








Hallwalls is pleased to welcome Lukasz Ronduda as its 2004 Artslink 
visiting curator, and to present his film programs bringing together works by his 
countryman, Polish experimental filmmaker Jozef Robakowski, and Buffalo's 
own avant-garde guru, Paul Sharits, the late UB professor, prolific visual artist, 
and one of the most influential figures in world experimental cinema. These 
screenings, and this accompanying publication, underscore the personal and 
intellectual links between the world renowned film studies legacy of the Polish 
city of todi, where Robakowski still lives and teaches, and the equally 
celebrated and influential history of experimental film in Buffalo (a city whose 
relationship to NYC, say, is not unlike Lodi's to Warsaw), which has been 
supported for well over 30 years by such institutions as Media Study (its former 
site now a vacant lot just down the block from SPOT Coffee on Delaware 
Avenue), the thriving UB Department of Media Study, Squeaky Wheel, CEPA, 
and, of course, Hallwalls. 

This project, organized for Hallwalls by staff Media Program Director 
Joanna Raczynska, resumes our association with Artslink- the international arts 
exchange program of the Soros Foundation, which, from 1995 to 2000, funded 
half a dozen Hallwalls residencies by artists and curators from across Eastern 
Europe. It also helps kick-off our 30th anniversary season, a season that will 
also see the opening of our new facilities on Delaware Avenue, not far, in fact, 
from the lot where Media Study once stood. Paul was an early inspiration to 
Hallwalls' founders, artists, and staff, as he was to a generation of UB 
students. (On page 106 of our 20th-anniversary publication, Consider the 
Alternatives, along with an excerpt from Steve Gallagher's 1993 remembrance, 
there's a marvelous 1975 photo of a then 32-year-old Sharits, sitting around a 
table at the original Hallwalls, drinking beer and smoking cigarettes with 
Michael Snow, Hollis Frampton, and other fellow visionaries.) As those who 
came to see film and video in our third home at Tri-Main Center, where we 
moved in January of 1994, will recall, our cinema there was named for Paul, 
who had died the previous summer at just 50 years old. It is fitting that as we 
move back downtown, and as we mark yet another milestone, this special 
program once again invokes Paul's enduringly restless and creative spirit. 

Edmund Cardoni 
Executive Director 

Hallwalls 



Lukasz Ronduda's engaging film project at Buffalo's Hallwalls is one of 
seven 2004 ArtsLink Independent Projects awards. This small and extremely 
competitive granting program began in 1999 to support projects undertaken at 
arts institutions in the US by artists and arts professionals from Central Europe, 
Russian and Eurasia. Other distinguished Independent Projects recipients this 
year include Georgian theatre director Rezo Gabriadze, Serbian visual artist 
Rasa Todosijevic, and Croatian Festival Director Zvonimir Dobrovic. 

Independent Projects was born of a desire to extend the impact of 
ArtsLink Residencies. The Residencies are a 12 year-old program that places 
artists and managers of all disciplines in US independent arts organization, 
universities, museums and theatres in order to develop work, make professional 
connections, exchange perspectives and invigorate arts discourse. Since the 
program's inception 341 Fellows have participated in Residencies at laudable US 
institutions like Hallwalls, the Museum of Modern Art, University of Iowa's 
International Writing Program and the Library of Congress. This year 14 Fellows 
from 10 countries will visit the US via Residencies. 

Independent Projects and ArtsLink Residencies are part a roster of 
programs that reflect CEC ArtsLink's belief that the arts are a society's most 
complex means of communication, and that the work of artists and arts 
administrators and curators such as Mr. Ronduda can help us all overcome 
histories of reciprocal distrust, insularity and conflict. 

Fritzie Brown 
CEC Artslink 



t, a good deal of my art does, in fact, 'contain itself'." 

Paul Sharits (1971) 

tew short films by artist Paul Shartts being screened in conjunction 



Sharits considered T,O,U,C,H, 1,N,G (1968) and PIECE MandalalEnd War 
1966) to be part of his "mandalay' series of films, "by which he meant a film 

symmetrical in time, a meditation which vibrates within us to raise our self- 
awareness." Experiencing both of these flicker films, the first silent 

an endurance test and a breakthrough simultaneously. Linear moving 
rk is traditionally deciphered (and taught to be deciphered) as the work . With these two films, a viewer is moved to accept the strobing 

on of color fields and still black and white images in negative 
itive as bursting facts and effects in and of themselves. 

WORD MOVIEIFLUXFILM 29 (1966)' like T,O,U,C,H,l,N,G, is concerned 

roughout T,O,U,C,H,l,N,G the word "destroy" spoken by poet David Franks 
aries both in speed and in meaning as it is perceived to  become other words 
d phrases concurrently. With WORD MOVIE, the viewer struggles to capture 
word from the hasty string of letters moving horizontally on the screen 
d to make some sense of the female and male voices alternating 

d factual, these authoritative voice tracks give us no immediate 
the words spoken, yet demand heightened attention and an active 
t because of their existence. 

Film, attributed to P. Adams Sitney, has followed many 
early 70s, including Sharits, who experimented with 
(its plasticity and inherent characteristics). Though 
harits' films are observations on the very use 

the light flare, which is so characteristic of film being overexposed and "run- 
t" through the camera, repeat slowly in a vertical stream of colors 

I and occasional images of a woman. By highlighting the ends of film reels silently 
I and without haste, Sharits allows for a contemplation of their beauty as objects 

traditionally overlooked and discarded. 
I 

I 
As contemporaries, Sharits and Robakowski shared similar concerns 

and methods though they each worked in  very different political climates. 
The work presented in this program by these two exceptional artists might serve 
at least a dual purpose: as a commentary on the political and cultural histories 
of experimental film in the U.S. and Poland before the fall of Communism, 
and as a reflection on the possibilities of artistic collaboration across borders 
and even across time. 



Many individuals and organizations helped .- make this screening 
and residency possible. I would like to thank Lukasz Ronduda; Jozef Robakowski; 
Fritzie Brown and Jennifer Gullace of CEC Artslink; Ed Cardoni and Polly Little 
of Hallwalls; Roy Roussel and Meg Knowles of the Department of Media Studies, 
University at Buffalo; Nancy Weekly and Scott Propeack of the Burchfield Penney 
Arts Center; Lawrence Brose and Sean Donaher of CEPA Gallery; Monika Fabijahska 
of the Polish Cultural Institute; Galen Joseph-Hunter and Lorn Zippay 
of Electronic Arts Intermix; Christopher Sharits; and Wojciech Krukowski, 
Director of the Centre for Conternoorarv Art. Uiazdowski Castle. Warsaw. 

Joanna Raczyhska 
Hallwalk 







(...) Energy conforms with accepted notions of 'artwork,' 
h is to transmit energy." According to Pawtowski, 

h Malevich termed "the pan-energetic universe." 
rks seem to reconcile Malevich's radical "energetic" 
's chief hypothesis regarding the reduction 
tal (basic) media determinants. 

71) is precisely this kind of film as (in the spirit of Strzemihski) 
cinematic medium - revealing it to be a "light-based" 
- and initiates a singular "physiological and energetic dialogue" 





Heist Festival in 1974, this turned into a real "light battle" 

turat intent to activate viewers, provoke them to react, initiate 

lm utterances. 

"lmpulsatory" ("Impulsators"), in which the artist reflects 

he medium" and the "viewer's corporality." 
dialogue, involve one another. The resulting process 
involves the transfer of on-screen "cinematic 
n body but focused in traditional cinema 





resentation, to the "body" of the film (i.e. contemplation 
physicality). Robakowski intensifies this process through 
flickering and other Hght-and-sound attacks. When projected, 

eloped during the 1970s. 

a projector lamp shines through. These elements combine 
projectton, and in general Robakowski's video works seem 
media like photography and film. "Energy Angles" seems 

the past, recalling an even older "light-based communicationn - 



- 

Jozef Robakowski, Energy Angles, 1994 V 



The line that runs the length of the film is an ironic reference 
ion of traditional cinema, a narration that constantly 
the viewer's attention and perception- 



Paul Sharits approached me during the international meeting DOCUMENTA 
6, Kassel, 1977. Myself and my colleagues took part in this huge celebration 
of art as the WFF (Workshop of Film Form) on the invitation of Birgit Hein. 
It was an exceptional event, that time focussed on the so-called 'other media'. 
By accident we were staying in a luxurious hotel in a room reserved by the Polish 
Government for the official 'anti-master' - Tadeusz Kantor, who for some reason 
did not arrive. By contrast, Paul Sharits - a master of the American experimental 
cinema - was living in much more modest suburban hotel. Frequently, after 
late-night parties he did not feel like struggling back to his distant hotel 
and preferred to continue with the 'Polish vodka' nightcap in my room, later j 
sleeping on the floor. One time, when as usually we woke up with a bit t 

of a hangover, Paul impressed me sitting cross-legged on the floor and creating 3 
off-the-cuff, without any notes, a list of fifty or so important contacts complete 
with names, addresses and phone numbers. I was mighty impressed by this cool 
display performed flawlessly despite the headache. 

Our second chance encounter happened during 'Film as Film' meeting 
at the London's Hayward Gallery in 1979, where together with Paul Sharits and 
David Curtis I was introduced to the London's Filmmakers Co-op. It is important 
to note that on that day, during an official presentation of WFF films, I was able 
to introduce to Paul and David our Polish 'masters' of experiment - Francis 
and Stefan Themerson who were there at our invitation. 

The third and last meeting happened at the first 'Construction in Process' 
. 

in Lodz in 1981. After many difficulties, Paul Sharits managed to arrive at the 
Kaliska Station (Lodz main railway station) on crutches. It turned out, that as 
a result of a serious accident in the United States, Paul was badly hurt and under 



stress. We took him home for the entire 
as an exceptional opportunity to stir up many 
essed by my very own Wex 16 mm motion 

ional performance. We were realty ctose then. 
en say that we loved each other through Chopin and art. 

in his body around his 
at a restaurant. His life 
o doubt thanks to his 

artist whom I truly loved. 



P.S. 
Two more memories - during the martial law in Poland, together with a large 

group of friends I have planned to organize a large international film meeting - 
'FORWARD' - it was to be organized entirely through the 'alternative', underground 
means. The printed invitations were smuggled through the border by a Canadian 
artist of Polish origin Mariella Nitoslawska. Each artist invited to the meeting 
supposed to select three more younger artists. The invitation had also the entire 
list of the Polish organizers and participants. Paul Sharits, who was not familiar 
with the methods of the communist governments, wrote and mailed back 
to Poland his suggestions together with complete addresses on the original 
invitation illegally printed and smuggled abroad. Of course, the communist 
secret police confiscated the letter. In this way, completely unaware of his mistake 
he had revealed our plans and list of participating artists to the authorities. 
As a result, for years to come none of the artists mentioned in the invitation 
received a permission to  leave the country to take part in any international 
events - the 'FORWARD' meeting itself died a natural death because the Polish 
authorities, in their opinion, could not permit in 1985 an international festival 
of 'subversive' artists. 

Finally a second interesting fact; this time of a very personal nature. 
Between 1983 and 1989 the communist authorities denied me a passport. 
Many invitations to international reviews, festivals, and exhibitions went by without 
my participation. Almost a decade of the artistic non-existence - this is truly 
a hole in my artistic biography. The consequences for me were devastating. 
A good example is an important and prestigious film review organized in New 
York in 1983 by Regina Cornwell - titled The Other Side: European Avant-Garde 
Cinema 1960-1980'. Because of the 'political blockade' of my work by the official 
Polish authorities, my work was not shown at this festival. Luckily for me, Paul 
Sharits officially took an exception and voiced his disapproval - in his opinion 
it was unthinkable to present Polish independent experimental cinema without 
the participation of Jozef Robakowski. With all my heart, I would like 

















Before his untimely death, Paul Sharits mailed to Jbzef Robakowski 
a detailed score of an unfinished project titled 'Attention: Light!'. The film 
was to be a visual rendition of the Mazurka i n  F minor, Op.68, #4 by Frederick b 
Chopin - his very last composition published posthumously. According to Sharits' 
notes, the film should have equal length to the Chopin's composition plus titles 
and credits. He also left a sketch detailing how he envisaged relating the score 
to its visual rendition. Only pure colours were to be used and each colour, 
starting from a pure blue, was to  be linked in a sequence to a specific pitch 
of the tone. Moreover, he decided to increase the intensity of the colour changes 
by linking the dynamics of the volume to  colour contrast. In all, there were four 1 
variables controlling the image - hue, contrast, velocity, and tone. ,1 

Despite its conceptual simplicity, the project presented several problems 
difficult to resolve with analogue film techniques. Most likely, this is 
one of the reasons why the project was never completed. Thanks to digital 
technologies, it was possible now to build a series of algorithms linking 
the score to dynamic changes in solid colour layers. First, the score was analyzed 
in terms of pitch and velocity. The results were used to construct a regular 
interval timecode expressing digitally the combined total for both variables. 
Second, the timecode was used to create a number of algorithms linking colour 
changes to the musical score. Two variables - hue and contrast - were 
controlled using this design. Finally, several arbitrary decisions had to taken 
along the way determining the final 'look and feel' of the finished film. True 
to the spirit of Paul Sharits' work, we have attempted to exaggerate the 
dynamics of colour changes to reflect the 'rough' quality of his work. 



XIII. MAZURKA IN F MINOR, OPUS 68, NO. 4 
CHOPIN'S LAST COMPOSITION (1849) 











After "Construction in Process," Paul and I started to write each other b 1 letters. When Martial Law was introduced in Poland, we were afraid of those 
letters because we didn't want the contacts between us revealed. Impossible. 
The Security S e ~ c e  constantly asked me about Paul, they asked why I wrote 

, him about every artist, about the situation in Poland and all my hostility 
to Polish reality. Paul wrote about the path he took from home to the university, 
about his plans for exhibitions, about meetings and his incessant attempts 
to telephone Poland. At that time, it took three weeks for a letter to get 
to the United States. Telephone calls had to be ordered three days in advance. 
Today, no one remembers this anymore nor understands it. In 1986 I received 
a schotarship to go to New York. Paul went everywhere with me. He stopped 
seeing his analyst, said that I did a better job. At the time, he was preparing 
his exhibition at Art Space. An exhibition different from his previous ones. 
For the first time, the canvasses were vast, expressive, wildly colored, howling 
and full of rebellion. The photo I'm in is from that exhibition, of whkh I was 
a part. He sewed, made, constructed a dress for me that made me look like 
one of the figures in his paintings. 







Paul Sharits, Study for the &%'I Fws, fttm score, 1974 4 
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