is light still, when it pauses, hke
the brilliant bunerfly on the edge of a flower, before darting off to
wrace fresh arabesgues in the erystalline air.

Throughout the rest of the film speed follows quiet. boldness balances
indecsion. Light takes wings, flutters breathlessly across the screen;
light takes the shiny scales of a fish, and swims, in blurs, bencath the
sca of the theatre; light 15 banrhed from the screen, 2 small triangle
alone remaining, and returns to riot over the black spaces; light
becomes thoughtful, building cones and pyramids, stating their
outlines coldly with the cdarity of 8 Euclid, then juggling with them
like a spangled lady on the music=halls; light is held like a sword, 1o
slash; light becomes romen, like a medlar. and dissolves i its own
Sweeiness.

Technically. if one must be technical, here is something worth saying:
made withoul aclors, sets, or money. Technically, here is a new
I!L'chmqur.*. Close ups are Al cut in, a beam of liw: SWEEDS them ints
prominence. leaves a section of the screen hung by chains of its
rh_',mmir: :wiﬂg. Lo Eut!'m; &S :rpulh:ing when Hshl i a flwd.
Scenarios are felt not written, are drawn not written; the roll of film is
a rocket w burst in stars in the night. It is something so much muore
peciical than anything in the concreie cinema; a promise and a
fulfilment.

There is a breath of the same spirit in Bruguiére's stills, but
conception B governed by different possibilities. Trivially one might
finish: 1 would rather admit there is no end 10 this question.

Oswell Blakeston from a description of Light Rhyekms in Close-Up
Vol & pp. 226-227

Anton Glulio Bragaglia
{see Fulursm)

Francis Bruguicre

[87% Born in San Francisco

154- 1Y Began career as photographer and painter in San Francisco
19149-27 Worked in New York

1928 Moved 1o London

1945 Died in London

1923-25% The Way (unfinished)
1930 Light Riythms 5 min {with Cswell Blakeston)
1931 Empire Buyers are Empire Builders (with Oswell Blakesion)

lhustratioms of score of Light Rhythms found in Archiecnieral Review,
March 1930, vol. 67, pg. 134-1355

Janusz Brreskif

1907 Born in Warsaw
Studied at the Posener Kunstgewerbeschule
1932-4 Co-founder of the Cracow Studio for Avant-Garde
Film-SPAF Intercsted im film, photography.and
pholomontage.
After World War Two, editor of graphics publications
1957 Died in Cracow

1933 Beiom (with Kazimierz Podsadecki)

Luks Bufiuel

1900 Born in Calanda, Spain

1926-27 Assistant to film-maker Jean Epstein in Paris

1928 Began film career with the sensational impact of Ln Chicn
Andatou, continued as director of feature films in Mexico,
Framce and Spain

{selected filmography)
1930 Ll Chien Andaton (with Salvador Dali)
1920 L, Age d'Or {with Dxali)

In 1929 1 entered the Surrealist group of Paris. Its moral and aristic
intransigence, its new social political Beld, fit in perfectly with my
temperament, As | was the only moving picture person in the group |
decidied to 1ake the aesthetics of Surrealism to the screen.

That same year | asked my mother for $2,500 10 make my first
cinematographic experiment. Only she would have financed an idea
that seemed ridiculous to everyone ehe, My mother gave me tUhe
money more out of love than understanding of my venture, which 1
was careful not 1o explain o her.

Thus | produced my first film, which was at the same time the i



Surrealist film, entitled L'n chien andalow,

It is a two-reel short in which there are neither dogs nor Andalusians.
The title had the virtue of becoming an obsession with some people,
among others the American writer Harry V. Miller, wha, without
knowing me, wrote an extraordinary letter which 1 still have about his
abaesanon,

In the film are amalgamated the aestheucs of Surrealism with
Freudian discoveries. It answered the general principle of that school,
which defines Surrealism s *an unconscious, psychic automatism, able
to return 6o the mind its real functson, outside of all control exercised
by reason, morality or aestheties’,

Although I availed myself of oneiric elements, the film s not the
descriptson of a dream. On the contrary, the environment and
characters are of a realistic type. Its fundamental difference from
other films consists in the fact that the characters function, animated
by impulses, the primal sources of which are confuscd with those of
irrationalism, which, in wrn, are those of poetry. Al times these
characters react enigmatically, in as far as a pathological psychic
complex can be enigmatic.

This. film s directed at the unconscious feelings of man, and therefore
is of wniversal value, although it may seem disagreeable to cerain
groups of sockety which are sustained by puritanical moral principles.

Luis Bufiuel, as quoted in Francisco Aranda, Leis Hurduel, London
1975, pSé.

Heari Chomeiie

1EY6 Born in Paris, brother 1o René Clair
Assistant to Robert Boudrioz, Jacques Foyder and Jacques de
Baroncelli
Exponent of *pure cinema’

1927 Kdled in Rabat as film correspondent for the French Army in
Morecco

[selected filmography)
1923-25 Jewr de Reflens, de Lumiére ef de Vitezse 5 min
1925-26 Cing Minutes de Cindma Pur 5 min

These two films arc perhaps the most perfect example of a rigorously
“pure’ cinema as distinct from abstract cinema, evidence of a “hopeless
but not useless™ revoll, alas without immediate igssue. The second film
was made only becawse — according to Jacques Brunius’— having
fallen out with the patron who commissioned the first and who
claimed to be its maker, Chometie did not have a copy 1o we as he
pleased.

At that time the question of purity loomed large for the literary
avani-garde and, of course, for the cinematic avant-garde as well; this
purity was undersiood in relation o conventional representation,
which encompassed all aspects of cinema. But Chomette declared that
the cinema must not restrict itself 1o the representational mode:

‘It can create, It has already created a type of rhythm (which 1 have
not cited in the case of current films, because its value is extremely
diminished there as a result of the signifying impact of the image).
“Thanks 1o this rhythm, the cinema can draw from itself 2 new power
which, abandoning the logic of facts and the reality of objects,
generates a succession of unfamiliar visions — inconceivable outside
the wnion of lens and moving filmatrp; intrinsic anema o, if you will,
pure cinema, since it's separated from all other elemenis, dramatic or
documentary — it is this which allows us to anticipale certam works
from our most personal film-makers. It is this which offers the true
field 10 pure cinematic imagination, and will give birth to that which is
named (by Mme Germaine Duluc, 1 think) *visual symphony’.
‘Universal kaleidoscope, generator of all moving vision — from the
most mundane o the most immaterial — why should the cinema not
creale, with the domain of sound combined with that of light, pure
rhythm and pure form?"?

From Cinema Dadaisr ef Surrealiste, Cenire Matonal Fan et de calture Gearges
Pompidow, Paris, 1976

‘René Clair, Cinema d'hier, Cinema d'suound hui, Pams, 1970, po 145,

1-B Brunius. En marge du Cinéma Frangais, Arcannes, Paris. 1954, p. 33

Henn Chometie, Les cabiers du mods, 1925,

Bruno Corra

see Futurism

Rens Clair

|EYS Born in Paris

1918 Began a career as a journalist, at the same time acting in several
films.

1923 Began long career in film-making
Lives in Paris

[selected filmography)
1923 Paris (Jad Dorr 61 min
1924 Emir'acie 12 min

Entr'acte was first shown in the Ballet Reldche, a0 the Theédre des
Champs-Elyseées, Paris, on December 4, 1924, The date of the first
performance o generally given erronecusly as Movember 19, The
premiene was, in fact, announced for this day, but postponed since
Jean Borlin, the principal dancer, had sprained his ankle, The first
London showing was given by the Film Society on January 17, 1926,
“. ... .The marvellous barbarity of this art charms me. Here at last is
virgin soil. 1 do not mind being ignorant of the laws of ths nascent
world. . . . The pleasure 1 feel at the sight of motion pictures is often
not the kind 1 was intended to feel; it is a sensation of musical
freedom” . — From René Clair's anicle on rhythm in Les Cahiers du
Mois, 1925,

Clazr made Enrr'acte as a film to be shown between the two asts of
Reldche, baller instantaneiste en deux acres (Reldche means “No
Performance’). Both ballet and film were produced by the Ballets
Suddois. 8 company founded by Roll de Mard, a rich Swede, and
directed by Jean Borkin, The book of the ballet was by Picabia, who
conceived the entire entertainment in Dradist terms, condasting in
typically inconsequential successions of associations in shapes, lights.
rhythms and weas. In style, though, the film is Clair's entirely. | gave
him a tiny scenario amounting to nothing™, wrote Picabia, “and he has
made a masterpicce from it: Enrracre™. Many of its motifs were 1o
become characteristic of his later films — the comedy of magic, wands
and all; the macabre introduced only w0 be stripped of (18 terrors (a
‘legless’ man who stands up and muns, the funeral of a man who never
died, etc.); the craxzy exuberance of a chase.

From Reme Clair, An Index, by Catherine de la Roche. London, 1958

Jean Coctesu

1889 Born

1910 Begins 1o establish himself in Paris as poet and movelisi,
becomes friends with Diaghilev, Stravinsky, Picasso, Apollinaire,
Cendrars, etc.

1930 Directs Blood of @ Poei; play- and script-writing become
important aspects of his literary work

1945-59 Commits himself primarily to film-making

1963 Died

1930 Le Sang d'un Poére

1945 La Belle ef la Bére

1947 L'Aigle a deur Tétes

1948 Les Parents Terribles

1950 Orphée

1950 Coriglan (16mm)

1952 Lo Villa Samio-Sospir {16mm)
1959 Le Testament d'Crphée
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It is often said that The Blood of o Poet is a surrealist film. However,
surrealism did not exist when 1 first thought of i On the contrary, the
interest that it still arouses probably comes from its isolation from the
works with which it is dassified. | am speaking of the works of a
minosily that has opposed and unobrusively governed the majority
throughout ihe centuries. This minority has its antagonistic aspects. AL
the time of The Blood of @ Poer, | was the only one of this minority 1o
avord the deliberate manifestations of the unconscious in favor of a
kind of half-sleep through which | wandered as ihough in a labyrinth.
I applicd myself only 10 the relief and to the details of the images that
came forth from the great darkness of the human body. 1 adopted
them then and there & the documentary scenes of another kingdom.
That is why this film, which has only one siyle, that, for example, of
the bearing of the gestures of a man, presents many surfaces for its
exegeses. [ts exegeses were innumerable. 1f | were gquestioned aboun
any one of them, 1 would have troubde in answering.

My relationship with the work was like that of a cabinet-maker who
puts together the pieces of a table whom the spiritualists, who make
the table move, consult.

The Bivod of @ Poer draws nothing from enther dreams or symbols, As
far as the former are concerned, it initiates their mechanmm, and by
letting the mind relax, as in slecp, it le1s memories entwine, move and
express themselves freely. As for the latter, it rejects them, and
substitutes acts, or allegories of these acts, that the spectator can make
symbaols of if he wishes.

The innumerable faulis of The Blood of a Poet end up by giving it a
certain appeal . .

Appei] all, what rzdlr marks The Alood afu Peoer s, | think, a
complete indifference to what the world finds °poetic’, the care taken,
on the contrary, to create a vehicle for poetry — whether it 18 used as
such or not.

Germaine Dulac (Charlotte Elizabeth Germaine Saisset-Schoeider)

1882 Born in Amiens, France

19i- 13 Writer for La Frangaise, a fomingst journal

1914 To Ialy with actress Stacia de Mapicrowska, where Dulac picks up
film expericnce on the set of Caligula

1915 Founds . H. Productions with Irene Hillel-Erlanger and begins.
producing films

1921 To USA to study production methods. meets D, W Griffith

1930-40 Founder and director of weekly migazine France- Actualites-
Gawmons

1942 Dvied in Paris

1915 Les Socurs Ennermies

1916 Geo be Mystéricwr

1916 Vénus Vieirix

1916 Dans L'Quragan de la Vie
1917 Ames de Fous

1918 Le Bonheur des Autres

1914% La Féw Espagrol

1919 La Cigaretie

1920 Malencontre

14X La Belle Dame sans Merci
1921 La Mort du Soled

1922 Werther (incompleie)

1923 La Souranle Madamie Hewdel
1923 Giossere

1924 Le Dighle dans la Ville

1928 Ame d"Ariisie

1925 La Folie des Vaillans

1926 Artoineie Sabrier

1927 La Coquille er le Clergyman
1927 L'lnvitetion au Voyage

1927 Le Cinéma au Service de L Histoire
1428 La Princesse Mandane

1428 D.u'.qur wiy

1928 Thémes et Vartalions

1928 Germination d'un Haricot
1929 Encde Cindgraphigue sier wne Arabesgue

(for texts by Dulac see page 127)

Theo van Doesburg (C. E. M. Kupper)

| 883 Born in Lrirecht

1917 Founded “De 561 group with Mondran, Huszar, Oud, Kok
Began publishing D Stgl magazine as well a5 a Dadaist publica-
tion named Mecano. Dada poetry and essays published eliewhere

T4

under pseudenyms of 1. K. Bronset and Alde Camini
1931 Dhied in Davaos

The painters Hans Richter and Viking Eggeling did not introduce
abstract film completely unexpectedly. To overcome the static nature
of painting by way of the dynamic character of the film technique was
@ dream already in the minds of artists who were trying o resolve the
modern problems of pictorial art, And through film the dynamic and
the static were acsthetically linked. But the ssnslactory goal had not
yei been reached, just as the ambition for a solution relevant to woday
was still unfulfilled.

Being able 1o express, through a so-called expressionist film, the
dramatic conteni of a thoroughly romen sdeclogy is not a solution
relevant to our times. At this stage 1 could point out several more
compromises, but abstract film, which introduces a new area of
dynamic possibility of expression, has nothing to do with that. It is
well known that in their paintng the Futurists, too, searched for a
dynamic effect, which, considering the character of their work, never
teally bore fruit. Mofe "dynamo-technisch’ was the notion of V.
Huszar, one of our staff at *De Stijl’ in 1918, of transferring the
abstract colour picture om to film, and through that to create a
possibility of producing continuously changing compositions. | am
r:[.lllll'li this in connection with the now advanced v::l:pcrirn: s of
Richter and Eggeling. 1 know there is always a certain danger in
comparing absaract film with music, which always gives rise to
misunderstanding. And yet, by making this comparison of abstract film
with visible music one can clear up the misunderstanding: m roughly
the same way as in music the whole composition becomes visible in
the open light field. The spectator looks at the composition formerly
defined in a *full score’ by the anist on the light field, which becomes
a certainty and disappears again. Thereafter a new composition of
quite a different arrangement, proportion and structure is being
constructed.

This abstract " Dynamo-Plastik’, realised in 8 mechanical way, can be
|u;|nmp;11i:d. t'hml.l_g]l musical mmpﬂsi:i.ang. wbemhy the
matrumentation as well as the content must be completely new,

It seems that this idea of & mechanical picture was occupying several
artists at the same time. And when the painiers Richter and Eggeling
comtacted ‘D Stjl7, in order to be able to realise their ideas, [ went
abruptly to Miederlautz as 1 felt completely in agreement with them
and wanted to get to know their work and their ideals. Although they
did not quite grasp the question of form, it was clear 1o me not only
that they found one *General Basis' for the Dynamo-Plastik, but abo
that fof one year they were investigating the posubilites of technical
praduction at the University of UFA in Berlin.

The drawings necessary for the mechanical realisation of &
composition consist of longish serolls of full scores on to which the
development of the composition is consecutively stated, but in a way
that the intermediate moments are developed mechanically. These
drawings, minutely executed in black, white and grey are, in spite of
the precise execution, stll not exact enough. The enormous lens
enlargement in a lightficld of for example 10 ¥ 6 metres dicloses
every weakness of the human hand and shows that it 15 no longer the
hand which creates art, but the spirit. And as this spirit demands the
greatest possible precision for its expression the modern maching is
only in its outermost perfection capable of realising the highest
demands of the creative spirit.

The need for & very precise drawing makes a mechanical arrangement
of the plane-space-colour ratio necessary. And here the helplessness
of the primitive handicralt is again apparentl. [t is well known that for
one full film score 300 drawings are necded, and from this one
realises that abstracy film is a territory in which the mechanical way of
drawing can be of the greatest service.

The painters Hans Richter and Viking Eggeling are also searching for
results im this direction. Supponted by the experts in the field of
science aid technique (Emstem amongst them) it will not be difficuls.
Germany, however, is too poor 8 country to industrialise this art, and
for that we must leok 1o Haelland who with its very high monetary
standard must make possible industrially and financially the Bayreuth
of the new cinema.

The first screening experiments were limited 10 compositions in black,
white and grey. The reproduction in this issue gives more or less of an
mpression of such compositions at the exact moment when an entity
is built wp through light. The centre of the picture develops further
still unnil the proportions reach a complete creative exactness. This
reproduction shows no more than one moment of a very exact
proportion of the composition, but is de facio not 1o be separated
from the moving light apparatus of the film. This Alm recording need
not only be a co-operation of all the arts of a *General Basis'. 1t can
also liberate the new pictures from the old and primitive way of
handicraft painting in oil,

When the film technique is wially suited to the Dynamo-Plastik those
who practice the finge arts will “write’ their compositions for film, The
relationships of colour and form will be specified through numerals,



ond according to their skeiches they will arrive a1 the most exact and
perfect expression in a mechanical way through electricity.

Theo van Doesburg D Seji Nr 5, June 1921

)

Marcel Duchamp

1887 Bom in Blainville, France

19005 191 3 Begins career as a painter in Paris

1915-18 In Mew York, abandons painting, begins opiical experiments
with Man Ray

1919 Rerurned 1o Paris, participated in Dada and Surrealist activities,
eventually “ceasing 1o produce art’,

1968 Died in Neuilly

1920 Wemestigues Domeitigues Demi-Neck [Slereoscopic experiments
with Man Ray, never completed as a film) 1925 Awnemic
Cinerna 7 mins

1115 through his research into three-dimensionality that Marcel
Duchamp. with the help of Man Ray. become interested in the
vinema. A first attempt in 1920 in New York. made with teo
synchronised camerss (a transposition of slereo-photographic
technigues known and used widely since the beginning of the century).
was ruined in the {!pwh:pq'rlg process croepl for a fuw images.

But another solution, wsing circles de-centred from their axis of
rtation, had been envisaged since 19200 and was successfully realised
with the “rotary demi-sphere constructed for Jacgues Doucet in 1925,
This film. whose anagrammatic title immediately evokes an illusory
'prnfuu ndmess’, was wery sinctly ﬂ!ll'ﬂpuil.‘d al 1H} 11|'r'|:r¢l| discs belween
which alternated nine discs carrying the fullowing inseTiptions:

— Bains de gros the pour grains de beautd sans trop de Bengue,

— L enfant guwi 1012 et un souffleur de chair chaude qui n’aime pas ke
chou-flewr de serre chaude.

— %1 je 1 domne un sou, me donneras-u wee paire de ciseaux

— U demande des moustigues domestiques demi=stock pour la cure
Jwente sur la Cote O Azur.

— Inceste ou passion de famille 3 coups trop tirds.

— Esyuivens s cochymoses des Esquimaux aux mots exguis.

— Avez-vous déja mis la maoelle de Uépee dans e poéle de Taimee?
— Parmi ruos articles de quincaillerie paresseuse, nous recommandons
e robinet gqum s arrete de couler guand on me I éeouic pas.

— L'aspirant habite Javel ¢f mai j avais la bite en spirale.

It is not kAcown exactly when, nor by whom. several very short shots
were intredduced in the middle of the film (the face of a girl. a tank
cleanng an obstacle, a statue of Napuleon which crumblesp, shots
perhaps indebied 1 Eisenstein (gccording to G. Sadoul. who describes
the film an this form i his Seuvenirs d'wn demoin). Bun i was probably
dvme very early. as attested by the carly copy conserved by the Danish
falm archive.

Duchamp howewer has explicitly and entirely denounced this in an
unpublished corrcspondencs with Scege Stauffer. In a first beiter dated
1 May 1961, Stauffer asked him if he remembered the “realistic
sewtion which lasts a hole more than a minute’ in Anemic L inerma.
Duchamp responded from Mew York on 28 May that he had " ne
memuory of the interpoalations lNapuluun. i) of which you .-:-pu:l..
vertainly done without my consent’. Mot completely satisfied with this
response, Slauffer returned to this point in another letter dated 20

June and he included stills from the film. The reply from Duchamp
(ddate 26 June) was emphate: 1 am sending you the stills of Anemic
Linema, and all those marked " do not recognise”™ have been added by
“anonymoas”. It & essential that they mot be published or thus create
a general delusion about & version for which 1 am in no way
responsible.”

from Cinéma Dadiste e Surrealisi, Centre Georges Pompedou, Paris,
1974, p. 32.

Viking Eggeling

1880 Born October 21 in LUINDY (Sweden)

1847 Emigrates to Germany and commences vocational training in
Flinshurg

1900 Book-keeper with a clock factory in Le Locle, Switzerland

1911 Works as an artist in Paris, mixing with Modighani. Arp. Fricsz.
Kisling

191517 Produces designs which are possibly first skeiches for his
scroll-pictures Horizontal-Vertical Crchestra and Diggenal

mphoRy

1918 Lives in Zurich, where he renews his acquaintance with Arp and
comes inlo contact with other members of the Dada movement,
CGiets to know Hans Richter through Tristan Tzara.

1919 Goes 1o Germany with Richter (Klein- Kolzig, near Berlin)
where both work at studies and experiments in form.

1920 Begins film experiments with Richer, Fiest anempts at
Horizonial-Vertical orchesira,

1921 Lives in Berlin, Ends collaboration with Richter. Further work
on the film Horizonal-Vernical Orehestra,

1922 Eggeling moves into artistic circle with El Lissitsky. Kurt
Schwitters, Racul Hausmann. Enich Buchholz. Werner Graeff
and others,

1923 Meets Erna Niemeyer (Re Niemeyer-Soupault) and begins
collaboration with her on the film Diagonal Symphony

1425 First public sereemng of Diagonal Symphony on May 3
Eggeling dies in Bedin on May 19 after a monih’s illness

Rudi:u:wuring Berlin in 1947, | was making my way through the ruins
im search of missing friends when 1o my great surprise | saw a house |
had kmiswn many years ago; @ house by some mysterions twist of fate
spared {rom the destructive mania of the air raids.

Lucated very close to the Wittenbergplatz, Wormscrsirasse 6a on the
cornier of B:}'}Eullml' Sirasse, 1l was an u_il}' house. one of many
bocks of flats in Berlin where. beneath the roof on the 6th floor. two
so-called “arist studuss’ nestled. The north face had large, sloping.
studio windows, without watermains or heating. The house had been
put up during the 1840%s, possibly later. Over the years the window frames
began to let waler in an on a wet day i1 was necessary o

place a bathiub beneath. 1o prevent the floor being

flspded. The winter in Berdin is bitter. The studios became ice cold.
amd it was pu'iﬁl'bll.' UI‘Il}' :.I'ighll,' o case the lemperalure. if one had
some coal. by the small, high-pressure furnace. In the summer an
almiost !:'l.rpm.'ﬂ heat acoumulated i the rooms.

In one of these two Wormserstrasse studios the Swede, Viking
Eggeling. lived and worked from 1921 until his death in 1925, a
painter and paoneer of absiract film, or as | should say. the initiator of
a new art form which one could call “optical music’. (Augenmusik].
Stopping in Berlin for a wisit in the summer of 1923, 1 was introduced
1o Eggeling through Werner Graeff who, like myself. was studying a1
the “Staatlichen Bauhaus' in Weimar. Until then, | knew nothing
abtout Eggeling, and Werner Graeff spoke of him guite by chance. We
then went for a walk through the wown and crossed the
Wittenbergplatz. Graeff 1old me that the sloping studio windows
wisible from where we stood were in fact the studio windows of
Eggeling's room. 1 asked him who was Egeeling. and he cxplained that
he was an important arlist working on something completely new: that
he draws, so to speak, with light onto a dark canvas, creaning
elementary geometrical forms and lines though proportion, numerical
relations and intensity of light in a rhythmical context. from which
sufmelhing originates like light-music for the eye. This description
enthralled me. “Where is it possible 10 see his work™ | asked

“Perhaps at his place’. said Graeff. “We'll go up. maybe he is at home’.
I was 5o impressed that Greaff knew such an important artist well
sneugh to risk visiting him unnanoesnced, at | lam and accompanicd
by a stranger. We wenl into number 6a Wormserstrasse. There was a
lift. attached &0 the outside wall facing into the courtyard. than had
evidently been put in long after the house was built, 11 was out of
order at the time. and years later the rickety old machine was clsed
down by the police and eventually dsmanitled becawse it was guite
unsafe. 5o we chimbed up 1o the sixth floor. Two deors W the twe
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studios and there, in the corridor, directly opposite eggeling's

studio on the right hand side, was the water supply of the two sixth
fleor tenants, Wemner Graefl banged vigorously on the door — there
was silence. | was not at all surprised: at 11am most people are up
and out, But Graeff wasn't giving up, and at lasi an extremely sleepy
voice replied, ©who's there™" Gracff called back that it was he, and
after a while the door opened. A thin blond man of medium height
stood before us. He had extremely dark blue eyes. and a very drowsy
look wpon his face. He was wearing a garment that might have been a
dressing gown. We had awakened Eggeling. It was not by chance that
he had over-skept; he had suffered sance an carly age from ternible
insomnta, and could only sleep with the help of Gardenal which he
took regulardy, often sleeping on into the afternoon if he got off 1o
sleep late.

He invited us in. In the first Bitde room just 1o the right of the door
there was a gas cooker, on the left a wash-stand, and against the wall
a bed. Light shone in through a small sloping window, and a curtain of
sack-cloth separated the little ante-room from the actual siudio, which
was quite a large, well proportioned room, brilliantly lit by the
daylight of the slopmg studio window. Mounted on the left wall
separating the litde room from the main one, was a timber bracket
supprting a small hand-wind projector. By moving the hand-winder,
any picture would thus be projected on to the epposite wall. and that
was indeed the method h:r which H“:TII'IE examined the resulis of his
current experiments. On the right, along the wall stood a sofa with a
torn cowver, and behind that hung an Indian batik cloth, lending a
nouch of homeliness o the room. In the centre was a working table
and two or three primitive chairs, and opposite the entfance a
high-pressure furnace, turned off of course, because it was summer, |
should have remembered little of the sparse arrangement of the
studicy, except for that which any wisitor is sure 1o notice, had 1 not
had over a year in which to become familiar with these details. What
did, above all, catch the visitor's attention were the sketches for
Eggeling's optical symphonies pinned up everywhere, They were
pencil drawings, on quite ordinary paper, of geometric forms. In order
to be able 1o unfold the different phases of the optical development of
these drawings, Eggeling put them on to scrolls. One had to imagine
the shapes and lines in total reverse — i.e. the black on while a5 white
on black — or better sill, as light on dark. Here for the first time 1
saw the Horigontal-Vertical Chrchestra, and three vamations of the
Diagonal Symphony. The sketches made an incredible impression, and
Eggeling's method of working them out also became clear 1o me.

And yet really valhid results of this new an form had sill not been
achieved. What there were were most unsatisfactory fragments which
did not only display great technscal imperfections, but also proved that
the film technique was unaccommadating 1o Eggeling’s ideas — a fact
not clearly discernible until then. Eggeling was not a technician. He
employed an animation film-operator who had to be paid by the howr.
This man understood little of Eggeling's wleas, but he set him up a
darkroom in a partitioned-off space opposite the studic, and at the
botiom between four posts, was a sort of lightbox; above it, at the
required distance, an Askania-Werke camera.

The lines and shapes were cul with a sharp knife from a very tough
type of tin foil (already an improvement, for the first experiments had
been done with paper), and by masking or de-masking on exposure
after exposure a movement on the film-strip was created. To achieve
the impression of motion demanded a great many experiments and
calculations, and when several ‘voices” were (o appear on the screen
simultaneously it became very difficult indeed. These “voices™ had to
be not only independent of one another, but directed against one
another in a satsfactory way.

Counterpoint had not vet been created in this new art form.
Eggeling's operator was in complete despair, so impossible did the
task sgem to him. Added to that, Eggeling's money was cvaporating,
and he could no longer afford to pay the man, This was exactly the
situation when | first got to know Eggeling. Since the spring of 1921 1
had been an the Bauhaus in Weimar, Iiten's foundation course was so
full of new ideas and possibilitics that 1 wook it twice. After that | had
i choose which workshop to enter, and I decided on weaving — maore
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out of confusion than actual conviction. | began weaving and knitting
carpetd butl soon realeed that there was no future for me in this field,
so when Eggeling suggested that | help him with his film experiments
I left the Bavhaus and went straight 10 Berlin, There Eggeling's
operator showed me how to use the camera. From time 1o time the
engineer of the Askania factory placed at Eggeling's disposal their
latest model, completely free of charge. and followed the latier's
experiments with the greatest interest thereby hoping to rectify any
technical faulis the camera may have had. the greatest difficulty was
in winding the film back several times in order to be able to record on
to the film a second, or sometimes third ‘melody’. Quite often the
whole working process had 1o be repeated because the winding back
of the film had been unsuccessful, and 1o open the camera and sec a
whole roll of film drop out was extremely disappointing.
Another problem was the light which was very uneven because its
souRce was 8 number of bulbs, and those in the centre were brighter
than those at a greater distance from the lightbox. It was well nigh
mpossible to achieve a line with even density, in spite of the focusing
screen. But the greatest difficulty of all for this new art form was the
lack of a counterpoint. a ‘law of harmony'.
The work was carried out in this manner: Eggeling would describe io
me his thoughis of & certain movement. tempo, rhythm etc. My job
was the cutting out of lines and shapes from the tin foil, as well as the
technical execution on the rostrum. Exact calculations were necessary
in order to achicwe the required tempo; calculations which became
extremely complieated when a second and third “melody’ was brought
. Eggeling was determined to realise, first of all. the
Horizontal-Vertical (Prchestra but the experiments were disappointing
because the shapes were so rigid. 1t scemed o me that the Dingonal
Symphony would be more suited to these first experiments, because it
offered more freedom of movement, The first frames convinced
Eggeling. The film began with a wavy line wide at the top and
narrowing lowards the bomom. Pans of the film really surpassed all
expectations, and had we not been short of both money and time
studies for a counterpoint ought at this point to have been established.
However in spite of all the difficulties one film was completed. It was
screened on Sth Movember, 1924 a1 the Gloria Palace, for invited
WEsTs,
%mn after the premiere Eggeling travelled 1o Paris where he showed
his film to Fernand Leger, and met Tzara and other friends whom |
have since spoken to about the event On his way back from Paris
Eggeling met me in Hannover where 1 was staying with Schwitters and
his wife for a few weeks. My work for Eggeling was now over and |
returned o Weimar before the end of the year. But my health was in
a bad state from the strain and privations of the last year and so my
mother arranged for me (o recuperate in DNaly.
Eggeling gave the impression of being a completely balanced sort of
person. Was he a Dadisn’? No, for he had a classical conception of arr,
but he had a great sympathy for the Dadaists, in particular for Tzara,
| am abo imdebted to Eggeling for his introduction to me of
Leonardo's Treatise on Painring. Eggeling had the greatest admiration
for Leonarco.,
Eggeling was absolutely delighied with his popularity in Berlin,
Armongst his closest friends belonged Dr. Charlotte Wolff, friend of
Dora and Walter Benjamin, who in her book On the Way 1o Myself
gave a detailed account of a trip through Russia where she lectured at
the University of Karkhov on Eggeling'’s film. It was she who thought
up the name for this new art form: "Eydodynamik’— a name which
was also accepred by Eggeling himself.
Eggeling's personality transcended the world of success and
self-secking. He belonged to no church, party or group. His need for
independence was total, He also had a sense of humour. Once at a
Berlin guest house he had o complete the check-in form, where
amongst other things they demanded to know his religion. He wrote
briefly, *Heathen'. For Eggeling this was no bon mot. He wished 1o
express with this one word his mon-conformist attitude as a human
being and as an artist, and 21 the same time 0 show his indignation at
such an indiscreet question.
He had an almose pqlhu'lop'cﬂ fear of ageing. Lo much so that it



siruck me as almost childish self-deception when he would state the
wear of his birth as aot 1880 — the actual date — but 1888,

The lnst time | was in Berlin was in 1962 This time the house a1
number 6a Wormserstrasse was no longer there, In its place was a
parking lot, and on the very spot where Eggeling’s studio once stood a
large American limowine was parked. This seemed to me to be
symbaolic.

Ré Soupault
Paris, October 1977

Sergei Eiscnstein

1898 Bom in Riga, Latvia

1915-17 studied at the Petrograd Institute of Civil Engineenng

191820 Served m the Red Army, first in engineering unit and later
in agit-prop theatrical unit

1920-24 Worked with various theatrical troupes in Moscow

1924 Began film-making career.

1948 Diied in Moscow

1924 Srrike

1925 Bauleship Potenkin

1927 Crcrober

1929 The General Line

1939 Alesander Nevsky

1941-46 [van the Terrible, parts |ard 1T

The atiraction {in our diagnosis of the theatre) s every aggressive
moment in it, Le., every element of it that brings to light in the
spectator those senses or that psychology that influence his experience
— every element that can be verified and mathematically caleulated 1o
produce certain emotional shocks in & proper order within the totality
— the only means by which it is possible 1o make the final sdealogscal
conclusson perceptible. The way 10 knowledge — *Through the living
play of the passions’ — applies specifically to the theatre
(pereeptually). ) ) ) )
Sensual and psychological, of course, in the sense of efficient action —
as directly active as in the Theatre Guignole, where an eye s gouged
out, an arm or leg amputated before the very eyes of the audience; or
a telephone communication is incorporated nto the action o describe
a horrible event than is taking place ten miles away; or a situation in
which a drunkard, sensing his approaching end, seeks relief in
madness. Kather in this sense than in that branch of the psychological
theatre where the attraction rests in the theme only, and exists and
operates bemeath the action, aithough the theme may be an extremely
urgent one, (The mistake made by most agit-theatres 15 in their
satisfaction with those attractions that already exist in their seripts ). . .
The attraction has nothing in common with the trick, Tricks are
sccomplished and compleied on & plane of pure crafismanship
(acrobatic tricks, for example) and mclude that kind of attraction
linked to the process of giving (or in circus slang, *selling’) one's seli.
As the circus term indicates, inasmuch as it is clearly from the
viewpaint of the performer himself, it is absolutely opposite to the
attraction — which is based exclusively on the reaction of the
audience.

Approached genuinely, this basically determines the possible principles
aff construction as ‘an acnion of consruction’ (of the whole production).
Insiead of @ static ‘reflection” of an event with all possibilirles for
activiry within the limits of the event's logical action, we advance o a

new plane - free moniage of arburarily selecred, independent [within the
given composttion and the subject links that hold the influencing actions
iogether) atrracrions — all from the sand of establishing certain firal
thematic effects - this is montage of atracrions,

The theatre is confronted with the problem of transforming rts
“illusory pictures’ and s *presentations’ into 8 montage of *real
matters’ while an the same time weaving into the montage full *pieces
of representation’ tied to the plot development of the subject, but now
ned as seli-enforced and all-determining, but as consciously
contributing 10 the whole production and selected from their pure
strength as sctive atiTactions . . .

Schooling for the moaiageur can be found in the cinema, and chiefly
in the mussc-hall and circus, which invariably (substanually speaking)
puts on a good show — from the spectator's viewpoint. This schooling
i necessary it order to build a stfong music-hall-cifcus programme,
resulting from the situation found at the base of a play . . .

5. Eisenstein,
Lef, Mo, 3, 1923
‘Montage of Attractions

Oskar Fischinger

1900 Born i Gelnhausen near Frankfurt

1914-1% Apprentice 10 an organ-builder, Gelnhausen

191516 Draughtsman in office of City Architect Gopfert,
Gelnhausen

1916-22 Tool designer and engineer with the turbine factory Pokorny
& Wiedekind, Frankfurt

1919-21 Member of a Frankfurt literary club where he meets the
newspaper critic Bernhard Diebold who has been promoting
abstract film, Prepares graphic charts of the dynamics of 1wo
plays: Fritz von Unruh's expressionistic anti-war drama Ein
Cesehlecht (Genermions), and Shakespeare’s welfife Mgl
Dicbold encourages him to make an abstract film of such
graphics

1921 Diebold introduces Oskar to Walther Ruttmann at the premiere
of Ruttmann's (s £, Frankfur, April. Oskar tries wo mterest
Runtmann in a labour-saving animation machine he has been
waorking on

1922 Awgust: Oskar moves to Munich to devote himself full time 1o
filmmaking. November: Ruttmann buys o wax-slicing machine
from Oskar, Oskar also invents and markets a clean-burming
natural gas motor, but bis business partaer Guttler defrauds
during height of inflation, and Oskar is left in deht

1924-26 Oskar forms partnership with Louds Seel to produce a series
of theatrical shons, Mdnchener Bilderbogen. Seel Co. also goes
broke, leaving Oskar deeper in debt

1921-27 Oskar produces independently various abstract film work:
War Experimenis, COvgelsrdbe (literally organ-pipes but
translated by Oskar as 51affs) with cut-out silhouettes,
Stromilinien (Currenis) with coloured liquids, efc.

1925-26 Alexander Laszhd uses abstract films by Oskar as part of his
Farblichimesik {Coloiir-light-music) colour-organ performances
'I]'i!l;mj"lnu! G¢ rrnan:,l

1926-27 Oskar performs his own multiple-projector shows i his
Munich stwdio: Fieber  Fever), Vakunm | Vacuwe), and Mook
t Power). Ao produces representational silhoueite-animation
film Seefische Konsrukioren (Spéviteel Construciions), and
special effects for feature film Sdngfur (Noalt's Ark

1927 Tq EECAPE debis, Dskar ipends summer w;lhina_ From Munich to
Berlin, taking single frames of people and places he encounters:
Mianchen- Herlin Wanderung

1928 Oskar, now permanently living in Berlin, prepares special elfects
for Emi Metzner's Dein Schicksal ( Your destiny), a political
film supporting the radical Sozal Demokratische Partel, Also
other advertising Flms and special effects

T



1928-29 UFA employs Oskar for a year (July 1928-June 1929) doing
specti] effects for Fritz Lang's science-fiction romance Fraw im
Mevrd | Wi o the Monowd, :in:]udang rockets and Slarscapes

1929-30 Oskar breaks his ankle while working at the UFA siudios,
und while recovering in the hospital begins his series of

from Mazi government lor producing “degenerate’ art. Situation
worsens when Komposiion wins Grand Prix at Venice and
!.p-ccial pri:l'.t at Brussels. Oskar's hah}' son killed in sccedent:
Orskar very depressed. Kemiposiien and Murond commercial

1930

14930

1950

1931

1932

1932

1933

14934

1935

™

black -and- white studies, drawn with charcoal on white paper
Snedies #2-#6, synchronized with popular music on records,
shown a1l Kamera Unter den Linden in Berlin, Uitkijk in
Amsterdam and other avant-garde cinemas in Evrope

UFA dsartbutes Sredv #5 and .'l.lﬂhl_\ #7 us shors with hit
feature Tilms. Preparing sound-on-film prints leads to problems
getting rights 1o music. Oskar unable 1o secure rights to Los
Verderones, the track to Saudy ##. so Paul Hindemith and his
students attempt composing music specially for i, but the results
are not whally satsfactory, and Oskar withdraws the film from
circulation, Following continued success of Sy #7
{synchronized 10 Brahms Heungarion Doece #5) Oskar decides
to wse classical music #s sccompaniment to all further studies
Oskar does special effects for an hour-long science documentary
s Hohelied dev Keaft « The v of Ereegyd, including
images of electricity, sub-atomie particles and molecules

31 Oskar's cousin Elfriede, a young art student, comes 1o work
at Fischinger Studios. Later they marry, and over the years have
five children. Snelv #5 remains unfinished because Oskar
cannot afford the fee for the rights 1o the second hall of the
music, Paul Dukas’ Sorcerer’s Appreniiee. Oskar buys rights 1o
ballel music from Verdi's Aadi, and begins film based on it
leventually Sy #1iF)

Rutimann and Laszlo Moholy-Nagy use Oskar's films with
lectures. A poll of erities in the newspaper Der Dnclie awards
Oskar's Stedies the Critic's Prize. Oskar's younger brother Hans
comes to work at Fischinger Studio, initally filling in Oskar's
designs for Suedy #0, h}'n:hrunm:d with Brahms Hurganon
Ty #6. Oskar prepares a silent study, Lasheoapied

e geierrs )

Oskar prepares Suwly #11 1o minuet from Mozart's Eire Kleine
Macliteueadk, Hans prepares Snecly #1210 the tarch dance from
Rubinstein's Sride of Cerduth, Oskar makes Koloraturen
(Casberraniira § as o preview/tradler for a feature film Coin erndecks
ihir Hers. [iebold lectures @t the premiers of Sy #12 n
Kamera Unter den Linden. Festival of Fischinger films at
Munich's Marmorhaus sells out and must be repeated.

Oskar spends the summer involved in experiments with
nr].'nl!h::lu; sound, which ang 'r:'pgncd wid:lr n OEWSPPers N
July, and sbout which he bectures at the scientific academy Haus
der Ingcnitum in Berhn d.urmg .H.usun.

Depression brings independent film production 1o a halt. Oskar
does special effects for a dull dncum:m.u'r:,' Fre Viertelsiinide
Careeastadisratlandk 1A gpuenrtee-heaee of cine sratisiosf. Hans and
Oskar quarrel, and Hans leaves Berlin, Oskar's Sy #13 1o
Beethoven's Koedlun overture, and Hans' Suedy #1410
Brabmes Huigorion Dowce #3 left unfinished. Oskar
collaborates with Dr Bela Caimspar in pmdunng # color camera
and film. Tolirag advertising agency underwrites first colour film
Kreise fedrelesd to music by Wagner and Grieg, released in
December

Oskar prepares a coloured version of Siudy # 11 which is
released under the title Ein Npie! tr Faelewn 1A play in cedonis ),
A colour cigarglte advertisement MWuraii gredfe ein L Mareain
wmadches onl, in which cigarettes are seen walking for the first
time, opens to thunderous acclaim in April, and plays for a full
year at first-run cinemas in Evrope. Oskar deluged with
commassians for commercul work, (skar tukes a wull.:ing-'l'rlp LIX]
Switzerland, and makes a live-action film Mivers and f.:ﬂ.'r-l'an’.l'-'r-
which he edits to Bach's Mromdealuerg Concerra #3, Oskar
prepares 271 p:linl:ng\. far u Im'p ol m..wi.rig enloured squares,
Charelrane. Many commercial jobs

Keermrpersdtionr 1 Mlae ¢ Comvigesiniens i Bl ) 10 the overture from
Micolai's Werry Wives of Windsos premieres in May, and is huge
success, Oskar (and all non-objective artists] now under attack

previewed in Hollywood; Paramount rushes affer to Berlin, and
Orskar accepts

1936 Oskar sails for Hollywood, never 10 retum to Germany.

Paramount commisions abstrsct sequence for feature Hig
Brgenloasr onf T9IT starring George Burns and Gracie Allen,
Orskar prepares colour animations synchronized 1o a piece Kudiw
Dyvrwmics by studio composer Ralph Rainger. Poramount
mefuses 1o prent Chskar's work 10 eoloer, since 1he rest of the
feature is in black-and-white. Oskar quits. At the wrging of
friends like Karl Nierendorf, Galka Scheyer and Lyonsl
Feininger, Oskar begins oil painting, which he had previously
eschewed because he felt that film rather than static arls would
be the art form of wday and the Tuture

1937 MGM commissions a short, An Opeical Pewsnr. 1o Lisat's

Hungartan fhagsoely 2. Onkar meets Edgar Varese and John

Cage
1938 Oskar drives 1o Mew York 1o try 1o get backing for a

feature-length film of Dvorak’s New Werlid Svmpfony for the
World's Fair, Mo backing fortheoming, but Oskar screans films
at Fifth Avenue Playhouse, and has one-man painting shows at
Karl Nigrendorf's and Philip Boyer's galleries, Meets Hilla
Rebay of the Solomon Guggenheim Foundution

1938-39 Already in 1935, Oskar had 10ld the newspaper Fitne Kurier

than his Mew Year's wish was to make a feature-length
non-objective film, Also in Berlin, Oskar had tried 1o get the
rights to use Stokowski's orchestral version of Bach's T oo
anel Fugue dn [ Minegr as the truck for an abstract film. When
Oiskar and Stokowskl were both employed by Paramount in
1936, Oskar wrote Stokowski suggesting that they collaborate
on a feature-length non-ohjective film which would open with
an image of S1okowski silhouvetted before his archestra,
‘zooming in’ on Stokowski's hand which would then become
“ubstract’ and blend mnto edher non-objective imagery. In 1938,
Stokowski proposes the idea of 4 *concen feature’ 10 Disney,
andd Diﬁn:r Stuchos kires Oskar as an ammator for the Bach
sequence of Funnda. Oskar's designs are all aliered by
commitiees that find them too abstract and oo demanding.
Oskar quits in disgust, but aot before animating 1he sparkle of
the HBlpe Fu.i'r}"', witnd for Praesscfiio

1940 Oskar concentrates on ol paintings. Shoots ficker sequence

used in Kadio Dvioics

1941 Rebay awards Oskar & grant from the Guggenheim Foundation

1o make a patriotic film, resulting in Ase Awmevioan Marncl,
synchronized with Sousa’s S wad Mepes Forever, Rebay s
delighted, and awards Oskar a second grant 1o buy back from
Paramount the film which he made for them (which had been
stored in their vaulis ever since). Rebay dislikes the titde Ruclic
Ivanntes w0 the Tilm is chrestened Alegreno, and seen for the
first time

1941-42 Orson Welles hires Oskar fo collabaruste on & p'rujs:;ll:d

biography of Louis Armstrong, and then on a film f's A8 True,
which will confain a section on the Carnival at Rio. Neither
project s realued before M:l\cur}' Productons poes broke, bul
meanwhile Oskar is given studio space and supplics 1o do his
GWE afimialion expeniments, pr:ﬂauhl;‘ l\eau]lmp_ m e
Fragrrent and Colene Kindim,

194241 R.:hu}' sty Oskar abandon foivolous Hnllym_'uu] mfuence,

und sponsors his study of Rudolf S1einer’s theasophy and
Tibetan tantric mysticism a1 Ding le Mei's ashram, The Institute
of Mental Physics, for which he edits a silent meditation film
{uhing ihe fm,:tup: fram eder Hheilror) o whach he uppurc:nll:,
attached the obd Paramount title Misdie Dhaamies. Mo record of
Rulier Idvunovics being sereened outside the ashram, except,
perhups, ina private projection for Rebay

194i-50 Financeal difficulnes cause Oskar 1o concentrale more on

painting, and he becomes involved in artistic social life of Los
Angeles, with Man R.u!.' and the Arensbergs, Hurold Llovd and
the California Colowr Socsety, ete. Many film-makers visit,
including Adexeicfl snd Parker. McLaren. the Whitney brothers,
Maya Deren, Kenneth Anger, Curtis, Harrington, Harry Smith,
e, Many painting shows in Los Angeles, San Franciseo,
Chicago and Mew York

1944-4% Rebay pays Oskar a stipend for him 1o produce a

nom-objective film synchronized to Buch's Hronderhury
Comeerso #3. Oskar makes several beginnings in differenm
animation technigues, but is dissatisfied with cach. Relations
with Rebay stroined

1946 For Solomaon Cuggenheim's Bath hirthday Oskar prepares a

muioscope reel of some G0 oil-painted animations, Abo
designs two other mutoscope reels. Oskar's films screened o



enthusiastic audience (including Jordan Belson) of the Artin
Cinema festival at San Fruncisco Museum of Art

1946-47 Rebay demands Oskar produce the Bach film *immediately’
or repay her the stipend money. Oskar paints the images for
Minttan Pateiing #1 in ol on plesiglas over a nine-month
period. The film premicres an Art Center College of Design in
Los Angeles to an enthusiastic audience that demands an
immediale replay-encore, but Rebay is not amused because the
images are nol precisely synchronieed with the music. Rebay
withdraws all support by Guggenheim Foundatuon

1948, 1955 Further exlerimentation with syntic sound, now involving
new mui;him:r;r Oskar imvents whech allows him 1o produce
convenlional music {with electronic timbre ) very easily

1949 Mooy Fainding #1 awarded Grand Prix at Brusiels
Experimental Film Festival

L950-55 Variows commercial projects including ads for Muniz 7V and
(3 fabomie (ias, and special effects for Cuprain Midnigh TV
serial

1950 Oskar patents a home light-show insirument, the Lumigraph, on
which he gives several public performances over the coming
years, but which he never manages 1o make commercially viable

1951-52 Oeskar had been working since 1948 on creating stereo oil
paintings which show right and left eye information on parallel
panels, Mow he produces a brief film as a test recl to show
potential backers that he could produce a 3-D film Moricw
Fuining #2. No backing forthcoming

1953 Oskar hes a film show &t the San Francisoo Museum of Ar,

where he appears playing the Lumigraph. Before the performance,

a loud speaker falls and strikes him on the head. Afier
this, be has continued health problems, including many strokes

1955 Ome-man painting show at San Francisco Museum of An

1956 One-man painting show a1t Pasadena Arnt Museum

1960-61 D:spul:' i.ll-h::!ll'l, F:schi:nx:r bcﬁ:im. a Moiren Pr.lr'.lr.rm.i.: #2n
Lémm, but abandons the project, possibly because of the arrival
from Ciermany of wme hundred cans containing his early films,
which he goes over, sorts and labels during the next few years.
Oskar abso begins to build an optical printer, in hopes of
wransferring the early films from nitrate 1o salety stock

1967 After some years of severe ill-health, Oskar dics in Los Angeles

Elfriede Fischinger/Bill Moritz

Futurism

Filippo Tommaso Marinetti, Bruno Corra, Emilio Settimelll, Arnaldo
Ginna, Glacomo Balla, and Remo Chiti

The ltalian Futurists promoted the idea of a futurist cinema primarily
through their manifesto, but the movement did produce several films.
A early as 1910 the brothers Bruno Corra and Arnalde Ginna
apparcntly made several short, hand-painted abstract films, as
deseribed by Corra in a 1912 aricle titled *Musica Chromatica™. In
this context, Luigi Russola's {18E3-1947) interest in colour-sound
correspondence (¢f. his painting *Music’ of 1911) and in mechanical
musie (cf “The Art of Moise’ manifesto, 1913) become quite relevant
in understanding the fulunsts’ conception of a machine-age,
synaesthenic experence offered by the new medium of film. In
addition, Ginna directed an irrational farce titled Vie Frririao
(Futurist Life) in 1916 in the same year Anton Giulio Bragaglia
[1E80-1960) directed two futunst-inspired dramas, I Per oo Incante
[The Wicked Enchantment) and ¥ lnis.
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The book, a wholly passéist means of preserving and communicating
thought, has fior a long time been fated 1o disappear like cathedrals,
towers, crencllated walls, museums, and the pacifist ideal. The book,
static companion of the sedentary, the nostalgic, the newtralist, canmot
enlertain or exall (e new Futurisl generations mtoxicated with
revolwtionary and bellicose dynamism . . .

Al first look the cnema, born only a few years ago, may seem 1o be
Futurist already, lacking a past and free from traditions. Aciually, by
appearing in the guise of thearre witheuwr weords, it has mherited all the
mast traditional sweepings of the literary theatre. Consequently,
everyithing we have sid and done about the stage applies to the
cinema. Our action is legitimate and necessary insofar as the cinema
up to now fes Reea aud fends to reemain prefoanaly passéi, whereas
we see in i the possibility of an eminently Futurist art and the
cxpressive smedism most adepied 1o the complex sensibiling of @ Futueise
AFFTLAL.

Except for interesting films of travel, hunting, wars, ete., the
filmmakers have done no mere than inflict on us the most backward
looking dramas, great and small. The same scenero whose brevity and
varigty may make it seem sdvanced is, in most cases, nothing but the
mast trite and pious arelysis, Therefore all the immense arivic
possibalities of the cinema still rest entirely in the future.

The cinema is an aulonomous art, The cinema must therefore never
copy the stage. The cinema, being essentially visual, must above all
fulfill the evolution of pamting, detach itself from reality, from
photography, from the graceful and solemn. It must become
antigraceful, deforming. impressionistic, synthetic, dynamic,
free-wording.

OME MUST FREE THE CINEMA AS AN EXPRESSIVE
MEDIUM in order to make it the ideal instrument of a mew ar,
immensely vaster and lighter than all the existing arts, We are
convinced that only in this way can one reach that polverpressiveness
toward which all the most modern artistic researches are moving.
Today the Furnrist cirema creates precisely the POLYEXPRESSIVE
SYMPHONY which just 3 year ago we announced in our manifeso,
“Weights, Measures, and Prices of Anistic Genius,” The most varied
elements will enter into the Futurist film as expressive means: from
the slice of life w the streak of colour, from e convent

onal line to words-in-freedom, from chromatic and plastic music 1o the
music of objects. In other words it will be painting, architecture,
sculpture, words-in-freedom, music of colours, lines, and forms, a
jumble of objects and realiny thrown wogether a1 random. We shall
offer new inspirations for the rescarches of painters, which will tend 1o
break out the limits of the frame. We shall w21 in motion the
words-in-freedom that smash the boundaries of literature as they
march toward painting, music, noise-art, and throw a marvellous
bridge between the word and the real object.

Our Nilms will be:

1. CINEMATIC ANALOGIES that use realjty directly as one of the
two elements of the analogy. Example: If we should want to express
the anguished state of one of our protagonists, instead of describing it
in s variows phases of sulfering, we would give an equivalent
impression with the sight of a jagged and cavernous mountain . . .

2. CINEMATIC POEMS, SPEECHES, AND POETRY. We shall
make all of their component images pass across the screen . . .

Thus we shall ridicule the works of the passéisy poets, transforming o
the great benefit of the public the most nostalgically monotonous,
weepy poetry into violent, exciting, and highly eshilarating spectaches.
1. CINEMATIC SIMULTAMEITY AND INTERPENETRATION of
different times and places. We shall project two or three differemt
visual episodes at the same time, one mexl to the other.

4. CINEMATIC MUSICAL RESEARCHES (dissonances, harmonies,
\ymphun s ol pesiures, events, calours, lines, ele.

5 DRAMATIZED STATES OF MIND OM FILM.

f. DAILY EXERCISES IN FREEING OURSELVES FROM MERE
FHOTOGRAPHED LOGIC.

7. FILMED DRAMAS OF OBJECTS, {Objects animated,
humanized, baffled, dressed up, impassioned, eivilized, dancing —
objects removed from their normal surroundings and put into an
abnormal s1ate that, by contrast, throws into reliel their amaring
construction and nonbhuman life.)

A SHOW WINDOWS OF FILMED IDEAS, EVENTS, TYFES,
OBJECTS, ETC.

9. COMGRESSES, FLIRTS, FIGHTS AND MARRIAGES OF
FUMNY FACES, MIMICRY, erc. !'iual'rlple: a bis nose that silences a
thowsand congressional fingers by ringing an car, while two
policemen’s moustaches arrest & looth,

10, FILMED UNREAL RECOMNATRUCTIONS OF THE HUMAN
BODY,

11. FILMED DEAMAS OF DISPROPORTION (a thirsty man who
pulls out @ tiny drinking straw that lengthens umbilically as far as a
lake and dries it up dusranily ).

12. POTENTIAL DEAMAS AND STRATEGIC PLANS OF
FILMED FEELINGS,

™



13 LINEAR, PLASTIC, CHROMATIC, EQUIVALENCES, ETC.,
of men, women, events, thoughts, music, feelings, weights, smells,
moises (with white lines on blick we shall show the inner, physical
rhythm of a husband who discovers his wife in aduliery and chases the
kowver — rhythm of soul and rhythm of legs).

14 FILMED WORDS-IN-FREEDOM IN MOVEMENT (synoptic
tabrles of lyric values — dramas of humanised or animated letters —
orthographic dramas — 1ypographical dramas — geometric dramas —
numeric sensibility, etc).

Painting + sculpiure + plastic

dynamism + words-in-freedom + composed

noises + architecture + synthetic theaire = Futurist cinema.

THIS 15 HOW WE DECOMPOSE AND RECOMPOSE THE
UNIVERSE ACCORDING TO OUR MARVELLOUS WHIMS, to
centuple the powers of the lalian creative genius and its absalute
pre-eminence in the world.

The Futunst Cinema |.§¢prrmhﬂ' I Hora)

Werner GraefT

1901 Born in Wuppertal-Elberfeld

1921 Student at the Banhaus

1922 Member of the "De Sujl° Group and the " Movember Group’
Design for two abstract animated Glms, Inermationsl Traffic
Sign Language (Pictogram)

1923 Co-publisher and editor of the journal

1927 Press chief for the Werkbund Exhibition 'Die Wohnung',
‘Weissenhof Estate, Stutigart

1930 Teacher of photography at the Reimann School, Berlin

1957 General Secretary to the *International Congress for Design’,
Berlin

1959 Independent painier, Essen

1970 Lives in Muelheim! Ruhlr

1922 Farvitar | (plan for a film, fimally realised by Graell in the
1 946:05)
1922 Parimur 11 (plan for a film, realised in the 1958)

In the course of time confusing legends have arisen on the topic of
absteact film, which in the interests of historical truth must be
corrected by the few knowledgeable contemporaries still living. In my
casé, | became an eyewitness in Spring 1922, Theo van Doeshurg,
editor of the Dutch journal De Sijl, whose youngest collaborator 1
was, introduced me to two elder colleagues and collaborators on D
Suil: the Swedish painter Viking Egpeling and the Berlin painter Hans
Richier, These two had become acquainted in Dada circles in Zurich
toward the end of the First World War and had then worked together
for about two or three years until for various reasons there was a
fundamental rift between them. They remained that way up until
Eggeling's death in 1925,

A stimulus for the abstract scroll-pictures was provided by the
marvellous Old Chinese picture-scrolls representing scenes from
nature, such as for example the (ingeniowsly abbreviated)
represeniation of "“The course of the Yangtse Kiang river from its
soufed 1o the éstuary’, Chinese picture-scrolls are rolled and unrolled
with both hands using two spools with handles, so that one has
continually fresh sections successively before one’s eyes. The effect is
almost filmic! So Eggeling soon had the idea of demonsirating the
development of sbstract forms or of groups of forms on drawn
picture-scrolls by presenting selected phases of development from his
fairly complex abstract creations — high poinis in the unfolding of
maovement were *fixed” on a picture-scroll. He made vague
connections with a kind of optical music, since at the time Eggeling as
well as Richter liked using concepts from musical ereation: archesira,
orchestration, symphony, instrument, fugue, counterpoint, especially
too the term “score’ — although precisely a distinguishing feature of a
wcore, namely the exact notation of time and the flow of movement,
even for the many ‘instruments’ which they simultancously had
appear, was still perfectly lacking. All this was indeed reserved for
later supplements. Soon they discovered that the medium adeguate to
their dreams was the hand-drawn animated film. Thus, around 1920,
the idea of the abstract film was born.

Mon, howewer, its fiest realisation. One would still have 1o wail some
years for that. For at the time they both lacked the technical expertise
(and, indeed, the least idea of the unspeakable trials and tribulations
involved in work at the animation-bench). They also lacked the
financial means, And =0 they got no further than iselated experiments
which they had carred out by specialisis. Moreover they usoally found
the experiments disappointing.

I can relate the following concerning Richier' s astonishing technical
ignorance (up until Spring 1922). Upon examination of his last

bl

publication in De Sl (February 1922), it occurred 1o me that this
piece, then entitled Fragment of a Heavy-Light Film Composition,
consisted of a series of ten (in part very complicated) drawings in the
upright format, and | realised that | muast have before me a case of a
technical necessity unknown 1o me.

Mow when 1 visited Richter a short time later for the fiest time, he was
working precisely on @ new “film score” — in later years named Fugewe
in Hed and Cireen, mistakenly dated 1923, It was already completed in
1922 at the tme of my first visits, Since here too a further sequence
of upright formats is presented as *film moments’, my first question
was: “Why are they all upright formats — when the cinema-screen is
horizontal’. Richter was quite taken aback — it hadn't accurred 10
him! And be regarded me henceforward as “his technical genius’!
From now on he designed “film moments’ in the horizontal forman 3:4.
Fugeee in Red and Cereen of 1922 he imagined as predominantly
white-on-black animated film: the positive copy then had to be
coboured red and green — frame-by-frame! — as colour film did not
yel exist. He hoped than irregularities in the colouring would not be
visitde against the hlack background. At that time | knew as little
about film as he did; but | had taken photographs since boyhood and
was also conversant with slides. 50 1 well knew that there can never
be.a totally dark background during projection, and that as a result
every wash of colour into the black over too shaded a white line will
remain visible, Thus 1 explained that this plan was hopeless, and
strongly advised that in each case one only allow a single codour (at
least, a single figure) 1o appear on the screen, then the second colour
alone, then perhaps the first again — and 50 on. In order to explain
more preciscly what [ meant by this, 1 composed my first Film score
1i22. It dealt with the graphic notation of very simple operations in @
piven tempo and rhythm,

As a unit of time — as a measune |, 50 10 speak — | fixed uwpon
three-quarters of a second. As only a single colour wis (o appear on
the screen at 2 time, it had proved possible 1o colour short lengths of
film red or blue or yellow.

In Autumn 1922 1 wanted 1o sketch out & further “film score’ —
purely in black-and-white. The occasion was the renewed failure of
Richter's film experiment. Among the several forms co-present in the
image, the largest had to diminish, another increasingly enlarge.
Without further direction, is it ned extraordinary that the animator
reduced the larger figure (a square) evenly from shot 1o shot, and
allowed the second figure (a rectangle) respectively to grow by
wrr:s.pcnd:ins amaunts?

The effect of this experiment was of disappoiniment to Richter: the
figuul seemed to draw bugg'lhe'r or rither 16 slretch, when on Uhe
contrary & spatial operation had been in his mind. The square, as it
became smaller, should have disappeared in the distance — it simply
shrank on the surface, as it were on the spot. Even on the most
primitive animation bench an effect of perspective could be achieved
through increasing or decreasing the sice of the drawn figures
according to a ‘ geometrical progression’ (instead of an arithmetical
progression), as | was able 1o explain 10 him,

In view of the disappointing preliminary experiments carried out by
Eggeling and Richter up until 1921-2, I advised that henceformard the
{in my opinion} much 100 complicated designs be left aside and that
one began with extremely simple compositions.

As an example of & quite simple experiment, in which only a single
figure a1 a time — none other at the same time — should appear on
the image, in 1922 | composed my Film Score 122, It was published
the following Spring (D 56l Volume 5, 1923) together with precise
cxplanations and deseriptions concerning timing and chythm and has
since been recently reprinted or translated.

In the early twenties | could produce practically nothing, and besides |
had other work to do. Not until 1958 was [ able to realise this linle
compasition with my students on 2 home-made animation-bench at
the Folkwang Werkkunstschule in Essen. In the process we exactly
followed the score published thirty-five years previously, The effect
precisely corresponded 1o these notions from long ago.

Wermner Graeff
Editor's note
The references to Hans Richter in this article were considered unfair

by the artist's widow in correspondence between the estate and the
organisers during the preparation of the catalogue,

Werner Graeff "Notes an the Film Score Conposition 111227

Fundamental to the design of all film equipment is the screen-ratio
34

In the drawing the different formats of the black areas merely indicate
the different durations of the relevant procedures. (For example, in



IV the time-unit (Ysec.), in V1 and V11, twice, half a time-unit (Y +
Vs secs), im XLIT — XCIV, three times, one-third of a time- anit (%
+ W o+ Y see): in 1 two units of time (1Y%secs.), in XIX 4 units of
time (3 secs) elc., elc.)

In IV we see the largest white square to be projected on the screen
{equivalent, in large theatres, 1o a square with sides 10 metres in
length}.

This largest white square suddenly appears in [ and simultaneously
begins to diminish 1o the size of a dot, The process of reduction here
procesds (in a linear manner) sccording (o a geometric progression;
hence there is the suggestion of a vertical movement into the depths
of the screen. (Central projection of a uniform motion).

In the darkness of the auditorium exact geometric form possesses an
astonishingly monumental quality in terms of height and depth, for the
indications of scale with which the spectator is familiar (house, tree,
chair, or person) here fall away, the movement is one of exiraordinary
speed and energy. Procedure 1 lasts 1 %2 secs.

The Same procedure in 11 and 11T

In 1% the largest square appears for the fourth ume and remains statie
(to the spectator's surprise!) After % sec. a sudden reduction
commences, breaking off after a further unit of time (leaving a square
of medium size). In %1 and VI, two quite bricf and abrupt
appearances of the same square and =0 on,

The moments of darkness VI and XXX do not work as a pause
(rest), but as sension; especially in XXX, since the spectator has
entered a sate of extreme excitement during the preceding moments
XX o XXIX. XLV 10 LII: unexpecied positioning in space.

In this composition an attemp is made, through elementary optical
means and by elementary use of film-technigue, 1o make powerful
impressions, of an almost physical nature (blows, rupiures, pressure,
ete.) (*{Schlagen, Reissen, Drucken eic.)" ) upon the spectator. The
colcelered alteronaiion nf particl and fefal surprises p]q; the rnajgr riale
in this process.

Trans. Phillip Drummond

(i

Duncan Grant

1865 Born in Inverness-shire

1902-07 Swdied art in London, Florence, Paris
1911 Member of the Camden Town group
1912-13 Co-director of the Omega Workshop
1978 Continued painting until his death

1914 Absirace Kinetic Collage Painting with Sound (2 seroll painting
450¢m long by 28cm high)

The painting was made in 1914, On 25 Auwgust 1914, Vanessa Bell
wrote to Roger Fry from Asheham House, Sussex (Charleston Papers,
King's College, Cambridge): “Duncan and 1 do nothing here but paint.
He has started on a long painting which is meant to be rolled up after
the manner of those Chinese paimtings and seen purely by degrees. It
is purely abstract’. In a letter to Fry from Ascham, dated | September
1914, she added * Duncan has been doing most lovely still-lifes besides
his long roll’. In reply 1o the question whether Chinese scroll painting
was an influence on the making of his scroll the artist wrote (June
1974) that Chinese scroll painting “suggested that movement played a
greal part in establishing the relationship of pictorial forms, in Chinese
art mainly landscape forms, in my attempt more purely abstract’,

In Flowers of the Forest (1955 pp 34-T) David Garnett describes how
he toak [, H, Lawrence to Grant's studio on 26 January 1915,
Dwuring the visit

“. .. Lawrence began 1o explain to Duncan what was wrong with his
painting. It was not simply that the pictires themselves were bad —
hopelessly bad — but they were worthless because Duncan was full of

the wrong ideas . . . Finally, in despair, Duncan brought out a bong
band of green cotton on two rollers, [ stood and held one roller
vertically and unwound while, standing a couple of yards away,
Druncan wound up the other, and a series of supposedly related,
absiract shapes was displayed before our disgusted visitors . . . Nexi
day Lawsence wrote: *“'We hked Duncan Grant very much. [ really
liked him. Tell him not to make silly experiments in the futuristie line
with bits of colour on moving paper ., [

*. .. It seems certain that 8 memory of the visit 1o Dunean’s studio
inspired the passage at the end of Chapter XVIII of Lady Charerley's
Lover. Mellors, the gamekeeper hero (Lawrence), s taken 1o the
studio of Duncan Forbes, ‘a dark-skinned taciturn Hamlet of a fellow
with siraight black hair and weird Celtic conceit of himsell. His an
was all tubes and valves and spirals and strange colours, ulira-modern,
vet with a certain power, even a certain purity of form and tone; only
Melbors thought it cruel and repellent.”

The making of the scroll, including the concept of its moving with
musical accompaniment, came about because the artist read m a
newspaper of experiments being made in London concermed with the
interaction of mus

¢ and colowr. He associated these with an event ai the Queen's Hall,
which he thinks he did aot atend, which was publicised or reported in
the papers as involving music being played while colour in movement
was projected on a screen. It seems probable that these memories
relate to the work of A. Wallace Rimington and of Scriabin, The
programme note, by Rosa Newmarch, to the Symphony Concent given
at the Queen’s Hall on 1 February 1913 (which was reprinted in The
Mugical Times, 1 April 1914) stated that Scriabin had mvented &
‘Fasticra per Luce’ or keyboard of light with which 1o commpany his
‘Prometheus’ by visual effects, but that the apparatus was not yet
ready to be transported for practical purposes. * Prometheus™ was
performed at the Queen's Hall on this occasion, and on 14 March
1914, without visual effects. Under the heading "Colour Organ at
Queen's Hall’, The Times, of 21 March 1914, p.10, reported: *Sir
Henry Wood has made arrangements with Professor Wallace
Rimington to give a performance of Scrabin's * Prometheus” with the
“colour organ” at & Cueen's Hall Orchestra Symphony Concert early
nexl seasen, The “colour organ” was described in the Times
yesterday’.

In his Colour-Music, the At of Lighs, London 1926, A. B. Klein
wrate 'the *Prometheus” was performed in Moscow in 1911 with
colour-projection apparatus which apparently failed o function, and it
was noft until March 20, 1915 that it was performed at Camegie Hall,
Mew York, with the Clavier a Lumigres. The conductor was Modest
Abschuler . . " (p.44). In a footnote 1o this passage, Klein added

* *Promethews™ was to have been accompanied by Rimington's colour
organ in London in 1914, but the War and Seriabin’s death prevented
this plan from being realized’. A. B. Klein's own work was concermed
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with the relation between colour and music, In 1926 he recalled
(mdem., p.25) ‘the writer was led to an active interest in the subject of
an art of light by a study of the late works of Tumer, Having
concluded that an an of abstract painting was the next logical step in
the development of the power of the art, a series of paintings was
exhibited in London early in 1912 . . . under the general thle of

“Compaositions in Colour-Music, and studies in line and shape™,
Tate Gallery Report 1972-4
Aldice Guy

1872 Born

1845 Personal secrefary 1o Léon Gaumont, probably accompanied him
to initial sereening of the Lumiére's new invention — cinema

1846 Began making films under Gaumont's auspioes

1%07 To Berlin with husband Herbert Blaché, marketing Gaumont pro-
ducts.

1910 T New York, again directing films for Gaumont

1913 Established her own production company, Sofax Film Corpora-
tion, in Fort Lee, New Jemey

1922 To Hollywood, where Blache seeks work in the film industry and
Gy lectured on carly film history

1949 Return to Europe for several years

19657 Died in New Jersey

{sclected filmography)

| 846 Fée au Choux
1896-48 Lex perits voleurs de beis vert

Al



1B96-98 La Momic

LBS6-98 Le Cowrrier de Lyon

L846-98 Le Cake-Walk de la Pendule
1896-%8 Le Gourmand ¢ ffraye

1896-98 Demédnagemens 4 la cloche de bois
1898 Esméralda

1848 Fausr er Méphisto

184K Vendeira

1848 L'Enfant de la Barricade

1B98 Passion du Christ

Ludwig Hirschield-Mack

1893 Bom in Frankfurt am Main

1919 Swudies under Adolf Hoelzel at the Stutigart Academy

1920-5 Sauddent a1 the Bauhaus, member of the Graphics workshop

1921-3 Development of the *reflective colour-play’ 2 hand-operated
light-play projection {with eight lamps and stencils)

1935 Emigrates to England, continues teaching

1940 Teacher in Ferny Creek, Victoria, Australia

1965 Died in Sydney

The reflected colour displays have developed direcily from the need 10
heighten coloured formal plans which in a painted pacture merely simualate
a movemen! through their relationships, inlo an actual continuous
movemnent. Let uslook at paintings by Kandinsky or Klee: all the elements
for actual movement — tensions from plane w plane wo spaoe, thythm and
musical relationships are present in the out-moded painting. It had become
2 mecessity actually to move the colour-form planes. A new technique —
direet coloured light projected on to a transparent screen — has enabled us
to achieve colowrs of the most glowing intensity and (o creale movement
by having the sources of light, so that the colours appear now in angular,
sharp, poanted forms, in triangles, squares, polygons, aow in rounds,
circles, arches and undulations. By irradiating over the cones of light,
which may ncolve the whole or part of the composition, i1 is possible 10
make the light-fields overlap and 1o effect optical mixtures of colour, The
workingof the apparatus follows an exact SCORE, We have been working
for three years on the so-called “reflected colour displays’. The technique
we have developed has had the advantage of the varied resources of the
workshops at the Bauhaus as well as of our analysisof the re presentational
means of the film, on which we are engaged even before the colour
displays were created. | remember the overpowering impression of the
first film 1 saw in Munich in 1912; the content of the film was tastless and
left the totally unmoved — only the power of the altemating abrupt and
long drawn-oul movements of light-masses in a darkened room, light
varying from the most brilliant white to the deepest black — what a wealth
ol new expressional possibilities. Needless, to say, these pnmary meansaf
filmic representation — moving light arranged in a thythmic pattern — as
totally disregarded in this film as it is in modern films, in which time and
again the literary content of the action plays the principle parn. Despite the
fact that the music, quite regardless of the film-play, was playing
something different, it struck me that a film-play without music lacked
something essential, a fact which was confirmed by the restless ness of the
others present. [ felt al_la.s: an unbearable oppression which lifted when
the music started again. | account for this observation as follows; the
temporal sequence of & movement can be grasped more readily and
accurately through acoustical than through optical articulation. If,
however, a spatial delineation is organised in item 10 become an actual
movement, understanding of the temporal sequence will be aided by
acoustical means. the regular ticking of a clock gives a more immediate
and more exact fecling of tme than the oplical appearance, solated from
sound, of the regular movement of the small hand of the waich, This
observation also and others, such as the way in which we are absorbed in
the element of time when bells ring monotonously, suggests that the above
proposition is correct. Anyhow, in recognition of this necessity, [ have
written music 1o accompany some of the colour-displays. Lamps, templets
and the other auxiliaries are moved in time with the movement of the
music, so that the temporal artculation is clearly stated by the acoustical
rhythm, the optical movement as they unfold contract, overlap, rss and
reach climaxes, etc., are underlined and developed. The foremal
compositional means are: the moving coloured point, the line and the
plane form. Each of thess elemenis may be moved in the desired direction
and at the desired speed, enlarged or reduced, projected more brightly or
mare darkly, with sharp or unsharpoutlines, can change colour, can merge
with other coloured forms so that optical mixtures occur at the points
where the colours overlap (e.g., red and blug become purple). One
element can be made to develop out of another, a point can become a line,
planes may move so that the plane takes on any desired form. By using
dissolving mechanism at the source of hight and by the use of resistance we
can make bath :i.n_w:] and |-ll'[ﬂ' complexes of eoloured forms emerge
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gradually out of the black background and intensify until they reach the
extreme of brilliance and colowred leminosity while other complexes
simulanecusly disappear and dissolve gradually into the black
background, Part of the composition may be made suddenly to appear or
disappear by swilching circuit-breakers on or off. These elementary
means offer an endless wealth of variations and we strive 1o wse our exact
knowledge of them to achieve a fugue-like, firmly articulated
colour-display, which shall proceed at any given time from a specific
theme of coloured forms.

We see in the reflected light-displays the powerful physical and paychical
effect of the direct coloured beams combining with rhythmic
accompanying music to evalve into a new anistic genre and also the proper
means of buillding a bridge of understanding between the many who
remain bewildered in the face of the painters’ abstract pictures and the
new aspirations in every other ficld. and the new views from which they
have sprung.

Lud.w'lg Hirschield-Mack

Kurt Kranz

1910 Borm in Emmerich, Germany
Works as a lithographer in Bielefeld
1922 Interest in phases and transmutations in composition, stimulated
films
l':'_"ll."ll-_!'ljg Studies at the Bavhaus in Dessaw and Berlin, working with
Joost Schmidt and in the photo workshop of Walter Puterhans
1933-8 Apprenticeship and work with Herbert Bayer in Berlin, adver-
tising and exhibition organsation, photography, painting
1450:72 Professor at the Regional Art School and since 1955 a1 the
Hamburg High School for Creative Arnt
14957 Guest lecturer, especially in the USA and Japan
Lives in Hamburg and the South of France

1927-28 20 Images in the lfe of @ composiion (realised as film in 1972)
142629 Black: White/White; Black (realised as film in 1972)
1%9249-30 The Heroie Arrow (realised as film in 1972)

Alexander Laszio

1845 Born in Budapest
Siudies composition and piano at the regional musical academy

1915 Goes to Berlin as a pianist

1920 Development of apparatus for the presentation of his colour-light
music. He builds his |.'|.1Iu:-l,.u.'-lis.'i].l-I;:|ian|:r1 'ﬁrrbs:hn1mal.ugn:lp|.-' with
four lantern-slide  projectors and additional Light-projectors.
Designs a new form of notation *sonchromatography’

1927-33 Geisclgasteig. Works on film. collaborates with Oskar Fis-
chinger

1933-8 Hungary

1938 Professor at the Chicage Institule of Design

1944 In Hollywood as a compaser and with NBC. Director of musical
publishing for the Guild Publications of California

Al only one time of the perfformance of Laszlo's colour-light-music, at
ihe Berlin City Opera on 2151 November, did | have the impression of
unity. The fault may lic with me, although [ at least know from my
collaboration with Ruttmann how | should correct my naive cutlook,
in order to be able o receive in as unified a way as possibie. Al the
colour-light-play | experienced the unrestrained predominance of the
music. Consequently the colowr-light-play was only the trimmings, a
distraction o me. | had 10 do two different things: to hear and 10 see,
I had to simultanieously fellow two kevels of experience, and |
observed occassional prallels which certainly increased my impressions
quantitatively, but which nowhere presented me witha qualitatively
characterstic unity. For this reason | must speak of both separately.
Laszlo played music in the style of the 19th century, cholce
Romanticism: he played beautifully, and his playing gave pleasure.
Accompanying this on the screen appeared coloured shapes of light.
moving kaleidoscopically, which appeared extraordinarily
uncharacieristic and indistinct. They were strangely unsparitual,
blissfully emotional, indeed romantic like the music, butl neither so
fine nor so logical. Laszlo played the peices first without the
colour-light-play. While he did so. [ tried at centain points 10 imagine
what colours would later form the accompaniment. My guesses were
confirmed. This was the only observation I made. but it did not move
me further. On the other hand the graphic element aroused me
considerably. If, consequenily, Laszlo wishes to combine auditory and
colour-sensations, he must achieve a much higher measure of accord
between the graphic qualities of music and of the image. For [ find it



downright inadequate, even if it is clear, that the purely codoarful must
prevail over this in the first place harmonic music. [ do not see a
progressive oullook in Laszlo's works. It is a union between romantic
reverie and romantic science, The works of Hirschield from the
Desaau Bauhaws | find infinitely purer and more impressive, although
or perhaps because they stem from a more primitive outlook. For we
o not hanker after ever finer pleasures, as Laszlo says, we only want
what is necessary.

Max Butting
Sogialesriche Monarshefie, 1926, pp 881-2

Jalu Kurek

1904 Born in Cracow
Studies at the Jagellen University of Cracow
Active as poet and pournalist

1923-7 Collaborator on the avant-garde pournal Zwrormica, edited by
Tadewez Peiper

1931-3 Publisher and editor of the journal Liria, in collaboration
with Jolian Przybos and Jan Breekowski (members of the “ar’
Groap)
Lives in Cracow

1433 LR

Len Lye

1901 Borm in Chrostchurch, Mew Zealand

1921 Emigrated to Awusiralia

1¥25-44 Emigrated 1o London, worked extensively with the GPO
Film Unit under John Grierson

1944 Emigrated to New York, where he continaes to live,
concenirating his work on kinetic sculpture.

1928 Tusalava Y mins

14933 Colowr Box 5 mins

1935 Kaleidoscope 4 mins

1936 The Birth of the Robor (with Humphrey Jenmngs) 6 mins
1936 Ranbow Dance 4 mins

1937 Trade Taitoe 5 mins

1937 Colour Flight 2 mins

1937 Swinging the Lambeth Walk 4 mins

1937 N or NW

193% Profile of Brirain

1940 Musical Poster 3 mins

1941 When the Pie was Opened

1442 Kill ar Be Killed 15 mins

1444 Careramen at War 7 mins

1944-51 seven films produced for the “March of Time' serics
14932 Coldor Cry | min

1457 Rhythm | min

1438 Free Radicals 5 mins

I%61-66  Particles in Space 5 mins

In Rainbow Dance the technibcal purpose was 1o use only the colours
of the Gasparcolor film stock. These are pink, yellow, and blue dyes
which exist in three layers on the film celluboid itself, {The pink.

vellow, and blue of any image s protected by three black and white
photographic records from the printing light.) The printing light
“knocks out” the unprotected pmk, yellow and blue dyes which are
eventually disselved or fized in the laboratory 1anks, according 1o
which pu:)nilm.s WErE Esip-mad 473 uﬁ::l:pm;ut.! e A

The difference in colour technique for this film as compared with
the shooting of a straight colour film is thar all colour records were
taken as scparate films. Mo colour was used on the seis. where every
abject was pauinted in terms of black and white. For instance, 3 green
hill {a-prop’ hill} was painted white and photographed continuously
foor the red record, paimed dark grey and photographed for the yellow
record, painied a light grey, and finally photographed for the blue
record. This meant the hill was split into three records for the
required densities of the pink, yellow and blue dyes of the
Gasparcoor film stock. A silhowette of a man was superimpused over
cach colour record in densities according 1o the dye required for his
colaur,

This method of colour control meant that our colour would be clean
and not suffer from any opacity of photographic colour light. In other
words, an artist separated the colours instead of leaving it 1o the
colour filters. 5o that all colours for the objects were pure colours
achieved withou the MEOESSIY of ﬁph‘:dul.‘in; ecdlowrs of dafferent
pigmentation by the colour dyes of the film stock,

Although a swrong sensation of colour-flow was attempted in both
the films Colowr Box and Rainbow Dance ihere are differences in
technical and pictorial treatment between the two. Colowr Bor was
painted straight on to the film cellulowd and printed in the Dufay
calour system direct from this “master’, Rairnbow Dance is a
combination of black and white photographic records equalling
densities of codour which are printed on Gasparcolor film stock. In
pictorial treatment, the differences lie in the use of colour. Colour was
used in Colowr Box in an objective way, and in Radnbow Dance in a
subjective way.

In Colour Box the colour was “on the surface’ in an arabesque of
colour design (apparently motivated by the light arabesque quality of
the simple dance music 1l accompanicd ). Whatever movement
ocourred was coloar movement alone,

In Raiebow Darce the colour 15 used ina '5p¢lil]' waly 50 that it
comes up to the eye or recedes from it or vanishes and re-appears in
definite colour rhythms. In fact, colour s made to turn inside oul in
movement regardless of the movement of the object or objects on
which it is seen. Here the colour movement is a form of counterpoint
to the movement of the object carrying the colour — often this
counterpoint of colous-flow dominates the movement of the object 10
such an extent that the ohject becomes merely an element of the
colour movement, instcad of the usual circumstance of colour being
merely an element in an obpect enacling a strong literary role. In ather
words, the colour movement dominates all other movement, borh
pictorial and cinematic.

Len Lye "Experiment in Colbor, World Film News, 1933

Fernand Leéger

|E8] Bosn in Argentan, France

I908-0# After training as a draftsman/architect, became nfluenced by
Cézanne and joined the Cubist circle which included Delaunay.
Chagall, Reverdy. Apollinaire, and Cendrars.

1914- 16 Military service, followed by an intense period of painting
hased on machine and urban moifs.

1422 Saw Gance's film La Rewr and designed a poster for it. sparking
invedlvement in film-making.

1424 Approached by Dudley Murphy, who proposed the film which
became Haller Mécanique.

1955 Died at Gif-sur-Yvette, France

1924 L'Inhumaine (set design and construction and poster)

1924 Ballet Mécanigue (with Dudley Murphy)

1944 Dreams Tho Money Can Buy {dir: Hans Richter with
contributions by Léger, Ernst. Duchamps, Calder, Man Ray,
Richter; Léger's Episode: *The Gid with the Prefabricated
Heart')

O Balled Mécanigue:

Its story is simple. | made it in 1923 and 1924, Ar that time [ was
doing paintings in which the active elemenis were objects freed from
all atmosphere, put in few felatonshipd to cach other.

Painters had already destroyed the subject, as the descriptive scenario
wirs goang 1o be destroyed in avant-garde films.

I thought that through film the neglected object would be able 1o
assurmc its value as well. Beginning there, 1 worked on this film, 1 tock
very urdinary objects that | transferred to the screen by giving them a
vEry deliberate, very caloulated., muhili!y and rh,ﬁhm.

K3



Contrasting objects, slow and rapid passages. rest and imensity — the
whole film was constructed on that, | used the close-up. which is the
4,1|1|:,' t'inemal!usuphil; insvemtin. Frlgrnunlx uf ohjecs were also
useful; by isolating a thing you give it a personality, All this work let
me to consider the event of objectivity as a very new contemporany
value.

The documentaries, the Aewsreels are hlled with these beautiful
‘ubjective facts' that necd only to be captured and presented propetly.
We are liwving through the advent of the object that s thrust on us in
all those shops that decorate the streets,

A herd of sheep walking. filmed from above, shown siraight on the
screen, is like an unknown seca that disoricnis the spectator.

That is objectiity.

The thighs of fifty girls, rotating in disciplined formation, shown as a
chose-up — that B beautiful and that is objectivity.

Baller Mecanigue cost me about 5,000 francs, and the editing gave mc
a bot of trouble . There are kmg sequences of :rEPealEd movemenis that
had to be cut. I had 1o watch the smallest details very carefully
because of the repetition of images.

For examiple, in " The Woman Climbang the Stars’, 1 wanted to amaze
the awdience first, then make them uneasy. and then push the
adventure to the point of exasperation. In order w “nme’ it properly, [
got together a group of workers and people in the neighbourhood. and
I studied the effect that was produced on them. In eight hours 1
learned what | wanted 10 know. Nearly all of them reacted at about
the same time.

“The Woman on the S‘wing' is @ post card in modion. T get the
material for it, | also had complicatons. [Us very hard to rent straw
hats, artificial legs and shoes. The shopkeepers took me for a madman
O @ pramiul jwoker. [ had put all my materials in a chest. e
morning 1 noticed that someone had filched all my junk. I had to pay
foor everything and this time buy cdher materials. An epoch alive with
exploration, risk, which perhaps is ended now. It continues through
animaticn, which has limitless possibalities for giving scope Lo our
imaginatkon and humour.

Morman McLaren

1%14 Born in Stirling

14933364 ﬂlup1w Schoal of A

1936-39 Worked with GPO Film Unit in London, also went 1o Spain
with Ivor Montagu in 1936 1o film the Civll War.

193%-4]1 Worked on animation in New York

1941 Joined the National Film Board of Canada. to create an
anirmation unit
Lives in Canada

1933 umitled 3 min

1933 Sewen Till Five 10 min

1935 Carmera Makes Whoopee 15 min

1935 Colour Cockitall 5 min

1935 Five untitled shorts 200 min

1936 Hell Unfimited (with Helen Biggar)

14936 Dfﬁntg n_]"Mnd'rid (directed b,l Murll!ag_u.. ph:ll!ug!‘apherl hy
MlcLaren) 50 min

1937 Book Bargain 10 min

1937 News for the Navy 10 min

193738 Mony a Pickle 2 min

1938 Love on the Wing 5 min

1939 The Cibedient Flame 20 min

1934 Greeitng short for NBC-TY Y2 min

19349 Allegro 2 min

1939 Rhumba 2% min

1939 Srars and Stripes 3 min

1940 [hors 2% mim

1940 Loops 3 min

1440 Boogie Doodle 3V min

1940 Spook Spert (with Mary-Ellen Bute) % min

1981 Mai Early 2 min

1U4] ¥ for Victory 1 min

1A Fiwe l#l.r Fowr 4 min

942 Hernt Hop 3 min

1943 Dollar Dance 5V min

1944 Alowene 3 min

19434 Clesr FAviron (with George Dunning)

1944 Keep Your Mowh Sha (with George Dunning) 3 min

1945 La-Hauw sur ces Moniagnes 3 min

194t A Linfe Phantasy on a Ninethenth Century Painiine 3%z min

1946 Hoppiy Pop 2%: min

1947 Fiddle-de-dee 3V min

1947 La Powletre Grise 5% min

194% Begone Dull Care (with Evelyn Lambart) TV: min

1951 Around is Arownd 10 min

1951 Now i the Time 10 min

1952 A Phaniasy T min

1952 Neighbours B min

1952 Two Bagarelles 2% min

1954 Blinkety Blank 5 min

1956 Rbythmetc 8% min

1957 A Chairy Tale 9 min

15958 Le Merle 4 min

14950 Serenal 3 min

1459 Shorr and Suire 5 min

1959 Mail Early for Christmas Y2 min

1960 Lines Verrical 54 min

LY6i} Cipening Speech T min

1961 New York Lightboard 8 min

1961 New York Light Record 8 min

1wh2 Lines Horizonial [with E. Lambari) 5% min

1964 Canon 10 min

1965 Mosaic with E. Lambernt 5% min

1967 Pas de deex 13 min

Fob% Spheres T2 min

1971 Synchromy 7V min

1972 Ballet Adpgr'w 10 min

+ 40 works 1939-72

During your film caveer, how many influences have you undergone?

1 can discern four influcnces. First of all Oskar Fshinger, with his
Hungarian Dance No, 5, becavse this film gave me the courage of my
convictions. | wanted 1o make abstract films — fnol necessarily abstract
films — but to composce abstract images based on music, and at that
time 1 did not kaow how w go about it Ar home, | construcied
colowred lights and moved them by hand over paper. But when | saw
Oskar Fischinger's, 1 told myself that the solution was 1o make
absiract films. Then there was Emile Cohl. | saw Drama amorg the
Puppets {1908), and was siruck by the punty, the simphcity of line,
and the wonderful metamorphoses. 1 am ned forgenting Adexandre
Alexeielf and his Night on rthe Bare Mownnain {1933), What gripped
me was the fertile imagination. not so much technigue as the creative
imagination. the bold metamosphoses and the surrcalisi thinking. For
surrcalism had left 8 great impression on me. Finally. Len Lye and his
technigque od drawing directly on to the film. That is all. But [ add mwo
general influences: Pudovkin and Eiscnstein. . .

Under John Grierson, at London, | made several documentanies. The
last film 1 made before coming over to America was called Love on



the Wing but 1 was beginning to feel frusirated by making
documentaries. | wanted a lide faniasy. | suggesicd making a
publicity fillm on the new air mail service. . .

The film was largely improvisation. The music included a wedding
march — then two characters. But [ had 1o use a ketter for reasons of
economy. S0 1 started with two letters and then | ctanged them into
twor characters, because surrcalism had liberated my thinking. With
surrcalism, you can after all change anything into anything. - -

How, stariing off frowm the mwsic of Tacques Ibert, do the characters
and objects arise? I5 it the music which gives you the inspiration for the
things?

ND.?H]I‘GIG}' had the idea of making a film with letters and changing
leters into characters and even 1w transform them into different
things. Then | went in to a recording house and 1 listened 1o a lot of
records. At that moment | was not very familiar with classical or even
semi-classical music. | didn't quite know what te ask for. 1 told the
salesman that | wanted light, fast music. He brought me about twenty
records that [ listened to quietly. When | heard Jacques [bert's
‘Divertissement’ — it i a suite — 1 wery much liked the waltz tunes
but 1 found them too monotonous. Finally 1 chose the wedding march
tune.

Was the film shown to the public?

Mo, For two reasons, Firsily, when the Minister of Posts saw the film,
he found it too erotic and too Freudian. Then the negative was
destroyed in an air raid on London, After that 1 left for Mew York. It
watk i 14940,

El Lissitsky

1840 Born in Smolensk

190914 Stwdies engineering in Darmstadt

1919 Joins constructivist group i Moscow

1921 Professor at State Art School, Moscow, also in close contact
with Muﬂ]dph}m, Mics van der Hohe, and van Du:l-:s.hul't

14923-2% Lived in Switzerland

142528 Lived in Hannover

1928 Returned 1o Moscow

Iudl Dhed in Moscow

The Electro-mechanbcal Show

We have bere the fragment of a work which arose from the necessity
of overcoming the closed box of the theatre stage (Moscow [920-21)
Mobody pays any attention fo the greal plays in our cities, for every
“somebody’ is himsell in the play. All energy s used for some
individual purpose. The whole is amorphous, All energies must be
urganised into a unity, erystalized and put on display. This s how the
work of art & produced — if you want to call it art work. We build a
framework which = open and accessible from all sides: this 15 the show
machinery. This structure offers the bodies in the game every
pussibility of movement, Therefore its component parts must be
moveable, revolving, extendable ete. Everything is fluted so that the
maoving bodies in the game are nod concealed. The game bodies
themselves are placed as needed of desired. They glide, roll, float in
and vver the structure. All the parts of the structure and all the game
budies afe s21 in motion by elecero-mechanical forces and devices and
the whole of this central operation is in the hands of one individual.
He 15 the one whe shapes the show. His place is at the centre point of
the framework, at the switchiboard of all energies. He directs the
muvements. the noases, the light. He turns the radio lowd speaker on
and produces the din of the railway station. the frenzy of Miagara Falls
or the hammering of a steel mill on stage. o place of individual
bodies. the anchor man speaks into a telephone connected 1o an
arc-lamp, or into other types of apparatus which change his woice
accerding 1o the nature of the individual figures. Electrical themes
light up and are extinguihed. Beams of hght follow the movements of
the bodies in the game. refracted by prisms and reflections. In this
way. the anchor man brings the most clementary process to ats highest
climax. For the first performance of this electro-mechanical show, |
used a modern play which was nonetheless written for the stage. It
was the futuristic opera Victory Over The Sun by A. Kruchenykh, a
leader of the most contemporary Russian poetry. The opera was first
performed in Petersburg in 1913, The music came from Matjuschin,
Malevitch painted the decorations (the mesdel — a black square ). The
sun. as the symbol of elemental encrgy. is torn down from the sky by
modern man whe. thanks to the power of his technelogical mastery.
has created his own sources of energy. The wdea of the opera s woven
inte a samultaneity of events. The language is trans-rational. Some of
ihe singing pars are sound poctry. The text of the opera forced me w
keep something of the human anatomy in my figarines, The colours of
the individual pans of my plates are o be seen as material
cyuivalents. This means: in the performance the red. vellow or black
pans of the figunines are not painted correspondingly bu® rather

presented in equivalent materials, like, for example, raw copper.
unpalished iron etc. The development of the radio in recent years. of
loudspeakers and film and lighting wechniques, in addition (o a few
discoveries that | have made in the meantime, have all made the
production of these ideas much casier than il seemed to me in 1920,

El Lissiisky

Laszlo Moholy-MNagy

18%5 Born in Borsod, Hungary
Independent law studies in Budapest

1919 Gives up his occupation completely in order to be a painter;
joins the *MA® Group.

1920-3 Berlin. Publishes in numerous avani-garde journals, painis,
creates the first photograms, and stereometric sculptures oul of
new materials. Begins 1o design his Light-Space -Modulator.

1923-E Master at the Bavhaus in Weimar and Diessan, editor of the
Bawhaws Books, work on typography., stage pieces,
photo-collages.

1928-34 An independent painter in all modes in Berlin; active as an
exhibition organiser

1930 Completion of his kinetie Hghi-sculpture
‘Light-5pace-Modulator’ and the single "absolute’ film:
Lighiplay: Black-White- Grey

1935-7 London

1937 Chicago; foundation of the Mew Bauhaus (from 1939 at the
Institute of Design), plexiglass sculptures

1946 Dhed in Chicago

1926 Berlin Still-Ufe

1929 Marsedle ONd Harbour

1930 Lighiplay: Black- White- Grey

1932 Sound ABC

14932 Gipsy

1933 Architectere Congress Athens

19335 Life of the Lobster

14936 New Architecture of the London Zoo

As yet there B no wradition for the use and control of monon films.
Owr practical experience in this matter barely covers a few decades,
Even the first principles of this work remain to be evolved. That i the
reason why motion i still so primitively handled in the majority of
films.

Our eyes are as yet unschooled to the reception of a number of
sequences in simullancous motion. Ia the majority of caswes the
multiplicity of phases of these interrelated movements would, however
well contredled, sull produce an impression, nod of organic unity, but
of chaos,

For that reason cxperiments of this kind — however imporiant
acsthetically — will for the time being have little more than technical
of educational interest. Though in some respects rather questionable,
Russian montage is so far the only real advance in this sphere. The
simultaneous projection of a number of complementary (ilms has so
far not been attempted,

Momage by no means exhausts the possibalities inherent in motion.
The Russian directors’ sense of motion is impressionistic rather than
comstructive. Russian montage s particularly successful in the use of
associative impressions (which are, however, intentional and not
accidental). Through rapid cutting ofien alse of spatially and
temporally distinct shots it created the necessary links between the
infividual situation and the whole.

The constructive montage of the future will give more attention to the
film as a single entity of light, space. motion, sound — than 1o the
films a5 & sequence of striking visual effects.

Eisenstein (General Line), Werthoff (The Man with the Movie
Camiera) and Turin { Turksib) have already made concrete advances in
this direction,

Moholy-MNagy, Problems of Modern Fillm®, New Cinema, MNo. 1, 1936

The p‘rtl:ln:3| pn:n:quisil::s of an abiolute filmic art are excellence of
materials and highly developed apparatus.

A prime obstacle to realisation has hitherto lain the fact that absalute
films have been made either h}l Itburivus.'l:.- drawn <arioons or b].' I_'i!hl
shadow plays which are difficult to shoot. What scems to be needed is
8 camera which will shoot automatically or stherwise work
continuously,

The number of hght-phenomena can also be increased by using
mechanically movable sources of light.

The analup- of light composition in the still picture with or without
camera is bound to suggest a variety of devices in the making of a film

"5



organised in that way, Thus littde movable plates with slits (patierns,
etc) can be slipped between the course of light and the light-sensitive
film so that there are continual varations in the exposure of the film.
This principle is very flexible and can be used equally in
represeniational (object-) photographs and in absolute light
COMpasILion.

By studying existing work and asking the right questions one coald
discover innumerable technical innovations and potentialities. Analysis
of optophonetic relationships alone must lead w radically altered new
forms. But no amount of study. experimentation, speculation, means
anything if it does not spring from inclination and concentration,
which are the bases of all creative activity, including photography and
the film. We have beft behind all that unaveidable fumbling with
traditional optical forms: it need no longer impede the new work, We
know teday that work with controlled light is a different matter from
work with pigment. A

The rraditional painting has become a historical relic and is finished
with, Eyes and cars have been opened and are filled a1 every moment
with a wealth of optical and phonctic wonders. A few more vitally
rﬂrn;ré!.!.'i'ﬂ’: years, & few more ardent followers of ph:ﬁugj‘ipl‘lic
techniques and it will be a matter of universal knowledge that
photography was one of the most imporiant factors in the dawn of a
mew life.

Moholy-Nagy, Painting, Photography, Falmt, Cambridge, Mass, 1973,
(TS

Kazimierz Podsadecki

1904 Born in Zabierzow near Cracow, Studsed at the Cracow school
of Industry

1926-7 Artistic editor of the second series of the journal Zwromica

1931-1 Editor of the journal Lisia

1932 Co-founder of the Cracow Studio for Polish Avant-Garde Film
— SPAF
interesvted above all in painting, consructivist typography,
photomontage, and absiract film. After World War Two largely
preoccupied with painting.

1970 Died in Cracow,

1933 Herwr (with Janusz Brreski)

Man Ray

L&) Born in Philadelphia

1915-21 Painter and photographer in Mew York, involved in *New
York Dada’ with Duchamp

1921 Moved 1o Paris, affiliated with Dada and Surrcalisis

1940 Fled from Europe, 1o Hollywood

1951 Returned to Parms

1976 Died in Paris

1923 Rerurn to Reason 5 mins

1927 Emak Bakia |7 mins

1928 Etode de Mer 15 mins

1928 Mysteries of the Chateau of Dice 25 mins

While investigating the various phases of photography in my early
days in Paris, ineviably | turned my anention to moving pictures. Kol
that | had any desire to enter the field professionally, but my curiosity
was aroused by the idea of putting into motion some of the resuls |
had obtained in still photography. Having acquired a small automatic
camera that held a few feet of standard movie film — there were no
16 or 8mm cameras ai the time — | made a few sporadic shots,
uwnrelated to each other, as a field of daisies. a nude torso moving in
front of a siriped curtain with the sunlight coming through, one of my
paper spirals hanging in the studio, a carton from an egg crate
revolving on a string — mobiles before the invennon of the word, bus
without any aesthetic implications nor as a preparation for future
development: the true Dada spint. Vaguely | thought that when | had
produced enough material for a ten-or fifteen-minute projection, I'd
add a few irrelevant captions — movies were stll sibent then. but not
still — and regale my Dada friends, the only ones capable of
appreciating such nonchalance. My neighbor and friend Tristan Tzara
was the only one aware of this new diversion, followed it with interest
“ying this was one of the felds Dadaism hadn't touched, 11 was time
to produce something in that direction to offset all the idiocies filling
the screens,

I had put the camers asude, being occupled with more pressing
demands. when, one Wednesday morning. Tzara appeared with a

Hh

printed announcement of an important Dada manifestation o be held
the following night in the Michel Theatre. On the programme my
name figured as the producer of a Dada film, part of the program
entitled Le Coewr @ Barbe: The Bearded Heart, Knowing pretty well
'b_'f o, from amdar demonstfalions, the gtwp's habit of !rmuun:ins
the highly improbable appearance of a well-known personality,
Charles Chaplin, for example, 1 humoured Tzars, saying I'd like o be
al the affair anyhow to lend my support o it. But Teara was seriows in
this case; | had some movie sequences which could be projected, and
an eperator with a projector had already been hired. 1 explained that
whiat I had would not last more than a minute: there was not sufficient
time 1o add 1o it. Tzara inssted: what about my Rayographs, the
compasitions made without a camera directly on the paper; couldn’t |
o the same thing on movie film and have it ready fof the
performance? The idea struck me as possible and 1 promised 1o have
something ready for the next day.

Acquiring a roll of a hundred feet of film, [ went into my darkroom
and cut up the material into short lengths, pinning them down on the
work table. On some strips 1 sprinkled salt and pepper, like a cook
preparing a roast, on other strips [ threw pins and thumbiacks at random;
then tumed on the white light for a second or two, as | had done for my still
Rayographs. Then | carefully lified the film off the table, shaking off the
debris, and developed it in my tanks. the next moming, when dry, [
examined my work; the sal, pins and tacks were perfectly reproduced,
white on & black ground as in X-ray films, but there was no separation inlo
sucoessive frames as in movie films, | had no idea what this would give on
the screen. Also, 1 knew nothing about film mounting with cement, so 1
simply glued the strips together, adding the few shots first made with my
camera to prolong the projection. The whole would not last more than
about three minutes. Anyhow, | thought, it would be over before an
audience could react; there would be other numbe rs on the programme to
try the spectators’ patience, the principle aim of the Dadaisis.

I arrived a1 the theater a few minutes before the curtain went up,
brought my film to Tzara and told him that he was o announce i, as
there were no titles or captions | called the film: The Rerumn ro Reason,

Man Ray Self Portrait London 1964, pp 259-60

Hans Richter

1888 Born in Berlin

1904 Weimar Academy of An

1912-13 First connection with modern art and literature through
Herwarth Walden's Srorm. Richter distribates the Futwris
Manifesto for Marinetti in Berdin

1915 Member of - Action” (Hans Richter special issue, u 6 n 13,
1916}

191516 Soldier; discharged as war invalid

1916 Juins the Dada Growp in Zurich. First absiract ¢xperiments
Tollowing brief expressionsst period of painting (visionary
portraits)

1918 Encounter with the Swedish painter Viking Eggeling in Zirich

191819 Retwrn to Germany with Viking Eggeling. First
scroll-paiitiigs (Prefude, 191Y)

19240 Farst allempt at film. From this p|,1i.r||! on Richter is essentially
concerned with the possibilities of Glm (direction, production.
film theory)

19236 Publication of the an magazine &

1440 Emigrates to LSA

1942 Director of the Film Institute at City College of New York

1476 Died in Locarno

(sebected Nmography)

1921-24 Rhythmues 21 and Rhythmus 23 ca. 6 mina
1926 Filmsiady 4 mins

1427-28 Inflation 3 mins

1928 Race Symphony T mins

1928 Ghosts Before Breakfast T mins

1929 Tuppeny Magic 3 mins

1924% Everything Turns, Everything Revolves 2B mins
1944-47 Dreams thar Money Can Buy

1454-57 8x &

195661 Dadaseope

Walther Ruttmann

1887 Born in Frankfun am Main
1907 Siudied architecture in Zurich
1909 Studied painting in Munich
1919 Began film-making



1923 Moved 1o Berlin
1941 Died in Berlin

(selected llmography)

1919 g |

1920:23 Opas 40, 115, 1V

1913 “Dream of Hawks' sequence for Fritz Lang’s Niekelwrgen |

1923-26 Worked with Lotte Reiniger on The Adventures of Prince
Achaed

1925-26 Opws V. plus 10 or 12 advertismg films

1927 Berlin, Symphony of o Girear City

1931 fa the Night

The times we live in are characterized by a peculiar helplessness in the
face of things artistic,

Desperate chnging 10 a long out-dated way of relating to art combines
with the increasing conviction that the potential of whole branches of
art is dead and even that the arts have nothing at all left to say 10 us
in the West, for they too are organic creations and therefore subject
to the laws of death — if unlr Lem.p:;mri]:,‘.

However neither of these attitudes — the reactionary or the sceptical
— hears the hallmark of an honest argument between people of our
times and their spiritual predecessors. Meither is more than a pose of
helplessness when confronted by the special structure which
characterizes the spirit of our time.

This specific characieristic is evoked mainly through the tempo of our
times. Telegraphy, express trains, sienography, photography, quick
printing, etc., though not to be valued per s as cultural achievements,
nonetheless bring in their wake a previously unheard-of speed in the
communication of results, Through this acceleration of informaton,
the individual is faced with an endurning sense of being flooded with
material which defies the traditional treatment. People look for help in
associative analyss, The historical comparison and the drawing of an
historical analogy case and accelerate the dominance of the new
phenemena. However, the understanding and digesting of these
phenomena naturally suffer because of this; no doubt a concern with
the times is produced, but no *sense of the times'. For it is evident
that the individual’s comact with the spint of the age cannot be ideally
intimate if the new forms are -handled with the glove of analogy.
However, as the crushing burden caused by the peculiar tempo of the
times forbids a direct, association-free, intuitive treatment of
individual results, and comprehension by analogy 15 inadeguate, so the
need grows for a radically new sort of anitade.

This new attitude is formed quite organically through the fact thar,
because of the increased speed with which individual data are recled
off, the view of the separate contents is distracted ad linked to the
tonal sequence, which forms a curve from the different poinis as a
wemporarily self perpetuating phenomenon. the object of our
observation therefore becomes the development of tme and the
constantly growing physiognomy of a curve, and no longer the fixed
contiguity of individual points.

It is here ab that the reasons are o be found for our desperate
helplessness in the face of the new discoveries of creative art,
Observation which, in intellectual maners, is being forced more and
more to the contemplation of a transient event, does not know where
10 begin with the rigid, abstracted, timeless rules of painting. It can no
longer succeed 10 expenencing as real life the animation of a painting
when it is reduced to one moment, when it is symbolized by one
‘fruitful’ moment.

Where does salvation lie?

Mot in & reactionary vialation of our mtellect, not in such a way that
the spirit is forced ino the raiments of the Middle Ages or Classical
Antiguity. Only in such a way that it is given the nourishment it
demands and can digest. And this nourishment would be a wholly new
wpe of art,

It is not a question of a new style or anything like that, but rather of
producing a variety of possibilities of expressbon for all the known
arls, a totally mew feeling for life in arisic form, *Painting with Time®.
Art for the eye, which is distinguished from painting in 5o far as it is
hased on time (like music), and that the emphasis of the aristic
quality should not lie (as in painting) in the reduction of a (real or
formal) process 1o one moment, bul precisely in the temporal
development of the formal. As this type of art evolves temporally, one
of us most important elements is the time-rhythm of the oprical event,
There will appear therefore a wholly new type of artist, who has lain
dormant 1l now and who stands roughly in the centre hetween
painiing and music, The noture of the optical event will naturally
depend wially on the personality of the arist, Attempds 1o delineate
what is to be seen should be restricted 1o examples or suggestions.
The means of presentation is cinematography.

On the projection wall, for example, there appears a chaotic mass of
hluck, angular surfaces, which are moving towards one another in an
awhkward, sluggish rthythm. Afier a time, there is added an equally
dark, clumsy, wave-like movement, which is formally related to the

black angularity. The stiffness of movement and the darkness increase
until a certain rigidity is reached. Lighining-like, frequently repeated
illuminations building up in intensity and temporal interrelation np
through the rigid darkness. There then develops on a particular part of
the screen a star-like centre of light — the wave-like movement from
the beginning appears again, but this time increasngly illuminated and
much more agitated, always in relation to the erescendo of the central
point of light — round, soft light blossoms forth — and glides ino the
Black angularity of the beginning and finally reaches a blaring. happs
intensity of light and a dance-like movement of the whole picture.
which slowly merges into a bright, joylul repose. There may then s1an
up a menacing, dark, snake-like, creeping movement, which swells up,
forces back the brightness and finally evokes an extraordinar,.
animated struggle berween light and dark — white forms in metion.
galloping horses hurl themselves against the gloomy masses — a
splintering results, raging ferment of light and dark elements wntil
somehow, through the victorious inensification of light, final balance
and harmony are achieved,

This is an example of the infinite number of potential applications of
light and dark, rest and violent action, straightness and roundmness,
solid mass and articulation and their countless intermediary stages and
combinations. The new art will naturally not appeal to the present-day
cinema audience. Nevertheless it will be able to count on a
considerably wider public than painting has, for the active involvement
of this art form (in so far a5 something actually happens) is much
greater than that of painting, in which the obsefver has w do all the
hard work of reconstructing the intended animation of the apparently
rigid object in the picture for himself.

I have been convinced of the need for this art form for almost ten
years. Only now have 1 become master of the technical difficulties
which presentation presents, and today | know that the new art will
germinate and will live — for it is @ plant with strong roeots, and not a
mere structure.

‘Walther Ruttmann, around 1919 (from the literary remains)

Kurt El:hnl:ﬂkl';lﬂ

1847 Born in DEuI:ﬂ:h-Pud.dig:r. East Pommerania

1919-20 Studied art history and Philosophy in Kdnigsburg and Jena

1920-4 Siudent at the Bauhaus in Weimar, particularly in the
sculpture workshe

19213 Develeped the Colour-Light-Flay, a hand operated light play

wjection
lHZE-FTv:JLﬁer of s-l.:ulplure al the Werkkunst School, $1eitin.
Member of the Berlin *Movember Group' and of the German
‘Werkbund. Architectonic sculptures
1946 Professor an the High School, Alfeld Leine
1966 Died in Himmelsthir near Hildesheim

Kurt Schwerdifeger, in collaboration with Ludwig Hirschfeld-Mack,
was instrumental in developing coloured “light-play’ at the Bauhaus in
the 19208, See Hirschfeld-Mack for a description of this type of work

Guide Secher

1879 Born Father was a professional photographer, Guido became
an expert special-effects photographer and cinematographer
1925-43 Editor of Die Filmtechnik

(selected filmography)

1913 The Student of Prag (as effects cinematographer)
1921 Living Buddhas (as effecs cinematographer)
1425 KIPHO

1926 Secrets of the Sowl (a8 effects cinematographer)

As a preview of the objects awaiting our attention at the Aussiellung.
we arc first given glimpses of the latest model 35-mm cameras, some
14th century movement through Roger's principle of the pemastence of
vision, and a few othe pieces of museum-vintage followed by a
sprightly lintle pictorial essay about the production of a film. As
Lypewriters peck away. the title Drekbuck, or “shooting script”.
appears. Then a number of scenes illustrating various phases of film
studio activity are seen, an actress applying Lipstick in a
prismatically-fractured triple image that seems to come directly oul of
Bailet mecanigue. On upon the title *Lighes!™, giant rheostats are
shown photographed and distorted 1o emphasize their shiny
corrugated metallic surfaces, again recalling Baller me canigue. Then
"'.i'-\.:hl!nna! Aufnahme?, AND THE CAMERAS ARE CRANKED,
A few more surprises follow, Suddenly there appears, with a shock

BT



effect that Leger would have enjoyed, a shot of Emil Janmings in The
Lasr Laugh, the most popular and famous German film of the
previous year. Then, finally, alter some spectacularly beautiful
underwaler shots animated by liquid distortions, the title unwinds
across the screen: “FHO-TOKING. Do musst 2ur Kion- und

Phote- Ausstellung kommen!™ The film ends on a light note, with a
film clip from yet another famous German film: Dr. Caligari in front
of his carnival tent inviting his prospective audience 1o come inside for
the show.

Whereas Saller mécanigue attemped, as Leger has stated, “1o create
the rhythm of common objects in space and time, to present them in
their plastic beawty,” Secber's film is composed of specific objects,
that is, amicles of fm and photegraphic equipment, that are presented
to tell a story about film-making. The jerky mechanical thythms of
Leger's film give way in the KIPHO-Film to a liquid flow of images
created by dissolves (there are none in Leger's film) and spatial
overlapping through the use of prisms and mirroring devices. Thus the
film lacks the harsh contrasis of form and rhythm which charactiriee
Ballet mécanique and creates instead a constantly evolving
kalesdoscope pattern of distorted images unified only by common
themathc content.

From The Cubisr Cinema, Standish 1. Lawder, p 178- 180

Leopold Survage (Leopold Sturzwage )

1879 Born in Willmanstrand. Finland

1901 Swodied at Moscow Academy

1908 Goes to Pans

1913 Sequence of 104 sheets of differing siees, which were thought of
as & sequence of movement in the manner of an "objectless” film

14914 Publishes his text *Colowr, Movement, Rhythm®

1917 Apollinaire organises Survage's first onc-man show

1922 Decors for Stravinsky's Mawra a1 the Paris Opera

Colour, Movement Hhythm

Painting. having liberated itself from the conventional forms of objects
in the exterior world, has congquered the terrain of abstract forms. It
musi get rid of 15 last and principal shackle — immobdlity — 50 8s 1o
become as supple and rich a means of expressing our emaotions as
music is. Everything that is accessible 1o uws has its duration in fime,
which finds its strongest manifestation in rhythm, action and
movement, real, arranged, and unarranged.

1 will animate my painting. [ will give it movement., 1 will introduce
rhythm o the concrete action of my abstract painting. born of my
interior life; my imstrument will be the cinematographic film. this true
symbaol of accumulated movement. 1t will execute the 'scores’ of my
visions, corresponding 1o my state of mind in its successive phases.

I am creating a new visual art in time. that of coloured rhythm and of
rhythmic colour.

{signed) Leopold Sturawage

Paris. 1914

(Text of a sealed document, ne. 81682, deposited on June 29, 1914, a1
the Academy of Sciences of Pars.)

Mieczysaw Szcruka

1598 Born in Moscow
Studied ar the Warsaw School of Arnt
Co-founder of the *Blok’ Group
1924-6 Edis the journal Hlek with Teresa Zarnower, Henryk

Starewski, and Edmund Miller

1927 Edits with Zarnower and Witold Wandurski the joummal
Dhwezigreta
Propagates principles of Utilitarianism and Constructivism.
Interesied in painting, sculpture, architecture as well as in
typographics photomontage, and abatract film. Member of the
Palish CP.

1927 Killed in an accident in Tatra

1924 Absiracr Film
1925-27 He Kills, You kili, I kill

The initiators in Poland of the notion to employ the film to compose
moving abstract pictures were members of the Cubixt and Suprematist
groups, plus Henryk Berlewi and Micczyslaw Szezuka, Constructivists
of the “Blok' group, To begin with Seczuka retained his allegiance to
the German avant-garde influence. The abstract film which he
elaborated in the first months of 1924, repeatedly registering the
growth and reduction of geometrical shapes, was modelled on
Eggeling's proposition. Szezuka’s attitude 1o construction in the
abstract film is illusirated by the following mini-screenplay, published
in the pericdical put out by the *Blok’ group in December, 1924:
‘Movement as a change in place: the coming and going, but not
changing, of geometrical forms

the dynamics of forms: reduction or enlargement of forms,
transformation of forms, the distintegration or construction of forms.
The dynamics of forms: reduction or enlargement of forms,
transformation of forms, the distintegration or construction of forms.
Intensity af calour.

Vividness or dimness of appearance, the direction (directions) of
maovement {movements), and the imer-penetration of shapes.

Tempo.

Harmony — disharmony,

Pauses.

In about 1925, Szczuka started work on a new and undoubledly morne
mnteresting film entitled He Kiffled, You Killed, § Kilfed in which he
used typographical signs — letters and words — instead of the
dymamie structure of geometrical shapes. The action of the film was 1o
hawe resulted from the logical composition of a succession of
sign-words which, symbalizing the states of sensitivity and inmer
experience, aliered according to the form of the persopal pronoun and
the terseness of the slogan, But the author's untimely death on August
13, 1927 prevented this film from being realized.

Dziga Yertoy (Denis Arkadevitch Kaufman)

18996 Born im Bi]l.:.-sll:r'k {leln Puolanl)

1916-17 Studies medicine in 51, Petersburg
Phow and cinema reporter during the civil War
Later Head of the Film Section of the All-Russian Central
Executive Commillee

1922-25 Founded the Kinacki Group. for which he produces 23
epmodles of Kinopravda

1924 Begins production of Kine-Eye series

1954 Died i Moscow

(selected flmography)

19815 Kinonediclia {43 numbers)
1914 Anriversary of the Revolution
1922 Hisiory of the Civil War



1922-25 Kimo-Pravda (13 issues)

1924 Kinu—.l"._'ﬂ {first seres)

1926 Cne Sixch of the Earth

1928 The Eleventh

192% Mar with a Movie Camera

L9330y Donbass Symphony

1934 Three Songs of Lenin

1941 Blood for Blood, Death for Death
14944 The Crarh of the Young

1944-54 News of the Day (55 dsues)

Huow Did 1t Begin?

From my earliest years. By inventing fantastic tales, poems, verse
salifes and epigrams.

Then, i adolescence, this turned into & paﬂiun for 1he monlage of
stenograms and phonograms. lnto an interest in the possibilities of
transcribing documentary sound. Into expeniments in transcribing in
words and lerters the sound of & waterfall. a saw, eic. In my “sound
laboratery” 1 created documentary compositions and musico-literary
wind-montages.

Then, in the spring of 1918 — discovery of the cinema. Began 1o
worrk fur the magarine Fifm Week. Meditations on the armed cye. on
the role of the camera in the exploration of life. First experiments in
slow-mation filming, the concept of the kino-Eye as slow-maotion
vision {reading thoughts in slow-motion).

... The Kino=Eve is conceived as “what the eye does not see’, as the
microscope and the felescope of time, as telescopic camera lenses. as
the X-ray cye, as “candid camera’ and so on.

These different definitions are all comprehended, for the term
Kino-Eye implies:

All cinematographic means.

All cinematographic images.

All processes capable of revealing and showang truth.

Dziga Vertoy (1944)

Franciscka Themerson

1907 Bora in Warsaw
Studied at the Warsaw Art School
Interested in making avant-garde films with her husband,
Snefan, as well as in book illusiration

1935-37 Member of the Polish Film-makers Co-operative-SAF

1937 Art director of the periodical, The Arrissic Film

1948 Co-founder and Art Director of the London publisher
Gaberbocchus. Also engaged in set design, painting. and
graphics

1930 Pharmacy (all films with . Themerson)
1932 Ewropa

1935 Musical Moment

1935 Short Clrcuif

1438 The Adventure of a Good Citizen

1943 Calling Mr. Smith

1945 The Eye, The Ear

Stefan Themerson

1910 Born in Plock
Studied Physics at Warsaw University and Architeciure at the
Warsaw Technical High School
Interested in philosophy. literature, experimental photography,
phutomontage and film

1935-7 Founder and member of the Polish Film-makers
('un-npel'alivz — SAF

1448 Co-founder, editor. and main author of the London publication
Gaberbocehus
Mow active in the field of literature
Lawes im London

1930 Pharmacy (all films with F. Themerson)
1932 Ewropa

1935 Musical Mormeen

1935 Sheert Circuit

1938 The Adventure of a Good Lizen

1943 Calling Mr, Smith

1945 The Lye. The Lar

“Lwropa is a survey of various possibilitics of contemporary [ilen (Lilm
of photograms, of negatives, an abstract film — of typographical
elements, cul-ouls, 1’:|-:u:-ups. mu.'llipl'il.‘alinn:, urusual anslus & h A
number of excellent studies of people eating. biting, chewing: of
beautiful female nudes. The magnificent symbal of a blade of graws
growing out of a chink between the paving stones and exploding 1he
rock surface of the road.” (M. Wallis in Drogae, 1932}

Fragments of Europa have been preserved but only in the form of
single s1ills and phote-montages; on the basis of this material. the
authors have attempied 10 recrcate the sercen-play of a film which
wis made in [%93132: growing grass — animated photograph: cotter
fibres cut still by sull, wind-back. white on black leaves in the wind —
photogram: movement of leaves by means of a moving source of high
negative and posative panofama following pholomontages — a seres
of the artist’s photomontages — penetration, revealing by means o1
light, erc., including a montage of a sky-scraper, cul by scissors from
top, still by still. wind-hack; boxer fighting without an opponent —
Skulski, & fellow student of architecture; Elgiuse — unemploved. a
modde! from the Academy: close-up, still by still, slide parallel 10 his
body, from head down 1o shocs, apparalus on an casel dropped stll by
still study of eating — the model is a chap met in the street whao tens
oul to be a buicher: head of the ‘-":i'“'l man gln-nu'ring a beefsteak. his
head horizontal 1o the sereen — his mouth — menu with the
inscription of =~ Europe” from Hotel Europejski — repeated Blow-up
of the eating man with slices of an apple, eight exposures in the same
recl, 5.T. cans still by stll — selffportrait — transmission sinp with
slices of an apple — newspapers — newspapers stuffed in 8 mouth —
head and microphone; a drawing of Georg Grosz — instead of his
heart; an animated motor still be still. ths photograph was cut outl by
the censors who thought the drawing was a portait of Prystor. a
former Premier; panorama following photomontages — from the
cover of Tercsa Zarnower's “Europe”, and two figures — plastered
with bread by two patienis from the mental hospital in Tworki: Dasil
and Man in stfaght-jackets, the latter has a movable head. it nods.
still by still; these photographs are penetrated by those of a soldier
\u:an'ns a helmet in the trenches who throws a haml-gl'l:rlull: == Third
penetraton; barbed wire. hand on a cross. 8 hobnail — piana
h.i::,‘bolrd. - j;u; phnlual'tph off @ 'bc:lins heart — white on Black:
bayonet and a stomach — bayonet withdraws! photograph of the palm
of 3 hand — the Roman numerals V and XX aganit a background of
loins; numeraks fade. Joins across the entire screen — pavement.
pi\lin! stones, :lus:-u.p. cracks between the stones, blade of grass —
grows cul sull by sull, wind-back: roots between paving stones stiffen
— & blade of grass grows into a tree; the tree dominates — leans —
falls straight into the apparatus; naked “Bacchantes”? — models from
the Academy: run straight into the apparatus — paris of their bodies
— their hands tear up elecinie wire cic., rapid semi-abstraci montages
loins — bread — head; photograph of a stomach — closc-up of skin:
photogram of a beating hearnt — as before. across the entire screen
with a heart in the background — a penetration of a tiny woman
yumping from a diving-board into the water, in the centre of the
screen; & naked child wandering through a meadow — it scems that
ihe same photograph was at the end of The Honest Man.
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Tony Conrad Bowed Film 1974

Taka limura [ sec and o= al Artist space MUY, 1977



The Structural Film

Birgit Hein

P. A Sitney, the American critic of avant-garde film, was
the first to isolate structural film as a specific tendency
within the avant-garde in an article in the American
review Film Celiure, 47, (1969). The label, although
perhaps inadequate, has stuck and the intense controversy
over the concept has died down, since it is now even
clearer than in 1969 that Sitney did pinpoint a real ten-
dency. Until then, there only existed the notion of "under-
ground film’, used as a catch-all category for all produc-
tions outside the official film-industry, i.e. erotic, poetic,
formal, experimental and short films. Sitney was delineat-
ing a new direction, quite different from the mainstream
of the American underground film which was mytho-
poetic in nature: “There is a cinema of structure, wherein
the shape of the whole film is predetermined and simp-
lificd, and it is that shape that is the primal impression of
the film . .. the structural film insists on its shape and
what content it has is minimal and subsidiary to the out-
line . . . Four characteristics of the structural film are a
fixed camera position (fixed frame from the viewer's pers-
pective). the flicker effect, loop printing (the immediate
repetition of shots, exactly and without variation), and
rephotography off of a screen . . ° The name caused con-
fusion firstly because Sitney did not make it clear enough
that ‘structural’ has nothing to do with “structuralist” in the
philosophical sense, and secondly because his categories
were superficial: “re-filming' for example, is an aesthetic
device also used frequently in poetic films.

The area occupied by “structural’ film has grown tre-
mendously since 1969, Roughly speaking, these films
have no narrative or poetic content. The content of struc-
tural films refers to the medium itsclf. Formal devices are
not used symbolically as in poetic film but on their own
account, as theme. These works are basically exploring the
whole reproduction-process that underpins the medium,
including the film material, and the optical, chemical and
perceptual processes. Work with film is no longer
restricted o photographic representation on a single
screen, but includes projections of light, shadow-play,
actions fromt of the screen, the extension of projection
into the whole space and even the installations within that
space when there is no film at all. The medium is, in short
being explored as a visual system. Structural film began to
analyse the reproduction process before the fine arts,
“perception as a theme of art’* appearing in structural film
in the 1960°s and in the fine arts only in the 197(0's.

Odficial film theory concentrates on the rendering of
reality: structural film sees this as merely one possibility
among many, and this allows for a much broader defini-

tion of the medium. This definition can be divided into
three arcas: | the film strip; 11 projection, using interven-
ing light; 111 the projected image.

The Film Strip

It has varying material conslituents in respect to grain
structure, colour-sensitivity and hard-wearing qualitites.
It can be treated in different ways:

1. In the optical process, which includes the actual
photographic shot taken with the camera and the optical
printing. The photographic rendering of reality through
the camera used to be confined to techniques such as
focusing, framing, angle of shot and camera movements.
Other, non-realistic, technigques such as super-impositions
and dissolves (used to convey dream-visions, simultaneity
of events e1c.) were discovered in the surrealistic films of
the 2('s, and they have been further exploited, especially
by Gregory Markopoulos in his poetic narrative films. The
mechanism of the shot becomes a filmic technigque. In the
case of shots through the camera, image follows image and
thiz operation can be performed manually, in which case
the time-interval between each shot can be regulated at
will, or mechanically, which can produce up to several
thousand images per second. Animation-films and other
films shot frame-by-frame are based on the manual
method. Making films frame-by-frame introduces a new
principle of montage. Whereas in narrative film, the mon-
tage determines the narrative sequence, in structural film
it has the function of creating visual rhythm. The optical
printing process permits the “freezing’ of frames., as well as
reduction and enlargement. Some film-makers also work
with contact prints for extreme transformations of light
and colour.

2. In the chemical developmeni-process of negative and
positive material, where colowration and, above all. con-
trast and graininess come into play.

3. In direct work on the surface of the film-sirip. There
exists a tradition of painting onto the clear film {Futurists
Corra and Ginna; Len Lye; Harry Smith). Glueing and
spoiling the emulsion by scratching, punching holes and
shredding have also been practised. Mon-exposcd clear

film which projects white light onto the screen is also con-
sidered as “film’.

Projection

In projection, image follows image and an impression of
motion is conveyed, according to the laws of apparent
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motion. But films do not only render real motion: there
are different forms of purely filmic motion such as the
flickering of the ray of light in flicker-films and films with
collage objects. Motion in film is a possibility, but not a
necessity, for single images on the film-strip can be identi-
cal. For this reason duration is an integral part of a film,
which must consist of (at least) two single images pre-
sented in succession.

The perceived image

An impression of motion is of course created only during
projection, due to the after-image and the stroboscopic
effect which cause the single images to blend together into
a continuous one. The image seen on the screen is always
a product of our perception and therefore different from
the single images on the flm-strip. In feature films, the
only difference is the movement, but in the single-frame
films, the image perceived is totally different from the one
on the film-strip.

Antecedents

In surveying the origins of structural film we must consider
its area of problematics, not only the formal ideas
developed in the 20°s but those of narrative film. Light,
motion, space and time have been important themes in the
fine arts since the beginning of this century, for example in
the paintings of the Suprematists, Futurists and Construc-
tivists, but also in colour light music, mechanical shapes,
colour light plays and kinetic objects’. Ruttmann, Richter
and Eggeling were drawn to film out of artistic necessity:
Richter and Eggeling wanted to animate their abstract,
constructivist phase-pictures and Ruttmann, who painted
in a cubo-futurist style, was deeply concerned with the
real passage of time. His manifesto for a truly modern art
predicted that s essence will be in the temporal
development of the formal elements’, and that the new
artist would carry out his work ‘midway between painting
and music’ * It was some time before these theoretical
motions found truly filmic solutions such as Ruttmann’s
Opus IV and Richter's Fifmstudie. These films do not
imitate real motion with the help of animation but, by
alternating positive and negative images and by rapid
montage, they create purely filmic motion. Leger's Baller
Mécanique is highly significant in this context too, in that
he puts together real image-material not to create narra-
tive action but to form different sequences of movements
— and even the real motion becomes contrived and
mechanical because it is constantly repeated.

The first time that the film-strip had been worked on
directly and modified with documentary material to form
a sequence of images was in Man Ray's Retour a la
Raison. It caused an uproar in a Dada soirée by confront-
ing the spectators with an abstract sequence instead of the
expected feature-film. Duchamp must alse be mentioned
here as the first person to work with 3-dimensional per-
ception in his film (Anémic Cinéma, 1926). It is clear that
Entr’ Acte in spite of its many formal ideas, has no place in
the present discussion due to its fundamentally narrative
structure, and this is also true of Richter's surrealist films
and Ruttmann's documentaries. Vertov's Man with a
Movie Camera is an exception, and, although a documen-
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tary, does contain some seéequences where the
reproduction-process becomes a conscious theme and is
analysed as such.® He shows the flm-strip as material,
brings negative and positive images to the editing-table,
and makes static images spring into movement. He
repeats the same scene, and the second time it is being
projected in the cinema, and he creates distance from the
cvent by his use of the camera lens, which becomes his
eye.

It should by now be evident that the development of
structural film cannot be understood solely in reference to
the history of independent film, but that contemporary
problems in the other arts were also very influential®. With
hindsight, we can establish links with artists’ films of the
20's — and here Man Ray's Retouwr a la Raison (as a
material film) appears especially significant, as do van
Doesburg's comments on pure film — but, we cannot
draw a straight line from here to the 60's because
developments of this kind did not oceur after the mid 2005

Oskar Fischinger's abstract colour-films’, which already
use the perceptual flicker-effect, stand out as isolated
achievements in the 3(0's together with the abstract works
of Len Lye and Norman McLaren. Thanks to Fischinger,
abstract films developed further at the end of the 30°s on
the West coast of America. But, they have an essentially
mythic base. Examples are James Whitney's works, which
are objects of meditation, filmic mandalas, or Jordan Bel-
son, whose films convey mental images of space. The
pure, abstract films of John Whitney need not be consi-
dered here because of their purely decorative characteris-
tics. The structural film develops not from the abstract
direction but out of the *Underground’ movement which
began with the poetically surrealist films of Maya Deren,
Kenneth Anger, Gregory Markopoulos etc. in the early
40's. This movement was influenced by the surrealist films
of the second half of the 2005 (Bunuel, Cocteau) and not
by the formal films of that decade. Although narrative 15 a
feature of the early Underground films, some of their
underlying attitudes are important for structural film: for
example, their deliberate radical and formal rejection of
feature films and the established flm industry and, most
significantly, their idea of filmmaking as an autonomous
artistic activity. Maya Deren’s theoretical essays and lec-
tures contributed enormously 1o this new consciousness.
In the 50's, the possibilities of expression through image
were greatly increased, as is clear from Stan Brakhage's
work. He comes out of the surrealistic, psychological trad-
ition and yet his films embody a completely new conscious
ness of the material. *Brakhage produced a film negative
without the camera by glueing directly onto film-material
moths” wings and plants, and on another occasion some
shredded film {Moth Light and Dog Star Man, Part II). He
deliberately makes the splices visible {Dog Star Man Pare [
and Plashr), draws on his films, scratches and punctures
them, repeats shots and turns them upside-down; the
image sometimes appears negative, or can be over- or
under-exposed or spoiled by camera-shake, there can be
blurred super-impositions or it can be almost invisible
because there are so few frames'® Yet, these formal
devices have a symbaolic function in Brakhage's work since
his main concern is o express inner visions and feelings:
the painted scratched emulsion, for instance, is meant to
represent “seeing’ with closed eyes.
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Sian Brakhage Mothlight

Bruce Conner s often cited as another precursor of
structural film, because of his first film, A Mowvie (1958),
which used secondary material (residue of feature-films
and newsrcels) exclusively. His films are symbolic in
intention, and literary, aiming to represent the destruction
of the world: the academy leaders for example are
intended not as a reference to film-material, but as a
‘count-down’'. Robert Breer is somewhat different. His
frame-by-frame collages (1954 onwards) do not belong to
the poetic-narrative category, and the form he uses
excludes any literary content. He came to film from abs-
tract painting. * Two important consequences thus resulted
from Breer's extended emcounter with film. First he
expanded his compositional materials to include- collage
elements, three-dimensional objects and fgure-drawings.
Secondly and more importantly, Breer began to investi-
gate a problem which was to inform his best work for
nearly a decade: isolating the “threshold” between cinema-
tic and ‘normal’ perception’ Because Breer regards his
films as objects, he shows them as loop-installations as
well. In addition he composes sequences of images for the
MULOSCOpE.

Beginnings

Contemporary  developments in o art, particularly the
Fluxus movement, gave great impetus to the progress of
structural film. The role plaved by the Fluxus movement
has been emphasized by George Maciunas, but most peo-
ple are not yet really conscious of it."" The theory that
underpins the work of the Fluxus artists in the different
media is very significant. Some of these theories are
expounded in Maciunas’ essay Neo-Dada in the USA
(1962): *. .. These categories, and the artists who are
active in the different fields, have almost without excep-
tien embraced the concept of Concretism or Art-Mibilism.
Unlike the INusionists, the Concretists champion unity of
form and content. They prefer the world of concrete real-
ity o that of artstic abstraction or Iusionism. A plastic
artist who is a Concretist sees a rotlén tomato for what 15
it, and represents it as such, without transformation. Iis
formal expression is indistinguishable from its content and
from its perception by the artist, i.e. it is a rotten tomato
and not a pictoral or symbolic representation which is
contrived and illusionistic.”'' There is an obvious link here
with structural film's exploration both of illusion and of
the functioning of the medium. Fluxus music has freed
itself of Hlusiomism by using concrete tones (which clearly
refer 1o its origing) and this corresponds 1o structural
film's concentration on primary filmic clements such as
light-projection, film-material ete. The unity of form and
content is clearly expressed in La Monte Young's compaos-
itions of 1960."

Although film is only marginal in the Fluxus movement, it
15 important historically in that it provides one of the car-
liest examples of the medium choosing nself as theme.
Mam June Paik's Zen for Film (1962/64,) which consists
solely of clear film, draws attention to light-projection as a
fundamental element of film and the modification of the
film-strip during projection (scratches and dust appear)
emphasizing clementary aesthetic qualities. As regards
content, this film has more in common with Retour a la
Baison than Brakhage's Morhlight does; because both
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Paik and Man Ray use provocation to attack established
art forms. Paik's 1963 Film Scenarionn contains the seeds
of much further development; exploration of the filmic
illusion of reality by confronting an object
and its image (e.g. nos. 2 and 10;) and the inclusion of
the projection-process and the combinatnion of film with
real action (e.g. Mos. 3, 4, 6). No 7 has affinities with
Warhol's films (long, uninterrupted shots). He does not
however, anticipate Warhol: many artists were working
with similar notions at the same time.™ Warhol does not
belong to the Fluxus movement, but some of its concep-
tions were spectacularly realised in his first static films
such as Sleep, Empire, and Kiss (1963 and 1964). Here,
the filmic technigue is reduced to the choice of framing.
The entirely mechanical reproduction process replaces
artistic work done by hand. There is no dramatc action,
therefore no beginning or end. The films contain the
notion of the ceaseless continuity of time, which is also
important in Fluxus works. The films mark a total break
within the independent film movement which reached its
first climax in 1963 with Scorpio Rising (Kenneth Anger),
Twice & Man (Gregory Markopoulos), Flaming Creatures
(Jack Smith), Chumilum (Ron Rice) and Dog Star Man
(5tan Brahage). Against their myriad of technigues, mul-
tilayered narratives and frenzy of colour he sets the simple
reproduction process, the object itself and in black-and-
white.'*

This same preoccupation with the material of film
becomes the theme of George Landow's Film In Which
There Appear Sprockel Holes, Edge Lettering, Dirt Parii-
cles etc. (1965) where found material is used and
sprocket-holes, splices and dirt are treated as filmic ele-
ments and refer to the film as a strip. The loop-structure is
of the same importance. Through the continued repetition
of the same short sequence the material becomes object
and refers only toitself. Tony Conrad's The Flicker (1966)
has the same character but is achieved through different
means. This film is the result of a systematic investigation
of the stroboscopic effect in relation te perception. The
pure pulsating light acts directly upon the perceptual
faculty and the film is conveyed as a sensory-material
expericnce. Ray Gun Virus (Paul Sharits, 1966) is made
frame-by-frame, like The Flicker. By rapidly alternating
bright, shori-frequency flickers, brilliant bursts of colour
and colourless black/grey impulses, Sharits is experiment-
ing with the blending of pure colour-fields on the retina.
In Piece Mandala (1966), he welds colour-frames and
single representational frames into a rhythmic, synthetic
sequence of movements.

The ‘New Cinema Festival' organised in New York by
the Filmmakers' Cinematheque in 1965 showed how
much the new consciousness in film had spread. Dance
and film-projections were combined as a confrontation of
image and reality: in Ed Emshwiller's Bodyworks for
example dancers dressed in white formed the screen on
which he showed (with a hand-held projector) a film that
portrayed the dancers. Sometimes the film and the danc-
ing figure were dentical, sometimes only one part of the
body was shown, greatly enlarged, on the dancers’ bodies.
The important Film Cufiure issue “Expanded Aris' (1966)
reported on the festival and similar activities." Fluxus
works were also performed, and Kosugi's Fillm No 4 was
especially interesting: light was thrown onto a paper
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Andy Warhol Sleep

George Landow Film in which . . _



screen from an empty projector, and the screen was cul
from the centre out until nothing remained. In this context
we must also mention Robert Whitman's installations
such as Shower in which he combines real environment
with film, and Louis Brigante's Burning Loops, where
hand-painted film is passed through the projector at dif-
feremt speeds and stopped every now and then. which
causes the frames o melt. Ken Jacobs works with
shadow-play in his “Apparition Theatre of New York’
exploring problems of perception and image, often with-
oul using film.

European developments up to the mid-60Fs were inde-
pendent of those in America. Peter Kubelka had already
made Adebar in Vienna in 1957 and Schwechater in 1958,
Both films have very few pictorial elements and their con-
struction relies on the principle of the rhythmic repetition
of the single frame. “The aesthetic information he wishes
o convey is drawn from the technical support-svstem he is
working with, i.e. film. He is primarily interested in the
aesthetic conditions within his film, not i the objects he
uses as they are in the world outside his film . . . and, as in
modern music. the rhythm is determined serially and
statistically. The film is reduced to its raw materials.” "™ At
the first sereening of Adebar, Kubelka had the film-strips
themselves hanging up for all to see. In 1958/60 he spliced
together black and white frames according o a frame-by-
frame plan and produced the first true light-film Armulf
Rainer'®. This theoretical concept 15 expressed in an
interview with Film Culture: "Cinema is not movement,
This is the first thing. Cinema is a projection of stills —
which means images which do not move, — in a very quick
rhythm. And vou can give the illusion of movement, of
course, but this is a special case, and the film was invented
originally for this special case. . . .. Cinema is a very quick
projection of light impulses. These light impulses can be
shaped when you put the film before the lamp — on the
seTeen you can shape it. .. you have the possibility of
giving light dimension in time ., 7

Al the same time, Kurt Kren was beginning to work
with film in Vienna. After Versuch mir synthetischem Ton
(195701 he shot 48 Kopfe aus dem Szondi Test (1960) fol-
lowing a serial shooting-plan for the wse of the single-
frame mechanism. Unlike Kubelka, who organises his
films according to musical principles, Kren develops the
rhythm of the image as a new creative device, Since he
works with real images. one can clearly recognise the
shooting-system as transformation-process. Concerning
Kren's next film, Maleolm Le Grice writes: " Kren's first
structuralist film then is Baume im Herbst, (Trees in
Autumn, incidentally the first film in general 1 would call
structuralist). Its structuralism is a result of the application
of a system, not to subseguent montage of material
already filmed with an unconstrained subjectivity, but to
the act and event of filming itself. This limitation, by nar-
rowing the space and time range of the shot material gives
rise to a greater ntegrity in the fOlm as homologue. In
Baume im Herbst the new space/time fusion of the experi-
ence of branches shot against the sky is the plasticity of the
shooting-system because the relations of the ohjects —
shots, and their space/time observational relations are
inseparable. Structural process becomes object.”?!

Between 1956 and 1962, the German artist Dieter Rot
made a series of shorts that are almost unknown. Dats, in
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which he punched large holes irregularly into black leader,
i5 an early example of direct work on the actual film-
material. This produced a physical after-image effect simi-
lar to that found in flicker-films.

Formal film development in Europe (Kubelka, Kren
and Rot) took place before and without knowledge of
what was happening in America. ‘Sequential principles of
construction, Schonberg's twelve-tone technique, Hauer's
twelve-tone work, the extreme concentration of Anton
Webern's music, the results obtained by Mondrian, and
James Joyce's novels all conditioned post-1945 Viennese
art in many respects and provided the assumptions under-
lying Kubelka's films. ** Cage is an example of how mod-
erm European music indirectly influenced developments in
America, and he is an important precursor of the Ameri-
can Fluxus movement. There are, however, differences
that cannot be overlooked. Up to the mid-60's there was
no poetic film development in Europe like that in
America. Right from the start there was a much stronger
formal tendency in Europe, which is also mirrored in the
broad development of European structural film of the
second generation since 1966, In reply to the charge that
European structural film was influenced by, or even
copicd, the Americans it must be stated that up to 1968
the only information on New Amercan Cinema con-
cerned poetic film and its chief representative, Stan
Brakhage. Even the major touring programme that came
to Europe in late 1967 (visiting Germany and England in
1968) contained no structural films except Bardo Follies
(George Landow) and one Fluxus programme. This tour
marked the triumph of *Underground” film and certainly
influenced European poctic film, but not, however, formal
film {which was already in existence). Any influence that
there was came rather from Brakhage's writings which
were known through Film Culture before his films were
available.** A much more important question is that of the
quality of the individual works.

Developments 1967-76

Work on matenal, work on shooting-systems, and work
on the differing claims of *reality’ and the representational
image, are three major themes in the development of
structural films since [960. 'Found material’, either
reproduced, edited as is into the film, or worked on
directly, often provides the basis for the exploration of the
film-material. In the films that reproduce this ‘found mat-
erial’, film as strip plays a central role. In Bardo Follies
(1967) George Landow uses a short documentary shot (a
boat sailing past a waving girl), prints it as a loop, and
doubles then triples the image, which finally dissolves in
brown bubbles. He then continues this same process sym-
bolically, using images of coloured bubbles, until every-
thing is finally resolved in white. In Little Dog for Roger
(1967) Maleolm Le Grice makes a print of an old 2.5mm
home movie of his mother and dog on a printing-machine
he built himself* and the viewer sees the print as a con-
tinuous strip within a larger frame, with several frames
always visible at once. He repeats the same sequences at
different speeds, freezes frames and displaces them within
the image-field. 1t is nmot only the film-strip and the
sprocket-holes that remind ws of the actual film-material,
but the deliberate imperfections in the processing (water

marks on the emulsion, light-variations) and they almost
make the image disintegrate. In Rohfilm (1968, W, & B.
Hein) dirt, sprocket-holes ete. appear independently of a
continuous film-strip as aesthetic elements in their own
right. Hairs, ashes, bits of tobacco, shredded film-images
scraps of paper, sprocket-holes, perforated splicing-tape
ete. are glued onto blank film and then re-filmed. The
film-strip is then subjected to different reproduction-
processes (re-filming from the editing-table, the movieola
and the video monitor) and the result is an impression of
destruction on a massive scale. In both Rehfilm and Litle
Dog Jor Roger the end is planned according to aesthetic
notions. In Toem, Tom, the Piper's Son (1969, Ken Jacobs)
the material is explored systematically. He starts with a 10
min. burlesque film of 1904 which, after one complete
run-through, is analysed sequence by sequence after being
re-filmed from the screen. Parts are repeated at differing
speeds, including slow-motion; isolated fragments are run
forwards and backwards, and details grow larger and
larger until the image dissolves into bright and dark spots
and the film-graon becomes visible. Jacobs s thus moving
from the reality of representation to the reality of the
film-strip and its material constitution. The film ends with
another complete run-through of the original film. Deke
Dusinberre has commented “Those films are open to anal-
yses which involve an analogic principle, a principle which
assumes that the structure of the film serves not only to
claborate the cinematic system of representation, but also
serves as an analogue for other systems of meaning. Thus
crucial structural films are seen as, say, an analogue for
the rejuventation of vision (Tem, Tom, the Piper’s Son) or
as an analogue for a gnostic epistemology (Zorns Lemma)
or as a metaphor for the intentionality of consciousness
{Wavelengih). 1t would seem, too, that the larger tradition
of American avant-garde filmmaking has exploited such
analogic technigues — primarily that of the metaphor, in
which the formal concerns of filmmaking are conflated
with another perceptual or epistemological or philosophi-
cal problem. But what has made structural films eminently
receplive to this tradition is that their dominant shape or
structure automatically suggests modes of organisation
and meaning other than purely filmic ones.”™ European
film on the contrary, tends to exclude the second level of
meaning.

Malcolm Le Grice analyses the reproduction-process in
his six-screen projection Afier Leonardo (1973): onto one
screen is taped his original material — a black-and-white
reproduction of Mona Lisa — and at the same time, on the
five other screens we see the filmic re-working process it is
undergoing, e.g. enlargement, various lightings, as a nega-
tive, and with deformed perspective due to re-filming. In
the blow-ups of details, the film-grain, the definition of the
printing, and the cracks in the paint of the picture are
clearly visible. Multiple projection, used by Le Grice since
1967, has become an imporiant tactic for structural film
because it can show different filmic processes simultane-
ously, and also because it breaks the illusion created by
the single film-image. Multiple projection is not, however,
a separate category in itself.

In contrast to the above, Paul Sharits in Axiomaiic
Granularity (1973) and Apparent Motion (1975) does not
start with a photographic image, but just the exposed
film-strip, which he enlarges optically until the film grain



~evomes  the  subject  of  the image. In
S TREAM:S:ECTION:S:ECTION:S:5:ECTIONED
470 he shows that the film is both projected image and
bpéct (film-strip) by gradually covering a real image
maoving water) with scratches. His installation Sewnd
Strip Film Streip (1972) (2-screen projection) is tackling
‘he same question: blank film which has become scratched
:n the course of projection is re-filmed. The re-filmed
scratches, and the real scratches that have occurred since,
underline the time-lapse between production and pro-
rection.
In 1968, Taka limura began making his Projection Pieces,
ahich show film simultaneously as strip and as projected
image. He uses loops of black or blank film which are
red over spools in the room and, at the same time pro-
jected normally. These were the first film installations
which treated projection as object. David Dye's loop-
installations like Film omto Film (1972) rely on similar
ideas: the image on the screen depicts film-strip, and the
real film-strip is fed over the projected image. Dye is con-
cerned here not only with the material, but with the rela-
tionship between shot and projection-process, as is clear
from his other film-performances. Peter Weibel's film-
action Glans und Schichr des Zelluloids (1968) explores
this relationship in a different way: he splices single-
perforated material together, right and wrong way round
alternately, so that when the film s projected, it is con-
stantly breaking and has to be re-spliced. Hans Scheugls
££8 Hamburg Special (1968) is a *material film® in the
same way as Weibel' s: instead of a film, he threads a piece
of sewing-cotton through the projector, and we see its
silhouette moving on the screen. Some of Tony Conrad's
work shows similar neo-dadaist traits: for example, he has
cooked film and then exhibited it. In his performance
7360 Sukivaki (1973) he washed unexposed red Kalvar
stock, cut it up, and cooked it with the ingredients used in
making the lapanese dish Sukiyaki. The film material
turned pink. then brownish. He next dipped the picces of
film in egg and threw them against the screen, which was
illuminated by the projector, and they slowly dripped
down. In Bowed Film (1974) a film-loop became a musi-
cal instrument. He fixed up a loop to go round his head
and fastened it to the floor, artaching microphones to it
He then plucked on the loop and produced a musical
naoise. In their project Materialfilme (1975 onwards) W.
and B, Hein have been emphasizing the agsthetic qualities
that are independant of the artistic technique. Ready
made film-material (unexposed positive and nega-
tive film, clear and blank footage in every possible shade
of white, grey and yellow, coloured tails and leaders which
are gither very new or worn out with years of use) are all
put together to make vanous films, which only make sense
as originals.

Many of the films under discussion also explore the
theme of light, for example Paik's Zen for Film. Schnitte
Fiir ABABA (Wemer Nekes, 1967) is another typical
example. Nekes edits together red and green leader, leav-
ing black intervals, and creates a pulsating flicker-film
whose rhythm is underlined by the clearly-visible splices.
The effect of most *light-films" comes from the flickering
caused by the rapid succession of single frames, and they
should be discussed in connection with the films that arc
shot frame-by-frame. Tony Conrad, in Straight and Nar-

row (1970) uses the results of his stroboscopic studies
once again. Black and white frames are put together with
single-frames of horizontal and vertical stripes (and a
combination of both). The after-images produce new
images and rhythms which go far beyond the limitations of
the original material. Sometimes, colours are even pro-
duced in pure black-and white film. In Four Square he
projects four identical films (red, which gradually turns
into flickering vertical strips of light) onto the four walls of
a room. Each projector is positioned beside a projected
image, and the rays of light emitted cross each other in
space. Each film-image and its projection-beam are both
seen at once. It is important to note that reflection on the
medium is only the point of departure in these works, and
not their real subject. The esssential element is the aesthe-
tic object that has come into being. Hence, multiple pro-
jection has developed into a shaping-device, designed to
transmit visual experiences that can only occur when sev-
eral images are presented simultaneously. This happens in
W and B Hein's Doppelprofekiion (1971) in which the
motion derives from the single image. The wvarying
changes in light {mechanical and manual fade-ins and
fadeouts) in both images give the impression that the sur-
faces are moving back and forth in space, or that one
single image is jumping this way and that on the
projection-surface. William Raban uses similar means to
produce a completely different image effect in Diagonal
(1973). Three projectors show the same image: a trembl-
ing, double exposed rectangle of light which glides in and
out of the image-field, Since the three images from the
projectors are arranged diagonally on the screen the viewer
has the impression that a single film-image keeps crossing
the whole projection-surface with amazing rapidity. Le
Grice's Marrix (1973), 6-screen projection) also works
with the movement of the film image on the projection-
surface using colour-loops. Both the duration and the film
are variable, since the ‘film’ is created at the very moment
of performance when Le Grice welds together the separate
image. In Colowr Sound Frames (1974), Paul Sharits
achieves retinal blending by filming colour-fields passing in
front of the camera at different speeds. The colours are
perceived differently according to the speed; for example,
the separate images and the individual colour-fields are
unrecognizable at the highest speed as they have blended
into a grey ribbon. The slower the speed, the clearer and
brighter the colours.

Anthony MeCall's 'Cone’ films must be mentioned here
although they are not based on the flicker effect. He
makes sculptures in light using the ray that passes between
projector and screen (the image produced being only of
secondary significance) and the spectators, who must
move about and construct their own film-experience, get
their best view when their backs are wrned to the screen.
In the early films such as Line Describing a Cone (1973)
the limited running time essentially determines the work,
but in Long Film For Four Projectors (1974) the running-
time is 50 long that the film is experienced as a static
object and it is in fact left up to the spectator to decide on
its duration. In the installation Long Film For Ambient
Light (1975) he no longer uses film, but simply artificial
and natural light, exploring its changes over a (theoreti-
cally) infinite period of time.**) McCall has pushed his
experiments to an extreme, but this does not mean that
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this is the end of the exploration of light in film generally.

The plastic chythm of the image is an essential element
in thie light-films discussed so far. This is also true of films
made on the same principle, but with real image-material
such as Kren's carly films in which there is a complex
relativnship between real and filmic maotion. Jum-Jum
(1967, Werner Mekes) begins with real swinging mowve-
ment which is progressively interrupted, repeated. and
overturned by means of jump-cuts and generally inten-
sified until it becomes purely filmic motion, entirely
dominated by the rhythm of the image. In contrast to
Jum-Jum's dramatic curve, Kurt Kren's montage-film TV
(1967} is completely static. He retains the serial principle
of his early films, but begins here not from a single image,
but from five short, almost identical sequences (shots from
a cafe on the Wenctian waterfront) which he assembles
twenty-one times in different orders, with black frames in
between. The real fragments of motion in the individual
sequences become abstract counter-rhythms of the rapid
montage. That TV is also a very poetie film, which com-
municates 4 mood of time standing still, is an equally
important component of the work. There is no structural
dogma. In Touching (1968), as in Piece Mandala, Paul
Sharits alternates ‘realistic’ single frames and coloured
frames to create motion artificially. The images (a man
sticks out his tongue, holding it with a pair of scissors and
a hand with glittering fingernails scratches his face) and
the aggressive sound create an ambience of menace, Cle-
arly, Sharits wishes to express his own psychic state (such
literary references reappear in his installation Epilepric
Seizure Comparisorn (1976)"

The film sequence Work in Progress Ted A (W and B
Hein, 1969) deals with the illusion of motion and with the
single-image structure of film. In Film 3 a (3-frame) photo
is always replaced by three black frames every now and
then. ‘In this work the Heins uncoversd a curious
phenomenon; not only can continuous strobe produce
colur an after image, but it can also create &n illusion of
motion where none exists. The still picture of two girls
sealed together. continuously repeated, gradually seems
ey move, the faces seem to smile, and one figure seems 1o
lean closer w the other. The cawse of this phenomenon
may be similar to the inevitable mental reordering of
repeated verbal phrases. The perceptual process seems o
demand cange even where there is none. In the near scien-
tific way in which they have come increasingly to follow up
their experiments, the Heins made Forofifrr 1970 which
further tested this phenomenon™® In Film 6, three real
sequences of a running man are enlarged image by image
into photos which are then re-animated. The phases are
put together in different ways and interrupted by black or
white frames of different lengths. The rough and faulty
character of the images (also conteporary work by Le
Grice and Kren, for example) springs from a deliberate
aesthetic of imperfection which contrats starkly with the
brilliant colour-aesthetic of imperfection which contrasis
starkly with the brilliant colour-acsthetic of Americans
such as Paul Sharits.

A broader analysis of the perception of movement is
performed in Structural Siedies (W & B Hein, 1974). The
short single films each contribute a statement to the sub-
ject. The optical laws on which the illusion of natural
movement depends are also basic 1o the generation of

[N

Werner Nekes Spacecut 1971



pure filmic movement. In three parts the different kinds of
movement in film are discussed. The film works with the
confrontation of abstract demonstration material and real
image material, each shot in the same technigue. Here the
possibilitics and the limits of the technigue or system are
shown and the importance of the image-material becomes
vbvious,

The *Kinetic' films based on the single image also deal
with problems other than motion and rhythm: for exam-
ple, the transposition of temporal and Kinetic duration
mnto light-change and light-movement. One of the first
examples of time-exposures 15 Bogen (Werner MNekes,
1967). The changes of light that occur in a townscape over
a 24-hour period are concentrated by shooting one frame
per minute, as the movement into a static image lasting
one  minute. In Spacecwt (1971) he puts together
panning-shots in a Mevada landscape, from single-frame
takes. When it is projected, the movement through space
is translated into a sparkling movement of light ranging
from dark (the earth) to bright (the sky) and back to dark
again. The effect is similar to that in pure light-films, but
at the same time light is perceived as the light of a certain
landscape at a certain time. In Makimone (1974) he
shows ‘' the unfolding of a continuously varying expression
of the representation of a landscape™.*® He also works here
with multi-exposures and camera pans. The space of the
image widens with a permantly increasing movement.
which in the ¢nd leads to the dissoulution of the landscape
image into pure light motion. The experience of space and
light recalls Michael Snow. But Nekes does not work with
continuous camera movement like Snow. He composes
the film from single images, which create the impression
of motion only in the perception of the viewer. Heinz
Emigholz, too, has since 1972 been working from
shooting-systems that he develops into extremely compli-
cated mathematical constructions. In Arrowplane (1974)
he simulates pans with sequences of single frames taken
from fixed points in a radius of 180. These setting points
remain the same in cach movement, but each time they
are combined differently. Thus the real image of a Land-
scape is transformed into a well-nigh abstract kinetic
object. ™

“The primary strategy for exploring the properties of
cinematic representation is the manipulation of the
recording devices (e.g. the shutter of the camera — ume
lapse and time-exposure releases — or the aperture, or
the framing of the composition or the use of tripod or of
tape recorder) and the primary strategy for then integrat-
ing the “content” of the landscape with the “‘shape”
of the film is to establish a system or systems which
incorporates the two.!" Two of the most important
filmmakers working in this way in England are William
Reban and Chris Wesby who collaborated on some
carly films e.g. River Yar (1972). In his film Angles of
Incidence (1973), Raban works with a panning movement
which is trasposed into single-frame sequences. ' The for-
mat of the film frame s modified by filming through the
shape of a window. The comera tracks to viewpoints on an
arc inside a room. The centre of the arc coincides with the
centre of the window frame which occupies a constant
position of the screen. The perspective of the window
frame changes as the camera moves to new positions on
the arc and different aspects of the view outside are disco-

vered ... angles of incidence; angles of reflection. The
film took thirty hours to shoot, and the filming was con-
ducted according to a score which eas written during the
actual time of filming. Incorporating the composition into
the shooting perios allows for a greater degree of flexibil-
ity: chance occurences may be more easily incorporated.
and it is less mechanistic than copying from a prescribed
score of model. ™ The way Chris Wisby worked in Seven
Days (1974) 15 carefully thought out * The location for this
film 15 by a small stream on the northern slopes of Mount
Carningly in 5. W. Wales. The seven days were shot con-
secutively and appear i that same order. Each day starts
at the time of local sunrise and ends at the time of local
sunset. One frame was taken every ten seconds through-
out the film. The camera was mounted on an Equatorial
stand which is a piece of equipment used by astronomers
to track the stars. In order to remain stationary in relation
to the star field the mounting is aligned with the earth’s
axis and rotates about its own axis approximately once
every 24 hours. Rotating at the same speed as the earth.
the camera is always pointing at either its own shadow of
at the sun. Selection of image (sky or earth, sun or
shadow), was controlled by the extent of cloud coverage.
i.e. whether the sun was in or out. If the sun was outl the
camera was turned towards its own shadow: if it was in.
the camera was turned towards the sun. A rifle mic-
rophone was used to sample sound every two hours. These
samples were later cut to correspons, both in space and in
time, to the image on the screen. This deseription does
not convey the lively effect of the film which is due to the
specd of the weather-changes (the speed being due to the
time-setting).

Kurt Kren works with time-exposures in different films
such as Film Coop Amsterdam and Zeitaufnahmen. His
most complex film is Asyl (1975) which uses a very com-
plicated shooting system: the same view from a window is
photographed on 21 consecitive days, each day through a
different mask which has only five small apertures (win-
dows). The result, after the 215t exposure, s a complete
image. By manifpulating the diaphragms. Kren creates
motion within the static image by the flickering within the
apertures. Since the weather was very changeable during
shooting, we sometimes see sun and sometimes snow in
the mmage. The change within a landscape over a fixed
period of time 15 thus caught in a static image. Motion s
created due to the change of masks, but the movement of
time cannol be seen as teleological.

The problem of the camera reality is developed as a
very complex process in the work of Michael Snow. In
Wavelength (1967), Back and Forth (1969) and Cemral
Region (1971), Snow begins by showing the physical and
photographic reproduction-processes as apparently iden-
tical, and then gradually reveals their differences. He does
this in Wavelength by using the zoom (which causes the
image-field to change), but also by superimpositions and
light and colour changes using filters. The apparently con-
tinuous duration of time of the zoom as it travels is
opposed to illusionistic film-time. He counters the con-
tinuous *action’ with fragments of a story-line, which func-
tion as an ironic quotation. But above all Wavelength has
been very influential because it was the first film where
the principle of gradual transformation was clearly for-
mulated. In Back and Forth a comparable process is
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expressed quite differently. The impression given by the
image, which at first looks natural, is gradually trans-
formed thanks to the continuously-intensifying horizontal
panning movement in the first part of the film: the wall
seems to arch, perspectives alter, double images appear.
The final result is an almost abstract image only
identifiable in reference to the orginal. The second
half of the film starts with a rapid (vertical) panning
movement and gradually we move from the abstract
to the real image. The continuity of the camera movement
is opposed to the diffent spatial events which refer to
illusionistic film-time. In Central Region the spatial pans
of the camera give the spectator an optical experience he
could never otherwise imagine, The camera, which is a
machine, is guided by another machine. I only locked
into the camera once. The film was made by the machine
itself according to the plan. You can imagine how excited 1
was when the film (c. § hours) went to be printed in
Montreal."* It is not only the unusual character of the
visual experience that stands out, but also the way it is
conveyed. After a time, the spectator understands the
film's strategy, but cannot predict the outcome at all:
hence the gradual unfolding of the film becomes an extra-
ordinarily affecting and exciting experience.

Of course, Warhol was the first to use the reality of the
camera as a theme: indeed, the mechanical
reproduction-process plays an essential role in all his artis-
tic work.™ Like Snow, Peter Gidal was influenced by this;
and he, too, arrived at independent solutions which go far
beyond the theme of the camera. Unlike Warhol, who
chooses the camera-angle subjectively and Snow who
deals with the discrepancy between the real and the trans-
formed (abstraet) image, Gidal comes close to rep-
resenting the shooling process as an entirely independent
reproduction-procedure which has little to do with phy-
sical perception. In Room Film 1973 (1973) subjectivity is
achieved not only thanks to extremely close close-ups, but
also through the under-exposure and the graininess of the
film-material. ‘ Despite the other tactics in the film which
contribute to the visual impact — graininess, tinting
underillumination, loss of edge of frame, etc. — it is the
camera work which remains most central in determining
that impact. {Similar camera-work will become even more
important in Film Prinr as the other tactics used in Room
Film 1973 become less important). The camera in Room
Film 1973 not only contributes to the incoherence of the
imagery, but also to the incoherence of space. It never
constructs a discrete space; that it was shot in one room
remains an assumption on the part of the viewer. This is in
cantrast to the carlier Bedroom, in which the wider shots
and steadier camera presented a discrete space which was
easily identifiable as a single room. Room Film [973
undermines the establishment of a unity of space just as it
undermines (in editing) the unity of time, yet it struggles
to maintain the literalness of the recording and viewing
experience’.*® Room Film 973 is not constructed on the
principle of transformation — it is completely static. It
consists of units of equal length which are each repeated
once at a certain time. The spectator finds that his way of
looking alters during the long running-time of the film.

Malcolm Le Grice's approach to the camera is com-
pletely different again. In Afier Lumiére — L'Arroseur
Arrosé (1974) A frer Maner, After Giorgione — Le Dejeuner



sur ' Herbe or Fete champétre (1975) he explores different
ways of depicting the same reality. *In Afier Maner the
action takes place in front of the camera and at the same
time through the interaction of the different cameras: the
different images of the same subject are shown simul-
taneously. The narrative becomes an event of repro-
duction.”*” With Snow, Gidal and Le Grice, the camera s
very much freed from a personal viewpoint, but the aspect
of reproduction in Ken Jacobs' Urban Peasanes (1975) is
emphasized by constant reference to the person behind
the camera, Home movies of the carly 50's shot and
edited by one of his wife's relations provide the material
for the film. The cutting does nat highlight the action, but
relates, rather economically, to the shooting situ-
ation, 1o the length of the film-material, and to the time
judged necessary to portray each situation. There is a lot
of hesitancy and imterruption. The family members being
filmed turn towards the camera, acting for the shot. Legs
are missing, people run out of the image-field and come
too close o the lens, and this all draws attention to the
framing. The media-theory side of the film is of course
only one of its aspects: the touching expression of human
relationships is equally important. Marilyn Halford
focuses on the situation behind the camera in some of her
films. In Foorsieps (1974) the camera takes part in the
action, which means that the spectators, too, assume the
subjective viewpoint of the camera as their own. At the
end of the film, the camera which was trained on Marilyn
Halford who was acting, pans round to the 'spectator-
space’, and one (quite illogically) expects to see what is be-
hind the camera, but of course one only sees what is in
front, i.e. the other side of the garden where Footsteps is
being shot, And the realm of the image and that of the spec-
tator prove once again to be completely separate. In one of
the films from Guy Sherwin's Short Film Series (1976
onwards) film-maker and filmed persons appear simul-
tapeously in the image: his parents stand at gither side of
an oval mirror in which the film-maker and his camera are
reflected. His father, who is taking pictures, and his
mother look at him expectantly and speak to him inter-
mittently, whilst he smiles kindly at them. Shortly before
the reel comes to an end, his mother turns round and
looks into the mirror.

The Polish film-makers of the *Lodz Workshop® Josef
Robakowski, Richard Wasko and Wojciech Brusrewski
scrutinize their own physical perception using technical
means. Bruszewski reduces the problems to their simplest
form. In Marchbox (1975) he shows the same two shots
alternately: a hand tapping a matchbox against a
window-sill and a shot of the window. The 1apping sound
is at first in sync and gradually becomes non-sync {because
the sound loop is somewhat shorter than the two shots).
The film ends when the sound is again in sync. This simple
procedure disorientates the viewer, and his perception of
the film alters each time the sound is displaced.

Another aspect in this problematic is worked out by
Richard Serra; whilst most fine artists at the end of the
60's viewed film as a pure medium of documentation and
did not call into question the representation of reality,
Serra started from the premise: ‘These media fun-
damentally contradict the perception of the thing to which
they allude."* In Frame ( 960) he measures with a ruler a
window frame whose right side coincides with the right

Malcolm Le Grice Afer Maner, . 1975

Mulcolm Le Grice Harror Film [ 1971
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edge of the film-image. ‘Objective physical measurement
of real and physical depth coupled with apparent meas-
urement of film depth points to the contradiction posed in
the perception of a film or photo' . In Coldowr Aid he
works with coloured boards that completely fill the frames
he shoots, At 5-30 second intervals he pushes the upper-
most board outside with his hand, and a completely dif-
ferent colour appears. When the pure colour is shown,
the object and its image are seemingly identical, because
the film-image and the colour-surface coincide. When his
greatly-enlarged fingers appear, the film-space once more
becomes illusion and the colour-boards are recognizable
as filmed objects.

The Viennese filmmakers Peter Weibel, Valie Export,
Hans Scheugl and Ernst Schmidt have been exploringthe
illusory reality cemedium si 1967, and their work has
some links with Fluxus pieces. Their closest connections
are, however, with the Viennese art-scene which was
ddeply marked by ‘Aktionismus’ at this period. A few
examples must suffice. In the action Nivea (1967), Peter
Weibel holds a ‘Nivea' advertising ball in front of the
illuminated screen. 'For if the locus of film is not the
screen, houses can be projected onto houses, or bodies
onto bodies, the object and its image are congruent and
image and celluloid onto bodies, the object and its image
are congruent and image and celluloid become superflu-
ous ™ In Abstract Film No 1 (1968) Valie Export makes a
colour film by means of reflection: colour is poured over
an illuminated mirror, and the reflected image appears on
the screen, In Exit (1968) Peter Weibel lets off real
fireworks which burst through the sereen and fall among
the audience, because he wishes to replace the illusory
experience of film with real action. In Tapp wnd Tastfilm
(Valie Exprt, 1968), the ‘spectator’ can feel WValie
Export's naked breasts in a tray strapped onto her body,
and so briefly enjoy a moment of ‘real contentment’,
Ernst Schmidt’s film-action Ja/Nein (1968) is another
provocation related to the cinema-situation: ‘a cinema
curtain that is opening and closing is projected. At the
same time, the real curtain is being opened and closed,
and this goes on until the film ends.”*' In his installation
Das magische Auge (196Y) Peter Weibel makes the spec-
tators create both image and sound: a screen on which
photo-cells are mounted is lit up by a projector, causing a
sound corresponding to the intensity of the light. When
the spectator crosses the ray of light, his silhouette alters
the pitch of the photocells.

In his action Horror Film | (1971), Malcolm Le Grice
makes his own shadow into the *film-image’. He works
with three film-loops, one of which throws a much larger
image over the other two which cover cach other and
make a bright image standing in the ray of light, Le Grice
moves slowly backwards from the screen and his
silhouette gets larger and larger, until he finally holds his
hands in front of the lens and their silhouettes fill the
screen. The spectator experiences the real action and the
transformation of the film-image simultaneously. The
notion of the screen as a framing-surface is also emphas-
ized. Shadow-projection as an allusion to the film-image is
used in different film-actions such as those of Tony Con-
rad (already noted) and Annabel MNicolson, *In another
piece, Real Time (1973), a long film loop runs from a
projected onto a wall, the loop with the holes which build
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up and up with each cycle throught the machine until it
finally breaks."** The most ambitious works of this sort are
the shadow pieces of Ken Jacobs' * Apparition Theatre of
MNew York'. Jomas Mekas describes the performance
Evaking the Mystery, Chapter Four of the Biy Blackout 65
which took place in a New York church in 1968: “Jacobs
manipulated carefully placed lights which, when switched
on or moved around, revealed now a cornice, now part of
the ceiling, now part of the altar, now a chair, now the
organ pipes — while the sound system blew into the
church the sounds of the street, noises, cars, bits of voices,
and later, the organ music (played by Michael Snow)' "
This exploration of the phenomena of perception finally
led Jacobs to work with 3-dimensional slide and film pro-
jection and 2-dimensional shadow-plays which he per-
formed in his piece Slow is beaury — Rodin (1974, New
York). The images and actions he creates although they
have a 3D quality exist only in the perception of the spec-
tator. One thing he does is to paint a *film’ directly onto
the spectators’ retina using a very bright room and they
still see the moving paths of light for quite some time after
the lamp has been turned off. Jacobs' work with shadow-
often is an example of how “expanded cinema’ actions
which reflect film often come close to the early history of
the cinema, both technically and aesthetically.*

The mid-70's saw the elimax of structural development:
it had earved out its own area of problematic and its visual
means had attained their independence. It is therefore
appropriate to end this survey at that point, with a few
closing remarks on some new tendencies. Rameau's
Nephew by Diderot (thanks ta Dennis Young) by Wilma
Schoen (Michael Snow, 1974) explores the general prob-
lem of the rendering of reality in language and image
using the mediem of film. He begins with a perfect illusion
of reality of the sort one sees in a sound-film (scenes being
acted) and then separates image and sound entirely, so
that we realize that they are two quite separate realms. In
some scenes, they are so radically altered as to be barely
identifiable, Finally, a new reality is created that is obwvi-
ously filmic. He relies on the recall and the imagination of
the spectator to correct and complete the events in the
film. He has given up closed form here. Interrruptions and
contradictions make the work more complex. In this film,
the problematic of the media is overcome and the way is
open for further developments in structural film. On the
threshold of the 80's, two completely different tendencies
are appearing: a trend towards a cinematic exploration of
semiotics (Le Grice, Nees) and a trend towards fine art,
and away from cinema (Sharits, McCall, Hein). Michael
Snow is devoting all his attention to playing jazz and Peter
Weibel sings with a rock group!

Translated by Marian Malet
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The Viennese Formal Film

Peter Weibel

Austrian traditions include not only Jugendstil, Expre-
sionism, Secession, Max Reinhardt, Hofmannsthal,
Schnitzler, psychoanalysis — for which it is known abroad
— but are also characterised by the fact that Vienna bet-
ween the wars evinced an enormous appetite for formal
creativity (it 15 no accident that the founder of Gestalt
Theory is the Austrian C. von Ehrenfels): it should be
remembered for the Functionalism of the architect
A. Loos (Omament and Crime) for the formal philosophy
of the Vienna circle (Godel, Carnap, Wittgenstein), for
twelve-tone music, for the positivistic and pure legal sci-
ence of Kelsen, for the Viennese Kineticism of Franz
Cizek and so on. The appetite for form, the search for
calculated design also characterise post-war Vienna more
sharply than expected. But it is a case of "calculation shot
through with effusive ardour’ (0. Wiener). This formal
tradition, whose musical aspect we will be examining more
closely, is worth bearing in mind when we consider the
“Viennese Formal Film'. The Austrian avant-garde film is
firmly and thoroughly based on the tradition of the
Austrian avant-garde in general (both before and after the
Second World War), in so far as the avant-garde is a
national phenomenon.

Significant in the context of post-war Vienna was the
1952 event by Arnulf Rainer and Gerhard Rithm with the
revealing title *The Loss and the Secret” "Der Verlust und
das Geheime'). The invitation bore among other things
the words ‘'metaphysical expression blind-painting central
design irrational codes medial graphics’. ("Metaphysische
Expression Blindmalerei Zentralgestaltung irrationale
Chiffren mediale Graphik'. Texts by Mathieuw, Picabia,
Tapies, and Rainer were presented. Rihm at the piano
created variations on a single note, “one-tong-music’.

A year previously he had performed his "noise sym-
phony' (a montage of pure noises on tape). Similarly
marked by the loss of representation and by elemental
reduction are the grammalogues and scribbles of Rainer's
sign-gestures, which were the result of brief hand-
movements, seconds in length. But the automatic scribbles
assumed shape, centrally or vertically accentuated.
‘Design’ ("Gestalung') and *Codes’ ('Chiffren’} (shor-
tened forms) emerge from surrealist automatism. From
1953-4 Rainer applied himself to mathematical problems
of proportion, developing them from abstract painting,
especially the work of Malevich and Mondrian. Collages
dealing with proportion, 100 oil-paintings, and 30 sculp-
tures were the result of this concentration upon ‘the
cquilibrium of form’, upon *the notion of the art-work as a
system of proportions which is convertible into numerical

relationships’ {Rainer). In his *Over-paintings’ since 1952
and his monochromes he pursues such traits of ascesis,
condensation, concentration and absolutism. As a student
at the Academy of Music, Rihm was particularly
interested in Anton Webern and Josef Matthias Hauer
(1883-195Y). Hauer described himself as ‘the spiritual
founder of twelve-tone music’ and indeed published in
1920 the first work on twelve-tone music [fol]o!.l.-i,ng a
tone -colour cycle in 1918), which is though distinet from
Schinberg's later and independently developed *method
of composition involving twelve-tones with purely internal
relationships o each other’. Hauer called his twelve-tone
technique the “theory of tropes’. The tropes are 44 groups
of musical figures into which one can classify all
479,001,600 possibilities of composing different twelve-
tone lines. Each twelve-tone piece is the organic shaping
of the content of a twelve-tone constellation brought
about by choice or chance, whereby cach tone is totally
co-ordinated with each and especially with the axiom of
unison (that is to say, with the totality of all musically
rationalisable intervals). Thus a system of intervals
accrues from the evenly-balanced temperature of the
twelve tones ("der zwolfstufigen gleichschwebenden Tem-
peratur’ ). His last creative penod, especially, is character-
ised by a total organisation and determination of all musi-
cal components. This pre-forming of the form and struc-
ture of the whole piece of music through the series once
chosen, which Hauer often established through chance
operations before it became the property of *Nomos' (in
its onginal mearning as both melody and law), this serial
development® of the musical according to an overarching
structure, these minimal, rhythmical variations, make
Hauver not only a forerunner of the musical avant-garde
alongside Cage, Terry Riley, La Monte Young, Steve
Reich, cte., but of similar procedures in creative art and in
film.

Arnold Schonberg, the founder of the Viennese School,
wrote to Hauer in 1925:" For instance | have also already
observed numerical symmetrics in my own works. In the
first quartet, for instance, where so much occurs, uncon-
sciously, divisible by five. Or in the serenade, where in the
variations the theme is made up of 2 % 14 tones in 1| bars
and the whole movement is deliberately 77 bars in
length . . . or in the sonata, with its 14 eleven-bar lines.” In
1928 he wrote of the third movement (composed in 1920)
of the Serenade Opus 24: “The interesting things about
this piece are only the numerical relationships which here
are thoroughly laid down as a basis for construction.” On
the development of his twelve-tone technigue he wrote in
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1937: “In the period after 1913 the perpetual goal in my
work was to consciously base the construction of my
works on a unity of established ideas, which should gener-
ate not only all other ideas, but alse prescribe their
accompaniment, the “harmonies”.” This unifying basic
principle, which is linked 1o the classical forms of counter-
point, Schonberg found in twelve-tone technigue. The
term ‘counterpoint’ derives from punctus contra puncium,
which can signify “point against point’ or ‘nole against
note’, and indeed, firstly, full notes against full, secondly
two notes against one, and therefore half-notes, thirdly
four notes against one, and therefore gquarter-notes, and
fourthly, in syncopes. The four classical forms of counter-
point (basic form, inversion. retrograde, and retrograde
inversion) we will discover later in serial technigue. In the
case of twelve-tone music it is a matter of ordering the
sequence of the 12 tones of the chromatic scale (the 12
half-tones of the octave) into a definite series or pattern of
rows, in which within the 12-tone sequence drawn up
none may be repeated before the remainder have
appeared. All 12 wnes are equally privileged, there no
longer being any key-note. As a point of departure for this
basic row or for any other form of the row one may take
any of the 12 tones of the chromatic scale. The four fun-
damental types or rather forms of the row are the basic
form, inversion (reflection), retrograde (backwards
movement), and retrograde inversion. Four rows to each
12 tones, with the result that the row can appear in 48
different guises, in which as many connections as possible
should be made, and indeed through correspondences
within the row, such as symmetries (largely of a numerical
nmature) analogies, groupings into cells, etc. We can see
that in the row classical canon-forms recur such as the
retrograde canon, and the circle canon. The concept "row’
therefore derives from the description of “compositions
involving twelve tones with purely internal relationships
to each other'. Not until the work of Webern, however,
does the row assume the aspect of a function of intervals,
as an hierarchical function, which produces permutations
and annownces itself in a pattern of intervals. The New
Music then commences with Webern's crucial step. Even
if Webern is occasionally over-interpreted, his work still
has the merit of offering the post-war period so many and
such crucial possibilities of interpretation.

In distinction to Schbnberg, who can be reproached
with thematically based composition and Romanticism,
Webern recognised the inner essence of serial technigque.
The row i for him the “original form™, the germ-cell,
from which it further ensues. *The twelve-tone row isnot a
“theme” in general. But [ am able, thanks to the fact that
unity is now guaranteed by other means. to also work
without a thematic — and so much more freely: the row
secures coherence for me.* Webern's row-technique pro-
vided the key-mote for serial and aleatory composition.
Fﬂllﬂwlng Webern's example, the row-principle was
extended to all the characteristics of the phenomenon of
sound: numerical relationships between intervals of pitch,
duration, volume, and timbre. Serial thinking became
concerned with the structure of the whole work, This
broadening of the law of row to take in not only the sequ-
ence of tones, and pitch, but also the sequence of propor-
tions for tone-duration, volume timbre, etc. led the musi-
cal avant-garde of the fifties to the key slogan: “Equality
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of opportunity for all parameters’ .’

The rigorously serial music also gave rise, however, to
an informal music. For the danger which arose from the
creation of numerical relationships between twelve differ-
ent tones, durations, volumes, kinds of stress, timbre, ete.
was that it would deteriorate into a primitive, mechanical
sel of connections. From this increasing concern with
determination there naturally sprang the demand for inde-
terminacy, for the aleatory, for chance. Through chance
operations an attempt was made 1o give back some degree
of freedom to both composition and composer — in the
form of aleatory music, informal music.

The above discussion of the concept of the row has
alrcady perhaps alerted the attentive reader, through its
choice of vocabulary (proportion, interval, numerical),
that 1 am already speaking, in basic terms, about the
sources for the early peniod of the “structural film’. For
slight alterations to the vocabulary will turn these musical
analyses into the cinematic. This shows, over and above
personal evidence (Kubelka, Tony Conrad, Michael
Snow, ctc., arc also musicians), that the early structural
film springs from a musical inspiration, in contrast to the
late structural film, whose sources are problems of visual
perception (such as, for example, W. and B. Hein's Struc-
tural Studies) — a contrast, a difference, which unfor-
nately remained unnoticed in specialist discussions. The
formal film's reliance on music as the most highly-
developed formal (non-representational) art occurs as far
back as its greatest early master, namely Viking Eggeling,
not only in the case of film-titles such as Horizonral-
Vertical Mass, Horizontal=-Vertical Orchestra, Diagonal
Symphony and in various theoretical concepts from his
‘Presentation of the Art of Movement' such as for exam-
ple “the ground-base of painting’. but also in his composi-
tional technigue:; “His experiments at first borrowed from
the complexities of musical composition, 1ts division of
time, regulation of tempo and its whole structure.”

I permit myself to delve more precisely, in the interesis
of deepening discussion of Webern's musical innovations,
in 50 far as the central founder of the Viennese School of
formal film, Peter Kubelka, is strongly influenced by
Webern. Webern's style has been described as follows: the
spirit of asceticism, an ascetic in sound, architect of the
mirror-row, musical aphorist, the condensed style, musical
short-hand, abstraction, molecular form, permutation
procedure, punctual style, a man obssessed by formal pur-
ity to the point of silence and so on. Webern's intention of
clearly articulating form against a background of simple
principles led him to make multiple reductions, not only as
in Opus 24 (concerto for nine instruments), where the row
consists not of 12 but of 4 % 3 tones, and the relationship
between the three tones is the same in all four cells
{groups of three tones). This restriction to a small number
of interval-relationships was the expression of his prefer-
ence for the exploration of the musical microcosm, or
rather, for form in mintature. was the expression of the
compulsion towards concentration, where everything
superfluous and inessential is lacking and where an
extended temporal development is incompatible. Webern
arrived at compositions which because of their brevity and
concentrated dynamic (in terms of forms and relation-
ships) led to the frontiers of the possibility of perception
{especially in the concert-hall). He was on account of this



foolishly reproached with having "cut the tie with the lis-
tener’. His shortest works are Six Bagatelles (for String
Quartet), Opus Y, Five Pieces (for Orchestra), Opus 10,
Three small pieces (for Cello and Piano), Opus 11. The
fourth piece from Opus 10 lasts for twenty seconds. The
third piece from Opus |1 confines itself o 10 whole bars.
Opus 9 (1913) lasts altogether for less than four minutes.
The final condensation made by Webern was the reduc-
tion of music to the single tone and the interval. This led
between 1950 and 1955 to the *punctual style’, to compos-
ition by means of “peints’ (of “counterpoint’). This trend
towards brevity, towards the gramologue, this habit of
thinking in single tones and in intervals led to the final
reduction: the liberation of the pause, which is a singular
innovation in the field of rhythm, ‘that conception, which
by means of exact orgamsation binds the tone to the
pause. Music is precisely not only the art of tones, but is
much more definable as a counterpoint of sound and sil-
ence! (Boulez). Webern's technique of creatilg spaces
places the pause in a position unthinkable previously in
the history of music. Correspondingly the pause began to
appear purely optically, in a special sense, in the picture
created by the notes. For the first time, in the work of
Webern, the pause became “the component in a chythmi-
cal structure and, simultaneously, a dynamic value’ (H. K.
Metzger, Rethe 2/449), for the pause has indeed, in com-
mon with the note, the guality of duration. Since
Webern's art of tones and pauses, music is no longer only
the art of the tone, but also the art of silence. The subse-
quent growth in musical importance of the notion of
silence/vacancy, and hence the opening up of music o
‘extra-musical tones’, is exemplified by the title of John
Cage’s first book, Silence, and his musical praxis: "One
should cling to emptiness and to silence. Then things, |
mean sound phenomena, will come forth into being of
themselves’ (Cage). This conception of music, in which
tones count as points in me” and musical limes as com-
putable, follows the tradition of Hegel. References to the
role of silence and of chance, and also 1o numerical rela-
tionships, in the work of Mallarmé are equally significant.
Of interest in this context, however, is a reference 1o Witt-
genstein's appreciation of music as it appears in numerous
musical analogies and examples in his work. In his Remarks
on the Foundations of Mathematics he (typically) foreg-
rounds the ‘structural aspects’ of music (especially classi-
cal Viennese music) and elaborated a concept of "struc-
tural listening’, as also advocated by Webern (also Berg,
who spoke of “listening through' a context, but of whom
Webern radically maintained that he *must not be per-
ceived” ). We can therefore see that in music the concept
of “structure’ comes 1o play a role decades earlier than in
avant-garde film. To this fact, finally, cannot be attributed
that absurd confusion which takes place in discussion of
structuralist film, noisily ranging the spectrum from musi-
cal structure to French structuralism, in which of course,
the essential and specific examination of the structures of
perception and the cinematographic codes 1s overlooked.
This somewhat lengthy musical exposition is legitimate
in o far as the reader allows me it, not only as a theoret-
ical introduction to the formal film on my part, but also as
an illustration of my thesis that Austrian art history also
has strongly constructivist-formal tendencies, which came
to life again in post-war Vienna, and not only the expre-

ssionist tendencies of Klimt, Schiele, Gerstl, Kokoschka
{mixed with late surrealism).

The poetry of the *Vienna Group', for instance, evinces
formal traits. Gerhard Rithm (born in 1930), who orig-
inally became chiefly active as a writer in 1954, was not
only especially influenced by Webemn in terms of music.
His ‘One-Word-Panels’, his ‘punctual poems’, testify,
along with s already-mentioned ‘One-Tone-Music’, to
‘Webern's discovery of the single tone. Oswald Wiener,
the jazz musician, was among others influenced by Ernst
Mach, Fritz Mauthner, the Vienna Circle, etc. Formal
influences from abroad included Dada, literary Expre-
ssionism, Constructivism. For the sake of completeness 1
also mention the symbolist, surrealist influence of H. C.
Artmann. Thus from 1954 onwards there appeared con-
stellations, formulaic poems, concrete poetry, written
films (in sketch-form, by Rithm), number-poems, mon-
tages; the plan for a functional language by Rihm and
Wiener; sketches for theatre-pieces with a serial basis.
Formalism went so far as the mechanical production of
poetry (already established in the montages) as in the
‘methodical inventiveness’, a mechanical procedure
designed to enable anyone to produce poetry. The artist
and film-maker Mar Adrian Stark was also involved. A
high-point of these formal tendencies is the text The bird
stngs, A poetry machine in 571 parts by Konrad Bayer
(after a sketch by Q. Wiener), whose skeletal prose also
testifies to a reductionist attitude to form comparable to
the performances of the two 'literary cabarets’ of 1958
and 1959, and the later or contemporary Fluxus events
and Happenings.

By the middle and ¢nd of the fifties therefore, a com-
plex cultural chimate — if not the official culture, self-
evidently — had already been developed, in which new
formal avenucs were explored, of course occasionally
mixed with such contemporary tendencies as Exis-
tentialism, Meo-verism etc. The genesis of the Viennese
formal film is to be seen in the context of this “formal
climate. The pre-occupation with time deriving from the
Viennese definition of music as a time-structure is already
manifest in the first films by the earliest representative of
the Viennese formal film, Herbert Vesely — before he
moved to Germany in 1955 and (cum grano salis) into TV
work. ‘These Evenings' (An diesen Abenden) (1952), from
a poem by Trakl, is certainly expressionistic, but already
highly stylised in terms of composition, montage, and the
use of sound; 2 sung commentary accompanics individual
scenes which, shot from various points of view, are fre-
quently repeated in the course of the action. Flee no more
{Nichi mehr flichen) (1955, 35 mins), with the music of
Gerhard Rihm is not only an extraordinary document of
the times on account of its existential pessimism, tuning in
with the period (the action takes place in the desert), but
literally in terms of its handling of temporal and narrative
forms. "The mosaic of images and sound tones open the
structure of the action and created a texture out of inci-
dent and feelings — am ambivalent structuring
(E. Schmidt, Jr.}, similar to the structuring predominant
in the film Mosaik im Vertrauen by P. Kubelka and
F. Radax (also 1955). This independently developed for-
malism he also applied in his feature-film planned since
1959, The Bread of the Early Years; { Das Brot der frithen
Jahre) (1962), based upon H. Boll.
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Formal temporal structures are equally a striking
characteristic of the carly experimental works by Ferry
‘Radax, who attended the Rome and Vienna film-schools
from 1953-1956. In 1952 Radax was cinematographer on
Vesely's These Evenings and in 1954-55 made the film
Muosaic in Confidence {Mosaik im Vertrauen) with Peter
Kubelka, after the film The Raft (Das Floss) (1954) had
remained no more than a fragment.

The first part of the title explicitly refers to the structure
of the film, a network of connections between documen-
tary material (for instance, mewsreel shots), of scenes,
enacted by amateur actors, influenced by the Neo-verism
of the time, and of autonomous optical and acoustic ele-
ments. A lean, unshaven man; a woman hanging out wash-
ing; a railway-station and railway-tracks; an arrogant and
modish couple; a woman's legs getting out of a car; a
limousine crashes against railway-barriersDecutfa
newsreel-sequence of the multiple pile-up at the Le Mans
auto-race; an clectric bulb swings into picture, etc.; on the
soundtrack: snatches of dialect, noises of tape-recorders
and pistons, radio, etc. Sound and picture join together in
a new unity through montage, whose technique controls
the structure of the whole film: simultaneity is in oper-
ation rather than chronology. Yet the sculptural attitude
towards the material, all the more reinforced by the occa-
sionally extremely stylised camera work of Radax, tending
towards photographic abstraction, is sometimes at odds
with the influences of Italian Neo-Realism and of the
symbolic realism of an Eisenstein (Kubelka). The techni-
que deployed for the handling of the material and its
organisation (multiplicity and impenetrability of reta-
tionships) repeats the Existential ideology of the period
(Angst, strangeness, hopelessness, meaninglessness,
escapism, etc.). In the case of this homologous com-
bination of existential message and material message-
form it 1s interesting to note how the expressive concept of
montage has become a narrative concept. This transition
marks the point of departure for the crucial shift made by
the Viennese formal film, as we shall see later, It the films
of the Russian formalists Eisenstein and Vertov on the
whole still followed a narrative form interspersed, as it
were, with moments of montage, here in fact the whole
film maintains a montage-structure. Monlage no longer
only serves the sequentally limited articulation of meaning
as is the case in the expressve concept, but extends to
include the whole film: all parts of th film inter-relate. The
sound-image montage of Vertov, especialy, was a deter-
mining factor in this expansion. The courses now set were
these: either to carry over the overall structure of the
montage into the small organisms of the work, in which
case then every the tiniest part (that is to say, the single
frame}) obeys a formal law, so that moreover the narration
paradoxically is lost (as is curiously the case with the pro-
cess of permutation, which also contributed to the dis-
covery of the twelve-tone row-technique, and later to its
dissolution), or montage itself becomes a form of nar-
ration. Kuh-e_lka followed the first route, Radax (and Ves-
ely) the second. It is clearly the case that narrative mon-
tage keeps the expressive alive, while small-scale montage
becomes so compressed that montage disappears: mon-
tage is transformed into row-tchnique.

This notion of narrative montage is pursued and refined
by Radax in his next film, Stop Sun!! (Sonne halt!)
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(1959-62, 35mm, 26 mins), with Konrad Bayer, a
member of the Vienna Writer's Circle as writer and actor
Bayer had also already collaborated on Mosaie in Con-
fidence. This formally rich and complexly articulated
avant-garde film broadened the extremely subtle con-
trapuntal montage of image and sound by means of film-
techniques such as positive and negative images, time-
lapse, rapid cutting, space-time ellipses. The division of
space and time into frames, whose autonomy, whose rhy-
thmic reorganisation are consequences of the basic and
inalienable filmic art — shooting (an image) — was to
assume still more radical and more prominent forms than
in the case of Vesely and Radax, namely in the work of
Kubelka.

We have stated that mosaic in Confidence (1959) by
Kubelka and Radax marked a parting of the ways, We
have seen that in the case of this film the work already
evinced a very marked degree of stylisation particularly
through the use of editing, montage, time-structure, etc,
In order to understand why Kubelka, after this film,
extended the overall structure of montage to include the
smallest units (frames) and then organised the latter
according to exclusively formal laws, and how therefore
montage turned into row-technique, brief reference
should be made to Kubelka's biography and education.
Kubelka, born in 1934 into a highly musical family, was
for three years a choir-boy in Vienna, studied film at the
Academy of Music and Performing Arts in Vienna and at
the Centro Sperimentale di Cinematografia in Rome.
However banal it may sound, through his musical training
and continuous theoretical as well as practical preoc-
cupation with music, Kubelka's wvisual sensibility
approached the musical, so far-reaching and complex
were the results — in the shape of the first true Viennese
formal films. The fact that after Maosaic Kubelka turned
away from narrative montage and followed the trail,
already laid in Mosaic, of a total formalisation of temporal
form beyond the semi-narrative (in diametrical opposition
1o Radax), was occasioned by Kubelka's familiarity with
music, especially with the twelve-tone music of the Vienna
School. In a climate of ‘reduction’, as was sketched in at
the beginning of this article, Kubelka, under the influence
of the discussion of Webern — speaking formally, techni-
cally, and in an abbreviated form (with all its cor-
respondingly partial validity) — transferred and applied
twelve-tone techniques to film — a constellation obvi-
ously more probable and more typical for Vienna than for
Paris or Hamburg. As context and background for the
three purely formal films of Kubelka {(Adebar, Schwech-
ater, Arnulf Rainer) 1 se¢ two traditions: that of the Vie-
nnese School of Music and that of Eggeling, Vertov, and
Drreyer. Vertov was the strictest Russian Formalist, who
had already postulated a frame-by-frame style of ‘film
writing': ‘Film-writing is the art of writing with film-
frames’. Vertov it was who ‘edited the film as a whole',
and who (in diametrical opposition to Eisenstein) chose to
ignore the route of mise-en-scene in his search for the
‘Kinogram'. Many of Vertov's maxims were directly taken
over by Kubelka, such as: ‘Material-artistic elements of
motion — is provided by the intervals (the transitions
from one movement to another), but not movement
itself.” This “interval-theory’ of film of course easily con-
nects with an interval-theory of music, Kubelka similarly



took over Vertov's equations of image-
and-sound-relationships as the articulation of meaning in
film,

As evidence of my view that it was on account of his
musical training, musical sensibility, and musical methods
that Kubelka was impelled and enabled, following Mosaic,
1o achieve a still purer formalisation, together with the
influence of film-makers who had already chosen *mus-
ical' solutions in the composition of their films. 1 will
quote from an unpublished manuscript by one of
Kubelka's closest friends, namely Hermann Nitsch, before
a detailed analysis of the films giving evidence of their
proximity to twleve-tone works: *The serial principles of
construction, the twelve-tone technique of Schdnberg, the
twelve-tone pieces by Hauer, the extreme frugality of
Anton Webern's music, the pictorial effects of Mondrian
and the novels of James Joyce were in many réspects the
starting-points for Viennese art after 1945 and in par-
ticular, direct preconditions for the films of Kubelka . . .
one cannot overlook the pronounced musicality in his
films, which is identifiable even in their light-rhythms.
Musical laws are formal principles of composition and
organisation within the editing-sequences of his films . _ .
Kubelka himself compares the rhythms of prayer-litanies
to the rhythmic unfolding of his films . . . Stan Brakhage
has described Kubelka as the Webern of film . . . The lan-
guage of forms, the principle of form, which led to the
Raimer film, is for me recognisable in the case of key films
of the past, the works of the early Russians, and of
Dreyer.

In the attempt to find for film binding compositional
principles of a syntactical-formal nature, Kubelka pro-
ceeds in a way analogous to music, especially Webern's,
Filmic time was conceived as ‘measurable’ in the same
way as musical time; tones as ‘time-points’ became the
frames of film. Just as Webern reduced music 1o the single
tone and the interval so Kubelka reduced film to the film-
frame and the interval between two frames. Just as the law
of the row and its four types determined the sequence of
tones, pitches, etc., so now the sequence of frames, and of
the frame-count, phrases in Vertov's terminology, positive
and negative, timbre, emotional value, silence, etc; bet-
ween these factors as in serial music, the largest possible
number of relationships were produced. It was for this
reason that Kubelka also called these films ‘metrical
films'. For the metrication of the material already estab-
lished in Mosaic now became a metrication of the single
frames. It passed over, so to speak (as with Webern) from
the thematic organisation to the organisation of the row,
and like the latter he viewed the row of frames as a func-
tion of intervals. Adebar (1957), a film commissioned by
the bar of the same name, is the first pure Viennese formal
film to be generated by these considerations (and perhaps
under the influence of Duchamp, Len Lye, and other his-
toric pioneers of the absolute graphic film). The film
shows dancing couples in positive and negative, so shot,
that they have the effect of shadows. The film was shot on
35 mm and consists of 1664 frames. They take up a run-
ning time of 1 minute 14 seconds and a length of 34
metres, The film is constructed on a sound-track, con-
sisting of pigmy music, in four phrases, each 26 frames
long. These four phrases repeat themselves in loop-
fashion. So far we have the primary parameter: 26 frames.

Kubelka himself supplied the following organisational
principles for this film:
1. Each shot is 13, 26, or 52 frames in length;
2. The first and last frame of each shot have become fro-
zen frames 13, 26 or 52 frames in length,
3. Each cut marks a switch from positive to negative or
vice-versa,
4. The sound is a loop, consisting of four phrases each of
26 frames;
5. Once each possible combination of the shot has been
achieved, the film ends. An analysis by Valie Export
shows that the film consists of 16 units of montage, Since
each unit appears in both positive and negative, this pro-
duces 32 elements in the film. Each element appears
twice, which means that each unit appears four times. The
film therefore consists of 64 elements. Figure 1* clearly
shows the simple transfer of the four generative types of
the row: basic row, inversion, retrograde, and retrograde
inversion. Accordingly, each unit appears four times.
Adebar is virtually an endless loop, for the film begins
with negative and ends with positive. Figure 2* is a tabu-
lation of the frame-count per unit, It will be seen that only
doubled figures are involved (13, 26, 52), which alternate
with each other. Figure 3° demonstrates the system of
relationships of frozen-frames and single-frames (like that
between form and pause). Here, too, we see an inter-
locking in the style of the row. On this point one should
note that a true single-frame hardly ever appears, but
rather extended single frames, the so-called frozen
frames. This clearly demonstrates an interest in the alter-
nation of rest and motion — like the one sound and pause
in music and the equivalent handling of both similar to the
equivalence of all musical parameters.

It is the next film, Schwechater (1958), a film com-
missioned by the Schwechater Brewery, which first fol-
lows Kubelka's notion that cinema speaks between the
frames. From Adebar on the sound becomes graphically
legible in Kubelka. Thus a common metrical system and a
precise formal co-ordination of sound and image are made
possible. While Adebar is defined by units and con-
sequently also by sounds, Schweckarer, in black-and-white
and red, 15 completely constructed in terms of the single
frame and consequently based on a pure tone (a reso-
mance with a simple sinusoidal progression). The film con-
sists of 1440 frames (making up one minute), most of
them black-and-white, some red. The two tones have a
precise relationship to the image. Whenever red appears,
the two sinus-tones, the *pips’, are heard, the higher intro-
ducing the lower. The distances between the single red
frames become shorter and shorter, until the name of the
product being advertised, Schwechater (a beer), appears
in red as the end of the film, whereupon the high tone
does not fall away into the low, but is held for the duration
of the image. Kubelka has himself provided the following
organisational principles for the work:

1. The alternation of black leader and image-frames fol-
lows a repetitive pattern of 1 black frame, 1 image-
frame, 2 black-frames, 2 image-frames, 4 black-
frames, 4 image-frames, 8 black-frames, 8 image-
frames, 16 black-frames, 16 image-frames, then it
begins again from the start.

2. The length stipulated was exactly one minute, that is
1440 frames.
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3. There are 12 passages of red image-frames and red
frames, which become more and more frequent
towards the end of the film.

4. The sound is only heard during these red phases.

5. There are four different images in this film.

In the construction of the film, Kubelka proceeds,
amongst other things, as follows: the four images (one
recognises again the four forms of the row) were copied in
negative, positive, in reverse, and turned on their side; 16
units emerged, in other words. Each of these units he then
copied several times and lined up behind each other in a
loop. In arranging these units a, b, ¢, d, etc,, he also noted
the moment of slow or rapid movement. These loops of
units he then superimposed. From amongst these, accord-
ing o the stated rules and still others more complex, the
single frames of the finished films were selected as though
in a process of summing up, in which very often only one
or two frames were selected from a unit. From principle
(1) we can see that 16 frames usually (with two excep-
tions) make up the longest unit of frames. If we total up
moreover in (1) the units of the repeated pattern, namely
1,2, 4, 8, 16, we arrive at 31, which, together with the 31
of the black frames gives 62, a component-count which
was in fact the same for Adebar, namely 62. The exception
mentioned above Kubelka had to make obvious, in order
to arrive exactly at one minute, for during film projection
24 frames are shown on the screen every second. In 60
seconds that makes 1440 frames: economy of frames.
With the number 62 he would not arrive at such a round
figure by means of any even-numbered multiplication. In
this context it is also an interesting question why Kubelka
did not choose 24 frames for his basic row and cor-
respondingly 12, or rather 48, Adebar and Schwechater
were, in spite of all permutational procedures and in spite
of the serial development from loops and single-frames,
still representational film studies of movement and
behaviour, Extreme reduction was achieved by Kubelka
with the film Arnulf Rainer (1960). Probably influenced
by the ‘over-paintings’ and black monochromes of the
painter Rainer, he constructed a film out of only four (this
number is already familiar to us by now) elements, which
in his opinion are the four basic elements of film: light,
darkness, sound, silence. The film was made without a
camera, simply from black and white frames. Kubelka
talks of black frames, white frames, black sound, white
sound. This aims to subject the relationship between sil-
ence and sound, noise and peace, to the visual proportion,
to optical intelligibility and reception. White sound means
the synthesisfinterference of all frequencies in the region
of avdible sound-vibrations. Black sound means inter-
ference with the vibrations to the point of their release:
silence.

Since, thanks to these four elements, endless com-
bination, lay before him, and unlike the case of the two
earlier films, where, through the limitation of the image-
material, the frame-count, the units, and so on, the mat-
erial, with the help of the row-technique, was soon
exhausted, this time Kubelka had to resort to complicated
production-schemes and to mechanical aids. The first
familiarisation experiment in this endless field of material
was the following, as it were, computer-style enumeration
of the possible combinations of black and white {(and sil-
ence and sound) within an inereasing frame-count. In
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terms of a unit of two frames the possibilities for black (b)
and white (w) are so; bwand w b, b b and ww, In a unit of

three frames: bbb, bbw,bwb,whbb bww, whw, ww

b, ww w. In a unit of four frames there were alreadv as

many possible combinations of black and white as this: bb

bb,bbbw, bbwh bwbb whbb bbww, bwwhb, ww

bbh,bwbw whwh bwww whww, wwbw, wwwh,

wow w w. It was out of such units that Kubelka had to

construct his film: for example,bb, whbhb, wwwb ww,b

b, whwb, wb,wwh, www, ww b, wwww, and 50 on.

Kubelka constructed phrases which last 2 or 4 or 6, 8, 9,

12,16, 18, 24, 36, 48, 72, 96, 144, 192, 288 frames. There

are 16 sets of phrases, each 576 frames long, that is 24

seconds, In addition there is a 24-second interval of dark-

ness and silence in the sixth section of the film, so making
a total of 6 minutes 48 seconds. As for the rest, the

number of sets — 16 — reminds us of the 16 units of

Adebar and Schwechater. We will now move on rapidly to

examination of the imerdependence of sound and image.
Since the representational function of this film is equi-

valent to zero, it is also Kubelka's most musical film.
Hence it comes as no surprise that Kubelka has published
a score for this film, according to which everybody can
copy the film precisely and exactly as Kubelka himsell
made it. With this film Kubelka's musical conception of
film (which after all stands in the Evropean tradition of
the abstract, graphic film} is fulfilled. Not only the score,
virtually idemtical with the film, is evidence of this
Webern's emancipation of the pause as being of equal
value with the sound, together with the emancipation of
darkness vis-a-vis light, and further the equivalence of
sound and image, has here truly reached its ultimate
expasition.

Extraordinarily, 1960, the year of Kairer, not only
marked the end and high-point of a distinet development,
but also introduced, with Kurt Kren's 48 Heads from che
dzondi Test, a new development which might be seen at a
superficial glance as a repetition of the first, Kren knew
Kubelka's films. Indecd, he had completed his first film,
Experiment with Synthetic Sound, as long ago as 1957,

But an essential change in tendency must not be over-
looked, namely, from a musical structuring to a per-
ceptual. The very title of the second 1960 film refers to an
experiment in the psychology of perception. The tendency
towards the abstraction of graphic solutions in the domain
of formal organisation, as it culminated for instance in the
abstract light-play of Rainer, is here rejected. The suc-
cession of photographs (in realistic style) is not meant to
analyse motion or to synthetically simulate it, but to refer
to perception itsell and the psychic mechanisms which
accompany it. It i1s therefore & subject-oriented, and not,
as formerly, an object-oriented process,

Translated by Phillip Drummond

I. Hawer's sgores arc often smply & sequeence of numbers, an absiract

2. Anton Webern, *Der Weg or Newven Musik', Yienna, 1960, p. 59

3. An extension of the principle of the equivalemce of all 17 1ones, of the "equal
power af all twelve tones” {Webern, op. cit., p.50), in conirast to tonality, whene
reference is made to a basic tone.

4, Laszlo Mohaly-Nagy's Fataning, Phorography and Film, Lund Humphries,
1569, p.21.

*Figures 1. 2, and 3 for Adebar are mof given in the catalogue
{r&ns, note),



The History We Need

Malcolm Le Grice

The underlying thesis of a historical construction not only
affects the ordering of facts but also the articulation of
what constitutes the facts themselves. In addition a his-
torical formulation has a different fumction for the
involved practitioner in a field than for the less involved
‘general public’. For that nebulous ‘peneral public’ (in
whose name s0o many decisions are made) a histori-
cal exhibition like “film as Film’, as well as drawing
attention to a particular field of past activity also validates
those current practices which derive from them — pro-
viding them with historical credentials. In effect, whilst a
current practice is evidently determined by its historical
relarionship, definition of a structure for this causality is a
constructive production very much parallel to the practice
itself. It is only when the historical enterprise becomes an
aspect of defining and analysing the determinants of cur-
rent practice that it begins 1o have a real function for the
involved practitioner. Unfortunately, the basic level of
public awareness in the area covered by *Film as Film' is
such that the didactic intention has played the major part
in defining the direction of the exhibition. That this may
be seen as inevitable does not remove the need for a criti-
que and this article affords me the luxury of making one
from the standpoint of the involved practitioner. Bearing
in mind that the ‘we’ of the title may be no more that a
conceit which disguises an °I', it symbolizes an attempt to
be more than idiosyncratic. The ‘we’ addressed is broadly
the involved practitioner, film-maker or theorist so com-
mitted as to be illiberal about films or their presentation.
“The History We Need' implies a recognition that a neutral
and inclusive history is broadly impossible and that the
historical enterprise should be aimed at aiding the
development of contemorary practice. Whilst clearly
given a didactic framework, the involved practitioner will
polemicize inclusions or exclusions, recognising how this
serves promotion and suppression. On the other hard,
even outside the polemical motive, selection and sup-
pression is inevitable, implying no question of falsification
but one of evaluation and priorities.

One of the problems with the current exhibition is the
difficulty of defining its underlying thesis. This difficulty
has increased with the expansion of the exhibition through
a committee structure for the London presentation. In its
original form, being largely conceived by Birgit Heinz and
Wulf Herzogenrath and aimed at a particular situation in
Germany, some of its underlyving principles were more
readily discerned. Even then, expediences, like limited
availability and the presentability of works in the art gal-
lery affected the selection, tending to obscure some prin-

ciples. Other inclusions, particularly the extent of aten-
tion to the American West Coast abstract films, signalled
unresolved and, in the context of the exhibition, seemingly
unproblematic contradictions.

Before attempting to unravel some of the fundamental
assumptions which underlie ‘Film as Film’, 1 should point
out that the critigue is simultane ously a self-critique. This
exhibition was initiated as one stage in a series of pub-
lications and exhibitions which have developed and
reflined the concepts it embodies. My own writing, in par-
ticular Abstract Film and Beyond, has formed a part of
that development. Its historical view is very similar to that
which underlies ‘Film as Film'. My own book is based on
many of the same fundamental assumptions, makes the
same suppressions for similar reasons and fails to resolve
similar contradictions.

Two fundamentals for the cultural enterprise rep-
resented by this exhibition can be defined by tracing a
negative and positive expression. Negatively, it 1s con-
tained in the rejection of what constitutes the mainstream
of commercial narrative cinema. Positively it is the prog-
ressive exploration of the potentialities of the medium
in-it-own-terms. The consistency of the positive expre-
ssion with the basis of modernism is evident — *Painting
as Painting’, *Sculpture as Sculpture’, *Art for At — a
general set of notions designating special and particular
qualities to the medium in question. Thus the consistent
tendency in this framework to talk of *Film’, the material,
rather than *Cinema’ which has come to mean the form of
the dominant commercial film institution. The negative
and positive expressions are in a sense axes which have
simultaneously motivated the actual practice. In general it
would be tempting to argue that the negative expression
has been primarily a feature of theoretical pro-
nouncements and critical writing supporting the practice,
which, on the other hand, has attempted to seek a non-
narrative rather than anti-narrative cinematic form. But
already some caution must be introduced on the degree to
which negation functions as a constructive principle within
art work. More at issue is the problem of defining what is
being rejected in the general opposition to narrative
cinema,

“At first look the cinema, born only a few years ago,
may seem to be Futurist already, lacking a past and free
from traditions. Actually, by appearing in the guise of a
theatre without words, it has inherited all the most trad-
itional sweepings of the literary theatre. Consequently,
everything we have said and done about the stage applies
to cinema. Our action is legitimate and necessary in so far



as the cinema up to now has been and tends to remain
profoundly passéist . . . 1916 Futurist manifesto.'

‘Filmdrama is the opium of the masses’. 1920 Dziga
Vertov.!

“All current cinema is romatie, literary, historical,
expressionist, etc.” 1926 Fernand Léger.*

‘Marrative is an illusionistic procedure, manipulatory,
mystificatory, repressive.’ 1971 Peter Gidal.*

These few quotations briefly illustrate what has been a
continuing, consistent and explicit rejection of the domin-
ant narrative cinema. On the one hand, this rejection is of
the commercial cinema institution with its constriction of
independent experiment and radical concept by the
strangle-hold high finance has on production, publicity
and the presentation system — a deep cultural control. On
the other hand, and unclearly differentiated from it, it is
the rejection of the forms and devices of narrative — iden-
tification with characters, story structure extending to a
more general rejection of work whose images are broadly
‘expressionist’ or ‘symbolic’. That the dominant cinema
has grown up on the basis of the forms of identificatory
narrative indicates a correspondence between them and
the social effects desired (consciously or otherwise), by
that sector of society controlling its finance.

Within the history represented by 'Film as Film' and
Abstract Film and Beyond, the most obvious first level of
exclusion is based on the rejection of works made within
the dominant cinema framework. It has been seen as con-
fusing to discuss work like The Cabirer of Doctor Caligari
or Gance's Napoleon for example even though aspects of
certain films from this context might relate to the motives
of ‘Film as Film'. But much more problematic has been
the definition of the borderline of exclusion of films within
the experimental area whose makers also reject the com-
mercial cinema institution. (Some film-makers who are
otherwise considered as central to the history even have
works excluded if in some way they suggest a return to
‘narrativity’.) For example, whilst Man Ray's first two
films, Retour a la raison and Emak Bakia are both clearly
‘i, I have not been alone in the impulse to reject his
subsequent films as a retrogression. Man Ray's case illus-
trates this borderline which represents the basis of the
major and most contentious exclusion made by this ver-
sion of experimental film history. Though some of these
works are included in the film programme of the London
show, whose selection has been on more liberal and inclu-
sive lines, the surrealist, mythic and broadly symbolist
work from the Bunuel-Dali collaborations on Un chien
andalou and L'age d'or, Dulac’s Coquille et le clergyman,
through much of the mainstream of the American Under-
ground film, like Maya Deren, Hon Rice, Jack Smith,
Giregory Markopoulos, Kenneth Anger and so on has been
placed outside this historical concept. Most of the work in
this direction rejects the dominani cinema institution but
for the concept of this history does not sufficiently reject
its forms. Whilst in my book I explained this exclusion
primarily on the basis of scope, it now demands fuller
consideration, resting on the need for a better articulation
of the distinctions within the broad category of *nar-
rativity’.

If this history is seen as the history of a certain con-
lemporary practice, loosely designated the ‘formal or
“structural’ film (in other words assuming the validity of a
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certain state of current work and tracing its precursors, the
history of its ideas), then the loosely defined surrealist,
symbolist axis is difficult o integrate. But its over-
simplified exclusion on the basis of narrativity masks
many issues within the work which is included. As well as
the issues of spectator ‘identification’ to which [ shall
return, the broadly symbolic work initiates consideration
of the mechanisms of psychological association as it fune-
tions in the representational image. A very large prop-
ortion of so called *formal' and *structural’ film makes use
of representational imagery. The psychological sig-
nification in these films needs attention and in this respect
the critical tradition which has emerged along the sym-
bolist axis is a necessary reference. Invariably, the issues
of signification within the image of much *formal’ work is
masked by attention to the formal maneouvres, Whether
reference to the surrealist, symbolist tradition would func-
tion to refine further exlusions, rather than include films
from this axis is not to be pre-judged, but if there is a
distinction in kind to be made between the image sig-
nification in the *formal’ film and the surrealist/symbolist
work then it needs clarification.

Image signification is not a problem confined to films
which make use of representational imagery. Even in
extreme non-representational art, the production of the
image and its subsequent ‘received’ meaning is affected by
the mechanisms of psychological association, The image,
however abstract, is read associatively and signifies, pro-
duces and takes on meaning. Furthermore, and most
important in ‘formal’ cinema, it must be understood that
association and signification are not processes of meaning
confined to the constituent images, representational or
abstract, but belong also to the formal manoeuvres them-
selves.

What is designated form or structure in film is primarily
related to the pattern of its emporal construction, Each
work is a particular instance of temporal pattern, having
likenesses to, and differences from, other instances of
form. It, like the image, is subject to the mechanisms of
association and, by its instances of difference, signifies.
Rejection of symbolist/surrealist practice does not elimi-
nate the issues of signification from *formal’ cinema but
may encourage a false assumption in the practice that it
does.

Through attention to the temporal manoeuvres (form)
in cinema we may clarify some of the issues in the rejec-
tion of narrative. Rejection of the commercial cinema
institution as repressive through vicariouws satisfaction has
carried over to a general rejection of the narrative forms
through which it functions. In the film culture represented
by *Film as Film' the rejection of narrative structure might
be simply interpreted as the basis of a scarch for ‘new’
form, but [ think it is more properly understood as primar-
ily motivated by rejection of the social function associated
with it. A number of recent works by film-makers who
come clearly out of the culture represented by *Film as
Film’, have to one degree or another worked in areas
which have related to the mechanisms associated with nar-
rative. That Rameau's Nephew by Michael Snow, or my
own Blackbird Descending (Tense Alignment), for exam-
ple, might be seen as some ‘return to narrative’ is, in gen-
eral, false. At the same time these films and works by
Hammond like Some Friends or Gidal's Condition of llu-



stom tend o problematize, rather than simply oppose,
wome of the mechanisms to be found in narrative film.
Work in this direction demands a more refined definition
of narrative because implicit is the question *are all aspects
of narrative irrevocably embroiled with the repressive
social function it has come to serve? This development in
the practice has been accompanied by an emerging
theoretical concern focusing on the psychological for-
mations in the activity of the film's spectator rather than
on the intentions or psychology of the maker. This is par-
ticularly true of the film-makers like Hammond, Gidal,
Dunford and myself who, more or less from the outset of
our film work, have couched the issues of structure
primarily in terms of the spectator’s act of structuring.
Recent theoretical work from another direction, stem-
ming mainly from Christian Metz's *Imaginary Signifier
article, indicates that some awareness of this problem
exists outside the limits of ‘structural/materialist’ film
theory, This theoretical direction is concerned to focus on
fundamental psychological strategies involved in the pro-
cess of identification, Many questions are raised by this
radical change of focus from the 1ssues of film structure
embedded in the concerns of film-making to that of film
viewing. For example, if, by implication, certain processes
of structuring meaning or unconscious reaction are either
fundamental or very deeply embedded by the culture in
the psyche how can the posture of diametric opposition
dialecticise these processes? A continued discussion of
these particular problems is outside the scope of this arti-
cle, but it indicates some possibility of distinguishing bet-
ween the processes of idemtification with portrayed
characters, identification with the film’s view-point on the
scene via the camera on one hand, and the consequential
structures of narrative on the other,

In the simplest sense, narrative s the story, it is the
story told in the act of narration. A narrative represents a
temporal chain of cccurrences, a thread of causality. The
narrative is not the events themselves, but a rep-
resentation of events, It is a method of representing con-
sequential temporality by way of a temporal presentation
— the narration. A sophisticated narration may present
the narrative in a sequence which does not represent the
events in a simple sequential correspondence (making use
of conventions like Nash-back for instance), but whatever
the complexity, one temporality is used to represent
another. A narrative may represent a serics of events
which have taken place (in the world) or it may represent,
from fragments of the possible, events which never have,
nor will take place — a fiction. The former, based on
*fact’, is not strictly a fiction, though as a narrative, with its
inevitable linear ordering, its selected representation of
causality is not simply factual. The narrative form within
‘documentary’ cinema raises its own particular guestions
of veracity and the relationship between document and
documentary is of particular importance to film, based as it
is in the mechanical recording of photography. In a prac-
tical sense, the culture represented by this exhibition
raises the gemeral question of the relationship of a pre-
sentation's sequence to the implications of meaning
brought about by that sequence.

Though various experiments have been made in pre-
senting films without sequential projection, it is none the
less basic in general to film that through projection film

controls presentation sequence — one section inevitably
precedes another. In the history of the search for non-
narrative structure, the notion of simultaneity represents
the carliest alternative to developmental narrative. As in
aspects of Dziga Vertov's Man with a Movie Camera, for
example some of the sequential presentation does not
imply that the events depicted took place sequentially as a
consequence of each other, they are rather to be read as
continuing independently at-the-same-time, related by
some thematic similarity. The dissolution of consequential
relationship in the narrative sense makes possible various
systems of connective relationships between film images
or sequences, analogous in a sense to collage as opposed
to conventional story montage. These coneepts attempt to
establish a kind of a-temporality within the temporal pre-
sentation of the film. Many of the formal developments
which have occurred with this history, including
Brakhage's Dog Star Man and Kren's development of
editing systems on mathematical principles stem from the
concept of a-temporal montage.

Another direction which has initiated alternatives to
narrative form comes from stress on the presentation
sequence itself, mainly by way of repetition devices. This
work, traceable back to Léger's Ballet Mécanique, sub-
verts temporal representation by containing the con-
sequentiality of image/shot transformations within the
film itself. Or, if there are no transformations within the
film then the transformations in perce ption or response in
the spectator become central.

An allied direction, but leading to other conceptual
problems, is that of extremely minimal change, not neces-
sarily involving repetition. This direction mainly emerges
from Andy Warhol's early films, like Empire and Sleep,
drawing attention to the material passage of time in the
presentation. Though there are works which follow
Warhol which concentrate on duration without use of a
camera, when based in photographic representation the
material durational aspect becomes hinked to those prob-
lems surrounding the notion of document.

Within the specific limits of the mechanism, the photo-
graph as a mechanical trace of particular aspects of reality
has veracity as a document — evidence within definable
limits. With particular conditions of unbroken durational
recording, cinephotography carries similar implications
and problematics. This has little to do with ‘documentary’,
which by manipulations at the level of sequential recon-
struction breaks any possibility of durational veracity.
Work which is an extreme of photographic, durational
representation in fact subverts temporal representation by
a change in terms. This involves the need 1o distinguish
between representation and recording. When the
cinephotographic makes its specificity evident within the
work the record is no longer read in its secondary sense as
narrative representation but as temporal document. It is
outside the present scope to pursue the implications of this
difference and the conditions necessary within a film's
structure to resist the reading of ‘record’ as ‘rep-
resentation’. My further reference to cinematic rep-
resentation carries the implication that this terminology is
inadequately resolved.

It is evidently possible to pursue a film practice which is
not based in photographic *representation’ (recording) but
the historical development of the machinery is largely
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predicated on this function. The photocinematic recording
is clearly a primary level of representation in cinema,
though through the practice of editing this level of rep-
resentation is not its primary narrative means. Literature
shows that a narrative representation is possible without
the facsimile representation afforded by cinephotography
— words bear no resemblance to those objects 1o which
they refer. As we have seen it is possible for films which
are representational at the level of their images to be
non-narrative at the level of their temporal structure,
Conversely a film which is non-representational at the
level of image may be quite justifiably interpreted as nar-
rative at the level of temporal representation if its struc-
ture is readable anthropomorphically.

The resistance to anthropomorphism, which may be
seen as a more general expression, and includes within it
the resistance to narrative, is similarly a problematic
enterprise again raising issues of psychological mechan-
isms of interpretation and the function of resistance to
them. Gidal has pronounced the need to resist and frus-
trate anthropomorphic interpretation in general; con-
sidering the fact that his films are representational in the
special sense of photographic recording, this can be inter-
preted as a tactic to dialecticize what would otherwise be
assumed as inevitable (that the human spectator inte-
grates all experience in human terms). Clearly the domin-
ant cinema brings up no problem of this kind, it is ant-
hropomorphic with no resistanee at any level — its pic-
torial representation matching the identificatory desire of
the spectator within the narrative — there is no conflict of
interpretation, no dialecticization. Whatever the adequacy
of theorization of this issue, in one form or another, the
opposition to representation in painting, the resistance in
music to classical (and because of the physics of the ear it
can be argued, natural) harmony, can be seen as a thread
of opposition to anthropomorphic interpretation in mod-
ern art.

From the positive axis of the fundamentals underlying
‘Film as Film', the exploration of the medium in-
its-own-terms, the exhibition demonstrates how the ear-
liest approaches to this concept came through the appli-
cation of the abstract developments in painting to film. 1
have argued that this early direction, rather than setting
the terms for film as an autonomous art practice tended to
replace the dominance of literature and theatre over
cinematic form by that of painting and music. [ have
further argued that a more appropriate basis can be found
in work which relates itself to the photocinematic aspect
of the medium rather than its suppression (thus the
emphasis given to Léger and Man Ray's first two works
and the photographic contribution of Moholy-Nagy).
Paradoxically, the concept of appropriateness in film re-
introduces issues of representation that in painting it
served to resist.

Whilst my general rejection of the abstract film trad-
ition from Fischinger to the American West Coast is
primarily based on the dominance of these painterly con-
cepts in film, it does not invalidate the possibility of a
cinematic form with no basis in photography. Unless an
argument can be made in general against the emporal,
aural abstraction — music, then no argument can be made
against the possibility of its visual equivalent.

Al a more fundamental level, the underlying assump-
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tion that a practice would seck autonomy is problematic.
This assumption implicit in ‘Film as Film', inevitably
draws all those arguments which can be brought against
modernism. In an historical sense, there is no doubt that
tendencies which were at work in other ants are reflected
in the attempts to define an art practice intrinsically
cinematic. As in painting this process has concerned itself
progressively with an exploration based on the materials
and properties which can be defined as “belonging to the
medium'. Unfortunately the rhetoric of this enterprise has
tended to reflect an essentialism — pure painting, pure
film — to encourage tautologies like painting is painting,
film 15 film and to become attached to phenomenalism in a
way which assumes a kind of unmediated direct response
leading to expressions like: ‘the work is just itself, an
object’. However, this is more an issue of faulty theor-
ization than faulty practice, In effect, the attempt to
determing the intrinsics of a medium 15 always in one
sense or another a relativist and histonically placed activ-
ity. Any assumption that absolute irreducible essences can
be uncovered in the enterprise is not borme out by its
practice, the very definition of seeming fundamentals is
always open to historical re-definition. The possibility that
an autonomous film practice can be postulated already
rests on certain historical conditions. The technological
development of the materials and machinery is a pre-
requisite, but the form which this technology takes is
already enmeshed with historical pre-conditions of its
social function and psychological determinants. It is
impossible to separate the materials and the practice to
which it 1s attached. It is in this sense that any engagement
with the medium becomes a signifying practice within the
historical framework. At the same time, if seen in a
relativist sense, aesthetic strategies which suppress, in one
form or another, current significations make possible man-
ipulations leading to new meaning (so called ‘work on the
signifier’ ).

Instead of treating the attention to the photocinematic
basis of film or any other definable aspects of 1ts machin-
ery or materials in the erms of fundamentals or essences
of cinema, they should be considered instead as pre-
dominant problematics of the medium in its historical
placement and signification. The terms in which this issue
is theorized is important not only for an understanding of
the practice which has taken place, but also as the basis for
a critique. The eritique affects the developing practice.
For example certain concerns on the one hand with the
cinematic materials and machinery and with exploration
of a variety of non-narrative structures, by becoming crit-
ically dissociated from their historical signification, can
become simply recuperable formalist exercises. However,
a formalist critique of some developments within the *Film
as Film' direction should not be made without con-
sideration of the critical institution within which it is
made, It must be in productive rather than destructive
terms lest it merely assists the dominance of dominant
cinema by weakening the only real cultural alternative.

Though still fragile and largely unrecognized, the
cinematic development represented by *Film as Film' is a
substantial history. It has already begun some definition
within its own terms, but the didactic necessity in its pre-
sentation inhibits this definition as it is veered towards
polemics. This tendency of the committed to polemicise is



in its turn counteracted by a tendency of liberal inclu-
siveness, a classical balancing of viewpoints. The major
historical problem for the involved practitioner is the
definition of the issues, Without stressing my own for-
mulation of the most demanding current problems, in the
coursg of this brief outling, 1 have indicated where 1 think
some might be taken up.

5o the 'history we need’ is more a question of the man-
ner and function of the enterprise than a polemical asser-
tion of its constituents. To function as it should towards
the critical development of current practice it needs to
begin from a more limited theoretical definition of the
problems and be designed as an operation to elucidate
them rather than as an exhibition to present a particular
construction.

Meither the current institution surrounding cinema nor
that related to the presentation of the plastic aris has
forms which suit such a concept of presentation.

Al Warhaol Fengprere 196
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Woman and the Formal Film

Annabel Nicolson, Felicity Sparrow, Jane Clarke,

Jeanette Iljon, Lis Rhodes, Mary Pat Leece, Pat Murphy,
Susan Stein

As the only woman involved in planning the*Film as Film®
exhibition Lis Rhodes decided to concentrate on the his-
tory of women making films and invited Felicity Sparrow
to join her in this research. They focused on the work of
Alice Guy, Germaine Dulac and Maya Deren, making
personal contact with Ester Carla de Miro in Italy, who has
been researching into Germaine Dulac for several years,
and Millicent Hodson, Catrina Meiman, Veve Clark and
Francine Bailey in America who have been making a
comprehensive study of Maya Deren.

In response to requests for more women to be involved
in this show Annabel Nicolson was invited to join the
exhibition committee, which was responsible for deciding
what would be shown and how it would be presented.

During this time the women ‘officially’ involved met
regularly with a group of interested women to discuss
developments. They feli themselves to be continually
undermined by the lack of understanding and respect for
their research by the Arts Council's committee.

For many reasons and with the support of women not
officially involved in the *Film as Films' committees they
have decided to withold their research and leave this gal-
lery space empty.

This is our statement:

The gesture of witholding our work and the presentation
in its stead of a statement of opposition is the only form of
intervention open to us. It was impossible to allow the
Arts Couneil to present our work as if there had been no
struggle, as if it had been nurtured in the spirit of public
patronage.

Informed by a feminist perspective it was our intention
to begin a re-examination of the historicised past by intro-
ducing (welcoming) Alice Guy and re-presenting Ger-
maine Dulac and Maya Deren.

Mava Deren and Germaine Dulac are both included in
the* Film as Film® historical survey but seen only in relation
to the articulation of abstract/formal film. We were con-
cerned that these women would be inaccurately “defined
by the concepts that they had been chosen to illustrate and
we felt a necessity to re-locate their work within the con-
text of their own concerns, giving it a complexity and full-
ness that the ' Film as Film® exhibition denied by excluding:
Dulac's contribution to the feminist movement; her inter-
views with women artists expressing their struggle for rec-
ognition; her belief in a specifically feminine creativity;
her political involvement in the unionisation of film work-
ers and support for the popular front before World War

118

II; Deren’s (embarrassing) involvement with Voodoo; the
relationship between her writing and her films; her inter-
est in sgience, anthropology and religion; her attack on
Surrealism.

Alice Guy is not represented in 'Film as Film® and has
scarcely been recognised amywhere. She was actively
involved in film-making at the turn of the century, exper-
imenting with narrative structures and the use of sound
with film, but has been forgotten by historians, Why are
her films forgotten while those of Lumiére and Méliés
used as standard texts?

We hoped to carry the historical research up to the
present and open up the closed form of *Film as Film' by
creating an active space within the exhibition where con-
temporary women could show personal statements and
histories, find their own continuity and share ideas for
future shows.

In general: we object to the idea of a closed art exhib-
ition which presents its subject anonymously, defining its
truth in Letraset and four foot display panels, denying the
space within it to answer back, to add or disagree, denying
the ideclogical implications inherent in the pursuit of an
academic dream, the uncomplicated pattern where every-
thing fits.

Specifically: we object to being invited, presumably on
the strength of our skills and past work, to participate in
the organisation and definition of an exhibition, yet not
being left free to characterise our own contributions. We
object to the subtle insinuations of intellectual wooliness
and inefficiency, as if our perspectives were tolerated
rather than considered seriously.

Meonths ago we made *requests’ for more representation
by women on the committees, for recognition of our ideas
for the exhibition, for a space within the gallery and for
the freedom to exhibit our work, to determine what it
would include and how it would look. These requests
could have become demands. We might have ‘won' by
subversive personal methods or by insisting on a demo-
cratic vote. But how does one demand collectivity, sup-
port and a real working relationship which includes dis-
cussion of ideas and ideological positions, within the
framework of meetings structured by an hierarchical
institution?

We made the decision not to carry on, not Lo continue
working in a situation that was hostile and ultimately fruit-
less for the individual women involved. It is better that the
historical research be published elsewhere and the work of
contemporary women film-makers, artists and critics be
presented in a context where they are valued,



Whose History?

Lis Rhodes

Feeling unwilling to write — an inability to manipulate
ideas into a theory and facts into a convincing argument,
an apprehension at intervening in the hierarchy of film
history; an alienation from its underlying thesis of
development — 1 began to reflect.

I stopped writing. | read a sentence written by Gertrude
Siein, “Define what you do by what you see never by what
vou know because vou do not know that this is so’.'

I knew that “Film as Film' represented a particular his-
tory; “facts’ fragments of film, arranged in sequence; an
illustration of a theory: film history re-surfaced, the
underlying method uwnchanged. What was blindingly
apparent was the lack of women both represented in, and
involved with the selection and structuring of, the exhibi-
tion.

I began making notes. The first word of every heading 1
made was “problem’; the *problem’ of history and histori-
cal method; the * problem’ of researching women who
apparently don’t exist; the “problem’ of whether to pres-
ent material in an overtly alienating context. Who was to
be represented, how and why?

I put these gquestions o a group of women invelved in
various aspects of filmmaking and creative practice. It s
the thoughts and experiences of this group that lead to this
different presentation of history; history made by women
about women.

Remembering a few hours that my sister and 1 had
spent, over last Christmas, looking threugh a drawer full
of old photographs and postcards, | began 1o think about
my own history; images, moments of emotion, fragments
uf an event. A sentence re-heard, the sound of ... the
sounds most of all crept back into my mind surrounding
the crumpled snapshots. A remembered face, a forgotten
fipure, my sister and 1 remember differently. Moments of
remembrance for her were nothing to me, Others were
shared. We talked and laughed together. Traces of this
and that remembered and forgotten centred around a
photograph. Is this history? It s certainly my history, her
history, our history.

The present is the centre of focus. The image moves
moment by moment. The image 15 history. The view
through the lens may be blurred or defined — focused or
unfocused — depending on what you think you know;
what you imagine you see; what you learn to look for,
what you are told is visible.

There is another history. A history that | have been
taught; that | am told | am part of: a reconstruction of
events, that | had no part in, causes that [ didn't cause and
effects that testify to my sense of exclusion. This is the
history that defines the present, the pattern that confirms
and restricts our position and activitics.

History 15 not an isolated academic concern but the
determining factor in making “sense’ — ‘nonsense’ — of
now. Yesterday defines today, today tomorrow, The
value placed vpon truth, changes viewed from different
oricntations, different moments flicker with recognition
uthers fade into oblivien.

The reason for this discussion of other histories is not
necessarily to prove or disprove the validity of the histori-

cal thesis presented by “Film as Film®, but rather 1o con-
sider its relevance and question its authority. Such author-
ity is implied by the didactic and impersonal approach.
and reinforced by the circumstances and context of s
prescntation; therefore a history not only acceptable to an
institution, but fundamentally determined by it. The
focuses, permissions, controls, histories are all male orien-
tated. Our problem was not to find an alternative thesis
from that of *formalism’ or *structuralism’, or attempt to
exclude women's work from this thesis, but to consider
our own history. How do women need to look at the work
they do, the lives they lead? Can we be satisfied with
token representation. a reference here and there in sup-
port of a theory of film history, which is not our own?

Problems of history

In a patriarchal class based society a man's position is
determined by social and economic factors, but women
are further defined as secondary within that class system,
the value of their activities and their contributions to that
society are considered secondary. This difference in
experience, difference in opportunities must produce dif-
ference in history; a history of secondary value and largely
neglected and unwritten.

Film history defined by men necessarily positions
women outside its concerns. Women appear, but on
whose terms? Within whose definitions? Apparently his-
torical accuracy i based upon acceptable “facts’, that is
those facts that are the concern of men, Unacceptable
“facts’ are forgotten or rearranged. If they are remem-
bered they are contained within the existing fabric. Alice
Guy made some 200 films between 1896 and 1907, Why
has she been forgotten? Her films attributed 1o Jasset and
Feuwillard?

At the present time we need to show in a polemical but
positive way the destructive and creative aspects of work-
ing as women in film. and examine these phenomena as
products of our society, and the particular society of film/
art. Women filmmakers may or may not have made “for-
malist” films, but is the term itself valid as a means of
reconstructing history? 1s there a commonly accepted and
understood approach? Historians cannot avoid value
judgments. They select and value certain works., When
women are not selected their work plays no further part in
film theory, or in historical exhibitions such as this one. A
system of theory and criticism uses authorship and uni-
yueness o creale the value of a work; then through publi-
cation and exhibition it publicises the authors and per-
petuates the values they are said to represent. The con-
struction of “new’ theories or re-valuation still relates o
the established authors and their works. The purpose of
"Film as Film’ is to establish relations between and attri-
bute influences upon, assign importance to .. . etc.. both
of film to film, and film to other works of art, irrespective
of author, This establishes a system of recognition but
does not necessarily reflect the ideas or sensibilities of the
author. Historians take possession of a film or painting as
something o be wsed or restated. Traditionally scholar-
ship is not concerned with persons but works and it is,
therefore, assumed that such discussions/writings are
impersonal and unbiased. Any work can be included pro-
vided that analysis can reveal such elements of style as the
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theory entails.

As a method of reconstructing film history the thesis of
‘Film as Film" s wseful only in so far as i satisfies an
apparent need to classify, orgamise and contan. This
imposition of a fixed point of view on film history is dubi-
vus and contradicts the idea that films can be evaluated on
their own presuppositions and not manipulated to fit those
of the historian. If we are to reconsider this method of
reconstruction then we must appeal to our own experi-
ence, the expereince of women filmmakers, not to theoret-
ical peneralisations that cither exclude our work or foree it
inty an alien impersonal system of explanation.

The history represented here is the illustration of a
philosophical ideal, the meshing of moments o prove a
theoretical conmection. It s as though a line could be
drawn between past and present, and pieces of a persen’s
hfe and work pegged on it; no exceptions, no change —
theory looks nice — the similarity of item Lo 1lem reassur-
ing — shirt 1o shirt — shoulder to shoulder — an inflexible
chain. cach part in place. The pattern is defined. Cut the
line and chronology falls in & crumpled heap. 1 prefer a
crumpled heap. history at my feet, not stretched above my
head.

“There 15 the obvious and enormous difference of
experience (between women and men) in the first place;
but the essential difference lies in the fact not that men
describe battles and women the birth of children, but that
each sex described itself ', Ivis the case, perhaps, that men
have described both. If this “difference” is unmistakable
then the concept of equality 15 neither useful nor relevant.
Such a concept presupposes “samencss . 1t disguises “dif-
ference’. Similarity, not difference. expresses the con-
tainment of female within the dominant masculing modes
of creativity. Any attempt to express “difference” must
cause vpposition and therefore appear as the expression
of a minority; as is visibly demonstrated in this catalogue
and exhibition.

It is neither a gquestion of defining a feminine mode of
filmmaking, nor of persuading any woman to a feminist
puoint of view, but simply suggesting that seeing “differ-
ence’ is more important than accepting “sameness’; realis-
ing our own histories and understanding their many, poss-
ibly divergent, forms. It seemed, therefore. more vital to
present a separate approach to history than to argue for an
equal part in the sclegtion and presentation of “Film as
Film'.

The historical approach that surveys works cither pub-
lished or collected must reinforee the society/film system
that leads 1o their publication or protection in the first
place. ldeology, therefore. predetermines information and
its availability. The source material valued. written about
and conserved reflects a male dominated society. Had
Alice Guy not written about hersell would she be access-
ible now, as a woman, as a filmmaker?

Women have already realised the need 1o research and
write their own histories; to describe themselves rather
than accept descriptions. images and fragments of *histori-
cal evidende” of themselves: and to reject a history that
perpetuates a mythological female occasionally glimpsed
but never heard. Women are researching and conserving
their own histories, creating their own sources of informa-
tion. Perhaps we can change, are changing. must change
the history as represented by “Film as Film®.
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Problems of presentation

The group discussions we had during the autumn of 1978
centred on how to present a history that was our own, We
visited film archives and libraries. This was revealing in
twir ways; first the discovery of a category called *women’,
pleasant perhaps, as an indication of a demand for infor-
mation, but distressing in its confirmation of history pre-
sumed to be male unless otherwise defined.

Without a particularly detailed search our discoveries
were encouraging. We found numerous women engaged
in filmmaking prior to 1975, How could we select a few
from amongst them?

It was this last question that focused our attention on
the problem of who makes history for whom?

This space at the Hayward Gallery should surely be
about women making their own history: to show history
being re-described, re-thought. re-evaluated. If there are
differences in approach to filmmaking between women
and men this will become explicit without theoretical pre-
determination. The work presented should not be seen as
illustrating a particular concept of either feminine or
feminist filmmaking. The presentation is as much con-
cerned with the women rescarchers and their attitudes as
it 15 with the subjects of their research, women looking at
their own history.

We were still faced with the problem: was there any
sense in brying toointervene in the context of “Film as
Film? Would any representation of women's work be
seen as merely token in a predominantly masculine exhibi-
tion, a ghetto in a male environment? However. had no
intervention been made then the *Film as Film® exhibition
would publicly confirm the apparent lack of women film-
makers and the authority of a particular history.

Ewven if the presentation was to be woken in dimension
and context, it could provide a public space for informa-
tion and discussion. not only of what women have done,
but how we understand ourselves and our history, Hope-
fully, it may encourage women who are engaged in
rescarch, writing or filmmaking 1o discuss and describe
our histories. in our own ways, on our own lerms. A dif-
ferent history,

1. Gertrude Siein, The geographical kisrary of America.
& Virginke Wooll reviewing B B Johnsion's book The Women Nowvelin.
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Maya Deren Meshes of the A fiernoon 1943

The material by Maya Deren was given by Catrina Neiman,
Francine Bailey, Miflicent Hodson and Veve Clark, who
are collectively working on "The Legend of Maya Deren’ a
documentary biography to be published in three volumes
for Film Culture.

The Artist As God in Haiti
by Maya Deren
Tiger's Eve 6, December, 1948

In the fall of 1947 [ went to Haiti to film Youdoun rituals
for inclusion in my film-in-progress which s concerned
with the forms of ritualistic discipline. 1 felt that those who
had circulated sensational accounts of “a wild voodoo™ had
simply failed to recognize as form a form which differed
from those to which they were accustomed. I wished to
perceive their religious system in terms of its meaning for
those whom it had so long served as a moral discipline and
an intellectual structure. The account which follows s
based on diary notes concerming my first contact with
Voudoun.

Sunday, September 28, 1947

I do mot know whether [ shall manage to set it all down
on paper. The mood is strange. | am both tense and
exhausted, balanced on a razor’s edge between sleep and
violent action and the tension between them so utterly
consumes my energy that a kind of balance of paralysis is
achieved. | neither sleep nor move. 1 say to myself: you
must write down everything now, today, before it is for-
gotten or becomes unreal. Yet so much would 1 rather
dream on it that to arrange sentences, to formulate preci-
sions, seems an impossible effort of the will. My mind
flows like a thick, slow-moving liquid in and out of all the
crevices of last night. How can 1 ever record all the
spunds, smells, movements, relationships, memories,
desires, and those flashes of “*seeing” in that ancient sense
— that totality of any moment which completely involves
aone and thus involves all history.

How reluctant my mind is to face its task! How it loiters
about the edges and finds, suddenly, urgent interest in
some tangential preoccupation. There are times when one
must lash and leash it and lead 1t, as one would a reluctant
beast, grasping first at one firm real object, and then
another until there is no other way for it to go and one
mounts the beast and rides it, perhaps fearfully.

Yesterday evening 8. came to have a drink with me at
the hotel, He is very nice, but, as does C., he imagines that
progress (with which these city Haitians are so obsessed)
consists in an increasing intellectualization. This, aggra-
vated by his anxiety to please, made for what was almost a
parody of an intellectual conversation. It was incredible to
sit there on the verandah, politely passing back and forth
the proper ideas, while, in the distance, the sound of
drums, growing with the dusk as if this luminous blackness
which is the Hatian night was indeed its color, vibrated
like the murmur of blood in the pulse of a body which was
living through something,

It is not morbidity which draws crowds to scenes of
disaster or unusual joy. It is the desire 1o panicipate in a
moment when life breaks through to some higher level of
intensity so that one’s life might take fire from that sudden
spurted flame. A great heart pounds as if the body could
not catch its breath in the hills above us. The cutlets, the
rice and beans, are meaningless. Abruptly I announce that
I'am off to hunt down the drums. C.and $. may accompany
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me if they would like. Partly they are themselves curious,
having caught fire from my urgent interest. Partly they
imagine their role protective.

We cross the great park, full of girls in fluttery summer
dresses, the men all in white, and start up a street which
soon is no longer paved. The direction of the drums seems
suddenly to reverse itself and we feel lost until we realize
that it is the echo. bouncing off a tall wall which we are
passing, that makes it seem so. This is the first mischief,
and the sound seems to gradually begin a deliberate game
of confoundment. [t fades and grows for no reason at all.
Often we imagine the drums just around the next cross-
ways, and then, suddenly, hopelessly distant in the hills,
The steep, rutted paths are almost deserted. We pass the
roofless shell of a house — either the remains after a fire
or an abandoned effort at construction — its doors and
windows leading from nowhere to nowhere and the moon,
shining inside on the grass of the rectangle that was w
have been the floor, is like a triumph over it altogether.

And then, suddenly, the voices, singing with the drums,
come through and we know we are nearer. The pursuit
creates its own compulsion and we accelerate. We begin to
ask our way and a man who says he is going himself,
undertakes to lead us. We pass through a narrow alley
between two houses and around the corner of another
and, suddenly, there it is, a kind of patio with a roof, and a
fence-like construction around its four sides, and a pole up
the center, the three drummers at one end, the oil lamp
hanging from a rafter. It is the peristyle of the hounfor.

In the center there are girls and some men dancing and
they sing as they dance and suddenly it is clear singing and
dancing are not separate forms of expression. They dance
as if they were marionettes tied to the drums by invisible
strings of sound. They are not dancing with one another,
nor are they dancing to the drums, nor do the drums
accompany them. Their movements are sound made vis-
ible and their voices are, in turn, the transfiguration of
their movements back into human sound. Or is it that the
drums emanate a vibration which plays on all that it
touches, the muscles of the body, the chords of the throat,
the trees beyond the peristyle, the sensitive fibres of a
mind in the hotel — fingers of sound jangling all that is
tuned tight for them.

I would linger on the outskirts of this peristyle, standing
with the other watchers in the shadows. | would circle
timidly about its edges in a gently decreasing spiral of
precious desire as the child, new come to the neighbor-
hood, insinuates itself delicately into the group. [ sense
that this slow embrace is right. It is a little crowded here
on the edges and all bodies brush casually by cach other.
A shoulder rubs by mine, Someone else presses by. [ feel
that if 1 stayed so, the strangeness would be rubbed from
me, that my body would be moulded into the shape of this
reality as the sea grinds the new fallen stone gradually into
the form of its movements.

But it is not possible. 8., feeling that [ should be above
1o “observe” everything, has gone forward and now
returns (o fetoh me forward, also, to where some chairs
have been placed for us right almost in the center, directly
near the drums, where the "action’ may be going on. The
light is bright here and 1 feel conspicuous. T am isolated on
my chair. The contact which 1 had is lost and I can only
look, now.
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I motice, emerging from the house to which this patio
like arrangement 15 attached, a very tall, thin man. There
is a fragility in his movement which is curious, particularly
in the manner in which he sets his feet down in their worn
leather scuffs — as if they were delicate, even precious. As
he achieves the lighted center spot in front of the drums he
begins singing, not loudly, and shaking a small gourd
around which a mesh of brightly colored beads has been
woven. Attached to it is a small silver bell and now the
clacking of the beads and the ringing of the bell seem to
infuse the dancers with a new life. He looks finally in our
direction and nods to us in greeting and the dignity of his
salutation makes us feel honored. ** Who is that man?" 5.
asks of a bystander, “It is the priest, the houngan,” 1
answer, and he who was to have answered looks at me
with a surprise which melts into a smile of comradely con-
spiracy with me against those who do not know, who can-
not recognize.” Houngan Champagne,” the man says, and 1
smile and nod with an old knowledge, newly discovered. It
is the first of these knowledges which are direct between
me and the thing, having no source in information.

It was somewhere in my legs that the muscles first
understood that fragility and conveyed to my heart and
mind the shock of knowledge. He had carried himself as
one might carry a precious vessel filled to overflowing
with a potent magic potion which must not be spilled nor
wasted until the moment of sacred use, when all is ready
to receive it. So [ have camried myself carrying it, gently,
floating almost, careful against jarrings, protective against
jostlings, and the temsions of caution becoming almost
unbearable until that moment, when, finally, all clse was
ready and fitting.

5. is talking in my ear. He is ‘analyzing’ the scene. | am
trying to experience it. His analysis interrupts and obs-
tructs my expefience of it. [ try o make myself deaf to
him, and I wish desperately that he would stop talking. [
feel that the people do not like to be talked about. [ pre-
tend not to hear him and [ smile at them instead to indi-
cate there is a difference between 5. and me, and that T am
on their side against him. They smile back. The lamp goes
out in a gust of wind. There is, for a moment, only the
moonlight shooting in sideways into the peristyle. The
lamp is relit. It blows out again and is again relit.

The drums have ceased, and now again they have
recommenced. [ will not go back to sit with 5. How shall 1
say to these people that 1 am not an outsider, that 1, too
am of the race of those whose bodies are ravaged by invis-
ibles, by Gods, which are ideas too large for the human
frame? That [, too, with the other artists, have known such
agony, such loss of balance, such sense of the skin bursting
with not being able to contain something more than
human. And to whom could we cling until the last tremor
had ceased and we were returned to ourselves again?

Even if I could speak their language [ could not say this,
Let me at east dance with them. | move shyly and incon-
spicucusly to the shadowed outskirts of the dancing and
begin some timid movements. 1 am glad, glad that I have
always been able to dance. It seems to go well, and they
are pleased that T am able to do their movements. They
dance towards me and smile and imperceptibly, a path
opens towards the center. [ am timid to go forward, but [
sense al the same time, that this timidity might be unders-
tood as a shame of being seen. That | can dance is a



inumph for their form.

I sense, across the distance of the penstyle, that the
houngan near the drums knows that the stranger is danc-
ing their dances. | sense that one demands that [ salute
him in this, and there is nothing for it but to dance slowly
down the small aisle that has been opened for me towards
him. He is authority, here, for this form. | who partake of
it must salute him. The form has disciplines which even he
and [ must observe. The masters arc more dedicated, are
less themselves, than the others. | arrive before him, say-
ing mutely, ', myself, with my own dedication, salute you,
with yours.” We dance facing each other, recognizing each
other strangely, honoring in cach other the knowledge of
dedications.

My eyes are locked with his, but around the edges, the
iris of my vision, there is a circle of dancing movement.
There is, encircling us, also, a cylinder of song and deep
beats. And there is a third unseen, unheard circle about
us, too . .. a tension, a watching . . . the band of a barrel
being vised with an expectancy no one would dare disap-
point. And we two, dancing in the center. I dance as [ have
never danced before, It is not mere viclent, nor more
expertly, cleverly achieved. It is simply correct in a very
final sense, in the fact that there is neither decision nor
triumph, but only the immaculate execution of an inevita-
bility. Yet, I feel as if a transparent level of consciousness
were super-imposed upon this reality; that there is some-
thing about these movements which 18 stll my own; in the
shorter length of my limbs, in the longer drop of my hair,
in some altitude of fingers which articulates my own singu-
lar history of ecstasy and pain. This is not sound making of
an anonymous and willing chaos some first definition of
form. This is a greater triumph: that 1 — personal, indi-
vidual, singular — return, bringing the loot of all my
forays, back to the collective, the racial, the parent body.

| do net follow him, nor he, me. But so inevitable is
each movement according to the logic to which we both
are committed, that we are united in it... as the dis-
tended legs of a triangle find, in the point of apex, some
timeless, spaceless, singleness. Nothing is difficult; neither
to know or to do. Face to face, we mirror each other's
movements. Is it each other we mirror? Or are we but the
double reflections, perpetuated infinitely on both sides, of
some dancing figures who know reality only in such mir-
rors?

My eyes sting suddenly with the salt of my own water. It
is the sting of the ocean, | sense the sweat dripping from
my chin, spattered to right and left with the turns of my
head. 1 am glad of it. There is a sense in it of being
cleansed of all oldness from within.

A Statement of Principles
Maya Deren

My films are for everyone.

I include myself, for [ believe that 1 am a part of, not
apart from humanity; that nothing I may feel, think, per-
ceive, experience, despise, desire, or despair of is really
unknowahble to any other man.

I speak of man as a principle, not in the singular nor in
the plural.

I reject the accountant mentality which would dis-
member such a complete miracle in order to apply to it the
simple arithmetic of statistics — which would reduce this
principle to parts, to power pluralities and status sing-
ularities, as if man were an animal or a machine whose
meaning was either a function of his size and number — or
as if he were a collector’s item prized for its singular rarity.

I reject also that inversion of democracy which is
detachment, that detachment which is expressed in the
formula of equal but separate opinions — the vicious
snobbery which tolerates and even welcomes the distine-
tions and divisions of differences, the superficial equality
which stalemates and arrests the discovery and develop-
ment of umity.

I believe that, in every man, there i an area which
speaks and hears in the peetic idiom . . . something in him
which can still sing in the desert when the throat is almost
too dry for speaking.

To insist on this capacity in all men, to address my films
to this — that, to me, 15 the true democracy . ..

1 feel that no man has a right to deny this in himself: nor
any other man to accept such self debasement in another,
under this guise of democratic privilege.

My films might be called metaphysical, referring to their
thematic content. It has required milleniums of torturous
evolution for nature to produce the intricate miracle
which is man's mind. It is this which distinguishes him
from all other living creatures, for he not only reacts to
matter but can meditate upon its meaning. This metaphys-
ical action of the mind has as much reality and importance
as the material and physical activities of his body. My films
arc concerned with meanings — ideas and concepts — not
with matter.

My films might be called poetic, referring to the attitude
towards these meanings. If philosophy is concerned with
understanding the meaning of reality, then poetry — and
art in general — is a celebration, a singing of values and
meanings. | refer also to the structure of the films — a
logic of ideas and qualities, rather than of causes and
events.

My films might be called choreographic, referring to the
design and stylization of movement which confers ritual
dimension upon functional motion — just as simple
speech is made into song when affirmation of intensifica-
tion on a higher level s intended.

My films might be called experimental, referring to the
use of the medium itself. In these films, the camera is not
an observant, recording eye in the customary fashion. The
full dynamics and expressive potentials of the total
medium are ardently dedicated to creating the most accu-
rate metaphor for the meaning.

In setting out 10 communicate principles, rather than to
relay particulars, and in creating a metaphor which is true
to the idea rather than to the history of experience of any
one of several individuals, I am addressing myself not to
any particular group but to a special area and definite
faculty in every or any man — to that part of him which
creates myths, invents divinities, and ponders, for no prac-
tical purpose whatsoever, on the nature of things.

But man has many aspects — he is a many-faceted
being — not a monotonous one-dimensional creature. He



has many possibilities, many truths. The question is not, or
should not be. whether he is tough or tender, and the
question is only which truth is important at any given time.

This afternoon, in the supermarket, the important truth
was the practical one; in the subway the important truth
was, perhaps, toughness; while later, with the children, it
was tenderness.

Tonight the important truth is the poetic one.

This is an area in which few men spend much time and
in which no man can spend all of his time. But it is this,
which is the area of art, which makes us human and with-
outl which we are, at best, intelligent beasts.

I am not greedy. 1 do not seek to possess the major
portion of your days.

1 am content if, on those rare occasions whose truth can
be stated only by poetry, you will, perhaps, recall an
image, even only the aura of my films.

And what more could I possibly ask, as an artist, than
that your most precious visions, however rare, assume,
sometimes, the forms of my images.

Woman's Place in Photoplay Production

Alice Guy Blaché

It has long been a source of wonder to me that many
women have not seized upon the wonderful opportunities
offered to them by the motion picture art to make their
way to fame and fortune as producers of photodramas. Of
all the arts there is probably none in which they can make
such splendid use of the talents so much more natural to a
woman than to a man and so necessary to its perfection.

There is no doubt in my mind that a woman's success in
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many lines of endeavour is still made very difficult by a
strong prejudice against one of her sex doing work that has
been done only by men for hundreds of years. Of course
this prejudice is fast disappearing and there are many voc-
ations in which it has not been present for a long time. In
the arts of acting, painting, music and literature woman
has long held her place among the most successful work-
ers, and when it is considered how vitally all of these aris
enter into the production of motion pictures one wonders
why the names of scores of women are not found among
the successful creators of photodrama offerings.

Mot only is a woman as well fitted to stage a photo-
drama as a man, but in many ways she has a distinct
advantage over him because of her very nature and
because much of the knowledge called for in the telling of
the story and the creation of the stage setting is absolutely
within her province as a member of the gentler sex. She is
an authority on the emotions. For centuries she has given
them full play while man has carefully trained himself to
control them. She has developed her finer feelings for
generations, while being protected from the world by her
male companions, and she is naturally religious. In mat-
ters of the heart her superiority is acknowledged, and her
deep insight and sensitiveness in the affairs of cupid give
her a wonderful advantage in developing the thread of
lowve which plays such an all important part in almost every
story that is prepared for the screen. All of the distinctive
qualities which she possesses come into direct play during
the guiding of the actors in making their character draw-
ings and interpreting the different emotions called for by
the story. For to think and to feel the situation demanded
by the play is the secret of successful acting, and sen-
sitiveness to those thoughts and feelings 15 absolutely
essential to the success of a stage director.

The qualities of patience and gentleness possessed to
such a high degree by womankind are also of inestimable
value in the staging of a photodrama. Artistic temp-
erament is a thing to be reckoned with while directing an
actor, in spite of the treatment of the subject in the comic
papers, and a gentle, soft-voiced director 18 much more
conducive to good work on the part of the performer than
the over-stern, noisy tyrant of the studio.

Mot a small part of the motion picture director’s work,
in addition to the preparation of the story for picture-
telling and casting and directing of the actors, is the choice
of suitable locations for the staging of the exterior scenes
and the supervising of the studio settings, props, costumes,
et In these matters it seems to me that a woman is espe-
cially well qualified 1o obtain the very best results, for she
is dealing with subjects that are almost a second nature to
her. She takes the measure of every person, every cos-
tume, every house and every piece of furniture that her
eye comes into contact with, and the beauty of a stretch of
landscape or a single flower impresses her immediately.
All of these things are of the greatest value to the creator
of a photodrama and the knowledge of them must be
extensive and exact. A woman's magic touch is immedi-
ately recognised in a real home. Is it not just as rec-
ognisable in the home of the characters of a photoplay?

That women make the theatre possible from the box-
office standpoint is an acknowledged fact. Theatre man-
agers know that their appeal must be to the woman if they
would succeed, and all of their efforts are naturally in that



direction. This being the case, what a rare opportunity is
offered to women to use that inborn knowledge of just
what does appeal to them to produce photodramas that
will contain that inexplicable something which is necessary
to the success of every stage or screen production,

There is nothing connected with the staging of a motion
picture that a woman cannot do as easily as a man, and
there is no reason why she cannot completely master
every technicality of the art. The technique of the drama
has been mastered by 50 many women that it is considered
as much her field as a man's and its adaptation to picture
work in no way removes it from her sphere. The technigque
of motion picture photography like the technique of the
drama is fitted to a woman's activities.

It 1s hard for me to imagine how | could have obtained
my knowledge of photography, for instance, without the
months of study spent in the laboratory of the Gaumont
Company, in Paris, at a time when motion picture photo-
graphy was in the experimental stage, and carefully con-
tinued since in my own laboratory in the Solax Studios in
this country. It is also necessary to study stage direction by
actual participation in the work in addition to burning the
midnight oil in your library, but both are as suitable, as
fascinating and as remunerativé to a woman as to a man,

From the Moving Picture World, July 11, 1914,

Report by Alice Guy to Léon Gaumont

(This article, which was requested by M. Léon Gaumont
for a proposed publication, was begun in 1907 and cor-
rected by M. Gaumont himself in 1945, a year before his
death.)

In 1895, while I was a secretary al the Comptoir Général
de Photographie, Demény came to offer his camera for
animated photographs, * Le Bioscope'. Gaumont accepted
it and began a whole series of technical studies and
laboratory tests, etc. . . . at a time when film-making, such
as one thinks of it today, hadn't as yet come into being,
The presentation by the Lumiére brothers of their camera
at the Société d’Encouragement & L'Industrie Nationale,
opened up a new horizon.

The Demény camera underwent a series of trans-
formations and by the end of 1896 the ‘chronophotog-
raphe’ was born. This was a reversible camera which made
it possible to photograph and project animated pictures of
15 to 20 metres in length, 60mm wide. At that time
Gaumont possessed a workshop well set up for making
cameras but nothing was specially designated for film pro-
duction. M. Gaumont had acquired premises at 10 rue des
Alouettes by the entrance of I'impasse des Sonneries; a
laboratory for printing and developing films was estab-
lished there and the personnel took shots of children play-
ing, coming out of school, a military parade, etc, . . . These
films were hand developed like ordinary photographic
film in a large vertical tank. They were wound on to
wooden frames and dried on a small drum,

Al this time I begged and finally got permission from M.
Gaumont (o direct some little sketches written by myself

and played by amateur actors. At the bottom of the
impasse des Sonneries there was a paved garden, several
metres across, enclosed by a high wall, Tt s this garden
that saw the birth of one of the first of a series of silent
films, whose illustrious career was to last 30 years,

The first film [ made in this garden was La Fée aux
Chowr (The Cabbage Fairy). The backdrop, which had
been painted by a local painter on an ordinary sheet and
hung against the wall as best we could, rippled each time
the wind blew, and the cabbages were all cut out of
cardboard. For lighting we had the sun which meant wait-
ing for favourable conditions. The camera, placed on a
simple photographic tripod planted in a heap of earth,
lacked stability; focusing took place under a black cloth
and the cranking was done by hand. The first cameraman
was Anatole Thiberville, who had been, I think, a stock
farmer in Bresse. Nevertheless, it was in this little garden
and with this modest equipment that we discovered, bit by
bit, the thousands of possibilities opened up by this mar-
vellous invention which is now the Cinema.

The width of film was standardised and Gaumont per-
fected a camera using films of 35mm. While the engineers
under M. Gaumont struggled to perfect the cameras, we
made progress with our discoveries, Advised by artists, by
masters of photography such as Frédéric Dillaye for
example, we introduced into cinema the use of super-
impositions, enabling us to obtain ghost-like apparitions
which left the public gasping with astonishment. By stop-
ping the filming, an object could be removed and seem to
disappear as if by magic, only to reappear in a different
place. Reverse filming enabled us to show a greedy cus-
tomer who, worried by his bill, puts his eaten cakes back
intact; the house demolished by a malevolent fairy could
reconstruct itself, etc. ... We also used different focal
lengths which allowed us to take, in the same image, peo-
ple of different sizes. This was How I made Le Cakewalk
de la Pendule, which was one of the Tirst, if not the first, of
the genre and was exploited by all the rival firms. Slowed
down shooting gave rise to unforeseen comic effects on
projection. All these details, which nowadays seem so
elementary, so negligible, nonetheless pave life and an
extraordinary dynamism to this art which is so appreciated
today.

Present-day film directors can have no idea of the dif-
ficulties and set-backs we had to overcome to achieve
these films: it only needed a careless cameraman failing 1o
brush the velvet, which at that time lined the camera body,
and the whole length of film might be scratched; an inat-
tentive developer forgetting to agitate the developing bath
and a whole reel could be partially striped with dark
patches and even air bubbles formed riddling the negative
with holes; a too-hot bath would make the emulsion melt,
sometimes this would peel away like a layer of an onion;
destroying the results of all our efforts. Also one still had
to contend with the instability of the camerastand, light
leakages in the magazines, uneveness of light; the film
emulsion, much less sensitive than it is today, only regis-
tered a feeble part of the spectrum and gave harshly con-
trasted images in black and white, etc. . . .

1 was at the same time scriptwriter, director, producer,
and in charge of the wardrobe. We had complete con-
fidence in the future of this new born art, we were pas-
sionately enthusiastic, like explorers of a new world. It

125



was in this little garden and with these modest means that
I made Le Cakewalk de la Pendule, Une Facture Désagre-
able, La Liqueur au Couvent, Faust et Mephisto, L' Assas-
sinal du Courrier de Lyon, Le Petit Coupeur de Bois, etc.

Often [ took my actors from the personnel of the work-
shops, Zecca who made his debut as a director at the
Gaumont House (and which he left after a stay of only a
few weeks) made there Les Méfaits d'une Téte de Vean, a
film in the genre of those by Méliés,

It was there also that the first “chronophone’ films were
born, forerunners of talking pictures; these were a com-
bination of the ‘chronophotograph’ and the phonograph.
Engineers registered the sound on wax cylinders, while 1
took charge of directing the picture. We even made colour
films painstakingly, if not skillfully, hand-painted. And,
considering the magnification of the slightest fault when it
comes 1o projecting, it was quite a miracle to show even
fair results. To this effect [ specially directed La Fée Prin-
temps, Le Fumeur d'Opium and others,

But the business rapidly expanded. The mother-garden
was deemed insufficient and the first studio was built. It
was considered necessary to build a proper theatre with
proscenium and flies, moveable catwalks, raked stage,
three levels underneath, curtains, traps, etc . . . Until then
I had been in sole charge of direction; I was given a pro-
duction manager, Denizot, who made several films him-
self. A workshop for decor and sets was created under the
direction of Henri Mennessier, a talented set designer.
Electric lighting was installed, consisting of two large trol-
leys, each one carrying twelve 60 amp arc lamps which
gave us a lot of bother. We had no flexibility, neither
ceiling light, nor spotlights and we still had to rely on the
sun a great deal. It was always one extreme or another
under that immense glass cage: dog-days or glacial cold.

This was the time of popular ‘slapstick comedies’ and
with the assistance of an excellent troupe of actors, Les
O’'Mers, | made a number of successful films such as Le
Mariée du Lac 5t Fargeau, Le Pantafon Coupé, Les Gen-
darmes, ete. . ..

We also had to put up with passers by and the police in
order to shoot our exteriors. We didn't have imposing cars
at our disposal and we weren't followed by a large entour-
age. The uninitiated public, whose curiosity was rife,
gathered round us sometimes making our work impossible
and then the police would turn up with their *‘move along,
move along” orders just to add to our difficulties.

The quality of films rapidly got better and they grew to
a respectable length, The sets were more sophisticated,
and the camera had a solid stand with a panoramic plat-
form. 1 employed professional actors and we made a
number of films outside, in live settings. The proper
scenario came into being. We began to write our own
scripts, either originals or inspired by well-known plays
and books. Eventually I had talented directors to assist
me, one of whom, Feuillade, is still remembered to this
day. His films were the forerunners of the cing-roman and
the serial film. Also Amaud, who specialised in the adap-
tation of plays such as C'est Papa gui Prend la Purge.

At the exhibition in 1900 our films were well received.
On the wagon-lits stand one could see scenes from the
Transiberian Express crossing the Russian steppes taken
from the moving train (first documentary), Our newsreel
films were projected in a special room. The House was
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awarded a gold medal and I myself was presented with a
diploma of collaboration; it was the same at Milan, at 5t
Louis in 1904 where the Gaumont House was placed hors
concours and | was awarded the gold medal, etc . . .

We had already built up a large repertory of films.
Gaumont now had branches in London, Berlin, Barcelona
and a distribution department was in full operation. The
initial hardships began to be smoothed out. The camera
was perfected giving more stable images. Once a week 1
had a meeting in my office with the directors to discuss the
next films; these were presented for the approval of M.
Gaumont,

One of the technicians, Santou, invented the first auto-
matic developing equipment which eliminated most of the
shortcomings of hand developing. It was possible to tackle
more interesting subjects; thus 1 was able 1o make Volée
par les Bohemiens, La Esméralda, La Vie du Christ,
ete. ...

Gaumont expanded and neighbouring land was bought.
Model workshops for printing and developing were built,
equipped with a unigue installation for fire-protection,
because handling of filmstock gave rise to serious dangers.
Hand-tinting was replaced by mechanical colouring
achicved with the aid of three films cut out and used as
stencils. We realised the need for publicity and a poster
studio was organised. The design and carpentry studios
were enlarged, the backdrops having long been replaced
by built-in sets.

Finally M. Gaumont opened the first giant cinema, the
Gaument Palace. The House employed over 800 staff; we
had come a long way from the time when our first cus-
tomers, full of mistrust, went behind the curtain which was
used as a screen to see that there weren't any hoaxes going
on. The branches too began to produce films.

It's difficult to give in this short report a proper idea of
the dynamism of the young company at this peried. |
believe that when I left, in 1907, all the progress accom-
plished since had already begun. Feuillade replaced me as
head of the department. Unfortunately 1914 slowed down
this great impetus, otherwise France would have been at
the forefront of world production. The Gaumont Com-
pany continued to keep abreast of the most important
cinematographic companies until old age forced M. L.
Gaumont to retire from business.

Translated by Felicity Sparrow

From Autobiographie d'une pionniére du cinéma (1873-
1968) Denoél/Gonthier, Paris 1976



Germaine who?

Excerpts from an unpublished article by Ester Carla de
Miro

The title, which paraphrases that of Michéle Rosier's film
on George Sand, indicates an attempt to give a fuller and
more accurate picture of Germaine Dulac than standard
film histories, which mention her as a theoretician, col-
laborator of Dellue and Artaud and as a director of *abs-
tract’ films.

Any examination of her many-sided career must begin
with her writings for La Frangaise, one of the first feminist
magazines, founded in 1906, for which Dulac regularly
interviewed women artists, actresses, poets, etc. living in
or visiting Paris, the centre of culture and emancipation of
the time. The descriptions of her subjects were already
highly visual including details of appearance and dress,
but she also represented them as pioneers in women's
struggle for recognition in what was very much a man's
world. The example of these women seems to have
inspired her subsequent films, which usually dealt with
aspects of the feminine condition.

La Frangaise, ook a particular approach towards the
ideology of the feminist position, it was aimed at impro-
ving women's lot in society rather than overthrowing the
male regime, Contributors to the magazine, most of them
from well-to-do families, ‘protested’ only discreetly as
their 19th-century inheritance of male supremacy was still
strong. Dulac, however, had a more positive approach,
exalting feminine atiributes, as she did later also in her
films. Her articles describe the creativity communicated to
her by the women she interviewed and her feminism was
often expressed in terms of her belief in a specifically
feminine artistic gift. Her musical education perhaps made

her value artistic creation most highly and, after becoming
a director, she pursued the ideal of ereativity firmly linked
to her notion of female emancipation, Music may also
have contributed to her tendency to approach the descrip-
tion of the feminine personality as if it were a ‘theme’ on
which she executed ‘variations’ derived from intense
communion with her subject. She acted as a ‘sounding
board’ for their emotions, expanding on the reality. Thus
too her later films, however abstract they might appear,
were firmly based in reality, either in significance or in a
concrete ‘photographic” quality,

In general, her articles show an indisputable interest in
feminist problems and the inevitable obstacles for women
in every profession, as well as a passion for expressing the
personality of her subjects, interior as well as exterior,
Her marked ability at observation was nearly always
couched in a wisual evocation, prefiguring her films.
Similarities in her approach to writing and film may be
seen in the following quotes from her interviews: On Car-
lotta Zambelli, an Italian ballerina *Graceful, refined, of
an almost immaterial lightness, from the moment she
steps on the stage the public is hushed. One follows the
wild arabeques, points, and bold gestures with the same
emotion one awails favourite passages in a beloved
opera’. These few lines seem to anticipate a short experi-
mental film Dulac was to make 20 years later, in which the
pirouettes of a dancer alternated with shots of moving
machinery, Essais Cinemarographic sur un Arabesgue.

On Marguerite Duterme, comic playwrite, who shares
certain characteristics with Dulac's protagonist in Ame
d'Artiste: *. . . behind the smiling eyes and warm welcome
one senses a strong will, a jealously private nature. Tall,
willowy, very reserved in dress and manner, she emanates
youthful charm as well as a valiant spirit in full command
of itself. Sharp, almost playful, but always ready for a
more serious conversation, she is without pedantry, being
too intelligent not to be simple, and is full of original ideas
based in a solid philosophy, born more from a reasoned
observation of life than from scholarly theorizing'.

On Jean Berteroy, scriptwriter and historian
‘... Dressed in light floating white, her beautiful dark
head, strong, with its cameo-like profile. Her magnetic
eyes, intelligent and alive have an infinite sweetness. Her
speech and gestures are ample, enchanting, evoking anti-
quity, her books rich in anecdote. Sybaris demonstrates
her noble and poetic preoccupation with the struggle bet-
ween sensual and pure love . . . The muses are my sisters”
she says . .

The feminism of Dulac, rather than negating feminity,
exalts it and finds in art the ideal vehicle for the full real-
ization of the sensitivity and poetry of the female spirit.
She sought to reconcile the two female stercotypes, the
sublime woman of romanticism and the active woman
secking self-affirmation at the beginning of the industrial
age. This quest characterises both her written and direc-
tional work, as is clear from her first film Soeurs ennemies
1915, which her conmtemporary and friend Henri Fescourt
described as giving °_ . . the impression of a subtle linking
of two epochs, the one now fading . . . and the dynamism
of the future .. '

A striking aspect of Dulac’s journalism was the breadth
of her approach. She was interested in her subjects’ whole
way of being, their activity, physical appearance, attitudes,
ambience and alsa in emotions they evoked in her. Her
films continué this direction in what she defined as ‘the art
of spiritual nuances’ (spiritual not in its metaphysical use,
but in the sense of rapport, ‘transference’ between persons
and objects),
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Louis Delluc described her early films as *Less gran-
diose than Gance, but no less cerebral and shightly more
humane. She has a perfect sense of intimacy, interior har-
mony, of the profound truth of life. An artist of the first
order . . . in her natural observation of things, people and
events, Dulac depicts daily reality withowt being domi-
nated by ir'.

Though history depicts Dellue almost as Dulac's mentor
it was in fact through her that he became involved in film,
first as a critic and then as a director. Considering the
general hostility to women directors, it is interesting to
note Delluc’s reactions: ‘Mme Dulac has vigourously
affirmed her personality with three films of which the first
is worth more than a dozen of each of her colleagues.
... But the cinema is full of people . . . who cannot for-
give her for being an educated woman . . . or for being a
woman at all.'

Dulac described her own work in a 1922 interview
‘... my strength was to describe interior movements of
the spirit . . . beyond acts . . . My vision is this: to be sim-
ple, true, mobile in the immobility of things and in the
apparent calm of the spirit . .’

In addition to directing films, Dulac actively promoted
the cause of ‘pure’ cinema, giving lectures at the Club
Amies du Septiéme Art and the Conseil MNational des
Femmes Francaises (of which she was president of the film
section) as well as all over Europe. She was also instru-
mental in founding film societies in France and bringing in
films from abroad. Dulac started a review dealing with
aesthetic problems in film, Schemas, which survived only
one issue. Active in cinema workers” unionization she had
a constant battle to get work, what money she made
‘commercially’ she invested in her own films, for which it
was difficult to find producers. This was the case for her
last three works classified by historians as abstract shorts
but really ‘pure’ cinema, using iconic language to transmit
sensations, as music does,

After 1930, with the advent of sound, the new film
*industry’ crushed the art of silent avant-garde film-makers
like Dulac. The mechanics of sound film were too clumsy
for experimentation and cinema took a step backwards.

Dulac became a news director for Gaumont and taught
film at the Ecole Vaugirard, where she was friendly with
Hans Richter. Sympathetic to the popular front, in 1936
she made an anti-war documentary Les Marchands de
Canons. One of the founders of the Cinémathéque Fran-
caise, she assembled Gaumont news footage for a
documentary Le Cinéma au service de |'Histodre,

Dulac died in 1942 during the German occupation but
was only to be commemorated in 1945, Her friend and
assistant, Marie Anne Malleville was not able to save
many of her films from destruction.

At this distance she seems a remarkable woman, who
lived for her own work, her own ercativity, despite having
had to compromise {and times were much more difficult
than for today's feminists). But most important was her
idea of the cinema, too often misunderstood and confused
with that of others, as a new means of conveying the most
refined and diverse sensations. It was Dulac who under-
stood that cinema is a physical as well as intellectual
experience and the pure sensual delight of her vision is not
yet SLLI'I'Ist:I'l:}I'II'lgI known and appreciated.

Translation and synopsis by Lucinda Hawkins.

Ester Carla de Miro is currently researching and writing
the biography of Germaine Dulae,
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*Du Sentiment a la Ligne''
Germaine Dulac

When the dea of absiract? cinema, which is expressed by
the visual rendering of pure movement beyond the exist-
ing aesthetics, is presented to the greater part of the public
and even to many intellectuals and professional filmmak-
ers, it is received with scepticism, if not open hostility; it is
allowed to evolve provided that in its striving for per-
fection this new art movement does not break with the
formal framework of tradition.

But suddenly from various points of the globe dedicated
filmmakers, without knowing or having any contact with
each other, isolated in the silence of their thoughts and
intuitions while following the same line of research, have
converged at the same frontier. Utopia® will cry the host of
those whose judgements stop short at the exact limits of
well established structures. True! will reply the theorists
who see everything as but an ephemeral stage of trans-
formation, That one brain could come up with a new con-
cept — a dream, perhaps, but the seed of progress. But
when several minds conceive a similar inspiration, a nuc-
leus is created and, with that, a reality.

Abstract or “integral’ cinema should not therefore be
derided or held suspect since within the constructive
energy of some and in its already significant appeal to a
few others, it exists by virtue of that very fact. Conceived,
wished for and already concretely formulated in several
works, it has progressed from the limbo of nebulous
theories into the material domain of expression. Embry-
onic certainly — but tangible nevertheless, by the impulse
which animates all living principles it will impose itself
automatically and will take its place, this brainchild of a
collective inslinct.

The views of these few may not be immediately assessed
but should be recognised as an embryonic truth, an ideal
anticipated for the future.

I don't mean to say that *integral cinema’, whose expre-
sston is composed of visual rhythms materialising in forms
refined of all literal meaning, should be the *only cinema’
but merely that “integral cinema’ is the very essence of
cinema considered in its general sense, its inner reason for
being, its direct manifestation, seen as independent of the
dialectics and plasticity of the other arts.

It was through a slow evolution, based on experience,
that I first arrived at the idea of a visual symphony and
then to a stronger and more synthetic conception of
‘integral cinema’, music of the eye.

Like others 1 used to consider that creations for the
screen should be drawn from the development of an
action, a feeling — through reflections drawn directly or
reconstructed from real life — of one or many human
faces and their emotive qualities issuing from the selective
juxtaposition of animated images whose intrinsic and suc-
cessive mobility led to more of an intellectual than phy-
sical result.

Movement, considered in itself and for itself, in its
dynamic force and its different measured rhythms, did not
seem to me at that time to be the ultimate meaning worthy
of being presented on its own.

But soon it seemed to me that the expressive value of a
face was contained less in the general aspect of the fea-
tures themselves than in the mathematical duration of
their reactions, in other words, if a muscle is tensed or
contorted wnder the influence of shock, the real sig-
nificance lies in the long or short measure of the effected
movement,



Since a contracted or relaxed movement of one of these
muscles can evoke abstract thought without needing to
move the whole face, wouldn't the visual drama depend
on the intervening rhythm in the development of the
movement? A hand placed on another hand, Movement,
Dramatic line analogous to a peometric line connecting
one point to another. Action. But, should this hand realise
its gesture quickly or slowly, the rhiythm gives the move-
ment its inner meaning. Fear, doubt, spontaneity, firmness,
love, hate. Diverse rhythms in a same movement. Let us
consider cinematically the various stages of germination of
a grain of wheat buried in the earth. On the same theme
we have a view of pure movement which unfolds accord-
ing to the continuous logic of its dynamic force and whose
rhythms, inspired by the difficulties of integral develop-
ment, will blend their conscious and suggestive theme with
the material theme.

The grain swells, thrusts aside the earth particles. In the
air and below ground it traces its path. Here its roots grow
longer, branch out, clinging tenuously; there the stalk rises
hungry for air and light in an instinctive yearning. The
upright stem is reaching for the sun, it reaches wildly
towards it, the roots establish themselves, the ear of corn
reaches maturity, The movement changes course, The ver-
tical period is over, It is now the flowering of movements
in ather directions. If an outside influence hinders this
happy blossoming or if the stalk deprived of sun looks in
wain for its warm and life-giving source, the anguish of the
plant is transmitted by the counter rhythms which change
the significance of the movement. Roots and stem create
harmonies. The movement and its rhythms, already
refined in their form, determine the emotion, the purely
visual emotion.

Flowers or leaves. Growth, fullness of life, death. Anx-
iety, joy, sorrow. Flowers and leaves disappear. The spirit
of the movement and the rhythm, only, remain.,

When a musele plays on a face or a hand is placed on
another hand, when a plant grows attracted by the sun, or
crystals multiply, or when an animal cell evolves, we find
at the source of these mechanical manifestations of
movement a perceptible and suggestive impulse, the
energy of life which the rhythm expresses and com-
municates. Whence emotion.

From plants, minerals, right through to volumes, to less
precise forms, to integral cinema, is but a short step
because only movement and its rhythms create feelings
and sensations. When a circle turns, spirals through space
and disappears as though thrown beyond our range of
vision by the force and strength of its movement, we cre-
ate a sensitive impression if the rhythms of speed are co-
ordinated by a clearly defined inspiration.

The concept of emotion is not exclusively confined to
the evocation of precise actions, but to every man-
ifestation which takes place in both its physical and moral
life.

If cinema is used to relate stories, to glorify events and
to invent others, to better please the public, 1 do not
believe it would be fulfilling its aim. Cinema captures
movement. Certainly a human being travelling from one
point to another is movement, as is the projection of this
same being in time and space and also his intellectual
development. But already the blossoming of a grain of
corn seems to us to be a more perfect, more precise
cingmatic conception, giving greater significance to the
mechanical movement of logical transformation, creating
by its unique vision a new drama of the mind and senses,

Followers of ‘integral’ cinema are treated as Utopians,
Why? For myself, I'm not arguing the need for emotive

values in the concept of a work. The creative will should
reach the public’s understanding through the conscious
theme which unites them. But what I oppose is the narrow
interpretation which is generally made of movement.
Movement is not merely a shifting in time and space bu
also and above all evolution and transformation. So, why
ban it from the screen in its purest form which, perhaps
better than others, contains within itself the secret of a
new art form.

Lines, volumes, surfaces, light, depicted in their con-
stant metamorphosis are, like the plant that grows, relev-
ant to us if we know how to organise them in a way cor-
responding to our needs and imagination; Hecause move-
ment and rhythm remain, #ven in a more material and
sigrificant embodiment, the unique and intimate essence of
cinematic expression,

I'm conjuring up a dancer! A woman? No. A line leap-
ing about to harmonious rhythms. ['m conjuring up on the
mist a luminous projection. Precise matter! No, Fluid
rhythms, The pleasures obtained from movement at the
theatre, why deny them to the screen. Harmony of lines;
harmony of light.

Lines, surfaces, volumes, evolving directly without con-
trivance, in the logic of their forms, stripped of rep-
resentational meaning, the better to aspire to abstraction
and give more space to feelings and dreams, INTEGRAL
CINEMA,

From the magazine Schemas published in 1927,
Translated by Felicity Sparrow and Claudine Nicolson.

Translator's notes:

1. 'Du sentiment a la ligne': the wry pun contained in the
title is not easily translated into English. A la ligne is a
French journalistic expression — to be paid by the line —
equivalent in English to “per 1000 words™. So the title
could be translated * Sentiment by the yard'. A la ligne also
denotes passing to another subject, a new paragraph: *now
it's time to speak abouwt feeling’, or *from feeling to lan-
guage’. A third meaning implied in the title is that of a
party-political line, a new strategy. All three meanings, as
well as that of a geometric line, are played on in the title.
2. It should be noted that Dulac’s use of the term “abs-
tract’ is far removed from its subsequent debasement of
meaning whereby it is associated with mere formalism;
she speaks, as did many other artists of her generation, of
an abstraction from life in order to achieve a purity of
form and emotion. It is significant that the example she
expounds at length, the germination of a seed, describes a
process which is simultanecusly rigorously logical and
charged with a universal symbalism,

3. I've retained Dulac’s ‘cinema intégral' as no English
synonym conveyed the integral meaning . . . Similarly the
dense style of Dulac's writing in French has been pre-
served.
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Filmographies 1940-75

Jordun Belsom

1926 Born in Chicago
Studied pairting at the California School of Fine Ans
1457-539 Worked with Henry Jacobs as Vivasl Dvrector of the * Vorex' concerts
i the Morrison Planetarium in San Francisco,
Lives in San Francisco

1547 Tramsmosanion {mﬂﬂ

1948 Improvization No I (destrayed)

1951 Mambo 4 min

1951 Caravan 3 min

1952 Bop Scotch 4 min

1953 Mandala 3 min

1957-59 *Vorex concerts lark d al M Flanetarium: a seres.
of five pl'u::lmlllth: Bmhww:h:ulﬁt.

1958 Flight 10 min

1959 Raga 7 min

1959 Seance 4 min

1960 LSD {enfindshed)

1961 Alfures & min

1962 Musions {unfinmshed)

1964 Re-Entry T min

1965 Phenomena & min

1967 Samadhi & min

1958 Momeniun & min

1970 Warld 6 min

1970 Cosmos & min

1971 Meditation 7 min

1972 Chakea & min

1973 Light B min

1975 Cyeles 10 min

1977 Music of the Spheres 11 min

Originally a widely exhibited painter, Belwon tumed 1o film-making in 1947 with
mmm:immwm-hhhkwhna:uﬂyd:mm He returmed
lcp-hhnihhumnmd.hlﬂ'si.rﬁud wark with & series that
via d scrolls. The foar Glms produced in
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the period 1952-33 were Mambo, Caravan, Mandals, and Bop Scowh. From
1957-59, he worked with Heary Jacobs as visual director of ise legeadary
Vonex concerts &t Morrison Planetarium in San Francisco. Simultaneously, be
produced three more animated films, Flighr (1938), and Raga and Seance
(19590 Allwres, completed in 1961, found Belson moving away from
single-frame animation toward continuous real-time photagraphy. It is the
carliest of his works that be sl considers relevant enough to discuss.

He describes Allures as a “mathemanically precise” film on the theme ud'
cosmogenesis — Teilhard de Chardin's {erm & ded 1o replace bogy and
1o indicase that the universe is not & static phenomenon but & process of
becoming, of atlaining new levels of existence and organization, However,
Belson adds, It relates more to human physical perceptions than my other films.
Ir's & trip backwards along the senses into the intersor of the beimg. 1t fies yoar
gaze, physically holds your attemtion.’

‘1 think of Allwees,” says Bebson, "as a combinstion of molecular structures and
astronomical events mixed with subconscious and sobjective phenomens — all
happening simultancously. The beginming is almost purely sensusal, the end
perhaps odally nonmaterial, It seems 1o move from matier (o spirit in some way.
Alures was the firil film bnr:llynpenn'p:pihlﬂy Oskar Frschinger had béen
experimenting with spatial dim , bt A d w be outer space
ratkert than earth space. OFf course, ym.u see the fimished film, canefally
calculated to give you a specific impression, In fact, it took a year and a half 1o
make, pieced wogether in thowsands of ditferent ways, and the final product is
anly five ministes bong. Allures actually developed out of images | was working
with in the Vorex concerts. Up umiil that rime, my films had been preety much
rapid-fire. They were animated, and there was no real pacing — just one
sustained frenctic pace. Afler working with some very sophisticated equipment
o Vortes, | learned 1he efcctivencss of something o simple a5 fading in and
ol wery slowly. But it was all still very impersonal. There's nothing really
personal in the images of Adleres,'

Gene Youngblood, “The Cosmic Cinema of Jordan Belson®, Film Culiwre, 48-49
speing 1970,

=

Stam Brakhage

1933 Born in Kansas Ciry, Missouri
Lives in Boulder, Colorada.

(selected filmography )
1558 Amticipanion of the Night 42 min
195% Window Warer Baby Mowing 12 min
1959 Sirine Hemembered 11 min
1560-64 Dog Sar Man 83 min
1961-65 The Arrof Vision 270 min
196469 Somgs [-30 340 min
1963 Maorhiight 4 min
1968-70 Seener from Under Childhood 137 men
1969 The Horseman, The Woman and The Modk 19 min

1974 Teexr af Light
Brakhage's early films were narmtive-based; many were

peychodramas deaking
with adolescent frustration and snomle, By 1958, ender the benign influence of
varsous avanl-garde artists in other Gelds, he had become more laterested in



aspects of vision than in narmtive as such; the transitional point was marked by
his film Anticipation af e Night, His theary of “closed-eye vision” was

foped over the fall g five years, in tandem wath pesdtical expenments in
mmm;’ the surface of film 10 produce new textares, colours and rhythms
These n:umtn climaxed o the near-simultancous completion of ibe
T 1 boak Meraphors on Vison (published as Film Culiure No. M in
1963 and the * my:lmpu:h’ film [vg Srar Mo, His subsequent work has been
considerably less portentous; it is founded on his denisl of the sell as an
M]II'I.H-II] consziousness, and most of it takes the form of empirical enquines
(semsual or hyrical in tone) inbo phenomena & varied & refractions of light in cut
glass (The Text of Light, 1974) and aatopsy res i the Pittsburgh morgoec
(The Act of Seeing with One’s Own Eyes, 1971). He cummently sapplements his
film work by teaching and lecluring: a series of lectures delivered &t the AN
Iestirute of Chicago in 19771 have been published as The Brakkage Lacturer
(1972)
Brakhage's films anticipate structural cinema by drawing attention to (heir own
surfpess; pleotographic tion is beld in abey by tech like
fitming through filkers and distonbng lenses and adding layer upon layer of
superimposition, so that many of the flms bocome acis of “pure” prescntation.
AR its modt insovatory, Brakhage s work on the surfaces of his ﬁhns LF1Y
extended to collage: the four-minube Morhlight was made entirely by affiing
moths' wings and assorted fora 1o :1:npu of clear Elm l.:l.d Ihe- |‘1.Iﬂu.n'|| them
through an optical peinter, This The
Woman and The Morh, wheee the film sarface is thu d:.'nd. p-lumd and ireated
a0 that it will grow controdled crystals and mouwkd.

1945 Born in Rochester, New York
Lives in New York City

1970 Tree A min

1971 Alwaye OpeaiNever Clored 13 min
1971 Pong Pimg Pong 15 min

1971 Momear 23 min

1972 Zip Tonr Cat Tume B min

1972 Rare of Change 18 min

1973 Touch Tone Phone Film §% min
1973 Anmgular Momeatum 20 man
1973-74 Demalition of a Wall 27 min
1974 Circles of Conjfusion 15 min

Witkin the shared paradigm of film as research-in-progress, Brand's work is
close 1o that of Sharits: It is conceptually rigosous, minimaliss; epistemalogical
ared lingral; systematic and hewristic. It is also sell-consciously inmovatory; cach
al 1k four films being constnscted arcund & technical or conceptual neclogism.
Thus Momem employs natural images and sound within & striet serial form;
Towch Tore Phone Film incor F ihe ion of *film shp' in ke
projector & s only in-frame movement; while Rare of Change and Angular
Momenrum are both made with a camera, the former a frameless timbed strip
erdered direct from the lab, amd the Latter combining mamual and optical primter

procedures.

But however important thess innovations may be in defining the bocus of the
individual film, they are not ends in themselves. Al four films seem precisely
designed 1o compel the viewer 1o frame & series of bypotheses as 1o the i |

the original material down bo its wltimate constitoent as information, by means
of reversing its " directioa’ in decreasing lengths; thas the final restoration is, in
fact, the opening shol renning backwards frame by frame. But of course the
viewer cannol detect this “reversal, since the frame s the basic unit of the film
system and all reproducing media, in order 10 present an illusion of continuous
time space, rely on a basic enst of mformation shorber than the *moment’, ie.
the shoriest duration at which o distinciion can be made betwesn wnits of
informaticon, Jusi as, in lamguage, 1he individual letter or phoneme only posseises
‘meaning by viflue of i location in the alphabetic or articulaiory sysiem, so ihe
single frame bas no wneguivocal *meaning’ (direction) when detacked from the
matenial “syntay” of the filmstrip.

lan Christie, "Time and Motion Studies’, Sfio Interaanional, June 1974,

Robert Broet

1926 Bomn i Detroit
Lives in Palisades, Mew Jersoy

fselected filmography)

1952 Form Phases | 1 min

1953 Form Phases IT & {11 6 min

1954 Form Phases IV 4 min

1954 Image by Image [ (loop)

1954 Image by fmage M I IV 6 min
1956 Image by Image [V 3 min

1956 Cair 1 min

1956 Monlon Pictures 3 min

1956 Recrearion | 1 min

1947 Recrewiion IT 1 min

1957 Jamesown Baloas & min

1957 A Man and His Dog out for Air 3 min
1957 Par Avien 5 min

1959 Eyewash 3 min

1960 Homage io Jean Tinguely's Homage o New York 9 min
1980 famer amd Duier Space 4 min

1961 Hiszes 3 min

1962 Horse (Pver Teakeitle & mim

1962 Par's Birthday 13 min

1963 Hreathing 5 min

194 Fist Fight 11 min
19646 &6 5 min

1968 FEL Moz 2 £ 3 2 min
1968 62 5 min
1970 70 5 mim

1972 Gulls ond Buwoys 7 min
1974 Fuji 8 min

Breer graduated in fine an from Sianford in 1949, and tben spent most of the
Mm.-muwmmmmmnm of his painting work, He
says that his painting *was infloenced by the geometnic abstractions of the
neo-plasticists, lollowing Mosdrian and Kandinsky. (- . .} It was a rather severe
kind of abstraction, bulﬂ.r:ldy in certain ways | had begun o give my work &

relationship of ibe film's elements and their place within iis over-all stnsctune.
The concepiual structures may be essemtinlly "simple”, but in the contest of
viewing they become problematis,

Acutely so, in the case of \he earlies) and most complex of the films, Momem.
Brand describes Moment as "3 demonsiration-exploration of the line berween
human imformation and machise information: a dynamic revelation of film's
basic anit, ihe frame'. Formally, it consists of seven permutstions of &
Twen-ansd-a-half-minute synch-sound shot, each of which renders the natumal
image amd sound i incoberent until, finally, coberence is mirasculously
restored. What we have sctaslly witsessed is the progressive decomposition of

dymamic ek which showed than | was not entirely a1 home within the strict
limits of neo-plasticism. Also, the notion of absolute formal values seemed &t
adds with the number of varations [ could develop arousd a single theme and 1
became interesied in change itself and finally in cinema s 3 means of exploriag
this further” (Interview in Film Culture Mo, 27) His filsas have ranged [rom
hard-edge absiract animations in the Ruttmann and Eggeling tradition 1o collage
boops and sirips in which every [rame is completely differemt from s
neighboars. He returned 1o America bn 1959, and still lives and works in
Palisades, Mew Jersey. His laver flms have occamonally used live action
photography (e.g.. a film record of one of Jean Tinguely's suto-destructive
machines) and relatively orthadax line ansmatson (e.g.. Fuji, 1974). Apari from
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his film work, he continees o produce kKinetic sculpiures and o experiment with
M pes, hand-cranked machines for viewing Dip-cards.

Breer's earlsest fibms, ihe Form Phaces serses {1952754), refer back fo the
Ceerman “concrete’ cinema of the *20s. His later absiractions, natably 6, 69 and
70 [whaose titles refer to their dates of production), ook forward o the
structural cinema of the “7is i their play on asdience expectation and the
mechanics of visusl perceprion. His other work gencrally retains referential or
represenlslional olements, although always in & context which challenges the
integrity of the representation: ihe Image by Images series (1954/56), comprised
entirely ol single-frame photographs, is typical in this respect.

Tony Rayns

Wajciech Bresoraski

1947 Boan i Wroclaw, Polasd
Graduate of the National Film, Televison snd Thesire Academy, Lodz.
1970-7T Member of WARSZTAT group in Lods.
Lives in Lodz. Droes mod work in official profession cinematography.

1971 Seock-Toking 5 min

1977 Applaunder & min

1972 Bezdech 10 min

1973 YYAA 3 min (33mm) and § min (16mm)
1974 The [hagr 1 min

1974 Text - Dowr 2 min

1974 Brain [gaior 4% min (host)

1975 Sixteen Lighting Siuations 3 min

1975 Maich = Box § min {3%mm) and 7 man {1 6mm)
1976 Tea Spoca I min

1977 Points 10 min

Ouaiside

What [ do i based om two primciples:

1. The Duabity of the notion — Whar exims,

1. The belicfs that the mechanical and ebectronic means of recording and
transmission (film, vide, photography, etc.) partly act regardless of oar mind.
ad 1. The potion what exiss bas lwo mecanings

— In the first one whar exists — exisds beyond me, outside.

— [In the other whar exing — is & propostion for what exisis

A propositian eaists s, 10 pul it shortly, & resull of cullural pressure.

What exists, in ibds meaning, is a Comvention.

ad 2, The picture of the world, as communicated 10 us by the mechanical and
electromlc means of trapsmissson, is quite different from 1he comvenpion of whar
existy, which we wse everyday, Our brain is formed in such a way that it
perceives and may make use of anly that pam of the posssbilities of the means of
tramsmissson which do not break down that o ion. It has the tendency 1o
make use of the existing rules, independent of the fact whether they preserve or
lonse 1heir wp-to-dateness.

‘Whal I do, s nothing else tham setting traps for whar exiss

I ary to sex the traps on the border bne of the “spiritual’ snd 1be "material,’ of
“what we know and think of and "what there 15"

This procedure systemascally followed rewults in the destruction of the
convenifon of wiar existr, at the same time the mechanical and clecirons: means
of transmission, as the chamng] hypothetical what exisy in the first
meaning-oitside-as the potential energy of desruction.

Williem Burroughs and Astomy Balch

{selecied filmography)
1963 Tower Dpen Fire
1967 Cur-Lps
1972 Bill and Tony

Burroughs was born in 51, Lowls in 1914, Gradusted from Harvard in 1936, and

briefly sludied medicine in Vienna. He travelled extensively, and at one paint
researched pre-Colombian civilisations in Mexico Ciy. In 1944 he becams
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adiicaed 10 heroln. He began writing in the early "50s with encoursgement from
the poed Allen Ginsberg, and became kmown a8 & kind of elder patron al 1be
Bear movement in Mew York, He has subsequently lived in Pars, Tangier,
Lomdon and New York. His published works inclade nine novels, numarnoss
essays and an ‘ideal film-script, Much of his writing makes use of cinematic
metaphars.

Balch was born in England. He leamed film-craft in the advenising film industry
in the mid-Fifties. He has subsequently worked as an edior, distribaor,
eahibaiar and director, making both awani-garde sharts and commercial feature
films. He mei Burroughs through the painter-novelist Brion Gysin, in Paris in
1960, and they have collaborated om theee shon Glms, all chosely related 1o
Burroughs' writings.

The Cur-Ups takes one of Burroughs” literary procedures = the arbitrary
re-arrangement of hall-pages of texl to wicld myslenous new texts — and applics
it rigorously to film. The origmal footage was & miciure of documentary (soenes
from the everyday lives of Burroughs, Gysin and oibers) and fiction {staged
seenes from Burroughs” novels: and ancedole aboeut the practios of Gysin's
calligraphic paintimgs). It was conventionally edited, then cut into four
apprazimarely equal lengibs. It was then assembled in s final form by taking
ine-foot lengths from each of the four segmenls an striet rolation. Vafianons
occur anly when a shot-chunge comes within one of the one-foot lengtha. The
soundirack of four perm d was prepared imdependently of the
visuals by Borroughs, Gysin and lan Semmerville,

Balci's sther collaborations with Barroughs have experimented with boss
systematic cut-ups, with scratching and colouring on the surface of the film, and
with the visual sirobes created by Gyian's *dream-machine” sculptuses, Their
therd filen is & d o be p d an ihe | face.

Tany Rayns

Brace Conner

1933 Borm in Kansas
Lives in 5an Framcison

1958 A Mowvie 12 min

1961 Cosmde Ray 4 min

1964-64 Report 13 min

195 Fivian ) min

1961-67 Looking For Mushrooms 3 men

1967 Breakaway 5 min

1967 The White Roxe T min

1967 Liberty Crown 5 min

1968 Ten Second Film 10 sec

1969 Permian Sirara

1973 Five Times Marilyn 13 min

19T? Monagolsid 4 min

1977 Crosroad

Conner i an artist who specialises in collage-scul and a teacher at the San
Francisoo Art Institate. His Glms could be considered cither a8 oxtensions of has
other work or as pan of it; several of them exist not oaly as films for projection
bl alic as film-strip sculptures, since their patterns and fhyihms exist &5 much
in space a3 in time. Most of his fAlms are collage-based, using combinatsons of
‘found' and original ial (imcludi ] 4 d leaders, title cards and ather
detrites of the cutling-room) 1o loass hemorous Eronetslugubrious vanations
from images of violence and sexuality. He feels ambivalent about allowing his
watk e conventional (and bence uncomtrolled) distribution, snd continually
revises and recuts his films. Cosmic Ray exisis as both a *finished” 16mm film
and & selection of three alicrnative Bmem cassernes; Reporr, & flm constracted
chiefly from reportage materials abowl the presidential assassimation in Drallas,
exists in @i least cight variant cuis

Conner's film collages pash towards a “film as film’ maccriality in several ways
The heterogeneity of his ials (ewerything from old cartoons and war
documenianes 10 scraps of leader and "waste’ Tooiage) militates against the
pranciples of orthodox montage; the profusion of images refers 1o cinema as a
medium and as & practice rather than 10 any pro-filmic event. And his use of
repetitions and Joops directly prefiguncs one of the main significr-challenging
strategies of sirocteral film-makers.

Teony Rayns

Teny Conrad

Born in Concord, Mew Hampshine
Lives in Bufials

1966 The Flicker 10 min

19T Coming Amracrions TR min (with Beverly Grant Conrad)
1970 Straight And Marrow 10 min {with Beverly Grant Conrad)
1917 Fowr Square |8 min (with Beverly Grant Contad)

1972 Ten Years Altve On The Infimite Plain 20 10 200 min
1972 Fellow Mavie (& series)

1573 Film of Nore 45 min

1973 Lowie Conarcrion 55 min

1973 Deep Fried 7360

1973 #.X Arack 2 min

1973 Elecirocuted 4-X Brine Demaged 1 min

1973 Curvied 7302

1973 Dieep Fried 4-X Megarive (2 versions)

1973 7302 Creole



V973 Deep Fried 7360 (200 min verson)
1973 7360 Swkipaki

1974 Third Film Feedback 15 min

1974 Electrocuted 4-X & min (Secomd Semes)
1974 Piekle Wind 4 min

1974 Kalvar Procesniag Amack 4 min

1974 Photochromic Emulnion Loop

1974 Bowed Film

1974 Pickled IM-150 {12 Reslisations)

1974 Firni Film Feedback 1E min

1974 Flicker Mane

1974 Boiled Shadow 4 min

1974 Roan Kalvar {2 Realisavions)

1975 Anticulasion of Beolean Algebra For Fitm Cipticals 71 min
1978 Aguariem 7 min

1975 Shadow File

1975 Momeni Propagation 15 min

In 1973-74 Conred exccuied & serics focusiing on the coonomic and sesthethc
mediation of film processing and raw stock production. He *developed” a limited
set of stocks by protocols involving hammering on the emulshon, passing tbe
strip between bwo electrodes or currying, deep-frying, picklmg, roasting, etc.
Some films, ¢.g Deep frind 4-X Megarive, Pickle Wind, are viewable only as
ohjects — eibier jarred like some biological specaman or encased like a precious
gem; others can be ran, messily and uncertainly, as standard projecisons, This
direction reaches culminabon in 7360 Sukiyaki, s perlormance piece in which
Conrad 'prepared’ strips of film and vegetables, heated them in a pan and then
threw the mixture onto a lighted screen. Aside from its neo-Diads flavour, the
film condenses a number of themes suggestive of the Brakhage canon: the strip
a3 & metaphor for vegetable matter; the ‘coming-imto-being’ through heat and
light; the maneal projection of (ke dripping fikm steips 88 "action painting’ b la
Polleck (as Pollock made the brush and Brakhage the camera an extension of
e arm, Conred made projection & function of arm movement). The work
parodistically places the viewer in a position & ‘comumer” while Conrad
unpli-:iql.;. locates himself within the Amencan heritage of rationalized labawr
..

Considered as totality, the importance of these films resides in their postulating
a diversity of modalities that the film artifact can assume in relation to its
viewer, from the abject a3 sole mediator of the viewing expenence 1o the abject
subsamed in theatrical performance. By shori-circuiting specific agencies of the
production and eaploding the fixed boundasies of image-daration,
Conrad performs a kind of meta-commentary on current ibcorelscal concerns.

Paul Aribur, “Structural Film: revissons, new versions and the amifact,’
Millemieems Yol 1 Mo 2

Joseph Comell

1903 Born in Nyack, New York
197Z Dred

(selected filmography)
1930 [commenced) The Children’s Farty & min
1930 (cosimenced) Conillion T min
1920 {commenced) The Midnight Party 3 min
1939 Rose Hobard 13 min
1955 Gnir Rednow 5 min
195 Angel 3 min
1938 Whar Mozar Saw on Mulberry Sirect & min

Jostph Cornell bora 24 Dec. 1903 Nyack. .NY., died 39 December 1972,
Flushing, M. Y. Edwcated at Phillips Academy, Andover, Mass [ America’s Etom,
like C. Andre & F. Stelta). His tamily moved to Ulopia Parkway, Flushing, in
1929 and he lived in the same house until his death Little formal art training,
but influenced by the lively anisik climate of New York, panicualarly the
Surrealisiz.

Beest known as a collagist and as a maker of Sumrealist boxes, Cornell made a
number af sriking comtributions to the fizld of American avant-garde cinema,
almost always in collebaration with some mare established film-maker. More
often than not, the experience of working with Cornell led his collaborators into
new directions in their own work; this was the case, for inszance, with San
Brakhage. Ken Jacobs, Risdy Burkhardi and Larry Jordan

Conell collected films and film materials since the "3 His first known film,
Rase Hobari, made in the late "30s, extended his ideas about collage 1o the
cimema: the film is a 13-minuwte digest of the 1931 Universal feature East of
Barmeo (directed by Ceorge Melford), re-edited vo divess the images of
marralive causaliny and o imibue them with parsdoxes and contradictions. His
oiher films have performed analogoos transformations on other footage, either
“found” or specially shoa. I 1955, for example, Brakhage shol two films for
Cornell fWonder Ring and Tower Nowse}, both comcemved as records of
siructures that were about 1o be demolished; in both cases Comell subsequenily
rewotked the footage into & more idiosyneratic Torm. Tower House was
re-edited 1o become Cemiwries of fune, and Wonder Sing was printed hackwards
and reversed befi-to-right 1o become Gair Redmow, In 1970, the animator and
collagest Larry Jordam brought three of Comell's works-in-progress o
completion, under Cornell's own direcison: these were The Children's Pary, The
Mudaight Paryy and Coriliton, all using “found foatage of a childres’s party, and
all cutting other, disparate materias inlo arangements of the original [q-;-qngg
Cornell's cinema is panly a work of sembology, Insofar a5 its transformations rest
on the “resding’ of signs and then the systematic subversion of the orniginal
denaotations. Bud it is also 3 major step towards 8 materialist cisema, insolar ai o
treats filen ("found’ or caberwised as an objest 10 be worked oo,

Doughess Crackwell
194 Born im Ohio

Worked as free-lamce dlssirator and painter, began making flms in 1931,
198 Died an Gilem Falls, N.Y.

1938 Fanigsmagoria [
1939 Famsasmageria [}
194 Fantasmagornia [T
1946 Cilen Falls Sequence
1947 Long Hodies

Crockwell i the definitive animator-in-isalation. A tatal non-professsonal, be
grew out of no existing tradition and starsds as & Grandma Moses figure in ihe
history of animation — offering the same privileged perspective on the basic
precepts of his ar. His films completely reject the musical structures common 1o
s misch abstract film, show no allegiance 1o narmative yet {unlike Fischinger's
early wax films, for example) cag't be caegorised as “expenments’ . Links
between imdges scom 10 ocour in Crockwell solely through free assocaiion or as
the result of the equivalent of organic growth {a parallel existing in this latter
respect in Fischinger's great last work Moo Patarlag Mo, [ of 1949), Glen
Falls Sequence was largely painted on glass, Loag Bodier created in part on
Crockwell's independently imvented version of the wax slicing machane

Dravid Curtis

On Gilem Falls Sequeence and The Lomg Hodies by Douglass Crockwell

Gilem Falls Sequence is & group of shon animations bound together chiefly by
their position m time. Esch has a name ol convenience such as: Flower
Landscape, Parade, Frastration, etc. These are not mentioned @ the film for the
sake of greater wnity, Gemerally speaking, the technique has improved the
practice. & oertsin anchaic immobdliny which charscterised some of the carlier
films has given way to & greater freedom of action which is pleasing but which
may lack some of the former sestbeidc content, Most of Glen Falls Sequence and
part of The Long Bodies are concerned with pictonal qualities which might more
rightly belong to the field of still painting. That it is possshle to make an
interesting primt from abmost any single frame gives an indication of this, In
these parts the motion and timing have been secondary fo the general pictorial
scene, Efforts were made later to play down this scenic quality with mather
gratifying results. The mosl smple abstractson was found o take an meaning
with motion. Along with others a real question now is how much motion can the
abserver comprehend and how much immobility will be accept. The stady of
these points should prove wery interesting.

The Long Bodies is made up of a mixture of old and new material. Practically

all of the mew likm was produced by the was-block method which gives rise to
the title. Incidentally, this does not refer io the shapes as they appear on the
scene. Rather, the bong body of an abject is ihe imaginary bour-dimensional path
it leaves through space-lime duu'mg i'l.l exsstence. Al any moment of fime we we
in the real ohject a three-da | crom-section of the long body somewhat
analogoes 10 the two-dimensional ctoss-section obtained when the was block is
sliced. To carry the analogy further, the forms embedded in the block represemt
the long bodics of the two-dimensional patberns seen on the screen. A rather
mew and difficult type of visuslizng is required 1o plan the course of & pattermn
through the block, bui as wsual the problems scem 1o fade with experience. In a
way, this is a sculptor's an.

From &n wnpublished statement to the assistant curator of the Film Deparmment
of The Museum of Modem Ari, 26 August 1947
Reprinted from Russcll & Starr, Experimenial Amimation, 1976

Guy-Emest Debord

see Lefirism
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Mays Deren

1917 Born in Kiey
1961 Dded m Mew Yok Ciy

1943 Meshes of the A flermoon 12 min

1944 Az Land min

1945 A sudy in Choreography for Camera 15 min
1946 Rinual in Transfigured Time 15 min

1948 Meditarion on Vielence 13 min
1959 The Very Eye of Night 15 min

Deren's Bather was a paychiatris, and 1he family emagrated from Russia to
America in 1922; she graduated in journalism from the University of Syracuse
and Mew York University, Interested in poetry snd modern dance; later also im
v and superslitsous ritual, which led ber 10 spend several years in Haiti
and 1o write the book-length study Divine Horremen (1953). Her firt flm was
made in Los Angeles in 1943, in collaboration with ker then-hushand Alexander
Hammid {ca- Hackenschmied, a Crech emigre). Four of her five otber films were
made in the same decade, with various other collaboraiors in New York. She
wak & tireless organises asd propagandss for mdependent canema. She publiched
namerous thearetical articles om her own work and on cinema n gencral | many,
including ibhe whole of her 1946 pamphlet An Anagram of fdear on Art, Form
ared File, are reprinted in Film Celture No, 39 (1965],

Dweren porocived the film image only as an imdexical-iconsc sign, and the
thearetical thrust of her u.lri,nng_ is towards & defimition of film realisan that will
include her interedts in metaphysics and etbnography. Mot surprisingly, then, her
mast provocative and influential film work [Bes ouiside the scope of this servey,
im the disturbing and nichly comnotative psychodramas that she made in 1943
ard 1944, For her “the acsthetic prablem of form i, essentially an<d
umultansously, a moral problem (. ..} the form of & work of an is the physical
manifestatson of its moral srectisne”. Nonetheless, ber laver (and, by common
conserl, weaker) fibms find ber moving towards & metaphysics of form that has
poants in common with the iradition explored o this exhibition: Mediation on
Vislemce, for insiznce, reduces (18 content 1o an "exemplany’ display of Chinese
martial ans disciplines and its form 10 a parabolic carve through space and time,
drawn like a graph

’Hﬁﬁ

IMAS {Destructon In Ard Symposium)

The first {and only} Destruction ln An Symposium was ofganised in London (n
19t by the sound-poct Bob Cobbing. It was the most ambitious of a serics of
events that led wp to the fpunding of the Londoa Film-makers' Co-op in
October 1966, It brought together the work of British-resident artists like Jeff
Keen, Jeff Nuitall, Yoo Ono, John Laiham and Cobbing himself wiih
European contemporarses like Kun Knen and Guather Bras,

DAS takes its place, perhaps somewhere between Mew York, Flaxus and Paris
Letirism, as one of the key anti-acsabetic statements of the Sisties. [t took the
pmp-:rsl:lon of the materiality of ‘art” to its inevitable conchasion, wih
demonsirations that srt-materials can be desiroyed and the further proposition
fhat the act of destrection can inself be as much & ‘work’ of an as the act of
consIruETion.

Actions, events and performances (like Gustav Meizger's burnang “skook’
towers) gave DIAS its main focus. The films incloded ramged from Jeff Keen's
animated collages {which it i &1 of desiruction’
conslruction: objects melt or burmt images are oblitcrated by otber images) o
Jobm Latham's ferocious optical sssauhs Tolk and Speak.

Fred Drummond

1946 Born in Glasgow
Lives in Leicester

1967 Phovefilm based on Muyt:ridge, 10 min
1968 Shower Proaf 10 min

1968 Shower and Loop 12 min

1968 Globe Sirobe 15 min (2 Screen)

1968 Ship Serip 12 min

1969 Maju Replicare

1570-71 Green Curt Gare 16 min {2 Screen)
1975 Anarhrax 15 Min (2 screen, seper-Bmm)
1972-74 Vermin Noter 15 min {saper-Bmm)
1575 Circle 12 min (super-8mm)

1976 Lerpe 25 man [super-Smem)

1976 Kwnt Kren Fortrair 10 min {saper-Bmm)

Fred Drammond has made & series of shart single and double sereen films that
explore visual rhiyihms and the potentials of the printing process. They are
mon-nasrative, carelul orchestraons of repesied loop footage. Shower Proof an
early film, is built out of a sequence of a man and woman in & bathrooen, he
brushimg his teeth, she tying up her hair, stepping into the shower, stepping oul
drying hersell, then the man again brushing his weeth, snd 50 on in various
sequences. The film is printed om increasingly high contrast negative. The image
graws from the absoract, yet plainly amhropomarphic, steadily through io ibe
personal yel non- ific — we sce neither the man's nor the woman's face in
detail. The filbm explores the relaton between form and movemeni. Shower and
Loop uwses the same lootage, plays a boop of film, but presents i1 ol once mone
personally and less absiractly = the man and woman are individuals, it oooars to
us 10 wonder who they asre, sbowt their relationship 1o esch other and 1o the
camera, vel the movements are the same as in the previous film. The wisual
rhythm in both films is so siromg that in spite of the flms being silent the viewer
has a strong aursl impression. Majs Replicate uses fades, freeze frames, slipping
of film and loop reprinting; Drrummond described fs “ingredients’ as “a sickly
female, found bleach loop of bogee chemical overseers, Mananne in the woods,
Phisn City." Green Cal Gale uses black-and-white material printed oato colaur
stack throwgh green filters ssmulianeously with a soperimposed flicker loop
which gives the film & continuous pulse,

Yenna Gelacssner, Cimema Rising, 1972

Up 1a 1972 my films {ibose which exisi ai films ratker than as fragments of
expanded cinema events) were produced under the umbrella of the London
Film-makery Co-op. They involved an attempt 1o solve the problems of
structure beneath image, the questions of a pre-determined or imposed syssem
versas & Muid working process and film time as o present time event. While the
system im Shower Froof is externally imposed Maja Replicare grew out of its own
conidruciion process through the printing and arramgement of sections of “lound’
focnage. Green Cur Gare & & synthesis of these methods,

A paralle] intention has been 10 make works whach give the viewer chosce of
imterpretation and freedom o experience the time element. Therefore the
images are ambigeous ind sccondary 1o time and duration as the basic
ingrediens.

Since 1972, having given up 16mm for Super 8, | Bave developed these condems
with less emphasis on the material physical aspect of f#m and concentrated on
structuring the actual *filming' activity. This has meant an elimination of editing
aed priming technsgues and can be seen as & 'note-making’ project. It is not
intended o be dianistic or documentary so muech &8 an atbecmpt 10 use everyday
images, landscape etc. as 8 source for notation.

Fred Drummond. 1979



Dhavid Dyve

1945 Bom in Ryde, Isle of Wight
Lives in Saffron Walden

1971 Murrar Film & min

1971 Two Cameras ) min (2 screen)

1971 Towardi'Away from 3 min (2 screcn)

1972 Cross Reference Loops {installation )

1972 Profecrion/ntrojection 3 secomds {installation)

1972 Foreen 3 min (action)

1972 Teauows Bowndary 3 min (performance )

1972 Confine 3 or & min {action)

1977 Window 3 min {performance )

1972 Unsigning I 10 seconds (action}

1972 Hand piece 40 seconds (installation)

1972 Film onta Film 20 seconds (nstallation)

1972 Unsigming 2 10 seconds {installation)

1972 Unsigning 3 3 min {sction)

1972 Eight Projector Piece 15 soconds (installation )

1973 Blind Spot 3 min (2 screem)

1973 Cwerlap 3 min (action)

1973 OpeaiClase 3 min (action)

1973 Wearern Reverdal 10 min (dction)

1973 Static, Comtracied, Vertical'Moving Sireiched, Horzoatal 15 seconds {Elm
Al slides)

1974 TV (Western Reversal iasiallarion) 30 min

1574 4 slide projecior piece (insrallation) 2 screen

1975 Edge Ciuess 3 min [action)

10T Too Close fo see {soiion)

1975 Theow (2 screen, sction)

1975 Disperaal 15 min (performance)

1975 Light Inievvupiions € min

1975 Light Pen 3 min

1576 Scam 10 min (installation)

1977 Man in Space 10 min {performance)

1977 Throwing Light On 10 min (performance)

1977 A Lerer o Rita ¥ min

1977 AlPareners (insallation)

1977 AiParners 10 min (action)

1978 30 [installatbon)

{All fikms are Super-8, Acison denotes artisi's intervention, e.g. hand-hekd

projecion of mifror mandpulation)

My work could be termed *sculplural cinema™ in the sense that it deals plastically
with the projector light-beam, bending and re-directing it through mireors o
changing the image arca by ‘Band-held’ projection. Most of my works have
emphasised the relative nature of projection in that what happens on the scoreen
s dependent on what happens in front of . As the projection situation depends.
on the film, sa the film deperds on the projection situation — 0 much s in my
work, that in the working process, the actual film ks sometimes changed, The
subject maner of the film has 10 be integrated with the *real-life’ manipulstson
going on in frond of the screen. Recent works Bave used “found’ or 'archetypal
film images im order that 1he dialogoe with *dominant cinema’ is made more
expliciL Mot so much an “allemnative cinems’ rather a cinema that would make
lpoking at the commercial cinema more fluid and quostioning,

David Dye

In Dye's work, language has never been more than a swhasdiary, instrumental
element. Sensing that, through him, desire could nod communbeate in words, he
has refrained from using words against his desire. His ‘concepts”, even when
trandlatable into words, have been 'spatial, sculptural concepts. They constitule
a mechanism that produces signification, but a sgnification that is mevhausiible
1o mmatysin. They hawe the full weight of ambivalence. His works are mechani

Clawdine Eirykman

1945 Born in Paris
1974 Co-founder (with Guy Fihenan) of Paris Film Co-op
1976 Edvar of blm periodical Melba

Lives in Paris, teaches film at the University of Pans VII1

1969 L"Awtre Scéne (1971 sound versson) with Guy Fihiman & min
1572 Maine-Monrparnazse |2 min (with Guy Fihman)

1971 Socialisme Barbarie & min (with Guy Fihman)

1972 Towrs de Towrs, 13 min {with Guy Fihman}

1974 V. W. Vuesses Woman 36 min

1972-77 Modres Mémoires 23 min

1972-T8 Bruine Squamma 120 min

V. W.(Vidterses = women) has been elaborated from five sequences, lilmed and
chosen im relation 10 certain camera s linked to d imed postures;
these five base sequences Bave been broken down as follows:
A Champs- Elysées
B Rampe
ChCnac
[¥Putes
ECuls
As for ithe malerials:
Sequences A & B have beon previously re-worked im arder 10 produce positive
and negative colours simublanecusly Tollowing the selection of valises; Sequence
[ is im colour and Sequences C & E are in black and white.
The propoesal of the film is to fimd visoal effects ‘lnl.lmri:nlqn from & wemment
of cinematographic information which goes beyond the levels of acceptability of
#andard cinema (Narrative — representational — industrial), This level has
been fixed under six frames in cortinuity, Perceptasl cinematographic speeds
ukmown until now hive this been constiluted. Speed is what characterises
cinematographsc information: it is constituted through the emcounter of
possibilities of combinations and rhyihms.
Two malrices have boen elaborated:
I. The matrix of combinations of sequences:
Combinations of of 2, 3 and 5 have been retained.
1. Manrices of combinstary rhythms.
For every kind of comhb i differeni o y rhyihms have been
established, the sumber of continsows frames of 1be same sequence remaining
always below six.
O the different possibilities contakned in the crossing of these 1wo matrices
102 SC3, 2C5, each whith their specific rhythm, have been retained. Thess 17
seqeences are generally of the same length {2500 frames some BEGUEnCEs afe
longer (3730 frames).
The realisation of speeds (combinations and rhythms) was undertaken with the
help of a store of images to which was attasched an instrument [conceived by C,
Pointis) which in fagilitating 1be memorisatson of the rhythms, suppressed the
risk of ermom.
Several kinds of arrangement were comemplated:
— a didsctic 1ype montage (the speeds of each sequence are re-grouped in order
ol ncreasing complexity ).
— bomogeneows  TREGEMENL,
— hom EINCOus Arangoment.
— helerogentous amangement,
It was thas last possibility which was retained since it is the increase in the
namber of npubses which creates nof only the uniformity (peculiar to this kind
of film) but also the volumeine dimension through which the brain
dilferentiates.
Omoe the ordering was determined, was left the problem of passages between

q Three solulions were envisaged: freeze frames, dmsolves, black
{leader).

— frecae frames recreated of recognition

— dissolves drowned the perceptual rhythm and re-cresiod & narrstive-like
effect {the graph of strong amd weak events].

— bsck modulated in relation 10 the strength of each sequence fitted the
condition of maximum perceptual activity: 71 was this solution whach was chosen

Clawdine Eirykman

im which energy is allowed 10 flow between two poles, two sides of a boundary,
mside‘outside, towards'away from, projectionfintrojection, signsture/unsigaing,
Wesiernreversal, Like puns, they are mechanisms by which one can say two
mnm:[m they are & means of avolding limitation,

d:ﬁ.lutm, E ification, Bnality. They are desire-machines in
Ih:hmhtmymchmtm between poles or circulate continuousky
around loops. To the ‘art consumer’ Diye's ‘negative capability’ may seem simply
megative. For others, it may be & 'gaia scienza’ — for Mictmche was notable in
preferring the smide of the seated Buddha 1o the agonised grimace of the
autstretched Christ (and its ‘humanist’ derivatives). David Dye's work opersies &
‘subversion of the subject’ that bears witness io the demise of ‘man’ as an object
af concepiusl concern.

Alan Sheridan, Saedio International, NowDec 1975 p.210

Hisinz Emighols

1548 Born in Bremen
Lives im Hamburng

]

197273 Schenec-Tady [ 26 min
1973 Schenec- Tady 1 18 min
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197074 Arrowplane 13 min

1974 Tide 33 min

197078 Scheaec-Tady I 15 min

1974/75 Snuhi 28 min

1975776 Hoiel 27 min

197677 Franstacion Of The Demon Of Amalogy 38 min
MNormalyasz 70 min
Bodenfilm 15 min
Dig Reduirate stnd cimpetroffen 10 min (35 mm)
Arihur-Crardon-Pym-Progeet 120 min
Schener = Tady IV 12 min

Emigholz works with the dissection and reassembling of real image material
(landscapes) for slmost sbsirsct demonstration of & space and motion expericnce
which our normal vision cannot offer. In Schener-Tady he displays & landscape
im w 36(F perspeciive, he comes near 1o the work of Jsn Dibbets, whe in his

ph adms 1o o conventional linear perspective. In addition 10
thas, the display of space in time amd motion is central to the flm. So far each of
has films has been made in accordance with an elaborately pre-formulated
concept where each camers operation is exactly calculated. With this schematic
consrection be sucoseds in distancing the original material and makes it appear
almost abstract. The danger of this method lies in the emptliness and boredom
which can develop whee the visasl matcrial B mod strong enough.

In Arrowplane he simulates pans with sequences of sngle frames waken from
fixed poimis in & radivs of | B0F These points (E) remain the same in each
movement, bul each time they ane combined ditferemly. 'The interlaced pan
simulations thus become regularly displaced from one movement 10 the nexl
uniil hey become insered into ong another agaim ot the &0th movement.
Consequenily we run the gamut of all possible relationships of one pan with
nself, that is, all En frames are at beast once combined with all Ea frames.?

Brigit Hein, 'R o

; Srudio International Nov/Dec 1975, p 1599

Valic Eaport

1268 Ping Pomg

1968 Tapp Uimd Tasckino

1968 Absreacy Film No |

1968 Splitscreen-Solipsismus (8 men, expanded)
1968 Cotning

1968 Auf + Lu + Ab + An (8 mm, expanded)
Vit Eleciron Ray Twbe (with Peicr Weibel)
1971-2 Iruerrupted line 3 min

1973 Adjungiene Dislrkarionen 10 min (2 screen, 16 mm + I super & mm)
1973 Remaoie .. . Remole . .. 12 min

1973 Man & Woman & Andmel~j0 min

1977 Imvizible Adversaries

Valie Expont works with video & a continuation of former expanded cinema
actions, while her films, Remore , .. Remove . . . and Mas & Woman & Animal
represent @ mew development, In contrast 1o her theonetical video work, she has
here stared on an investigation of her own emotions. 1t is an atlempt to
recognise ithe depth of psychological deformation caused by society, which
determines ber posithon a3 & woman, In this context ber work @1 the exhibition
of women's art, Magna {Vienna 1973), should also be comsidered. It can be
understond as part of the work that concentrates on the explaration of woman's
sslmalion in our society. The theoretical concepd basic not only o her work but
ako to a great part of the boargenis womes's liberation movement is assailable:
the problem is only seen i the paychophysical difference between man and
WOITLATL.

Bingit Hein, “Return to Reason,” Sudio fntermational, MowDec 1975, p201

Seve Farrer
1952 Bomn in Manchesier
Lives in Loadan

1974-75 Silk Sereen Fitms 15 min
1975 Mirror Films 16 min (2 screen)
1976 Exposed {performance)

1974 inrlext & min |2 screem, installation )

1976 Ten Drawings 20 min

1976 Robot Bee 10 min

1976 Film for Prajector with Claw and Shier Removed
1977 Sound Painting

¥ — What motivated you to try 1o translate the immedaste peroeption of a
rzrt-lng"ll.r grid or pattern into one which is extended aver the duration of two
minutes?

SF — It's straight from Silkscreen, from working with that film for nearly a year.
It just twigged: i would be nite to deal with a film in one stroke, 10 sy, well —
‘slash’ — Fwe deslt with & film in ome stroke the beginning and the end in one

o
DDy — What sugnificant differences or similarities do you see between Silksereen
and Ten Drawiags?

SF — [ dudn't think Tem Dvawings would be narrative in any sense, w0 each one
has a different characier to 5. Some are quite amusing; when I've shown i,
there are certain poants at which everyone tillers of laughs, from just & mark
bt they know is going to happen. And it does happen, in an amusing way.
Which seems odd for a feli-tip mark o film which has gone 10 grear pains to be
very stricl and geometnc

DD — How do you account for that?

SF — It must have something 10 do with what semeons expects 1o happen, and
ihat's strengihened by the very fact that 0 docs bappen, bt they might not have
expected it to happen because it was wo trite.

from blished interview with Deke Dusinberre, November 1977

1944 Bomn
1974 Co-founder {with Claudine Eizykman) of Paris Filma Co-op
Lives in Paris, feaches film at Vincennes.

1269 L Auire Scéne {1972 sound version) with Clasdine Eirykman
1971 Maine- Moniparaazse 11 min (with Claudine Eirylkman)

1972 Socialiime Harbarie 8 min (with Claudine Eirykman)

1972 Towrr de Tows 13 min (with Clasdine Eizrykman)

1973 France-Soir | min

1974 Ulira-Rouge-Iafra-Violet 31 min

1976 Cineglphs

1977-79 Trai Couches Suffizear 60 min

Llrra- rouge - énfro-wialer timeicolour, Colour: film only knows siandard cobours,
whach are the norms for the makers of phiMosensitive surfsces and tbe
lahoratories which deal with the treatment of emulsions; this involved the
production of the whale chramatic specirum (visible'sensitive through the
chemical Base} whete normally only a single chromatic syitem should appeas.
Colours i the intensity which . Time: chromatic variations are st in motion
from & paisting — the red roofs of Pissaro — through specific and rhythmical
procedures. A todal fixity is accompanied by a doubls Duidity, chromatic and
rhythumic; the only movements which are produced are pot: the perceptual
apparatus trasslates isto movemenl what o just & variation in the chromatsc
spectrum and the :mduﬂumﬂlnﬂnmnﬂiy

Baoth in terms of shooting and develop lak ¥. | came acros
mmrnm“ﬂmumuunn ulbhwvmht:.hxium
posed them) which entailed mumerous experiments: the film was made thiough
maltiple exposares, colour by cobour, and often layer of emubsion by layer of
emulsion. The graph of responses of the film was uneapecied more frequently
than not {finally some of the failed experiments werne sdded to the initial
cuting).

Ciuy Filman




Flazm

Thee Fluaus films sre not so much precurson of smmctural fibm as G instances
of a *structural’ aesthetic in action; oaly their relative obacurity prevents them
from being widely recognised as such. Fluzus prime-mover George Macienas
comprehensively demolished P. Adams Sitney's essay “The Structural Film' with
a miposte in the form of a char, listing Fluznes (or Flunes-related) antecedemis
for the vardoes sirstegics claimed by Siney as imnovations of the *structural
film'. {Both Sitney's essay and Maciunay' chart are reprinted in The Film Cralrure
Reader. )

The first Flusconceris ooourred in Mew York in 1962 they featured
BCthOn-miusic, happenings, environments, anti-an, poetry, Lettrism and other
provocations. Participants included Maciunas, George Brecht, Dick Higgns,
Arthur Koepcke, Nam June Paik, Tomas 5Schmit and Emmett Williams.
Fluxwarks shared & tendency lowards the conceptual, The Flusus ‘opposition’
could be summarised as: anti-fine ar, anti-the aris a8 orgamivung ego, andi-art
as commndity, pro-populsr culture, pro-play, vaudeville and circus, pro-satire.
The first film made cxplicitly within ihe movement appears to have been Nam
June Paik's Zen For Film (1962}, a recl of clear Glm intended to gather dust
and serutches; in 1964, Paik produced ancther version of the plece as & bax
sculptisre.

M.IJ'IF.I.I.II. lixix at least 31 flms made within the movement during the Sicties.
Selections from the list are distribuied on Fluxus Anthology reels, The following
films are included on the reel distributed by the London Film-makers'
Co-operative (brief descriptions taken from the LFMC catalogue):

Yoko Ono! Mo # (exiract from her featare of the same title, showing tight
chose-ups of buttocks e their owners walk on a treadmill)

Gieorge Maciunas: Arfype (palterns, scfeens, wavy lines on cleas film — no
camera)

Erbe Anderson; Cpur 74 Versign 2 (single-frame exposures)

Chieko Shiomi- Disappearing Mutic For Face (transtion from smile to ao-smile)
George Maciungs: Ten Feer (film calibrated s messuring tape — no camera)
Robert Watts: Trace (X-ray soquence ol mouth and throan, eating, salivating and

speaking)

Alben Finne: Readymade (colowr test srip from developing tank)

Faul Sharits: Sears Cotalogue (pages from catalogue | single-lrame exposures)
Dieus | & 2 (dot screens)

Wrin Trick (o hand holds a razor blade in various positsors; single-frame
EXPOSUTES )

Uaralling Evear {lavatory paper event; single-frame exposures)

Joha Cale: Police Car [uneaposed shot of blinking light on police car)

Joe Jones: Smoke (cigaretie umoke shot with high-speed camera)

Gieotge Landow: The Evil Faerie (& man (laps his arms like wings)

Hollis Framptos

1936 Barm in Ohia
Lives in Buffalo

1966 Manual of Arms |7 min

1966 Process Red 3% min

196 Jin firrmation 4 min

1967 Stater 174 min

1967 Hererodyne 7 min

1968 Smowdlind 5% min

1968 Marwell's Demon 4 min

1968 Surfoce Tension 10 min

1969 Palindrome 22 min

1969 Carroir & Pras 5% min

159469 Leman 7Y min

1969 Prince Ruperrs Drops 7 min

1969 Artificial Light 25 min

1970 Zowm's Lemma 60 men

1971 Hapar Legomena (Nonalgia) 36 min

1471 Hapax Legomena [ (Poeric Justice) 31 min
1971 Hapas Legomena I (Critical Mass) 15 min
1571 Hapar Legomena IV { Traveling Marter) 33 min
1471 Hapax Legomena V (Ordinary Matter] 36 min

1972 Hapax Legomena VI (Remote Control) 19 min
1972 Mapax Legomena VIT {Special Effects) 10 min
1971 Appararus Sum 1% min

1972 Tiger Halm 10 min

1972 ¥ellow Springs & min

1973 Lesr | min

1974 Mocriluca 3% min

1974 Bamner | min

1974 Solaria Magellani: Vernal Equinos T0 min
1974 Solaris Magellani: Summer Solenice 3} min
1974 Solarls Magefland: Awumasl Equene: 17 min
1974 Solaria i Winter Sodsiice 33 min
1976 Solaria Magellant: The Red Gare 34 min

1976 Solaria Magellani: The Green Cate 52 min

Frampton's basic metbod i 10 devebop complex filmic strectures oul of very
diverse materials. These structures are highly syothetic, both in ihe ways thet
they combine and juxtaposs materials that do aod obviowsly relate to each other
Mdlhwlpﬂllihmpluldmmdnuﬂm-lnh derived
from anything inberent in the mlhlh::mhum u:lpl.lmm
contenl. Rather, the principles of xzat and
mmmuuhmumtmmmmm-w
mathematical formulse. It b this sense of the rigofous structure being
paramount, of its superseding the explicit subject matter or anscdots]l material of
ithe shots ihemselves that most especially suggests the spinces of the term
‘structural im describing Frampton's films.

In saying this, | am suggesting that the "comtent’ of the shods and the soundirack
does not directly indicase the sctasl subject matter of Frampeon's films. Rather,
[ wouk suggest that Frampton's ‘subject matier' is proposed through the
structures he creates. Frampion's aciual subject is ihe nature of represemation,
especially filmic represcatstion in relation o otber art forms and media. His
films are reflections on the nature of film and, as such, they are theoretical texts
but of a very special kind: they are theoretical texis which pose 1heir questhons,
test ihelr ideas, elucidate their propositions throwgh flmic structures, through
hilmic demonstrations of ihe msues under consideraibon,

Bill Simon, ' “ Reading” Zom's Lemma’, Millemiem, Yol | Mo 2mm

Emiz Gehr
Biographical mformation withbeld at request of film-maker.

1968 Morning 4% min
19648 Wai 7 mis

1969 Reverberation 25 min
19649 Tramsparency 11 min
1970 Hinory 40 min

1970 Seveme Velocity 13 min
1970 Fleld |9 misn

1970 Theee 4 min
1964-71 Salll 60 min
1972-77 (6 wntitled works)

A still has 00 do with & particular istensity of light, an image, 8 composition
frozen in time and space.

A sbot has o do with a variable intensity of light, an internal balance of time
dependenl apon an intermitten! movement snd & movement within & given
space dependent upon porsistence of vision.

M shot can be a film, or a film may be composed of & sumber of shots. A still as
related 1o film o concerned with uiing and losing an image of something ihrough
time and space. In representational fibms sometimes the image affirms it own
presence as image, graphic entity, but most often it serves as vehicke to a
photo-recorded evenl. Traditonal and csablished avant garde film teaches film
to be an image, & represeoting. Bt film is a real thing and as & real thing it &
meot imitation. It does not reflect on life, it embodies the life of the mind. It is
mt & vehiche for ideas of portrayali of emotion outslde of its own existence s
emoted idea Film is a variable intensity of light, an internal balance of time, &
movement within & given space,

When | began to make fibms 1 beheved piciures of things must go leio films if
anything was to mean ing. This is what almost everybody who has done
anything worthwhile with filn has dooe and B still doisg bt this agein has to do
with everything a still is a re-presenting. And whea | scteally began filming 1
found this small difficulty: meither film, filming nor projecting had anything o
dio with emotions, objects, beings, o ideas. | began 1o think sbowt this snd what
fikm really is and how we see and feel and expenience film,

Emie Gehr, programme note for a screening af MOMA NY on February 2,
1T

Drwinell Grant

1912 Bom in Springficld, Ohio

1532-33 Stedied a1 Dayton Ari Institaie and the National Academy of Design
(Mew York)

!9!;‘; Warked as an teacher and abstrect painter, began making abstrac films
1= |

1948 Co-founded animation studio { Sturgis-Cirant ) which spegialised o
production of medical films, subsequently moved 10 Pensylvania as free-lance
sertptwriter and animation designer

Lives in Pennsylvania
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1940 Carmpadiioon | § Thermind 4 min

1941 Commparsdiion B [Comirpthermis) 4 min

1942 Compesirior § 3 min

1945 osiprediton 4 fYereviopdc Mody Mo, 1 4 i
1959 Compresition 5 & mim

Peler Ghdal

15944 Borm
Lives in London

1967 Mot d Doubde Tukel, 10 min
1968 Kep, 1D min

196H Lenp, 10 min

1968-69 Hafi, 10 min

1969 Clowuds, 10 min

196% Heuds, 35 mim

1970 Takies, 5 min

1970 Secrer. 15 min

1570 Farrgir { Subpeci/fbjecs), 10 min
1971 Hmm Film Meses an i, 40 min
1971 Farcies, 7 min

1971 figdrowes, 30 min

1972 Mowie Mo §, 5 min

1972 Lipside fowa Frowee (1967725, 76 min
1972 Movie No 2, 5 mia

1973 Koworm Filrm 1973, 55 min

1973 Plust it sruphdFila, 5 min

1974 Filr Primi, 40 mim

1974 NN FTIRALSCTT . 35 man
1975 Condinion of Musion, 303 min
1977 Kopeahagea!! 9706, 40 min

1977 Sifers Paviner, 35 min

L9TR Fourth Waill, 40 min

1978 Epifagur, B min

TUTH Uneiredd, B muin

Structuralistmatenalist Alm, the sile of Peter Gidal's work, stresses the
processes by which images are produced; their duration and signification as
effzet af ihe specificity of film, ard produced in the moment of viewing by
spectators thus rendered as subjects. Film s reflexive in identity "an bl

1968 Hamberg 15 min

1968 Rohfilm 20 min (Soand by Christian Michelas)
1968 Reproduciions 28 min [Sound by Christizn Michelis)
1969 625 34 min (Sound by Christian Michebis)
1969 Sguare Dance 12 min

194659 Work in Progress, Teil A 37 min

1970 Work im Progeess, Teil B 8 min

1970 Auszuge aur einer Biogrephkie & min

1970 Madizen/ Wi 10 min

1970/T2 Poriraits | 50 min (Sound by Christian Michelis)
197 T2 Heplay X2 min

19772 Forofilm 1 min

1971 Work in Progress, Ted © 23 min

1971 Work in Pragress, Tel! O 20 man

1971 Doppelprajekrion I-V 50 min

1971 Foom lamge Farsung 21 min

1971 Zoom kurge Fassung @ min

1972 Liebesgriise B min

1972 Yex io Eurepe 15 min

1972 AuflendeniAbblraden 14 min

1972 Doppelprojektion VI + VI 25 min

1972 Scharfilnscherf 6 min

1972 Dokumeanmios 25 min

1972 Fussirail 60 min

1973 Ausdarierves Mareriad 50 min

1973 Giod bleis Amertca 3 min

1973 Anlli 75 min

1973 Londen 30 min

1974 Sirmceural Sradies 37 min

1975 Doppelprajekiion VII-XIH 25 min

V975 Porraies #1, 24 min

1976 Materialffilme | 45 min (1-3 screen)

V976 Materialfilme I 35 min {35mm)

1971-77 Home Movies (Super 8 1-XX VI 30 min
1978-79 Verdammr fn Alle Ewigkei 60 min
197879 Das Konzen 50 min

Our films pose questions abow! the basic problems of sosbetsc creation: whene
dioes it start; where is ihe border between &n and science; to what extent is the
technical process of reproduction alresdy an elemertary Mep in sesthetlc
\ransformation; kow far are the simplest manipulstions with the camera when

of materials and processes through which is inscribed i representation the
regond of those processes a3 work’ — lan Chrisnie in she Mombly Fite Bulleun,
May 197E); and the spectator is reflexive within amd for than identity.
ldemification in 1the normal cinematic semse is disrupted by Gidals discursive
sirstegies in fim-making, so thal agsin 0 is possible 1o speak of a double-chain;
the film @z prowess (defmed by those strategies of absence, extensian, repelsison,
withhelding of nage, of ths kegible | . b works with the spectater in process,
The narrazive of action is rejected, or displayed as a ses of impossible fragments
{hims of human activity in Sfemt Purtner. (.. )

In Gidals warks, his work is coastruseted winhin o matenalisn that is severely
smplscated n the comtradictory stances that stlempl to saluate themsehies
through conflict, between the material support of the film as physicality
foregrounded, presemied, throwgh duration, et (ie, grain, light'dark, foous,
Irame, camera posilion, movemenl'stillness, eic), and 1he fming of whatever
representation it is that is filmed. Conflict i there in the film which & in
mavement for the subject,

Al Rees, HFT Producrions Catalogee 1977-78

The possibildy of comtemplation offered by photographs is recouped amd even
radically undercut in Film Priar by the coatinually moving pieture | ., when
meaning does seem to emerge () is immediately displaced by dental of the
space . .. The suppression of meaning-producion as a cinematic process is a
structuring featwre of the film ., . The repetitions, the radical refusal of
weenalicily {denial of the podes of dominant cinema bual also the codicity of
structural film fiszlf) and ihe unfived msture of the space articulated by the film,
all serve 10 operate against the kind of chsure associated wath a defined and
homagencous filen space

Annerie Kubn, Prespecnves om Srpak Avan? Goede Film Cavalogee, Hiyward
Callery, 1977

‘Wilheim and Birgit Hein
Boan im 1940 in Duisburg and 1942 in Berlin

1967 5 & W 10 min
1967 Lnd Sie® 10 min (Sound by Cheistion Michelish
L968 Grin 14 min (Sound by Christian Michelis)

138

hootimg already interp ions of the reproduced reality? In this confrondation
of masipulated abstract and realistic image material anoher problem becomes
chear, It occurs in any dealing with art, for example when you compare the
calabogue descrapiion and the real object. It is the "cxpressson’ of & visual
formulstion which can be physically experienced but not expressed by verbal
lapguage. li is as B, Eichenbuaum says the "photogenss, the raum — essence’ of
the film, “the language that transgresses reasom, that lies in fromt of reason”
Srweciural Studies is a firs effort 1o tackle this problem, o see how far it is
possible to make the "unconscious element of the work oo & conscious prodess,
This question becomes important if you want 10 overcome the romantic ieology
af the unconacsom creative power, of the gemius, where the art and anist oooapy
& posdtion outside and above socicty snd its historical process.

In reviews the film was often called a finger-exercise or non-art. This reaction is
provoked by the loose or open construction of 1be [lm. It is pam of the congept
of apposition 1o the closed form of the classical work of art and its idealogy of
unigueneis. The strociare of the film is open 1o change and continuation. The
‘work of ar’ must not close but open itsell. It is therelore mecessary to lay open
the process of working, to build the film wp almost didectically and show how it
is made. The aesthetic information muest become 8 pant of everyday lfe,

Birgit Hein, *Retumn to Reason, Srudic Taermationel, Mos Dee 1975

Hy Hirk

1911 Born in Chicago
Worked as a phoiographer, lived primariby m Europes
1960 Died in Pars



1937 Even az You and § 11 min

1947 Howror Diream (with Shiney Peterson) 10 min
1947 Clinde af Steumble (with Sidney FPeterson) 16 min
1952 Diverrissemens Rococe 12 min

1952 La Coulcur de la Forme 5 min

1957 Djinn & Experimenis & Pos Ne Bili - Rechercke B min
1457 Serauch Pad T min

195-7 Déjense d Afficker 7 min

1957 Decollager Recoltér 9 min

1958 Gyromorphors & man

1958 Amiumn Specirem B min

1958 Doubile Jam 4 min

1958 Eneri T min

‘promorphoss stmves to bring anto actuality the inherent kinetic qualities
seen in the construction-sculptare of Constant Nicuwenhuys of Amsterdam.
To realise chis aim | have put imo matien, ene by one, pieces of 1his
sculptune and, with colored lighting, filmed them in vamious detail, overlaying
the images on the film as they appear and dissppear. In this way | have
hoped to produce sensstionsol leration and susp which are
iqpmd 1 me by the Kﬁlmuk iesell”

Tuks [imurs

1237 Bora in Tokyo
Lives in Mew York

1962 Junk 12 mis {Hem)

1962 Ire 10 min

196263 Lowe/Al 12 min

1963 Cnan 7 min

19464 A Dance Party in the Kingdom of Liliput Mo & 12 min
15906 A Darer Parry fa e Kingdown of Litlipur Na 2 14 min
1966 [ Saw The Shadow 13 min

1867 White Calligraphy 11 min

1965-69 Facr 11 mén

15466 -T0 Film Steips {12 min

1506 T Fulme Sredps IF 12 min

1966-T0 Felm-makers 28 mim

196872 Projecrian Piece No | [Dead Movie) (installation)
1969-TD Huddba Agarn (Coimic Buddha} 17 man
1969-T0 I the Rrver, 20 min

1971 Shuarer 15 min

1972 Progeeion Piece No 2 (installation)

1972 Models Reel 43 min

1972 Timing No , No 2 No ¥ (inmallation)
1972 Madels Reel I 44 min

1973 A Loop Seen as o Liee (installation)

1973 & & = {Phae end Minps) I6 min

1¥T3 T ie B0 Secoads (30%: min)

1973 Minue ard Second (nstallation)

1974 Parallel 28 min

1975 24 Frames Per Secowd 10 min

1875 Spoc Sound 12 min

197597 Ma jinrervals) 45 min

1975 T see amd {installationy

1975 Idevity Piece (installation})

17597 Téme and Duracion Pare [ 25 min

1977 Chae Frame Dwration 11 min

Mormally film has been regarded as what one soes on the screen on which the
image is projected. What | am concermed with in my Glm-installations is not just
the screen bt the whole sysiem of projection, and 1 want to expose that system:
the system which consists of facilities (projector, wall-as-screen) and matenals
{film, projected and mot:projected light) within a space; (pod=projected light is
whon hight is blocked by black film). To expoic the system, so that it no longer
hides in darkmess or behind the projection booth, every fmcility and material
mausd be “vasible’

inclading mon-visible light. To schbeve this, | use, rather than a theatre with
szals, an open space like thal of a gallery, where poople can come e go a1 mny
time, and walk aroand the iestallation. | do mod darken the space, bul eakibit
ander narmal eoom light where projected light is still quite visible. 1 use eitber
black or clear leader or both as materials, bocause | regard these s fundamerial
ones in film: one blocks light, the oiher transmits light . . .

T show film vime 5 real ime; wsing Glm as a device of time, marking 1he time
om film or altemnating black and clear film aceording 10 the time scheme, or
exhibiting the displayed time and projected time simultanecusly. All the
insallation (excepd Timiag ) we 3 loop-film peojection formast so that the
duration of the performances is theoretically unlimited.

The film-installaticns should 01 be seen in terms of Expanded Cinema (as
formats ather then regulas ungle-screen projection have been called). Expanded
Cnema still refers, more or less, to the image on the screen ai the mam object
= though ithere may be mubiple screens; nor should the installations be seen as
movie-sculplure consdstlag of the machines. The flm installations sre & diaboetic,
positive apd negative, which makes apparent what the flm system is.

Taka limura, "On Film Insiallation, Millemiem Film Joural, Yol 1 Mo 2

lsidore Ison

[ Leftrizm )

Ken Jacobs

1933 Boan in Mew York

1956 Orchard Steeer 15 min (abandoned)

1957 Sasturday Afrernoon Blood Sacrifice: TV Plug, Lane Cobra Dance % min

1957 Suar Spampled To Dearh: |80 min (approx. unfmished)

195363 Linde Srahs Ap Happraess: [E min

195980 Blonde Cobra 28 min {with Bob Fleischner and Jack Sminh)

1961 The Deatk of P Town 7 min

1963-64 Bawad lerian Capers 20 min (Revised in 1975)

1964 Window 12 min (originally Bemm)

1964 The Wister Foosage 20 min (Bmm)

1264 We Siale Away 30 min {Emm)

1965 Lisa And Joey Tn Conmecricur ' You're Sl Here” 12 min (originally Brmm)

1965 The Sky Socialist approx 120 mio {Bmm unfinished)

1965 Yaomi i1 A Dream @f Loveliness 4 min

1967 Airshaff 4 min

1968 Sof Fan 12 min

1269 Tom, Tom, ike Prper's Sor 115 min (Revised in 1971}

1569 Migsan Arigra Window, 21 min

1972 Fosthumoercus Works: Azazel |For Analysis Projector 3-0)

1973 Excerpry From The Bussior Revodurion 20 mim (3D)

1975 Livham Prasanes: An Exay in Yiddivh Strucruratizm 45 min (with Sealls
Weisa)

1975 A Giood Mighs For The Movies; The 41k OF July By Charles Ives. By Ken

Jacobs (24 hours, shadow cinoma wark)

1975 A Man’s Home Is His Casrle Felmes: The European Theater Of

Orperation/Urban B 150 min

1975 The Imporuble: Chaprer One, Somfwark Fair, 90 min (3-D Performance

with 2 Analysis Projecions)

Ken Jacob's fibm, Tom, Tom, che Pilper's Son, & with Yemov's Moa wirk @ Movie
Camera, one of the two great works of a reflexive cinema whose primary subject
is an acsihetic definition of the nature of the medium, Racobs himself has called it
‘a didactic film." 11 deals with several major critical ameas: with representation,
narrative and abstraction, with the illusions iovolved in the film-wewing
expenicnce, with the possible ways of handling space ard time, with struciure
and with perception. It i, as well, a work of radical transformation; a primitive
work from the earliest period of film higtory is transformed imo @ highly
mnawalive work, moderni® ia character, constantly pleasurabile 1o the eye and,
at the same time, a sophisticated exercise in film and an criticisen.

Tacobs, then, ks 1aken am carly American fikm called Tam, Tom, the Piper's
Son a rendering of the mursery rhyme, snd recrested . He first presents the
ariginal film ax it was made in 1905 (probably by Billy Bitzer, Griffith’s grest
cameraman). Then, for 70 mnaies, by photographing the original film while §i is
being projecied, Jacobs performs an exhaustive amalysis of it. Finally, he shows
the original film in its entirety once again, adding a brief coda of his own

The original film is 10 misutes bn leagth and consists of elght tableaus or shots
showing a crowd in punwit of Tom and a stolen pig. All exght 1ableaux ane
phmo'uphpd in & Basically thentrical way — in bong shod, with the camera
placed Fromt row centre. The space in cach of the shots ls shallow arsd is
articulated im & very simple manner — with some wse of groups and with some
suggestion of receding space paknted on the se1s. There is slsa very lintle
rhythmic articulation. Events either happen all a1 once and ane difficull t
dsstinguish of ¢lse ane sirung owt at great length one after ancther.

The film has great charm, largely becsuse there is n decorative quality o the
painted sets and the costumes [supposedly modelled after Hogarth prists) and
als because there 1 so much close atiention to detail, In the opening tableau, a1
the fair, there are acrobats, jugglers, many revellers, a fght betwoon sailors, &
well a5 the stealing of 2 pig — a tableau crammed with simultanecus. activities.
The subsequent tableaux follow the chase with each of the ten or twelve chasers
individually jumping into haystacks, climbing out of chi ys, climbing over or
through lences, all ending in & bamyard filled with ducks, geese, and Nying
hinds,

From this, Jacobs kas made a radically differens film, Using ihe basic procedurne
of photagraphang the original fibm from a screen upon which it is being
projected, he employs just about every strategy known o film. He photographs
varsed portions of the arigmal shots, sometimes showing a shot in almost its fall
size, sometimes blowing up a very minute part of the original. He moves his
camera along, up, down, islo, aed away from the origanal, i which there is o
camera movement at all. He oses the freese frame technigue, stopping the
original on any one frame for any pericd of tme, then going back into motos,
He utes slow malion, reverse molion, saperimpositions, masks, and wipes. He
adds black and clear leader, creates a Bicker effect, and leaves im the circles and
fares that appear at the end of reels of film. He photographs the film strip as
susch snd sl his screen within & larger gpatial context, creating a kind of
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screen-within-a-screen. He goes shadow play with fingers against the screen
while the film is being projected, and even photographs the light balb of the
projector. He also adds two colour sequences which do not appear in the
original film. All of these sirategies are employed both individually and &= the
most extraardinerily comples combinations. JTacobs se1s up an extremely rich
vocabulary and to employ il exhaustively, using the basic montage
pricciple h- (ibe possibility of combiming in any way) 10 create a completely new
WO

I duut all of this, Jecobs is essentially invalved la an analysis, & contemplation,

of the original work. *ve cut into the Blo's monamental homogeneity {eight
statically sels .. ) with some sense of trespass, cropped and given
a Griffith emphasis to parts originally submerged in the whobe — but (1his is 8
mtﬂ-]hmmuﬁminmluhﬁnmmm-th
there.” Very much attracted to the origenal film, he desided 1o show what
interested him in it. His film is & revelation of the original, schieved by
analysing, and abstracting the original and reconstituting it as a
new film, In revealing what intesested bim in the original, Jacobs bas reveabed
what interests him in film_ And in s doing, he has created a discourse on the
nature of film , .,

Lois Mendelson and Bill Simon, *Tom, Tom, The Piper's Son,” Armforum, 1971

Ewrt Krem

1929 Born in Veeone
Lives im Munich and Vermont

1957 1157 Versuch mi synthenischem Ton 2 min

1960 Y60 48 Kdpfe aus dem Szondi Tesv 4 min

1960 WEl Bhwree im Herbar 5 min

1961 4081 Mauern, Fos, Meg und Weg 6 min

1962 562 Fennergucker, Abfall erc. 5 min

164 66l Mama wad Papa (Material — Aktion Muchl) 4 min

1964 Tt Leda wnd der Schwan (Material — Aktion Muehl) 3 min

1964 B6d Amz Akniga Brus 3 min

T4 Wi O Tannenbaum [Materisl — Aktion Muehl)

1965 10065 Seibsrversiimmelung Akiion Brus 5 min

P96 163 Sifber Akriow B 3 min

1965 11165 Bild Helga Philip 3 min

1966 12066 Cor. Alpha (Material — Aktios Muehd) 10 min

1967 1367 Sin Bew, 6 min

1967 14/ Kurdu {unfinished)

1967 1567 TV 5 min

1947 1667 20 Sepeember 10 min

1968 1TH68 Comim-Ror 3 min

1968 1868 Veacis kapui 6 soc

1968 1968 Weiss-Schwarz (expanded movie)

1568 20068 Schargd 3 min

1968 21/68 Darke (conception)

1969 22/69 Happy End 4 min

1968 2U60 Underground Explotion & min

1970 2470 Wertern 3 min

1971 2871 Klrmmer und Klgmmer verlagen die Welt (aciion)

1971 1&7T1 Leichenfilm, Halzec oder das Auge Cottes | min

1972 272 Auf der Pfonenines! | min

1973 2073 Zettau frahme 3 min

1973 2973 Ready Made - 3 Briefe von Marx oder der Terror der Mediea 12
muin
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1973 3073 Co-Op Ciaema Amuerdam C 4 man
1975 31175 Asyl 9 min

1976 3276 An W + B 7 min

1976 33776 Keine Donau 9 man

1976 34/T6 Techibo 2 min

1977 37T Dogumenta (slide and film loop)
1978 I&/TH Rischarr 3 min

1978 3778 Tree again 4 min

Simce Kren's first | dmm fikm, 1757 Versuch mir syarensches Tom (all his fdm
titles are methodically pre-fised by the number of the work in complete
chromofogy, followed by the year of realization) there have been three distino
phases in his work, The first extends from 1957 10 1962 during which ke
completed five filmas; the second from 1964 to 1967 when he made cight (664
to 1367), all based around the work of other artists, particularly the actions of
Onto Muoehd and Gunter Bros, theough 11765 based om an Op-an picture by
Helga Philip; and the third is from 1967 to the prosent, continuing individual
Gilm work (1467 to 31/75), but it has extended 10 inchede the produedion of
drawings, collages, prinis and in pamicular five limited edition boxes, each
conlaining an 8mm copy of one of his films, tscsimibes of the preparatory
dizgrams, documentation and photographs which are sold in the same way as
prists ., ..

The psychological approach i inevitable fof many of Kren's films, but almast all
hiis wark raises philosophical qeestions about the relationzhip between
eaperience and structune. Almost all, including the middle penod, have used
syvlems 1o govern either the editing or vhooting. In most cases this has 1aken the
foam of preparatory diagrams and graphs drawn with mathematical precison,
mndicating the variows correlations of shots and their durations. Whatewer the
general implications of using mathematical syslems for ordering experience,
considening how, with comstand projection speed, the single frame umit of
cinematography provides a simple kink between durstion and number, in film,
sysiem becomes peculiarly apt. In his pas to order experi thaaigh film,
Kren bas made thes namber-duration comelation basic, discovening for it a
variety of fanctions and potentialities . .

In 15847 TV the filmed sequences are |II'F|]' separabed from lhn:
representational fanction, 19 become the subject of sub ization
wherne their relationships witkin the film are ‘much more qnlliﬂ.ﬂl than the
procedural relasonshap of their ongin, The broad effect aed hastorical
significance of this film lies in changing the emphasis of streciural aclivity sy
fromn the film-maker's ordering of his filmic subject 1o that of the spectates’s
structuring of the filmic presentation, The flm's viewer must engage in a
speculative, reflexive structuring of the Glm as it proceeds. There are of course a
namber of pther undenisble kevels of comtent in the work, These include the
subjective choice of situation and image by the film-maker, his aninsde 1o the
act of filming, and the similarly subjective choice of mathematical system and its
application to the film. Bua by far the most sigaificant level of contest in TV is
the viewer's awareness of his own behavious in strecturing the experience of the
film miself, This is not simply an attemp 0o elecidate the flm-maker's hidden
system, but an experience of the various phises, dages and siratcgies which are
encoamersd im the oot of anempting 1o structure the events of the film.
Malcolm Le Grice, “Kurt Kren,” Studic farernaiional, Nov/Dec 1975

Mote on Asyl
A camera with an anti-glare lems-hood i placed in froat of a window on &
rure iripod, The view ootwards from this point s filmed on 21 consecutive
¥
Every day the same three rolls of flm {a total of %) metnes) are shot therough a
different mask, Each of the 21 Black, cardbeard masks has four or five
rectangular aperiures. ALl the mask apertuses pal together yield the whole
picture, On each run-through {ome day), ome mask is mot fully inseried, but the
shunter is 1otally closed from time 0o vime, This changing patem is different for
ebch run-through. 5o, for example, on the Grst day onky the 1-21 metre mask s
filmed through, then the shutier is closed wp 1o 28 metres, then again from
19-42 the mask o flmed throegh etc; after 71-%0 metoes the shuiter romains
chosed. On the other hand, on the thireenih ron-through the shuiter is not
opened until 20 metres, and the albernation of masks and closed shuiter is
correspondingly deforred. The piciare is thus constantly changing. From time to
time only parts of the film coating are illuminated, while others remain dark.
The whole pictare composed of the spenures of all the masks sppears bor the
first time a8 21 metres. Towards the end of the Glm the unmanipulated, real
piciure (not filmed through masks) is briefly shows omce. As the weather during
the shooting period (March/ Apeil) was very changeable, the picture shows
wirying degrees of brightness. At certain times smow is ying. The transitions
within 2 landscape in a period of 21 days are here capiured simulteneously in
one stalc piclure. Some movement is produced throwgh the changing of the
mdsks bud this is ot peroeived as a passage of time directed o some abjective.

Kuen Kren

Peler Kubelks

1934 Baown in Taufkirchen, Ausiria
Lives in Viemna

1954-55 Moraik im Verirowen 16 min (35mm )
1957 Adpbar 1Y: min (35mm))
1958 Schwechater 1 min (35mm)
19580 Arnalf Fainer 6V min (35mm )
1960 -56 Uiniere Ajfrikareise 13 min
Momumers for the Qd Warld (in progress}
Body Language {in progress)



I am very much interesied in reall communscation. and for that you st have a
precision which you cannor sthicve i a lide ik or in spontansous
commigngation. Therefore | always want my talks separated from the films; the
1allk may he very emmoneous — it =, in fact, an after interpretation of my work
by myself — and it would be more ereoneous 1hen an interprewstion by someone
[} .

I am out 10 give joy. | see e posicion of the contemporery artist very close 1o
the old comception of what an artist was. That mesns that the srint gives (o his
public, he works very hard, then the public comes and receives what he gives,
and they love him for it . . . There are so many people now (or there always
were ) wheo ask the artist 1o prodoce political work: there is this great
masanderstanding, because there s no difference between an artit and a
political worker. The difference & just in time: the politicians want an immediate
implemeniation of their idexs, they work for today or tomommow . . . the aftiEts
are also politcians, but they work for maybe the next 1000 years, the
implementation s perhaps very far away. They must really be left to their own
responsibility .. .

All the acsthetics of cinema start with the find principle that “film is moton’.
Through my work, | realsed that film is pot motion, because nothing ever
moves on the soreen. A film is & projectson of soll frames. You can create the
Wlumion of motion bul that i nat muﬂ;- ‘cinema’ in ils essence, Oine pm'}ﬂ:bi
a series of light impulses on the screen, and one can choose, by the stencil put
before the lght source, the form of the light on the screen. This s the
achicvement of Schwechater . I compared i1 10 my alom bomb bechuse for me
it was the most powerful minute om the screen that was possable — bul what are
the images? Beer-drnking poople: the banal thing, there s 6o compodtion, It &
nothing. But the fact that | foend out that film is ot mation, and broke up this
atomn’ which had always been thoaght of as the smallest single urmit in filen
[movement was always movement: no-ome ever broke it up). bod o the
Explosion — you get this extreme possibility of power on the screen . ..
Artculstion o film ixkes place between one frame amd the mexi, beiween one
sound and the next and between sound and the synchronoas imege. Uinesere
Afrikareise has all of these artioulations — it is the most complex of my flms —
it speaks continucusly between @mage and soend. In this respect, it is bike Araulf
Rainer, the black and white film: this i also comstructed practically frame by
frame, l:hw']l w doesn's book sa .. . The difficulty was that on the one hand 1
wanbed 1 control it as much as the Raimer film (.6 nol lose one puubllw ol &
frame/spund event) and on the other | wanied it to be very “neal’, to nespect the
reality of what 1 had filmed.

Excerpis [rom interview with Mike Wallington, Tony Rayns and John Du Cane,
Cimrma, Mo 9 1970

Grorge Landow

1944 Born
Liwes in 5an Francioo

1961 Two Pieces For the Precarious Life

1961 Faulty Proscun Refereace, Company, Ard Puncruanion of The Renricrive
(b Now-Remrictive Elemear

1961 A Stringerst Prediction Ar The Early Hermaphrodinic Siage

1963 Fleming Faloon 7 min

1963 Richard Craft i the Playboy Club

196545 Siudier And Sketcher, 17 min

1965 Film In which There Appear Edpe Leaering, Dirr Particles Sprocke Holes,
eic. 4 min

1967 Diploteratalogy (0 Bardo Follies 20 min

1968 The Film That Rises To The Surfice Of Clarified Bufter 9% min

1969 Imsritwtionel (wality 5 min

1970 Remedial Reading Comprehension 5 min

1971-72 Whar's Wreong With This Plotwse 7 min

1973 Thank you, Jesud, For The Eternal Pretend 5% min

1974 A film Of Their 1973 Spring Tour Commizsioned
By Chriian Woeld Liberation Frons of Berkelsy California

1974-75 Wide Amglr Saron 12 min

1975 Mo Sir, Oriron 3 min

1975 New Improved lastiiegional Quality. la The Envirenmeal of Ligukds And
Nasals A Pavaritic Vowel Someimer Develops 10 min

1977 (ha The Marriage Broker Joke As Cited by Sigmund Freud I'n Wi And It
Relation To The Unconscions or Can The Avarr- Garde Antin Be Wholed

L: The original image in Film In Whick There Appear | . | i wsed by the Kodak
Company 1o lesl cobour reproduction. [t went through many different operaisons
of cutting, re-joining, and printing wntil it got the way it is now with sprocker
holes printed in the middle, When it was printed o the fnal version 1 told the
lab to leave the dirt om because the dinl was quite interesting. Somehow i
seemed a part of the image. It now exiss in two versions; one of which is, 1
believe, aboat four or five minutes long and the other i4 twenly minutes. There
it no difference except that the fwenty minute version is on two reels and ome is
reversed 50 that the jusaposiibon forms & third image in the middle when they
are propecied adjacently. This film & experienced as a composition of images,
legters and other elemenis which is more or less cosstany, A.Iﬂuu‘h it is never
exnctly the same from frame 1o frame, the chamges are 30 sublhe compared 1o
the changes that normally take place within a film that people tend 1o s2e no
chamge {aside from the blinking eye). I other words, it is on 8 completely
dsfierent bevel of expectation. Ideally it would fit into a situation where the
spectator is ambulatory. The film would be a kind of mural that would be
projecied continually in & room amd people would be going sbout therr basiness
in the foom. Hewever it is also quite interesting in an ordinary theatrical
sifuation.

PAS: ks the duration of both versions arbitrary?

LiYes

P, Adams Sicney interview with George Landow, Film Culrure No 47, Sammer
1969

Mike Leggent

1945 Bom in Surrey
Lives in Excter

1963 Thr Lark

1963 From A Sleep
1966 Crash
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1908 Srobe
1970 Laword 50 min
1970 Sheet 21 min (with l‘.nn Brutull:l
1971 &lrpiﬂd's Busk 15
1972 One 20 min
1972 W Hole & min
1972 Tender Kisses 15 min
1972 Erote/Afini 25 min
1970-75 Shmm and the sheared, 135 min
1 min
1 Fheeprman 10 min
3 Windpw 45 min
4 Lane 18 min
5 Farm 15 min
& Biwr ples Green plur Red 15 min
T Sheepwamen, 16 min

The intention of Sherpman aad The Sheared emerges from both persomal
concems in Almwork evident in earlier flms, Shepherd’s Bush and Tender Kiies
and the larger context of independent film-making activity in Europe in general
and England in particular. The filmwork practical, theosetical, and exitical which
hias centred on the London Film-makers' Co-op duning the st fem years has
formed the mainstay of 1he context for my own pursul and researches. This,
broadly speaking, has been motivated by a critique of dominam film a3 mandest
in the cinema and on tebevisson, Thus this film concentrales on an attempt 1o
interragate the medium and its various fools and machanes (differemly in each
part though with some overlapping) and more particularly v handlmg of that
imerrogation by the flm-maker: decision making as evidence, as intent,

n and The Sheaved takes Landscape as Objpect im front of the
film-maker and 1he medivm; it is not about rural life or the mythology of The
Land, neither does it seek 1o present a personalised impression, visual or
oiherwise, of ihe sate of residing in a rural district of the South-west of
England. The comncidence of Nora, fauns, and human-made object, processes
amd activities, within the film is in no way p 1 of an inspection of the
total process by which an observation of this kind s made possible specific;
conditions 1o do with both Nature {phepomena of the matenal world) and
buman activity with it are recorded but such that the relationship id cesentially
one of coincidence: pre-determined approach guides (for imstance) the camera’s
function, though its operation at the time of shooting is subject 1o the
observation and reaction of its operator (Fan 3). The subsequent cantrol of
assembly and pristing process s also imponant; besides being able o make
projection prints, more importand are its particular functions evsdent m the
duplication ard costrolled superimposition of material (Parts 3 amd 6).

Mike Leggett {Excerpted from programme nole used for Perspectives On Brirish
Avanr-Garde Film, Hayward Gallery, 19771

Mamrber Lemaiine

see Lerrism

Malcolm Le Grice

1940 Born im Plymowth
Lives in Losdon

1966 China Tea

1966 Castle One, Chira Tea 20 min

1967 Linle Dog For Roger 12 min (2 screen)

1967 Yes, Mo, Maybe, Maybe Mou 8 min (1 screen)
1967-68 Talla 20 min

1967-68 Hlind While Dwranion 12 min

1968 Carle 2 %5 min

1968 Grass

106E Wharf

1968 Spor The Microdar 10 min

1970 Your Lips Mo [ 5 min (Computer-film)

1970 Lacky Pigs 4 min

1970 Region C1f The Vampire 14 min (3 screen projection)
1970 Berlin Horse B min

1971 Lowe Stary [ (shadow performance)

1971 Horror Film | (performance)

1971 Love Srary 2 12 min

1971 1909 10 min (3 screen)

1971 Your Lips I 5 min

1972 Love Siory 3 10 min (2 screen)

1972 Harror Film 1 30 min {3D-shadow performance)
1572 Mewpart 14 min

1972 Whitchurch Down 10 min (3 screen pmpmunj
1972 Threshold 10 min

1972 Blae Field Dwurarisn |8 min

1972 Pre-production |performance)

1973 While Field Dwratica 20 min {2 screen)

1973 Mairix and Joseph's Coar 12 min (4-6 screen)
1973 Four-Wall Duration (4 screen imstallation)
1973 Gross Fog (34 screen installation)

1973 Afer Leonarda 15 min 6 screen pelﬁlﬂ'l'ﬂhdt}
1973 Don't Say 12 min

1973 Prircipler Of Ciarmasography, Afier Leslie J. Wheeler 20 min
(performance )

1974 Screen- Entrance: Exir {3 screen perfomance)
1974 Afeer Lumitre — L' Arrogenr Arrose 16 min
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1975 Afier Maner, Afier Glargions = Le Dejeuner sur Herbe or Fiur
Champére B0 min (4 screen)

19767 A Works I Academic Suld Life (Cézanne] 20 min

1976777 Art Works I: Time and Modion Siudy 20 min

1977 Blackhird Descending (Temse Alignmenr) 150 min

1979 Emuly Third Parry Speculstion 60 min

Simce my carkiest primitive Glm Canle | produced in a primitive and
uninformed situation, my film work has passed through theee
imterconnected phases. These have not been chronalogically tidy, nor
strictly the result of a sangle theoretical programme, but at the mme
time there have been consistent threads of consclows Inenr,
distinguishing avant-garde film practice from that of the commercial
narrative illusionist cinema. The thres phases of the work broadly
represent ceriain ages bn the development of lHiim-m: Thie carlsen
phisse 15 that whach cons an Ihe l.!pﬂﬂ of Ihe merlllm
as the basiz of "content’, id
sprockets, etc., and lmludlu Them '-rlhln lht image of the film. Tha
phase made use of variow film-printing devices 1o visibly transform
small numbers of relatively shor sequences of film ard, as in Limle Dog
Jor Roger, Yes, No, Maybe, Maybe Not and Berlin Horse, often
concentrated on the SErUCTUTes.
The next phase more by iratesd on establishing ibe
scroen, the screening lime and apu: the projection lamp and its
interruption casting shadows, as the primary reality of cinema. This
imtent had been implbcit even in the earliess file (theough the device of
the light bulb actually Nashing in the cinemal), and peniods of blank
white screen in many of ihe other films. Though almost all the films
from the stan involve double-projection, esually s & method of
comparing differences in treatment of the same material, in the second
phase, multi=projection was combined with performance, as in forror
Film I, or with deliberale movement and lormating of propecions,
wsually comtaining only loeops of changing colour frames, as i Mainiz
and Joseph's Coat, s0 a8 1o concemirate the question of materiality into
the actual time'space of the projection evenl. Thas phase sought to hmat
or eliminate all aspects of 1he fidmic activity not aciually present within
the projection evem. This was nol 8 reductionist, essentialis, purist
directiom, as was often inferpreied, bui a method of establshing the
primacy of the projection situathon as the only maternial pericd of acess
available to the work by the viewer.
Fre-producrion, blank screen reading performance, indicated that
however much the projection evenl was isolated from pre-filmic, or for
that matter post-filmic, event, these were still factors which must be
comsidered deliberstely in the work,
The mext phase, which includes the most recent work, beging wilth While
Field Duranon and A fer Leorards and is concermed with handling the
pee-falmic (and 10 & besser extent, the post-filmic) (ectors from the
stance of the primacy of the projection event itself From Whire Field
Duragion there has been & deliberate attempt 1o reintegrate the camera
- mmt‘hu !'ln pmoudur: as a whale, in such & way that factors of
Teprod o, and the pon of tincident’ are
dealt with a8 & pmmﬁm:k rather than mmumlw; usilized as
illusionast devices. The initial step in this process involved ne-flming owt
of the blank screen and scratched celluloid of Wiite Fisld Duwraion or
the Mona Lisa reprodsction sctually thped 1o the blank sereen during
the presentation of the flm. The two most recent works, A fer Lumitre
.. wnd After Man#t ., | ate seen a4 a contimuation from this stance, but
risking a comples pre-filmic sitwation, concentrating on docamentation,
ilhasion, and the iterative fexive behaviour of the film-viewing process.

Letirism Situntionism

Iselected Lotmst hims)
Ididore lzom
1951 Trairé de Bave o O Ercrnité

Gil J. Wolmsn
1952 L'Ann-Concepd

Muurice Lemslire

1951 Le Film est Déja Commencd?

1962 L'm Soir Au Cinema

1963 Powr Faire Un Film

1968 Peilicule

1969 Varre Film

1970 Towjours & L' Avant-Garde de L' Avant-Garde jurgu'aw Paradir of Au-deld
1973 Ulne Copie Murilée

1977 50 Bons Films

Guy-Ermest Debord

1952 Hurlémenss en Faveur de Sade

1961 Critigue de ds S&paration

1973 La Socitu du Specracle

1978 In Giérum fmus Nocte of Contumimur fpai

“Letiris’ and ‘Shustbonist’ Films

The Letirist Movement was foanded in Paris in the late 1940% as a rediscovery
of the foundisg sperit of Dada ard Sorrealisen in the years after the Firs World
War. Ome faction, cenired on [sidore lsou, concemed msell v:l:.il'ly with
mesthelics and amists work | another, which came 1o centre on Guy-Emest
Debord, was more involved with sttacking the erthodoxies of emablshment
culture, religion and politics. The two fsctions separated in the late summer of
1952, the mose radical group had engineered & typécal provocation by reducing



a Charles Chaplin press-conference 10 chsos, and found iscll denounced o the
press by Isou. Debord s Esction moved o Brussels, and started calling sell the
Lertrist International This group subsequently evolved into the Situaticondst
Intermational, and began publishing the glossy magazine of the same name in
Faris in 1958, Situationist thowght the concepts of *spectacle’ and ntulll:m
“spectacle’ referred o “the society of the spectacle’ (= and
15 politics and culture, making the public plm recapicnis) amd ° h[ullhﬂ' o
ke growp's own wizgh to redefing wrban environments as playgrounds in time and
space for the ‘liberated psychogeographer. The group's stormy history (marked
by schisms, resignations and nemerous exclusions) came 1o an effective end m
1969, im 1he wake of the débdcke of May 1968,
Film-making was a peripheral actisity for the Letirists and even more for the
Snuationisis, lspdated films were made under the loose aegis of Letirism in the
early '50s by Maurice Lemainre, lsdore lsow, Gil ). Walman, Sarsne
Alenandrian and Guy Debord; of them, the only flm-makerd dill setive afe
Lemainge and Debord, There is, however, a considerable body of Letinist
thearetical writing on the cinema (most of i poblished in 1!: form of duplicated
brochures), which argues, in the main, against represcntalbon and for &
“deconstruction’ of the various elements of filmic reality.
The Letteist films essayed mumenous sesthetic and anti-assthetic sirategies that
were later taken up by the American undergrownd and by strectural
film-makers. Lemaitre’s Le film ex déj@ commencéd” of 1951 makes the
projection space end the viewer's resctions imegral pans of the film hscll.
Lemditre alswo redwced images to pure black and pure white, painted and
scratched disectly on the sarface of the film, used images of less than one second
i duration and crexied raptisnes between sound and image. Debard s notorious
feature Hurlemenis en fovewr de Sade of 1952 scatters 20 minutes of off-screen
‘dislogue’ (mostly borrowed phrases, spolen i monstones by fve volces)
throwgh some M0 minuies of screen-time; the soroen is white when vosoes ane
Beard, and black the rest of the time; the film ends with 24 minutes of
unkncermupled silemce and darkness,

Tosy Rayns

Giovanni Martedi
Lives in Paris

1967 Erudes Estheligue f Animtion

1967 Filet fnachevsd

1973 Cimegraphic

1973 Film Sans Comera No [

1973 Film Sanz Camera Mo 2

1974 Film Sanr Camera TWC

1974 Filem Sans Comera LTR

1974 Film Sang Camerg 5T

1975 Fim Sans Camera SL

1975 Film Sans Camera A2

1975 Film Sons Camera 8 Rowpe

1975 Film Savs Camera DQSQMML
Film Sams Camera T

1975 Fim Sans Camera AZ

1975 Film Savs Camera ST-3T

197% Filem Tnenigam Pyramidal No |

1975 Film Sans Camera 4080 pieds

197% F5.C. Corps Perdus

1975 QQCH "ABY, s¥IAR

1978 FRC ST 43733

1976 Rignvernue Elizabeth

1976 Film Sani Camera MM

1976 A Naralie- Prétude- Arabergue-Ouveriure

1976 Anarkalie Toccata

1976 F.5.C. B0 w0 D8 (lesallation)

1976 Film fnexinant fanus

1976 F.5.C. Alpha

1976 F.5.C Pop {Installation)

1976 £5.0 Ligu-ad

1977 FS.C 8T .. 8T

1978 F.5.C L5D.

Can ome describe a 'poor’ cnema, even in il experimenlal form? And if o
cam, "poor in relation to whai, bearing in mind the difficulty of describing the
gonte, it inconsiviency, its very poveny? This cinematographic object is, in
principle, made of 120 metres of base rom which the emulsion has been
removed (costing about 0020 francs a metre) as well as varoas self-adhesive
products (costing berween 10 and 20 francs, and found easily in shops). The
whale thing — the malerial plus the super-impositions — prodsces & smple
image, capable of being shown through a normal {6mm projecior.

The use of & pew kind of "sudiovisusl spece’, strange colours and materials, the
extrapolation of the traditional face which has become pant of cinematic
anthropology, the direct realisation of cinematc forees, require the revision of
elementary ideas shoud the cinema and sugges also & new realisation of
[reedoms which are indisp ble 10 ihe understanding of the ph

peroeplion.

Rapid technological development has led 1 the development of an almost
sacred game, involving techmological language which has given rise to oligarchics
of technocrats who are separated from those who ane ignorant of highly
technalogical language, o o

The creation of a ‘poor’ cinema re-opens the possibality of participation to
EVEyOne,

Giovanni Martedi

Apthsny McCall

1946 Bom in Loadon
Lives in Mew York

1972 Landrcape for Fire 7 min

1973 ABCD 30 min

1973 Line describing a Come 30 min

1974 Conical Sodid 10 min

1974 Caone of Varishle Vaolumse 10 min

1974 Parvial Cone 15 min

1974 Fire Cpole 13 hours

1974 Lang Film for Four Projeciovs 6 hours
1975 Four projeced Movemenis im 75 Min cycles
1975 Long Film for Ambiea Lighs {Insiaflation)
1975 & pklus

1978 Argeement, 90 min {with Andrew Tyndall)

Laong hl‘rn Jor Ambient Lighi, sils deliberately on a threshold berween being
consid a work of movement and being considencd & static condition.
Formalist arl criticism Pas continued 1o maintam a stern, emphiatic distinction
betwoon these iwo slatles, & division thai | consider absurd. Everyibing iha
occurs, inchuding the (electro-chemical) process of thinking. occurs n time. It is
cultural habit that persusdes us oiberwise — perhaps a function of intelligence,
that breaks up perception of continecus time info ‘maments’ in order 1o snalyse
them, Our insisience upon statie, absolute lamps of expericnce, as opposed to
continuas, overlapping, mulliple durstions, shows & warped epistemology, albeit
a convenieni one.

At that dioes not show change within our time-span of anending 1o it we tend
o regand as “event”. Art that outlives us we tend to regard as *etemmal’, Whar is
a1 issue is that we ourselves are the division thet cuts scross what is csentially a
slading scale of time-bases. A picce of paper on the wall is as much a duration as
the projection of a film. [ts only difference i in its immediate relationship 10 our
perceptions. A static thing. in terms of impulses 10 the bradn, is & repetitive
event. Whether the locus for congideration is “slatic’ or ‘moving', we deal with
time-spans of attention, 1he engagement of cognition and memary withis (ke
comtext of an behaviour, Neither ohjects nor events are for the most pan
acoessible. They are rarely ‘on show”. Sinoe they are intentional, meaningful
signs, this is of no consequence: omce an iden is established “in mind, it has
entered the circuld of (an) idess, and it won't go away, except through dehate
within the circuit. The apprehension of any artwork, static or moving, = a
flectimg momsent, as are all experiences. i is their mental residue that is
impomanl. One of the narms of film presentation has been *hmited, group
access”. It has been necemary to assemble at a panticalar time 10 see the work,
thiss forming 1he social group, "audience’. This group has specific behaviousal
characterisia . . .

From Ambony MeCall, "Motes in Duration’, Srudie farerrationsl, Nov/Dee 1975

Sdarie Menken

1910 Born in New York Ciry
1971 Dhed i Mew York City

{selected filmography)
TS Vawal Varations on Nogwohi 7 min
1957 Hurry, Hurry! 4 min
195% Drwightiana 3 m
1961-63 Mood Moadrias 7 min
1962=63 Natebooks
1663 Go Go Go 12 man
1965 Amdy Warhol

Menken was introduced to avani-garde film when she worked as Assistant
Curator st the Guggesheam Foundation in the early "40s and was then inspared
ta make an animaled shor of her own by her nendship with Morman McLaren
She and her husband Willard Mags founded the looscly organised Gryphon
ﬁm\lp and made flms with varmoas of its members from 1543, The Erup
included, at different times, Ben Mocre, Sian Brakbhage, Charles Bouhenhouse
and Gregory Merkopoulos amosgst others, and it films ranged from
peychodramas and whimsical animations i eluborste “mythic’ extravaganzas



Menken resamed “sobo” film-making in the late * 508, and continued making short
films throughout the “60s; her work i predominantly playfal in lwne and
informal in subject, although her Erasp of form snd structure is consstenily
tight. Im the mid-' Gl ahe scied in a1 least four films for Andy Warbol. She and
Masd were as much “ebdeny of 1he New York anderground as Jonas Mekas, and
provided a great deal of material and spirbosl support for young film-malke .
She died in 1971,
The concem with form in all her work n what distinguishes Menken as a
procursor of structumnd dnema. Her idess extended from filming esscntinlly static
sabrjects (like Noguchi & sculptures in Vinwal Varations on Noguchi) o a
\truin.mﬂ:r h\c:whmr].ln,. way o using & complelely stalic frame b0 formalane &
imason of objects over backgrounds of Dwight
..ka:ﬂlgﬂlﬂw in bhruiimr of B poctic joke (like the timelspse photography
Go and Andy Warkol). Her Noichook comprises a suite of
fragmentary films. some dating from he late "405. and alfers & concise summary
of het approdaches. Some of her formal inventions manifestly influcnced the
Brekhage of Arncipanon of the Nighr.

Tony Rayns

Warner Nekes

1544 Born in Erfunt
Lives in Mulheim- Ruhr

1965 Tom Dowle und Eva Hesse 30 min {Amm)

1966 Frhisarr 15 min

1966 Sart 10 min

1966 Arntike! 10 min

1967 Bogea 1 min

1967 Sckniire ﬂr.d.ﬂ.lﬂ.l 14 n-.n

1967 Sob Th wargbeuh hich
10 min

1967 (Kratz-Beiss- Lock-uad-Flikker filme.

1947 Jim-Jidm 10 min

1967 Das Seminar 32 min

1967 Gurrug Nre ! 12 min

1967 Gurrrug Nr 2 13 min

1967 Ach wie gui dass niemand weits 7 min

1967 Kdrper 10 min

1967 Operanon | 2min

1965-68 Ciloeearium Pakimpsest 120 min

1968 Vis-@-wis 14 mim

1968 Gruppenjiim. 14 min

1968 Zipzibbelip 11 min

1968 Mama do srefe et Maan 10 min (35mm)

1968 Tarzams Kampf mif dem Crorilla 12 min

1568 Mukkwh 14 min

1968 Kelek 60 min

1968 Schnack Shaterack 10 min

1969 Nebula 76 min

1970 Abbabdona 35 min

1971 Spocerw 42 min

1972 Auz Aliona 14 min

1972 T-wo-Men 1-V %0 min

1973 Arbatax 16 min

1973 [iwan 640 min

1974 Mokimono 38 mim

197817 Amalgam [-4 72 min
Phoraphuimia

ader pud-punt

1976
1976 Falun 36 min
1976-77 Lagado 85 min {35mm)

For Neles these are the priscaphes of filmic orgasization: real environment,
mastly landscapes, is trapsformed inio artificial images by means of compla d

spatial movements of the camers, The techrique of dissection and
re-combination of image material by single-frame, mulli-oxposures, space and
time intervals during the shooting of the same area, are all vanously applied in
Tewo-men, Diwan and Makimana,

The ramge of expression in his work can be characterized by the extremes of the
lightflashes in Spacecur and the smoath Bosting of contours i Sun-a-mul which
is a part of [Nwan. A cerlain insecurity in his concept becomes apparent in that
im each film title be mentions the actors, although they are mosily
wniccognisable because of iheir shadowy appearance, and [uklil no obvioes
function.

These ‘setors’ are usually Nekes himaell, has wifie, child and (riends. He tries o
bring personal experience into the film by naming the aciors amd thas recalling
the actual events of the shooting, The formal aspect seems to be insufficient, and
he theredore iries 10 enrich it by emotional valses which do mos lic in the film
bt are reforred 10 1t from outssde. In his last Glm, Makimono 1974, he shows
the ' Unfolding of 2 continwously varying expression of the repressntation of a
tandscape’. He alio works here with multi-esposures and camers pans. The
space of the image widens with permamently ncreasing movement, which in the
end leads to the dissolution of 1he landscape imajge into pure light motion. (. . .}
He compases the film from singhe mmagpes, which create the impression of
continuous motion only in the preception of the viewer. In his thooretscal
concept (he single-frame struecture of the film has a central position. The basic
element for kim i the ‘ Kine', & unaly af two consecutive frames. The collision
and interplay of the frames evoke & new visual constroct in perception, whach
dieses not exist om the film strip: * Especially important is the *third image”, the
Kine, the image which develops in the spectator’s head by the collision of two
single images. Far each development of the film langeage can be redeced o the
possible differences between twa lrames, Only over new strectures of space and
time differences inside the Kine groups, will the visual grammai be extended.’
Mekes secs the means for the structural extension of image language in
*palyvisality’, “image chuster’ and “cameea movement which is determined by
space co-ordinates’. This extended language of images is for him 2 way of
starting 1o ‘change the minds {thinking) of tbe recipéents, by chamges in the
medium®_

Hirgit Hein, *Retumn 1o Reason’, Smdio Inermationagd, NowDec 1975

Dore O

LT Jum Jum §0 min

1968 Alaska I8 min

1964 Lawale 41 min

1970-7T1 Kaladon 45 min
1972 Bilonds Barbard 15 man
1974 Karkara 200 min,

Dire O takes the onginal matenial for her fibma from her privale domain, which
included fad journcys through simage landscapes. for cxample m locland. Her
Filmis are not built on mathemacical p|'i.|1|:iplr_|. of structure; she creates & flow of
image — mubti-cEposed landsca pes and strange cul-in-imege metapbon — a5 &
poctic capression of her feelings. She works in the tradition of Brakhage in that
she presents reality 1.huw|j ke mtrpnll.linm of her own emotions. Just how
much she i gaided by her feclings is shown in the descriptions of her flms.
whent she ines 1o express the visasl poetry of ber fllms through verbal poctiy
Her most dear and besutiful film i surely Kaskarg, which & & description of a
summer holidey in Sweden, reduced 10 the continuou changing of the two main
molifs: views of a landscape through door and window. There is @ humsan
reference which comes and goes. 8t the same time present and absent. Inside
wnd cutsade meln, The inside becomes tramsparent and thus determined by the
oulside. Landscape exists only ms a view through doors and windows. Image
units stand in oppositon 1o themselves, summilate with each ather or dissolve in
cach other, Beside image pressares, broken spaces amd time fows, stand
unchanged views.

ARErucison, 'ruh:in‘ and oollsion of the elements of the film image. with the &im
of forming a scndual topology, are the main formal means of the chesen mmage

camern and montage techaiques. This phase in his work started abow 1971 with
his fidm Spacecur. It consists of single-frame takes, which describe exireme
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Birgin Hein, *Return to Resson’, Sudio Indermatioaal, Mov/Dee 1973



Pat O Nelll

1939 Bom in Los Angeles
Trained as a designer. photographer. soulpior
Works nipt-nﬂ-ellucu techmician for animated and advertising films
Liwed m Los Angeles

1963 By the Sea 10 min

1964 Hump City & min

|966-6T TI62 4 min

I96E Sceeem 3 min

[96H Genesid 1 4 min

1969 Genesis I & min (with Meon Park, Bruce Lane, Burton Gershiweld)
1970 Genesis I 3 min (with Meon Park)

1969-T0 Srars Sox 4 min (with Chick Strand and Neon Park)
1570 Runy Good 16 min

1971 Easyop % min

1972 Law of the Pertimmons b man

1973 Dowa Wind 16 min

1974 Saugus Series |8 min

1978 Sidewinder's Delta 20 min

1977 Sleeping Dogs (Never Lie) 9 min

I9TR Foregrounds 14 min

Working Method

The most difficult thing o do s to sn. All of the pasi, ight sp 10 yesterday,
weighs down like all of the stones of all the world's muscums. Find the gall 1
began. agaanst the pervasive possibility of absurd fadlere. The process of making
requires repeated confromtation and micraction with reality. Nature, everything
ane knows. The original plan of action soon lies bunied beneath the strata

of scoumilated decisions, revisions and random gifts. Every act has mulitiple
mnsequences, same of which go undiscovered, perhaps until a screcring vears
later when someome asks why of 5 that way end not this way. Ofien parts are
removed and st aside, and sometimes thess @ um abitsct extensons, and
snather beginning kas been made. The concems of the work ane cyclical,
repeating over and ower in mew formulations. This usaally happens withowt
corscivus guidance. Eventually the trecks cross and recnoss, like those
surrounding & waterhole on the desert

Motes on Fho reeepr

Contipuous {leop) projectan re-prients motion picture percepbion in sevifal
important ways. This mode of prescntation scems. to be & very desirable way of
awe FComang ald pl\ejudiu:. about the viewing expericnce of an audicnos, Firsl,
the reenoval of the st vestages of the theatrecal setting (stage, rows of scats,
schedule of performances) temds o fedece the almost imevilable expeciation of
drama. Motion pecteres which are not essentislly dramatic often seem curssly
unsatisfacrory when seen in the confines of & proscenjum arch and much more al
home on the wall of 8 working or living space o any other *neatral’ moom.
Furiter, the elimi of the B ing and Ending mcans that tt d'l.ll'l'llﬂrl- af
the expernicnoe is 19 be decided by cach member of the audi i dy.
and mod by che filmmaker. Ths places the work in & sinsstion that ﬂ-j'l.l.lﬂ B slep
cluser 1o painling's: the viewer is encouraged o stay as bong and 10 watch as
imiently as the work seems to warrant. It alse means that alibough there may be
a serial form operating willin & work, with images replacing images @ time, the
casse/effect implications of one thing following anctber are somewhat
neutmalized. The fact that the srocn & acting constantly alio has an @mpact on
e wills of the eaclosing space; &l the walls ke part in the cycically reoarming
projection. They roocive its reflected lght, people come and go, perhaps
accasionally intermupting the projecior beam and sddng & whique event to the
experience, We gradually perceive the periodicity of the loop. and ils various
parameters yichd 10 our inguisiton. 11 i also satsfying o notice the projector
there wilh us in the room, collsborating along with the enclosing walls and the
eletric oarrent an enabling ike expenence of the work.

Pat {3 Neill.

Willlsm Rsban

Bam in England
Lives in Lomdon

1970 Sky & min {2 sroeen)

1970 Barewmeni Window T man

19T Wiew 4% mn

1971-72 River Far 35 min {2 screen) with Chris Welbsby
1472 Colowrs of Thiz Time 7 min

1972 Broadwalk 11 min

1473 3o Edge 7 min

1473 Body Pring

1973 Diagonal 5 min (3 screen)

1973 Angles of facidence 124 min (2 soreen)

1973 2" 457 I min 45 sec (film combining live performance)

1974 Easr Eight Exir 11% min

1974 Breath 12% min

1974 Time Stepping 19% man

1474 Ar ome 20 man

975 Morarhies B min {2 screen)

1975 Canal fncidenr 11 min (X screen)

1974-6 Surfoce Tengion 15 min (2 screen)

1976 After Eight 36 min

1976 Pink Trousers (Installation

1977 [husonizts 10 min (flm combining live performance] with Mardyn
Halford

1977 Wave Formanions (5 screen mutallation)

1978 Thames Barrier 18 mins {3 screen)

1978 Amrwmn Scenes 26 ming

I started 10 wse filen &8 o obec rvational 160l 1o record changes in landscape
These time-lupse expenments were conceived &8 an exlenson o 8 serves of
lasulscape padnting where | incorporated conditions of nature as the maani 1o
imprint images on anvas In my films | choose procedures which provide the
means fof guestioning the projecied image. The switching between mormal film
speed and scoclerated time-lapse serves this purpose in Fiew (1971) by
presenting o dwality in the recorded time-scale. [ applied o similar comparstive
system in Angles of Incidemce (1973) but here the Mm- is reluted more 10 ke
recording of space. The reflex anghes formed by a pective are
counteppinied aguinst acule angles of & nl'hl-hnd view. The 2-screen
presentation beightens the mirmor snabogy by showing both “real and reflecred
imEge siaggered im time according to the haptic control of projector speeds.
Severnl filma explore the temporsl disjenction caused by repeﬂin._ﬂ'.: sAmE
filmned sction twice over. Ar Chae (1974) i based on the duality of repetiton,
The camera makes & complicated series of movements into a kitchen , xnd om &
sccomd day’s shooting these sctions are duplicated i the samc space, and with
the samne timings. The two films are intercul into ropeated couplels. The same
iddea is mken up more simply in Camal' fecident (1975) where two "camers walks'
shot along the same sireich of fowpath are projecied side-by sde. The views are
similar and the movements are simalar. bul the time of le'li in dif ferent
Multi-screen projection provides an obviow way of handling comparative
images. The first pant of Surface Tension (1976) is a projected mix of negative
sape imposed over positive image. The power of this duslity is mos! appaneni
when the I sereens ane separabed half-way through the film. The three parts of
Awrwmn Scenes {19TR) resort io vanous forms of temporsl .|.r||d.-|.pu|li,|]
dislocation. The image is subjecied io & process of crom-referencng by
comparisons in viewpoinl which anc achicved by an altemating sequence of
advancing and reimcling camens movements. Here the duality cexmts in the
relanion be reccn camers movement and timnc-dmplaement.

William Raban

Margaret Raspé

1933 Borm in Breslaw
Lives in Berlin

1971 Schweineschaiized 4 min

1971 The sadisy beats tee wagueanionably inmccénd & min

1972-73 Ok death, how nowrivhing pou are 15 min

1972 Pawscaks, parscake baker's man 10 min

1974 Temarrow and ivmorrew and tomorrow = ler them swing” 135 min

1976 Weihlicke Riruale 13 min

1997 e Selbibewingune des Fromomaten, oder Schein bleibr Schein 12 min

1979 i started to work with film, after a long period with childres, garden and
housework. i felr, that i could mo more record, what there was . . . beyond what i
ngeded, 10 do & cortain task. | had worked only with that in-come, which was
directly necessary, to function, i was locked in suiomatic funcioming . . . with the

‘cameera-helmet” | discovered a technical means, 1o keep on film the central

peripective, which i take in as i work. while i in the momemt of shooting
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concendrale om the working process, the film records, where i coincidentally
direet my vicw throagh the camera . . the themes came oul of an isterest in the

mimirnal ramsformation processes, in which | pariscpate. i found it inan area
with which § am familias . . . the ‘ohjectiviny’ of the camers’s view can'l prevesl,
thec film being seen from the perpective of different pre-conceptions .. . sa i
tried to open myself, 1o be consciously aware of what is gaing on 'I'h.l.'lt i hmi..
and the door to the

images opened wide.

Rishi (formerly Johs Do Cand

1549 Barn Africa
Lives in London

1971 Apalfania 13 min

1971 Reflerence io What 12 min
1971 Lenseless 5 min

1972 Croswayr 12 min

V1972 Aspecis § and 2 55 min
1972 Frame 15 min

1972 Farwua! Freedom

1972 Delicate Transformardon 10 min
1972 Far Film 12 min

1972 Together ar Lase 12 min
1972 Qpposnon & min

1973 Relanve Durstion T min
1973 Incldemee & min

1973 Accrerfon 7 min

1973 Change 12 min

1973 Wariarmt 15 min

1573 Pericds 6 min

1973 Focus Frangments | and 2, 5 mins
1973 Instand farerval 1B min
1973 Pre-Preseniaiion 15 min
1973 This iy che Dhae B min
1973 Thiz Two 4 man

1973 Medivation 15 min

1973 Forcing 15 min

1973 Sereiching M) min

1978 Dislocanon 3 min

1974 Kign 90 min

1974 Crearures S min

1974 Praois 9 min

1974 Exteresion 45 min

1974 Melations 45 min

1978 Cross 60 min

19758 Types 18 min

1975 foom-Lapre 15 min
1978 Emamarion ¢ 40 min

Jozsl Robskewski

1939 Bom s Paman
Lives im Loz, Poland
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1962 6, (MWLM & min

1962 The Drunkard 4 min

1963 The Swar Lake & min

1964 Sund-diggers 4 min

1964 The Suive 5 min (with A, Mikolajoryk)

1965 Kupsvian Circle 2 min (Hmm)

1965 Tymon & min

1965 Hans Memiing B min

1970 Collage B min (35mm)

1970 Po Crlowicka B min (35mm)y wiih T, Junak, R, Meisaner
1970 The Marker § min (35mm} with T, Jusgk, R, Mecissner,
1971 Test | 4 min (35mm)

1971 Test [ 2% min (35mm)

1971 The Dynamle Recoangle 4 min {35mm)

1971 Porfarit of Tymon Nieniodowskr 15 min

1972 Revord 4 min (35mm)

1972-73 Exercise 4 min {35mm)

1971 Sparial Compositions by Kaiarzyea Kobre 11 min (35mm}
1973 I'm Gioing 3 min (33men)

1973 Fem Graiag 3 min (35@m)

1973 Door-Window: Chair M) min {(35mm) with Ryszard Wasko
1973 Coloarfidd Carts 20 min (with W, Wasileski)

1973 Med o-mageeic studio- Tyl Cryoowski 15 |n||'| [35mm)
1974 My Film 4 man (}5mm)

1975 The Ciallery Alive 25 ebn [35mm)

1976 | - Tmtermmingled Views — 1 8 mid (35mm)

19786 On che Line 10 min

1976 10 Times Serip A-B 12 min

Characterising the development of the philosophy of an, one cannotl avoid some
sesihetic aifitude towards the history of an itsell since it invalves a dependency
of some son = the relatsonship occurring in the phenomenon of so-called
theory/practice. Since every fanctioning theary of ar is o segmemt of the
extremely complicated matter of art, no absolutely objective/scientific method
can be applied i the examination of ari. [t appears that the hisiory of arn differs
considerably from that of any other type of human activity — this difference
comes from the specific nature of an.

For instance in the development of science and technology one may witness the
process of the fallest possible realisation of practical aims. In the history of 1he
evolution of ar one may observe guite the contrary phenomenon — the
abwolute exclision of striclly practical purpose halress,

'Practicality’ in art may only ke traced in some kind of reflectiveness that it
offers as the critical commenary on the overall development of haman thought,
Development in scsence occurs through the unmasking of false theories, either
through total rejection or through the redeployment of some elements as
constiuest parts of & wider system, for example the common idea which can be
seen 1o direct the work of Newton, Einstein or Planck.

Huowrever, there exisis in the developement of anistic thowught the phenomenan of
so-called '‘essennial points’. Those points which are the markers of a constant
evolution, which preserve their valoe and modernity in relation 1o
theoeypragtice,

Ome can, with full confidence, claim that ihe evoiution of science 1akes the form
of & reciilisear progression, The draft vectoral relations should remaein seasght st
least |d|:ll|y It dlﬂur:l‘l with arl — its characterniscs require constank
conscious, and quential, changes, Thus an comscamly escapes
evaluation, definition, ‘and cannot be detemmined by outer condiknes oF
atilitarian aims.

Any person Spllowing [so-called) aristic sctivity poses for hemself pnnciples ard
convenlsom and the very process of creating those rules may take take form of
‘wrtistic facts’, Such ‘facis’ should be based on rational, logical constnsctions,
while the precision and clarity of such argument belong to the basss elements
which, when combaned, create the possibility of revealing (the) art.

Joee! Robakowski, "Cn the Matter of An'

Digter Raot

193} Bom in Hanmowver
Lives in Dusseldorf and Reykjavik

1456-62 Do
1957 Dock 1
195761 Dack 1f

1957 Pop
1962 Letter

Rat moved 1o Switzerland at the age of 13, and studied graphic art a1 Berne.
Adier vanous casoal jobs, he moved 1o E'ﬂpgnhmn in BUA5, and while working
as & lextide d-.-li;n:r there mande his first film. a record of L“]‘Il and shadow on
stane sbeps. He is a prolific lnphu: artise -1:! producer of “conorele” texis. Simdr
1957 he has travelled and | ely throughout Europe and in

Ame rica.

Rof's interest in “vizasl texts’ amd o the formal links between images and lexts
bed him to work with film in equivalent arcas. His First significant film, Dor, was
made entirely by puncturing the black celluboid with dots of different shapes and
sges, The four other films that he made between 1937 and 1962 pursied this
line of attack. all by treatimg the surface of the fifm dircctly in some way

Tany Rayns



Caroles Schoeemann

Lives i MNew York.
{selected fibmaography & performances)

1967 Snow {event)

VLT Night Crawlen (cvent)
1968 Mimois Cencral {event)
1968 Fusre (Eilm}

1968-T2 Plumbline (film)

Schieemann. bom in Fox Chase, Pennsyivania, 12 October 1930, Studicd a1
University of Illinois, Bard College Mew York, Columbia School of Painting and
Sculpiare and ke Mew Schoal for Social Research, New York Inibally a
paintes, she studied in Mew York in the late “50s where she was impressed by
the Allan Kaprow school of “happenings’. Im 1962, she was the first painter
wvited 1o create Both choreographs and “college environments' for dancers {the
Judson Damée Theater). During the 64, she evalved her Kinetac Theaire: "My
particalar develop of the Happening. which admits titeral dimensionality
ard vamied media in rsdscal juxtaposition’ . Her performance events always
mvalve film, wsed exther as a provodative clement in i awn fight (ke the
Vietnam atrociiy film Vée Flakes in the event Smows) or o a newiral
undercurrent (like the featureless landscape films in the event Minodr Ceniral
Her central concem s audience sneolvement, often ai @ iactile level, and she
sids hed perlormance Svenls as alempes b0 CIeale & "sEniry aena’. She has
filmed somw of her events, and made two film designed to be scen as fillma an
their own right [n 1959, she and her then hushand lames Tenney appeared in
Sran Hrakhage's film Car's Cradie

Schmeemann's Kingti Theatre proncered the coherent use of fdm in a
nisn-gincma conlext, and was thus an important contributor 1o the establishment
of expanded onema. defining film as film in relation v other simuli and oter
media. Her eclebrated film Fuses s a lyrical/romantic rhapsody on holenosexual
lovemaking and domesticity, owing a greai deal 1o Brakhage in i “treatment” of
ihe surface of the film by scraiching and painimg,

Faul Shariis

1543 Bom m Denver, Colorado
Lives in Bulfalo

1965 .48 Razor Blades 2% min 2 screen )

1966 Piece Mandala'End War 5 min

1966 Ray Gun Virus 14 man

1966 Waord Movie/Flusfilm 29 3 min

L96E N T NG 36 min

1968 T80 CHANG 12 mia

196870 5 TREAM 5-5: ECTION £ SECTION-S.5: ECTIONED? 42 min
1971 fajerertial Curvers B mian

1971 Sownd StrpiFidm Sieip @ screen, imtallaton)

1971 -6 Amalynical Studies |- The Film Fraree 30 min

1971-T6 Amalvical Studies 1 Unframed Lines 30 min

1972.73 Axiomatic Granaloriy 20 min

197374 Amaiyvical Stwdies HI: Color Frame Passages M0 min
1973.74 Damaged Film Loop The Forgeiting of Impressions and Intentmons
{imstallateon )

197514 SYNCHRONOUSOUNDTRACKY (3 screen indtallation)
1974 Coler Sound Frames 26 min

1974 Werical Combiguiry 15 min {2 wreen)

1978 Apparer Monom 36 min

1975 Shutier Interface §@ soreen nsallation

1976 Aralyrical Studies IV: Blank Colour Frames 19 min

19786 Drearn (hisplacemene @ screen installation)

1976 Epilepiic Seipure Comparizon (2 sreen, imsiallation)

1978 Epiteptic Seizure Comparison: Single Screen Vernon 30 min
1976 Tails 4 min

197677 Declarauve Mode 43 man

197718 Episodic Generanon 30 min

It & the meddle of the year 1975, 1en years after | began wirk on the film Ray
i Virws, the first segment of my project of deconstructing dinenma [rom & very
particular frame of reference, a frame which i 18l not wholly defined. T had
made films prior 1o 1965 bat those works — sketches and several “imagistic,
haibulike picees involving actors'actresses and rather fragmented nasratives —
while critical of “cinematic Mlusiensm” at o sort of Brecheian level, were not
central to the more focussed and intensive analyses of film which characierize
the current prajects 1o emiphasare the orelevancy of the early warks, [ destroyed
them some years ago. This i B4 10 say that concerns with namativity were
mmmediately dispensed witki; there is a formalation of sarrslne suctures in
Ray Gun Virur (1966 ), Plece Mandala (19646 ), Ragor Slades (196568 L

N TN (1968 ) TOUL, C ML NG (1968 ) and, to a oeTtain extent,
STREAM S5 ECTION S:ECTIONS 58 ECTIONED {1971), but that
formalizmtion & not & primary feabare of these films in terms of the more radical
‘meaningdaildng they ropose. I do not went 1o decass these ssses in this
comtent betaase many of them have been deall with elsewhere and because
there & one aspect of my involvement in film whikh has never boen eapresed,
by others or by mysedl, upon which | would now like 10 make a few

ommsenis

My early “flxcker’ filmy — wherein dhusiers of diffcrentiated snghe frames of
solid color can appear to almost blend or, each frame insisting wpon its

discre ieness, can appear to aggressively wibrate — are filled with atempis o
allow vision o functon in ways usually particular to hearmg. In those films of

1965 to 1968, the matters of “peychological theme' and peroeptual analysis of
filmae information were part of & set which inctuded regard for the way in which
rapidly alternating color frames can penerale, @ vidion, boriaontal-emposs
‘chords’ (as well as the more expected ‘melodic lines’ and “tonal oenters’ b The
fades and lap dissolves of these films function not only s theoretc metaphors of
“mation’ bul also fAow along with and inloe the more discrewely differentiaied
frame sequences, acting as ‘acirve punchaation’ for the ‘weniencey’ being visually
enunciated. The sprocket soundirack of Ray Gun Vi works owands
citablishing an accuraie representatson of technological modulanty, Faming —
and thereby noting — the wltimate matriz of ldmm film's capabdity for visoal
re-presertation (there being one sprocker hole for cach frame of image along
the film smrip)l The even meter of sprockel sound is found mirrored in spoken
word forms in some of my later films. In these word-soundirack works. linguistac
meesning bevels, which form a sodt of bosigontal commentary (o the streams of
w-.-li inagery Ibermpnr. amid phonemic sound gualitses, which exist n &

v relationship with the flow of visual pulses, are both equally
oﬁllﬁt‘. Having brought sourd-[racks ) meo thos discussion, it i a good point
1o begin developing my basic thesis by posing & question: can there cxist a visual
analegy of that quality found in & complex aural iope, the mixtore of &
Pusdamental lone wath i overtones? One can think of painliigs »hich by
vArkWs means - resonaton botween colour shapes, echoing forms, eic. = create
sach a sense; Matksee went so far a5 10 explain 1he carved lines emanating from
around his subject in his painting of 1914, “Mlle. Yvonne Landsberg’, as being
avertonal But how can one fidm frame of one solld color possess such & quality”
11 cannil YeL a series of single frames of different colors, which creates
“ficker.’ can, depending upon ibe order and frequency of the ones, et sach
& quality; but, it can only suggen, because 10 tnaly simulate the sense of
overiones one mast have several visual elements existing within the same space
This problem intrigued me from the days of my earliest studies with so-called
‘Micker,” it comimued as & concerm throu o my work and s sl an ebement of
coFspleration | my worki-in-progness. While il is not a primary, formative
eoramderation, il i a kind of sub-iext operating actively within ihe larger
propositions | wish 1o make shout cinema. |

Hearing: Secing by Paul Sharits
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Guy Shernin

1948 Bom in Ipswich, Saffolk
Lives & London

1972 Mewspaper & min

1972-77 Dow Cyele 12 min

1573-74 Silert Film 14 min

1974 Fallimg Rider 10 min

1974 At thr Academy 5 min

1974 faterval & min (1 wreen)

1974 Amthsology of Grazs 1Y min

1974 Paper Perjormance 20 min (performance, slides)
1974-T5 Self Poriradl & min (performance)

1974 Hand-Hold 12 min {pericrmance, saper B}

1975 Configuratdon 10 min (performance, super 8)

1975 Paper Londrcape 10 min (performance, super B, slades )
1975 Joun 15 min (performance )

1975 Hand rowad 330 min (performance)

197 Riding Ring 4 min

1976 Coming dnfo Kew 10 min

1976 Shart Film Series (continuing seres of interch
1576 Man with Mirror 10 min (perdformance. sapcr 8)
1976 Film with Window 11 min (performance)
1977 Crogs seciion (2 wcreen, insllaton)

1977 Sound Track 9 min

1977 Railings 10 min

1977 Munical Stadey 10 muin

blde films) 3 min each

My recent work includes the Shon Film Series, an evolving and regroupable set
of films. vach 3 minutes long. Individual films within the serics aticmpt 1o
articulate contredictions of kot space nd time within one composite imaEge.
These contradictions can be capressed as follows:

I. Space as dhasion. The mmage depicied and its connotatons.

2, Space as material. Made evidenl by eenphasising some aspect of 1he
image-making process.

Time

1. Time as dlusion. The time implied bevond the films matenal dusston.

I Time us material. Made evident by means of devices that draw attention 10
the physical durstion of ihe film,

In is imporant that the illasionist and matcrial aspeos described above are of
equal l'l'hﬂ., and that they have more than an srbstrary relation 1o each other.
In the mose ducctasful filims ol s anchead whether 1he image fepresented has
determined the means of represenistion, or vice versa. The contradictons at
work within any one film may be referred outwards .o any other fdm in the
SEMKS.

Film, like musc and other time based arts, lends itself too readily to
dimaclic/cathanic consnactions. Although & limear presentatson of the Short
Filmn Serier s unavosdsble, a linear reading s dacouraged by deliberately
changing the order (and sumber) of films in successive screenings, and by the
wee of black leader to separaie the sections. These devides eatourage
Mm{mﬂ:\l“ in what l'|.lt'.|'|l be scen &8 & grid format rather than the
traditicnal soraight line. An outcome of this is the Nexibiity of imterpre o
given & the sudience which is addressed not as a group but & individaals. each
of whom brill.j & differeni personal kistory io eny one screcning.

Guy Sherwin, 1979

Hasry Smiil

1923 Bom s Portlaed, Oregon, imo & lamily of ootultists where he was
instrucied in alkchemy
Liwes im Mew York
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19397-47 Mo, | 5 min

1940-427 N 2 10 min

194247 Mo 3 10 min

1950 No. 4 & min

1950 Mo. § & min

1951 Mo, & 20 min

1951 Mo. 7 15 min

1954 Mo, & 5 min (& longer wersion later became No. 12)

1954 Na. 9 10 min

1956 Mo. 1O 10 min (stedy for Mo 1)

1956 Mo 1} 4 min

1943-587 Mo, [Z T0 min (sl known as Heaven and Eanh Maglc or The Magic
Feature )

1962 Me. 13 180 min

1964-65 No. J4 M) min

196568 Mo, 15

1967 Mo, J6 15 min (known as The Tin Woodman's Dream )

My firsg film was made by imprinting of the cork off an ink bottle ard all that
sarl of thing, as | said before. The second one was made with Come-Clean gum
diots, automatic adhesive dots than DHek Foster got for me. I's like » paper dot
with gum on the back. The film was painted over with a brush 1o make it wel,
then with & mouth-iype spray gun, dye was sprayed omto the film. When that
dried the whole film was greased with vasclime, O course thas was in #hom
seciions — maybe six foot long sections. Anyway they wouldd be tacked down.
‘With & pair of rweezers, the dots were pulled off. That's where those coloured
balls drop and (bt sort of slufl. Being as i1 was pulled off, i1 was natwurslly dry
where the dot had been and that pan which had been coloured was protected by
the vascling coating i this poisl. Then colous was sprayed imto where the dot
had been. After that dried, the whole film was cheaned with carbon
tetrachloride,

The next one was made by puiting masking tape onto the film and slitiing the
tape lightly with a razor blade and a ruler, and iben picking off all those lucle
squares that are revolving asound. | worked off and on on that film for about
five years pretty consistently; [ worked on it every day at lesst. | may have
abandomed it a1 ome point for three mopths or six months at the most. .. T'm
very puzided aboul your fascination 10 visualie music,

That is an interesting question, i=n't it? [ don't know. When [ was s child,
somebody came 1o school one day and said they'd been i an Indian dance and
they saw somebody swinging a skull on the end of & sring; so that | thoughe,
Hmmmm, | have io see this, | went io that. Then | f2ll i with the Salish around
Puaget Sound for & long time. 1 sometkmes speat three of four months with them
during summer vacation or sxmetimes in the winter, while [ was going ta high
school or junior high school. It all started in grade school. In an effort 10 write
down damoes, | developed certain techniques of iranseription. Then | pot
interesied in the designs in relation to the music. That's where i started from.
Of gourse! It was an attempt 1o write down the unknown ledisn lfe | made &
large number of recordings of that, which are also unfortanately lost. 1 took
porable equipment all over thai place long before anyone ebe did and recorded
wisithe bomg ceremonses somelimes bsting several days. Diagrammang the pletares
was w0 inferesting thai | then started to be mteresied in music in relstion 1o
existence, After tha 1 met Griff B, and went 1o Berkeley and stamed smoking
marijuana, naturally nile coloured balls appeared whemever we played Bessic
Smith and so forth; whatewer it was | was lisiening 10 at that time, | had a really
greal dluminstion the first time | heard Dizry Gillespie play. | had gone there
very high, and | lierally saw all kinds of colowred Mashes. [t was af that poini
that I realized music could be put 1o my films. My films had been made before
then, bt 1 kad always shown them silently. 1 had been interested in Jungisn
psychiatry when [ was in jumior high scheal. | found some beoks by Jung in the
Belingham Library, The business abowl mandalss and s0 fonh pot me invalved,
I would like to say Fm not very interested in Jung amy mare. [t seems very
crude now.

Incidentally, this whode thing can probably be printed, if you want 1o print it for
me, kike some kind of poem. In that way, this conszant shifting back and forh
can be eliminated.

Later | borrowed a camera from Hy Hirsh, He had a pretty good camera, & Bell
and Howell madel 70-something, and had seen my films. The San Franciseo
Muszum shawed thal one of the grille works (sd) that precedes Circular
Tensizns, and he came up and spoke, That's when | asked tor a camera, 've
never owned & camera; Pve wiually just borrowed one, then pawned il That's
always an embarrassing soene: trying 10 expiain to the person where his or ber
camena i, | can remember Frank Stauffscher saying 10 me, ‘Now voo haven's
pawned the camers, have you™ He saad this jokmghy, bl it was pasmed.
Usaally, people get their cameras back, eventually. My later films were m

with ome that belonged to Sheba Ziprin, The Mysterioso fifm (11) and the bong
black and white film (12) were sho with her camera, which & now in a pawn
shop im Cklaboma City. The main parts of my film in Oklahoma last year were
shot on o camera that belonged 1o Stuan Reed. That camers is in a barker shop
i Anadaika, Oklshoma, where Mr. Al's Wollensak abo s, unfortunately.

Michael Snavw

1929 Bom in Toronio, Canada
Lives im Toronio

1956 A s Z 4 min

19464 Wew York Eye and Ear Conirol 34 min
195 Shor Shave 4 min

1967 Wavelrageh 45 min

1967 Staadard Time B min



1969 Back and Forth (po) 52 min

1969 Dripping Water 10 min (with Joyce Wieland)

1969 hne Second in Moniresl 16 min

1970 Side Sear Paiatings Slider Sound Film 20 min

1970-71 La Région Cenarale 180 min

1974 Two sides fo every story & min

1974 Rameau's Nephew by Dideror (Thamr to Deanis Young) by Wilma Schoen
64 min

1976 Breakjfost 10 min

['m not scientific. No “ends,’ B0 ‘gaals” no use. *This vague yearning to codify’ is
being reacted to onky in the action of noticing “bow one thing leads 1o another,”
1 i it have & system, | am a system. There won't be any summing wp. Perhaps
there will. These observations arc in my life with my work.

Ive been led to prefer fortuitous personal experience education 1o searching out
‘processed information: books, other people's work in any medium, asking
guestions of other people. What *whats'!

Funther clarification: In lileratare “one thing leads to amother,’ yes, bul what we
are discussing i Bolcing how ‘many events lead 1o many athers.”

In relation to evenls one can only be a partacipant of & spectator of both, Of
course one can also be uninformed (events of which one s unaware take place
comstamtly, 1o say the least), But & that & relationskip? Yes,

Experience of an evend can be anticipatory, actual, and post facio. Or prophetic,
inemiioaal, pecssed, planned or total or historic, reminiscent, amalytical. And in
this (Jower) case it shoubd be poimied out that | am using your words,

Behind this attempt at orderly naticing do [ have a horror of the possibiliny of
chaos? Waould chacs be an inability to tell one thing from anoiber? Is sanity only
e ability 1o idemtily and 10 name? Cubtaral? Is ordering 1he 'disorder’ an
order? Can there be 'order’ without repetition? 15 there hing necessarly
faralinie bug slso religious’ o alfirming (quoting™) that disorder must be only a
type of arder the nature of which s nol yet comprehended . 7 But “the eye of
ibe bebolder' | . . nod only B order projecied bed all i order; all is ordained?
Thee eeason for the skape of my nose the same &5 the reasor a bus just passed
this building. Oh, that's going too far.

Events tuke time, Evends take place,

Mamed, schedubed events: bus ride, concerl, Chrisimas, echipse, cic. This is Bot
whii I'm interested in. Sub-evenis: not ‘what 13" nod, ‘what is nol,” but what
happens in berween. In this case: *not”

‘Passages” then, wherein or post facto of i anticipstion, | may nole fevelatory
unities amd disparities. What's imteresting is not codifying bul experiencing and
understanding the nature of passages from one siile o ancther withow
acknowledging ' begirming' as having any more imporiance in the mcident than
“imponance” has in this sentence.

O \ban “ending’ in this . ..

Michac] Seow, “Fassage’. Artforum, September 1971

Andy Warhol

1928 Born in Pittssbusgh
Lives in New York
(selecied filmography)

1964 Kiss 50 min

1964 Seep 160 min

|9l Ear 45 min

1965 Empire 460 min

1965 13 Mos Beawnifl Women 50 min
1965 Vel 70 min

1966 Couch 35 min

1966 Kitchen T min

1966 My Musiler 0 min

1906 Hedy T man

1966 The Chelrra Girls 195 min
1967 **** {Fowr Sners) I35 hours
1967 Bike Boy 96 min

1967 I, A Man 100 min

1968 Loneseme Cowboys |10 min
1968 Blue Mowie 90 min

Bam Andrew Warkola (10 Croch immagrant parents) in Fitsburgh; graduated in
Pectirrial Diesign from the Camegie Instituie of Technology. Pitsbargh, in 1949,
and moved to Mew York the same year. He quickly found work as a commercial
graphic artast, dedigning adwertisements, magarine dlustrations. book jackels and
a record sleeve. From tbe start, the work lended 10 lack the kind of personal
slamp associated with an sdividual artisc: bis mother executed some of “his
drawing and letering. and colouring was frequently entrusted to frscnds. He

bagan producing the silk-screen multiples that made his reputation
intemationally im 1961, The principles of depersonslisaton and mass-production
cutablished i has painting and sculprare — togeiher with the preference for
“found” amd wnchanged subjocts — were carried over inio his film work, which
began in carmest in 1963, He is known to have been a prolific fam-maker,
although few of his fdms have been screencd in public and even fewer are
distributed. His films wese made wilh {or by) namerous collaborators, including
ai vanous times John Palmer, h_:mn Mekas, Billy Linich, Chuck Wein, Ronakd
Tavel and Paal Mornesey. His aesthetic sctivities and his social position (as the
Bk of & large and allcgedly decadent entourage) were curtsiled on 5 June 1968,
when he was shot and senously sounded by Valerne Solanis. Snce his recovery,
his meodus wiverndi has been considerably bess Mamboyant. and his artistic
production has become significantly less profific and more businesalike. The
feature films released under his name since 1968 have been dinected by Paul
Musrrissey or Jed Jobnson,

Warhol's filma were malemally govermed by the limimtions of the equ.ipm:nt o
use. The eariest films {shat in segments of about 2% manutes, since the camera
used would sccommodate oaly 100-foot lengths of film sock) were fized-anghe,
silont “stares’ al more or less passive objects. Some observed strictly limgar time
(Empire, static shots of the Empire Staee Bullding overnaght and inte dawn,
Ki); others experimented with repetition and permutation (Segp). It is in their
etivlation of "mibjects’ and their expliciiness abowut maiens factomn and procemses.
that these films anticipate structaral cinema. As Warhol employed more
sophisticatcd cquipment, so the material character of the films :hm‘:d- iﬂ.l':l'
takes became posuble, & room lens was used, synchronous sound was added,
and there was fecoanse B a simple form of editing (engineered by stopping and
restanting the camera). The laser films remsined uph.:l.l aboui the materiad
processes of their making, bar were equally caplicitly dedicated 1o the “realitics’
of he pro-filmid ovents: specifically, the directed or undirected improvisations of
Warhal's “superstars’. wsually pitched in the key of bomosegws] narcusism.

Tony Rayms

Ryizard Wisho

Barn in 1948
Lives in Lode

1971 The Chair I min

1972 Lock 7 min (35mm)

1972 The Wall fat Trial 3 min {35mm)
1972 Regisration 3 min {35mm )

1972 Negation 5 man (35mm)

1972 Window 10 min {35 men)

1973 Pace 2 min

1973 Srraight-gway T min

1973 Roem 3 min

1973 Traved 4 min

1973 Arrangmeat [ - VI 3 min

1973 Flower-Pot 5 min

1973 The Wall 13 min

1974 The Theory of Space in the Film Piciwee 5 min
1974 Gimnaamic 4 min

1974 The chair

1974 A-B-C-D-E-F I-36 B min

1975 From A w0 B and From B 0 A B min
1974 30 Sound Sirvarion 10 min

1975 Soumd Situations 10 min

1975 | am Gioing between 12 min
1476 Enlargemens 3 min
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1976 A Record of Space by means of the Numbers =36 14 min
197TR (hnin - Omax |12 man

1978 hmin - Omax - Omin 14 min

1978 ABCDEFGHIIK 10 Min

1GTETY Congractiviam in Poland [923-30 30 min

The consmuction of models s a method wsed in science to umiplify problems,
mcreasing the chance of salving them. There exist two kinds of madels — the
so-called theoretical model which is a set of simplifying assumptions, and the
sao-called real model which is the very object, or the set of objects, fulfilling such
sasumpions; ihis model is the realisatson of ke theoretical one. 11 is possable 1o
obiain the real model by constructing a physical relation of objects which
simplifics the caamincd readity bat is similar 10 it in ssch @ way that it may be
wsed in problems comceming this reslity . .

These models of film structures constitule an atiempt 0 go outside the sphere of
e language and notions ased o far when considering the problems of fdm.
They make an attempt 1o formulatc &0 attitude opposing the tradinonal
sienlific approach which appears both im the theory and practice of film. as ne
wilequate critena have been worked out, so far, whach reflect comtemporarny
knowledge on the subject and also solve the problem of the chowe of languige
in relation to & given artisticfilm fact. The activity of the comtemporary
filmmaker, leading 1o coscnial changes in the sphere of film knowledpe,
ssmultaneously eliminaies the traditional notioms and language dominant i this
sphere.

Az i knows the process of g knowledge of the active
procedures of the examiner on some material, i.c.; on the already acguined
knowledge snd on the objects given physcally of aotionally. Those activities ane
generally desiribed in so-called “everyday language’ =ith 1he use of such
expressions a5 ‘| gssume’, 1 sccept’, and *1 change’. Operations with notional
abpects may be brough! 1o cperations with real abjects, while opemtions with
real chjectives may be brought to the sentences of the type “if ¥ 1hen £, where
¥ is & descniption of the objective resalt of the operatson and Z is the
krowledge obwined ia these conditi

Thus the relation: the adivily of cxamning in rolation g the objedts shaws that
the examiner does pod introduce any changes himsell. Thes there s the
possability of condwcting verifiable, precise opertions (including menial cnes).
Such precise operations arc possible thanks 1o the use of the clements of kogc
which deals with the analyss of language and such activities as thinking.
delinmg. classifying e1c,

Ryszard ‘Wasko, excerpied from *Models of film strscteres’. & lecture presenicd
i the Remont Gallery, Warsaw, 1975

Chris Welshy

1948 Borm i Exeter, Devon
Lives in London

1972 Wird Vane B min

1972 River Yar 35 min (2 sereen) with Willam Raban
1972473 Winder and Summer 5 min

19T2-73 Windmill (ne 1 min

1972-73 Park Film 7 min

1971 Runming Film 4 min

1973 Wimdmill Twe 10 man

1973 Foresi Ray Twe 5 min

1974 Windmill Three 10 min

1974 Tree (0 min

1974 Anemometer |0 min

1974 Seven Days 20 min

1975 Colowr Separatioa 2% min

1974 Wiad Vaar Two 3 min

1976 Sreeam Line B min

1977 Shore Line {6 screen installation)

1978 Clowd Fragmens 15 min

1978 Windvane Three 20 mim {3 symchronous propeciors]
1979 Skore Lime Two (6 soreen imstallaison)
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Warking Dvawing
Extent of the
cerainty.

Cloeks

Type of equipment used.
The 1gchnical aspects
of the procedure and its
imporance in the

B PaLTane,

Relation to visual
ohservation of the
artifact.

Mature of interference
Ehcenit of

impartancs of
INTERFERENCE
The lacation and the
relationship of its
integral parts to the
latal wask.
Interference and its
relatioa 1o the visaal
obscrvation of the
original *phenomena’.
Extemt of the
anermainty,

Clouds

Extent to which
mcalculsbles
contribute towards
the steucture,

In the diagram the central and mosi imporiant position in the order of things is
occupied by what [ have chasen 1o call *Isterference’. This refers 1o the activiry
of myself, as filmmaker, in relation to those things with which | am working.
They are, only lor convenlence, devded ieo teo: on the right are “clowds’, and
an the left “clocks’. The *clowds’ in this scheme represent those things which
cannot easily be measured or predicied, ie. the imational, the unknown
quantitees of X fsctors (wind, chowd, changing light conditions, 1he movement of
animals and to some extent peaple, all bebong 10 this category ) The *clocks’
represent cemainty and the more rational, more mechanical aspects of things
{cameras running at 24 Lps. and tripods with their mechanscally controlled
functions, trains and buses rumning to timetables, traffic lights working on time
switches, of archilectune with immediately defmable proportions, It is notl my
mtention to separate these categories. | have tried fo show in the working
drawing that the coberent fusing of 1he 1wo polarities is as important is relation
1o the artifact as it is an integral part of the phesomena. There 15 mo eilbecor
sination existing with regards the two categones of ‘clock’ or “clowd’. Rather a
sliding scale where a chock can be scon (o be a chowd or vice versa deponding on
the method of observation. Incaboulables often play a very mportant pan in my
filmys and in the way they are made,

la mare fecent work [ am concerned with making my prosends mone explicil al
a decisson-making level during a predetermined shooting procedure: a situation
whese my personal nierferenss with 1he relationship alrcady Ehshed
betwoen the camera and ils subject matter can be an indegral part of the formal
actaalization of the film, In Seven Dayvs the camer motion is determined by the
rotation of eanh in relstion 10 the sun. The leagth of the take is determined by
local weather conditions. The motion of the sun as the earth rotates is easily
predetermined, The lemgih of each take, however, canai be predetermined and
depends on my presence for ity deleTmination.

My films begin as a “musical feeling” about the spatial and temporal disposition
ol the componest parts of 4 landscape. My am is 1o mediate between the
predsctable and the unpredictable elements of the stuation. My intention is (o
make films which are not abow, bt o parr off this sfiuation in its entirety

Chris Welshy

Peter Welbel

Bom in 1445
Lives in Vienna

196566 Welcome 20 min (Emm)
10hb-67 Mivea | min (16, 35, Tlmm)
1968 Schutien



1968 Funger pring 1 man (33mm)
1966-68 G Lnd Gerne 5 min
Schnippschmapp
Acrion Lecture
|96E Mabswm S Fruer
18 Fu 3 min (Bmm)
1968 [har Gagmahd 3 min (Bmm}
1968 Intermedia-fmiermes- fale eourie
1968 Glang wad Schichi des Zellulvidy
1668 Cthme Titel No [ {Bmm)
1968 Srurmuber @ min (Emm)
1968 Enir
16E Come
1968 Em F
168 Ansaym=Sokpwars 3 min (Emm)
1968 Valie Expon (with Yalie Export)
1968 fastant Film (with Valie Exporty
1968 Ein Familienfilm 10 min (fmm) (with Valic Export)
1968 Eavironment Filme (with Valee Export)
1968-75 World Cinema 23 min (with Valie Export)
1Akt Dar Magirche Auge (wilth Valie Expart)
1469 Prrmanente Kopidaron
196Y% Good "Good morming” 3 min (8 mm)
1969 Bramndmauer M) min
169 Lighr c. 3 min
6% Intecius (installanon )
1069 Swem Liber | J b min (Hmm)
L9649 Armer Kino (msiallation )
1969 Lichaseil
1970 Time avad Tense in Piclure Procesiing
1970 Mamieriren & min (with Otio Mdehl)
1971 Semantische Uniersuchieng 10 min
1971 Kimi, Pro- wnd Parakinoe 5 min
1971 Mch hab meich am Leben ver kuzi 4 min
1978 Lichntrahl: Leinwand 4 man
1971 Zykan I 3 min
1571 Zykan I} 3 min
1971 Musik icr versreimeries Stokren
1972 Fur Matwr der Technik {with K. B. Schauffelen)
1973 Lichirer! {installaton)
1974 Komzgikpesre 40 min
1%76 Unsichibare Gegner 100 man
1977 Porsibie (immalieion |
1977 Pesitiv Negarv Treaasfialr (snstallation) with Valie Export

Perer Weabel i perhaps the most didactic of the European film-makers, always
relating his work direcily o a theoretical position and often choosing to prescnt
it m the comtext of an explanatory lecture. His works frequendy ke on the
nalufe of & demonstration of theode sl principles and have become mcreasmgly
rhetorical. After a short peniod of involvement with Oto Muachl and Gunther
Brus, during 1967 and 1968, be and Export wogether prescnted o mnge of film
amd [ve-action works comdeived in torms of @ deliberate challenge o the limits
of cnema. His work has always been concemed with structure of information.
and (15 relationship to the whole contimuum of electromagnetic radiation. His
concepd of expanded cinema is drecily related b his awancfiess of the paftow
hand of ‘informational radistion’ wsed in normal cinema. He has, therefore, been
concerned with techaodogy in the sense of attempling 10 extend cmema into the
full electromagnetic range. and in showing the natwre of informational
relaionships.

Malcolm Le Grice, Absiract Film and Beyond

Since 1967 Weibel has defined cinema as & conjuction of caleull, and his effores
have been direcied 1owards ihe extenzion of these calculi. He uses 1he word
cinemalography i a broader sensc than fm 10 encompass video, laser, slide
projector, photography, polarced — all devides of pre-cincms, pars-cinema,
post-cimema. Film for him |8 cinematogrphy reduced 1o flmsinp, the
production of an object. Narrative cinema and commercial canems offer
messkges that can also be presented in other media and are thercfore scldom
autoRomous, but frequendy non-filmic sdapatons. Marrative cinema works with
coades which already exist ouiside the cinema and have developed over the last
ibnasand yenrs. These are codes with fixed meanings like body langusge.
clathes, music atc. W0T of cinema operates with these codes and only 10% with
jpure filmic codes. He wanis 1o peverse this ratio, Matarally his films wdll not be
understocd easkly.

Peter Weibel, " Avant-Garde Film in Austnia’, Siudio Internationsl, Mov/Dec 1973

Jumes Whi tney

1922 Bom m Altadena. Califormia
Lives in Stwdio City, Caldomda

1934%-41 Varations |3 min (with John Whitney )

1943-44 Absract Film Exervises [-5 11 min {with John Whitney)
194550 Film -5 min (destroyed)

13-t Lapis 9 man

1976 Dwa-fa X min

1970-77 W Mimg 20 min

1977 Haiang Sheng

(See John Whitey for text)

John Whitney

1917 Bom in Aladens, Califomia
Lives in Pacific Palaades, California

1939-4] Wanations 13 min (with James Whitney)
1%83-d4 Absiract Film Exerciees f-5 21 min (with James Whithey)
1547 Jowmnal

154749 Mogan Rondo 2V mim

194749 Mot House 1Ve min

1951 Celery Stalks ar Midnight

1955 Lion Husmr 3 man

1956 Blues Pamerm 3 min (with Ermest Pintofy

1456 Performing Painter

1557 Celery Stalks ar Midnight 4 min {Ind version)
196 1-62 Catalog 7 min

1967 Permuanons & min

1967 Homage i Ramedn 3 min

1968 Experimen in Notion Graphics 19 min

1969 Criz & min

1569 Bimary Bir Parerns B min (with Michael Whitney)
1970 Qzaka 3 min

1971 Matrix & min

1971 Matrix [ & min

1973 Matrx 1 10 min

19TS Arabeeque 7 min

Maving pictures snd Electromk music

by John Whitney

The year 1940 marks the beginning of this shon history. 10 might be called a
piece of Western frontier history for there are signs of a frontier in it — in one
sense = and there is a noe of solabon.

Stmulsied by the svani-garde film-makers of France and Germany of the early
20, | began alone and was soon poined by my brother l-u.nl:lq what
were then called abatract films. My point of view was that of & composer; my
broteer was & painter. | had been cassally introduced 1o the Schoenberg
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twelve-tone principles by fricnds in Paris a year carlicr. Other than this bricl
exposure to 8 madem trend of music composition, we had Emst Krenek's
1, Snudies i Cowntérpart, plus fecorded music 1o listen 10, including

o1 Lunaire; the picces for piano Opus 19 and the Opus 37 String Cuariel
of Armold Schoenberg: also Alban Berg's Lync Saite and violis concerio. [E may
be said that we were mare broadly scquainsed with the temper and spirit of
madern arm, including the Bashaus in Germany.
As @hprecedentod comparatively: as our an was. the iools were also new or
wctually awniting invention. We looked upon losimakng &8 & natursl aspect of
ouar creative DCcapation. We treated this facet of endeavor with respedt,
desagning with care even the appearance of an instrament, for example. We
sccepied, of coune. the probability that formal conssderations would somehow
evolive a5 @ result of an inlcractive play between ourselves and the character of
these tools. And to bear this oul, i1 will be seen that certain formal idess dsd
come directly from the subsonic spprodch that we found for producing 1he
sonmd of our films.
{Onar swbsonic sound msinemeent consisied of & senies of Fﬂﬂuhlﬂ jimked
mechanically o an optical wedge, The furction of the oplical wedge was 1he
same & that of the typical kght valve of standard opticsl mation picture sound
recorders, Mo audible sound was generated by the mstnement. lmstead an opical
sound irack of sienderd dimensions was synibetically exposed onio film whach
afier processing could be played back with & standard motion picture
projector. . . .
Chur activities were not abone masical since our first inlerest had been to
compose absirat graphic compositions wilk & time pneciure & in music. Before
the shove musiol resemrches were begun, we had made several sillent abstract
Tadmes.
The earliest film to be completed consated of 14 vanaoss upon & graphic
mustriz, This mars was given acton potential by an extremely sample asimation
idea. The illustration (fig. 1) shows a disgram of the comples mammnix which was
actuslly never revealed on film m this static configuraton. Thes matny wes
broken dosm as shawn hfq. 2 and produced with an air brush. The forma of
the matria served as a simple positive and negative sendl s shown n fig 3
The resulting animation cards with phases of movement were then photographed
in squence omo bleck-and-white film,
Thas fillm strip was in fact one of perhaps masy possshie serial permuiations from
the original total siatic matrin. We devied an ophical prister in which this fim
strip could be mﬁthjphﬂlwh codor film wsing color filers; either in
normal directon OF relFogrelsson, right side up or inveried, or mirrored.
Graphically bere was a parallel bo the inamspositions and inversions snd
retrogressioms of the twelve-tone technique
Seeing this shon film back from the ll'bu:lbulr for ike first time, my brother and
1 experienced the most gratifying stimulation of our entine film-making activities.
Within its extreme limd wtions, here was & generous confirmation of our
compositronsl principles; the permuiability of the sample graphic material
permitied & great vanety of compositional strechare. Wi were so0n engaged in
elabomtions upon the maine ideas which presupposed some form of serial
e laBon 1o be justapowed dynamically against isell by retrogression,
inversion, and mirroring.
The l'nl.ln'm"n‘ years were & time of continuous discovery of steps toward @ mone
fundamental graphic clement. The static matns idess were modified then
sapplanted by other discoveries

From De Reike, 1960
Reprinted from Russett & Starr, Experimental Animarion, 1976

Khus Wyborny

1945 Born mear Magdeburg
Lives in Hamburg and New York

1967-6% Démonic Screen: Pari 1 91 min
Drernonic Screen: Parrs 2, 3 and 4 260 min {Bmm)
1968-69 The Advenrurous Bw Luckless Life of William Parmagine 20 min
1%69-70 Percy McPhee - Agenr of Horror: Episedes 6 and 7 16 min
1968-71 Chimaey Piece 32 mim
1970=71 Dallas Teras = A fier the Goldrush 35 min
1971 Red War Adventure — Blue War Regrer 50 min
1972-13 The Birth of A Nation + Appendix 1o the Bimh Of A nanion, T0 min
1973 4 Rural Sketches 10 min (super-8)
1974=-14 Fictures af the Loxt Werd 50 min
1976=77 The scene of the Acnion W) min
1977-78 & Ligle Pieces on Fitm 30 man
15977-718 Ulmreachable Homeless\Sonata on Film, 15 min

Generally | start with very rigid logical structures which define the composition.
But them omee this logical mrociure is imposed om the work, | can allow strong
chanoe o | For i n Birik of A Nanon there is a very
n.pd.lng.l:.l] ltn.u:tl.utmﬂ::'lmydl: image is worked on. But which image each
operetion i performed on is completely random. | didn’t look 51 each image and
sy this image needs this or that process 1o get the most precise formulation of
its interior quality, or something like that, I°s chance, but chance within the
limits af & ragid bogical structure. 1 wouldn't perform chance operatsons which
are oot related io the bogical sirociares of a film . . .

In fact the logical structure of Sirk of 2 Manon was based on the derivation of a
ditferential quotiend. When you have a function and this function doesa’t
change, the differential quoticat is zero, If something changes, it does not equal
zeeo, And when you bi-pack the positive and the negative, and yau put the teo
layers of films a litthe owt of symc, even one frame, if you match them properly,
they just maich up 1o bleck, everywhere that there is motion, you see a litle
white. S0 what's visible at the end is the idea of an optical differential quotbent
where you see the movement, But | printed it a litle brighter so that you can
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abso see the background. If I had printed it a little darker, then you would only
see the motion. 50 the end of the Blm is, in a way, & representation of the
optical differentiad quotient. The derivation of this differential quotient
comstituted the logacal structure of the second part of the film. 1 felt, a5 & human
being, mot strong enough in 1his social context 1o impose some inspired
compositional strecture on this foatage. In fact | needed a system which was
owisde of me. At the same time | thought that the theoretical derivation of such
a thing alone would be too boring. 50 1 wanted o make it very senswous,
Sometimes W's nlee 10 work in a selentilic way but 51 the same time 1 wanted
people o have an emotsonal response even when they don't undenitand what it's
about. 1 mean, nobody had even seea this differential quotient. The motion i 100
far way. 5o, the film just looks sensusous,

Excerpts from unpablished merview with members of the Camera Qfscura
Collective in July 1975

Joyee Wihelund

193] Bom in Toronoo
Lives in Toroabo

1963 Larry’s Recemr Behaviour 18 min (Emm)
1964 Prggy's Blue Skydight 17 min {Bmm)

1564 Patrodizm {Parr One) 15 min (Bmm)

1964 Patricripn (Par Twoj 5 man (Smm)
156465 Water Sark 1% min

1965 Barbara’s Blindness 17 min (with Berty Ferguson)
1967 1937 4 min

1967 Sadboal 3 min

1967 Hand-Finnmg 4 min

1968 Catfood 13 min

1968 Rat Life and Died in North America 14 min
1967 La Ralsom Avam La Pazsios 90 main

1969 Dripping Water 10 min (with Michael Soow)
1972 Pierre Vallidres 30 min

1972 True Patriod Lowe S min

1973 Solidariry 16 min

1976 The Far Shore

Sailboat conslsts of eleven right 1o left panaing shots of & yacht (of more than
ane) travelling from beft to right, with & sound track of weves. oocasional shouats
and mircruft nose — the background sounds of @ beach. In two shats people
appear bricfly i the foregrownd. The titie of the film is hebd a1 ihe top of the
soreen throuwghoul. The eleven lemgths of film are rowghly spliced. [#33 repeats
the same bard s-cyc-wicw shot of & wireet in varying but predomimantly fast
mation ten times, interipening 1 with streaked black and white fogged flm
ends. The title appears centre-screen throughoat ke first, fowrth. seventh and
tenth appearances of the strect, Each appeamance i sccompanaed by sctive and
repetitive bat rather aimbess music. These are eady films of Wicland's and lasck
the overt political subject matier of the later Rar Life And Dist In Nonk
Amenica, Soltdarity and Pierre Valiiéres. But many features of these later films
are alfready present in & mose formal way. The “Bome movie’ characier —
Sailboar's beach photography. with Wicland rusning along the shore @0 pack ke
vachis up farther along. and s crude editing; /933, made from & frgment
Timed from her window o finish off & reed of film — presages the kitchen table,
gerbils and cats that are the raw malceal for political allegary im Rar Life And
Diier, mntrl;umt N 1.pari|'i|:lﬂj' femsnine characier i the atiack on US
impenalism in Canada. The fefasal of the traditional relation berween the
writien tide that precedes the real film and the images and sounds that follos
wnid ilustente it takes opposie forms an the two films — complete redundancy in
Sailboar and complete arbitranincss in 933 in Sofidariry these two sirategies
combine into & political paradoa, where the feet of picketers illustraie the
conlifiwouily present title yer also contradict it by their diversity.

Ben Brewster, "US Strsctural Film', programme nate for Persprenives on Brisich
Avani-Gardre Film, Hayward Gallery 1977,



