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WHICH PERTAIN TO ITS
CONTINUITY/DISCONTINUITIES
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SOME FORM-MAKING OBSERVATIONS

A building i the verb for how it-has happened. A movie-
makin% o @ buil ing. It happens fo be likening itself fo iaﬂd%dPQ
This projed™ iz concarmed with a new wey of describing arthiiedtura|
“pacz, and with exploring how e format-of film  (by” mofion-pidure,
dure and by opatig dnalo%) lerds ifself 10 e reconeniction
of anyplace in particular: In on ordhiedural sense it i a form-
of - nhdbiting movie.  In g fimic sence it reverses e conventiondl

Here io everything sofor | have and furthermore, 1o wrile, about-
using mofion picure. spact, for making senee, of the, physical plac in
3 movie.  Any metodical elaboration cf this exploration (notso much e
idea of it) wento film constuchon more, #an vertdl construction. %o
theoe paper notes are not for gpedfying a dnematic freatment but
really w'\ehin% for conveniena o suggeet an attitude sbout motion-
picuve -gound, ot by developing carain obvious generic paralids
bawezn o sudure of movement in movies and e srthiledural -
spatial Audure of a placw where peoplo might be, | @n use e,
ﬁlmmakm% for buildin% gome; definition about the, gpacz of peoplo®
mhabiting.

MOTION PICTURE doez more than record the) surfaczo

of phyaical thinge; i RECONSTRUCTS PHYSICAL. RELATIONSHIPS.
By vespecting faity ordinary inferprelations of motion picure anafomy
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and documeniary “realom” Hhe pod aimo ot

@ dwdopin%dn objec/ ploct senaibility infrinoIC in conventiona|
fim vocdoulary (9uch senze of film that does have: some nofable
exponents in dramahic. cinema whle: dowmentary / narrative ond
archiedure / fravdogue fims have aditionally ignored it

(b. mking come. plac for hurrsnbeing in an “ardniedure” film.

The approach means 1o be genaial (or 0o stienc is predise, i0);
| am interezied in in doveloping d documentary film fechnique, which
could be exirapolaled fo ANY PLACE |

any porticullar set~ of physical definitions
which in locationdk in fime, accommodaleo some. delermindle if
variable yange of life and uge. In & specific awe, | am
interesied inhow sticha “fopdogical” approach does develop
according o locl [cuhural atitudes about privagy ok physical
proximity, go0ial g«oupin% fervitoriditys physical mainenance,
the delevioration of parts de.

3 3 3 3 3 3 3 3 3 3 3 3 3 3 3 3 3 3 3 3 3 3



SOME FILM-MAKING OBSERVATIONS
Metion piture i simply dixcovering @ way n parfiaer fo love
moving & how Mngg move  and that & what you digcover” when
you makesa film and of course, you had dwayo kriown apout a ting
how i moved but dhyway you do discover it
further delail for e curiosity you procazd with @)(plorin% thio
or at subjed” more. particularly or wondetirg quike, hiow 5
technical maneuver will convey' something - particular dpoutat~ and
how precieely you @n make e film summanly fo vegizier” theoe
Ouvioudy Vvocz@dmgg , f
“e metion prdure hag a directionée connedtionsd i e vavious
dorigiy and in the: gaps of it you makes come Space for ﬁghm;%
connections or dloe” elaborating em. U@in% film of all things
experimenting io never d ﬁcp-‘r%rﬁ}q) maiching problems with
aolutions 3 it iv possibly not merely acumulating some empinical
dala To oceupy e inknval beiwezn a prolemdk a eolution. Beause
a mofion picture, fom e very beginning? of it doeo have s denaity
and dgo tese gopo which are alwoyg optional or you 10 add or fo
ke some away:  Whenever you do wonder in particular what the
movie: for inzlana veally amounts To and how i is gspin , ather
you dlveady knew e anower or eloe you never know and cbviougly
te fim doeon't survey these gapo in o movie and surdy you
are not wighing and warting for how an audiene may come, auozs nem
for you. You are uong e ogpo o really o fill -tnem up, but more for
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e space wherg you @ work. ar 4hem and fill have some extra opa@
for dw'din% apout” Knowing, You ove ueing fhese gaps in the movie
for questions fhatyou wonder fo keep upwithh what you & knowing
“Knowin% 9 what” you Know and in asing These questions dHhougg)h
there i o on who’imwwa tese questions there i in them tnat
fhovo 19 Know\od%@’ and o it fa9anating.

Conerdering fhef” making film i> 8 way of zxp!on‘n% fo discover
how ﬂnm%@ move,” one doed think sometimes why bother” when Mngg
do move anyway & you do obsarve hat & film o expensive dr
overybody living aready knows thaf Hrings movo& how ey do
of wurge | mean why bothey making a produdtion about it
Trat io why | am not very exdied W?ﬂ uem% film for vmfym% or
6‘\mu\ahn% %wmhin%, bewuge if nat io what it doeo then it o
never & aubsantive ao the very thing itself and it iv never <o
much pregent: Just fhe, disrepancy n'a semblanee could always
be very noeial%io. Of course it % possible o invent imifsting <ounds
& movements in fim, meking it 10 b like eyeadk €aro or whalever; and
it io fruethatfimmekers do these thingo but that hes redlly HOM}QE
10 do with film. - fim is & real Hhing itself which i9 noton imikation
real Hingy moving or oggheir sounds or fimedkopae. It is really an
“infellectval vecreation.” 4= And how fzdinating har ﬁlmmdkm%alwayb
does owasion g fnis movement of sormefing in order” 0
reredie if:
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More words after themselves are a trick for marking time &
saving the money which you don't have yet when you are
waiting for it, especially when you are otherwise losing
speed of your own goings on with the work all these days
after themselves while you are needing this money to support
your habit.

SOME PRACTICE MAKING OBSERVATIONS

These words are real things themselves, just as the film is
another real thing, in the way more solid than medium that
they need so much pushing around. As these wordy conceptions
of it are not exchangeable for the filmmaking but aside from
it they do occasionally yield some fringe benefit and other
times they are just so much clutter to bother getting all
exhausted & out of breath.

for aaving fime,& money, many of theve, movie formulations
have bezn hypotherical, and many o e hypotiwees ware my noes
n Ao margye of ﬁlmm%& edifing a mohon pdure, of peopley
maneivers in @ Foman plazza 189 January. However inddentally is
modes 180 bean projedives for e ezt is how | had gome actual
material at hond for kegping hock of the new discoverieo,

Had e, movie evertully amounted Ho g fim, 1 thought of
naming it AN AROMATIC TROPISM INCIDENTALLY  SHORT -
CRUTTING 15 PROLONG. Byt do it Waz, More indident tan flm,
ore work. in progress, aonymougly home: movie dqn'ng s
deliverately sucaading 1o have o comection, it never ot
be%"(n&do% norend But gpills over ihfo oo much black leader gt both
extramfies, 9l w’h’ng for me. 1o ingist when | do it theve i aither an
sppropyice continuation r a safiefadiory fermination 1o trike head o il of

| wee pocezding in o exerdoe 1o discover how | could
meke 4 movies dsodale with proportions o human physicl mobilifyg
fo 1e-lowte people in a spatialy conneded but fimialy disconnecked

o ormmnd lac, by concntidfing o how ey manouver el individuol
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By arthitedurally comldmv% animake, body 65 8 onveyane. whidh uses
come. 5pa@ by Mengporting ireelf and the olher porfable definifions
tere, | espeuly di{km%akd fhree kindg of animate mability  with
reged 1o ’Ming@:
(. K movin%mo thing iv 8 ek, and if it i cagy Zﬂough,
fen considerdle effor %@\5 absorbed by comeidy’
will /digposition.
(2. f moving b 1o do with making/finding one’s (body s) way
Anough he dubier (induding aurpioes) nan musaular refie
does “function @ shock abaarber, and the form of movement”
lo meaeuro of a body’s prace.
@ If movm% has 1o do with accommodah'ng LS owN
| p/l)bw%aomy, N 'n%& Suffling dimlezs or
mam%n%b %arou of the way, then e, movement i demon-
Ve Grac, someimey very unwicdy.

tow aucindly might | venture to draraderize tio piazza
fim exerdoe 3 a shudy of three-dimengional amiwardness. While:
9\(\00\1'\(\%, | wanted 1o aseodiate e amera’s mobility more with
Ynp, movementts of bediez han oo of elr eyes. S0 e
editing wats concerned with how | could conshuck thio awkward-
nero in flm without fimming away all e dbrupinesees of it
nfo an esycoing 15 minde danee giep, and Sl withut™ having
it foll apart in e uneasy dia,omitdn@% which | wanted o
NG NOT by shof-
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| was amem% oome. new tules Tor mysaf cbouf auting (ks are
eesanly uselul abzolutely of couree ey are made 1o be bioken). The
"OHORT-URCUIMING " vefrs 1o ating around e most™ abwpt ¢ jerksy
parto of movemertts ralvier than how my pradiced instindr woul
ordinaxily prompt e, 1o i gesture i beween a stokedra glide. 1
alg0 means naf” Whenever S0t juxiaposition wao niat ddbOfdhr\(% upon

g, | had fo develop some visual 10%’0 about™ haptic or mpographical

confinuity for replading e grometvially ncziveble> conventions of
viwal-vioual continuity. The sense of being in a place which is TROPIGM
and perasazion of how ONE PEKCEPW% IMMEDIATELY & DIRECTLY
LEADS TO A FURTHER PERCEPTION. |

e aound of Hhis movie conesponds with pidure in lelity
but not~ in time. Noioen which | rerded n the same plaws, but
earlier or laltr or in between mdking pidures, have bazh re-phrased
with pidure awording 1o Hheir knddnoy 1o convey gpatial coninuity
of a partidular zone Bver a gatially disontinuous sucession of
shofo.  Edch dbrugt” vaniation of arngles or distince which ueually
o af 3 pidure wl™ inferwiple the patd] continuity of pidure.
9ound in movieo epanally dpproximates “vedl” noise, mainfaing 1o
ovi%hal 2-dimengional & dynamic, charaderigtice more than movin
picure on 8 sureen ever approximates Visual pereption. Nicole
Rouzet- Abagli hao commented dbout moviee) that "sound comes firat in
(dation 1o e image: it is more enfolding, more profound. In Freein
foadf [fom e soreen] it makes, the distence of an. mage P%it%e.’s

9 9 9 9 9 9 9 9 9 9 9 9 9 9 9 9 9 9 9 9 9 9



e conformation of sound with pidure in fhe piézza movie 1o
non- “natursligtic” Inasmuch ao | those 1o nat isdale identifiable
meshings fiom g vest of noise or o much o araie, their
proporfion. | wanked o noiee o have varying %moa of
mslah’v%& presencs in ifo dengity. Rother #nan 2ound alwayo dominan
pure alweyo 9p6d1’ym% one, of all poesible amphases, | would have,
e gound and piclure mdependentty afiadiing mare or lezs atintion 1o
one anoley  more, or s in%h‘ng o what d@%\r@b ey were corrform'\ng.
Instead of da/dopm% any analo%y 0 a narrative, or didlogues strudure,
e io%‘o of e 2ound cut wae aimilar to musical composition. So
aude 82 if fill 19 such a bolher:

| never conyecurad that thig ewenMa!l)/ eanned & lobelled sequene
of e piszza movies wag a fim o finigh. The Shooting was nover
baeed on o preconived “treaimant” and | nerer ka2 locking for any
“srory” and | was wilkully zxpmrrwf\ﬁng wifh on-the.-<pof Indedioion
more offen fhan redly a%umin% 4 docuvwmy row-or- never” dtitude
foward what | wa filming, | Wae defermined o be practicing invention
wih thig film. | wao makmg i in order foany plan and | did make
some yulee b | did not even make a vou%h wit beause | wanled
evary splicw infad; 20 do iF o a catalo%wa of puilding deailo dfer all
o nof aradly A Movie. - A Movie, forpecples doeo wani somefting
ke a stoy, | hink, 1o comprehend i, or however it doco indude
in itoetf sudh an entity at Tey could diagram. Maybe comeones is
clover mou%n to build tho film fiom a dia%\rarm and maybe someone
19 dover or\ou%h fo discover thio dia%mm in e ﬁfmmahngng\d
radly a movie: con b very sdtiofying if gomeone accomplishes “poth
10 10 10 10 10 10 10 10 10 10 10 10 10 10 10 10



Ao seour

Any placc i partiovlar: 1 io durable 3 wall 20 nowd again
it may gupport” some, events of e citizene there thi-in their g:n
fmporary fime, these evento Tienspire fo support or even alier
Yo paw.
MOTION PICTURE. does more Han record the surfaces of
physical hinge: it RECONSTRUCTS PHYSICAL. RELATIONSHIP)
whelher by comeoncs dmi%w or In opite. of anyone’s ov@@\%h’r.
Reople> Wiho gezenbles ofion pidures have developed conventions for -
ﬁmdun’n% it {0

4 dramatic oy or ﬁmm§h of r@wwmb@fm%g dhordlopy
or mugis or did\og)«@ or id@DlO%iCd] nsi 'Vlg or %ng& nnp or
reoyde a myth o vefumioh o moed do.  for i exper
place-shudure, ke precedenco over all auch & e peciced Iogiob
of film a%mbla%ﬁ HERE& THERE. THIS MOVIE Conefucling o
averure noteven mnding like @ socio-polifical commentary on
ad«ggfm%am\@l aeAneticy and godo forbid thatany SAitf hulk of buiding or
brecze, of 4ne, old expmn% aéﬁe might” replace fo wishfully -searcheq
pofagonisf.
ONCE UPON ATIME. & AGAIN. Everyioody affer andiver io rediocoveri

tis place, still definikely again, here how he io %umh‘n the,
of his own movement mﬁm fo be moving whare hon%nv i9
imdt'r\% Yo find accommadation (he is ma s pregivoss mor than

71 11 11 11 11 11 11 11 11 11 11 11 11 11 11 11




design) here & dloowhere, he docs Wish 1o shy a spall or diee
move on. His loction never corresponds precisdy with his inarhia;
of cowrze under 0me sleps this lande@pe 1nside. 8 vock on 8
viver our of ne. vain and even going over 10 a greanar” place
he findo jost where ho o _)uﬁl'%o‘non% wishing 1o <top for lundh.
Bu there. i aways more, doout here (“why e kst anangoment
of 4nings in ey least fection of space fascinales him ") 1o
aoilablo choices  out-ifemize) oven hig mogf dabordzhng mohives.
Most of man's actions comprise a spatial aspect
are isirinated according o such reiations as 8

inside and outside; far away and close by;
separate and united; continuous and discontinuous

The wovie, 19 diﬁCOV@(iV\% or eloe, expreHing fnis “opatial agped-” of fwman
beng ek @ oreBlure, realizes it 1hm§/\t Complex Wayo of
mobility, thak mobilly > @ capability which includes stiliezs a5

well & movement; that it regisiors a placo. The diredion of motion
picture, & a frame. corvesponds with the ECCENTRICITY which i
locaing o creature’s contre of belanas, hat he is Torover ohifting
hio w‘ght

He, mavagess 1o walk without looking at his feet-
Tho guy will o2 hio way ona blank of desart more ezsily than
ovvravmn%anyuowdofmmu‘dwt..

This is messy / , o ing with limitod
surfes & peopio o mm%%?m mg(bg: backhoes
& poison ivy ¢x innertubes. Proximily ¢k direction o somebady’

12 12 12 12 12 12 12 12 12 12 12 12 12 12 12 12



opace e hot conceivable in a way fo map on (ariesian coordinales
like, o> lowtion & orientation of a door & a column & 3 wall ék
do & overy olher Mrgmm i5 more-or- e fixed

amongs nau%wadc oozses. Drery 'ngaéz exadty defining about
hio o that it goes on that it does ke time which is ever
doe 20 condiow 10 him as hio presence; even for mncmbmng it
he T to use the fixed location of placo wheve it happened
for reference. |

Thio imraking o mbnné feshniques of applying cinema verif
metnodo 10 8 e of ageembly wlks Which congistently dzeodates
filmic Anidure Wit physial pae srudure. Conventione of motion-picture
aoemblage, whida periain fo e continuity / disconfinuities, camerd
orentations /mobilities/ didanus, «ale velationships, physicl edlges,
denoty, Night"/ dork, cdlors, do=—divegted of fomiliar mmiﬁ\/@%
dramalic o exprezsionisfic nndlafions—-are congied 8
andloggy for 2-dimencional materil-opetial pheromens. Without
nvertng, sef-ups, 1o shoofing procedure dbeumes that ony plc
fundion a9 8 <et-up for pecple’s ccaiona] dwelling Here. (amer
amongs fovmidable cbjedde whid medhanically sffect its”dispositions
and cndition it movements, diention 1o tensachions of e peaple
hove, drana podbility & improvising in tre ovent:
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L fez-gond vortrﬂl(pob,D
frez. -k, mon vunving in
plaz, ¢c) is a pivot 50 e
@mard chooses any path

around ing it fixed
Dmfm aﬁg [

awall iz paralie 1o the well,
forward or backward, slways
Iookn:z dead ahead or 180°

|

Ho 1

L LJ.|‘--‘|"I
o ik

vertiod| surfoe (scrom,
arcad, 3 oW of ¥ez,eit)
Comera moves |} Iwking
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(ormer: can;vraslnpe in [

it dacks. The ]unc{:iiozr;1

of three: planes io fix

in the fame. Or if it

v two plangs for insta
D’h@ use of & 1ilt would m{j

VING MOVING s ey
Now dladly ustrowed from its
fripod, e @merg s in e hando of
n ambulaiory credfure whose locometive
capabitty 1o leeo restvided han e
fipod'a.  But bewuse she is pm@mrg
ot o amash heraelf; she is dways
oonfovmm hey way 10 @ dzdnrg that i
Og ﬁ)rmadabl@ objecto. ~ In e
lm‘or@@i’ movin 5)/a‘cm&h(ﬂlly 5h& ]
mioht clageify Hect enects acorin
W configuration of movement z
which 1y recpechvely define. Her camers
ymgard hem a5 “tipads in ep,” efing
em coftrol s mobiliy in the way ét g tipod
dozo.  Rather han o confad-atbchment; e
ghudural jundiion of camers c object occurs
in e e betwern). 15 15 15 15 15 15 15 15 15 15




s oo pdd-
@wa%iﬂ a O 0 0 O O O a a

A series of femen restin gmdually on tis perforsted line
e mnnir;géalon% in 15 ownly direchon so it succesds 1o become
hor many g5 ovung ot but one. whidh each woment hao ite
different Wzigienee in icezsion.

Succer5\on of the: Movies 15 2o mechanically duomplished by
wheelo if only e film preciedy dozo ot ever gek-out of fine
or materialy discontinue i1 So mechaniaally almost automatiaally
o dfeady phofopraphing does sucaed by foreof maleridl cortiruity
B vegiger in motion the physi@l continuity of e, space, foward
e lens.  But with is epae all collapoed info @ aurface, and with
suazzeive motion confined o one: precisely invariables diredhion,
motion piciure c@annot be made 1o spedfy velative opatial directions
i any \eral way. (Axial ofafion of e camera varies the vienlng
glo fo a spot that io pa%n'n% frough the frome; ¢ lafera
tratking gt (deuning lers poio oK) Keepo tio angler condant:
% e film in due Time doeo re%b{cr changing onerighon in a shof,
But momaraily it dways hag only one onrfatiin, whidh i5 oo fod
o be rdative.) The conventional logio of hoﬂzorﬁa\-verhca\—orfnogona]
camers postured mobility and shat™ juxiapostion is nok dickaked by any
inclinations that tvo medium parhaularly hao. I happens to resemble,
thal” arron of inhdbited %raviiahonat SPAD Mozt Toching dhe
Quick of ony’ ineomnidc dive, - Why veally It i how e pereonally gereratts

l6 16 16 16 16 16 16 16 16 16 16 16 1616 16 16 16 16



Miaspaw aound his very body by 5iayin83< gomg B)/ cona'ls}Wy
reforving fo s persond| scheme of directions, fim veids compliaati
anybodys wilingneeo fo b immedisiely )rmnaposm%m;)fdw@ on
oureen 10 his ipbitual fhvee-dimensiona) Context:

Sine e frome (o reforonce) i fixed forever inarty on a
auemn, and sine a i alters 4ne digposition of epaw in it frame,
and ver o sbruptly also exdudes the pazsing Hime of i How
ifﬂtwupﬁn% Ao phyaical confinuity of rotion pidure <paz i how
a ait io pozitively disormrhn% | mean do ot suppose onversely
thal” 8 porpetial shot caress np exery inny and ouly of a place fiom
all angles and diskanazs in suwdmion might resemble o plaw
ar dll infelligibly. The point i fhal mohon pidure does ot at all
relate dim%’on ingpace ke any weature at dl doeo know it persondlly
The olfer point, which 1 oven doppier 1o verbalize, 1o somedting like
" perception i not continuous, i has 1o be adhiieved o
auumulation: there are pointo of impact: " F o What is 1o critical
proportion of - audio-visual fixation o dching dse

A wl is 20 positively diconenting thaf splicing one picao
with another io realy oo only dove i film for feping 1o %
congtruck any obvious veferenco To physical orenlation ‘at dll
S0 tnere io cntinuity, and there o considering orientation, ds e
motion pidure (an possibly re%iab( dthar but na™ both gadly
ar e, same time.

%H needs such aitention 1o suceed. B neads such aflertion for this
17 17 MROUPton 10 o in fime, witn o succeosion. i does somelimes
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it
0

th:i‘gfs fraumgtic in film

oLy 1o e adince 1o heatfale, at these ineruptions and i+ never
oo 10 46 projedtor 1o heaitales and 1t o enouph o make
anybody unedsy. A fade i w‘o;%&v% pause in e filnT fo an inferiuption
tnat io hzasbhn% 0 suweed, o8 whén Hae audionce hatually doeg
pause befween “Hopping & sarting Aney will not ger” themeelves so
mudh oyncopsied with 1 fim rurding on. A dieslve, is for pu’rhng
am i a gupor whilo an inforvuption i9 hesilating fo suceed

20 they will not have ehou%h seNve 10 bo 5, 50 Wnat i

fney do notenap outof it

n

than anything TN-
0o o D%INﬁIS N% o o o o 0

N on some very considarate

[oinery 10 put e Wg back 1036”\0/

CaUITY

You ordinavily have at least wo mefnads for ﬁnd:;g Your

nozz when blindfolded. Tou can 1 point™ 1o your noe. 26y can
ke hdd of it Amost™ every Sound human body can orp 115
noge, Wit i i tue hat- a fw pecple in e world cannat poi
fo dner nozes. Ordinarily Yo dre lucky |
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There is my arm seen as sustaining familiar acts,
my body as giving rise to determinate action having
a field or scope known to me in advance, there are
my surroundings as a collection of possible points
upon which this bodily action may operate,---and
there is, furthermore, my arm as a mechanism of
muscles and bones, as a contrivance for bending

and stretching, as an articulated object, the world
as a pure spectacle into which I am not absorbed,
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but which I contemplate and point out. As far

as bodily space is concerned, it is clear that
there is a knowledge of place which is reducible
to a sort of co-existence with that place, and
which is not simply nothing, even though it
cannot be conveyed in the form of a description
or even pointed out without a word being spoken.
A patient of the kind discussed above, when

stung by a mosquito, does not need to look for
the place where he has been stung. He finds it
straight away, because for him there is no
question of locating it in relation to axes of
co-ordinates in objective space, but of reaching
with his phenomenal hand a certain painful spot
on his phenomenal body, and because between the
hand as a scratching potentiality and the place
stung as a spot to be scratched a directly
experienced relationship is presented in the
natural system of one's own body. The whole
operation takes place in the domain of the
phenomenal; it does not run through the objective
world, and only the spectator, who lends his
objective representation of the living body to
the acting subject, can believe that the sting is
perceived, that the hand moves in objective space,
and consequently find it odd that the same subject
should fail in experiments requiring him to point
things out.

A glic A/B drows dention T e positiong)
reativeness  of A movm%/ chzmgm%ﬁ) B by immzdiafd)/
diminahﬂ% oome pace/time. lapse,” dnat of course: involves
how Ais powedng o B Agnof . A.B.. s mga%m%
thio pvoczzdm% that“elapees fom A o B, ﬁndmg the
nose whilo giegping 1 Even if no editor knew that-
this weve <0, you “would went~ 10 understand that- it i <o
becadge you oenve it 0. Any splic 15 especially pomﬁng
atlention o is positiond] refation of A and B, whethey
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o velation is diplaement or Araneformation, whether it io
Ao or pore fime that He gplicc i eaving out-
A oplie o naturally neifing 1o alier the nafurdl

nature of 4o pesitional refation Haf you undersiand A and
B do of curve have. Hobably but perhape ne- That is
what” Boereacin meant by “ collision,” and that io why
some anoma venite. filmmakers do not believe in monfage

Among dll pospibles events surcunding o camere’s pregence,
&\ooﬁn%ﬁlm 19 irreveraibly and Jinearly di@CDVWIVIg i pregress
among Hem, how like ilm tunning, and eding i film s
moynting suspence m%*hng for “some, chana’ dgain o enfertain
a discoverable, plurality of posaibiliies,. Opviously, (odard
Qying " Juch 15 e natue of dislechic. in e dnema: ones must
ive: Tather than laf: I ﬁ pointiecs 1o Kill one’s fezlingo n
order 1o live lon%@ﬂ g

20 20 2020 20 20 20 20 20 20 20 20 20 20 20 20 20 20



JL@”M e IPAL of 4o movie, Juaf o well 3o
@NWTY& heartbeato | could dovelop <omer conventtions

o firmic. (dig)oontinuity o~ would correzpond
fo various (didontinuities of a physid

dlac. e
MY:XE) tat iy camerd o movlr%oqfvua!ly

(@ A fecking halt indicates franefer fiom o
K eved, conidor; 206, for movement ™o some, focal ocafion. T
dradlation artest might ive o do with o fxed shudure

533] Ao of 3 place (you suceed fo eventually anrive dead-
 contre <fanding on fhe drain of fne Tardheon with
i @pn\m% i’ your fice), or it might have 10
do with femporary drmay of transient mater
(peoples, Traffic, dfu.) in e, camera’s way, of it
might- have, o o (@ i does) with any obrupf
fix“of e camara’s atertion or d’\d’n%@ of poroon.
(b There, o some. way of uain% ump - o
9‘%(#)/ 2udden dexontinuity in %vound M.
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(© Black leader could be 9ma9hmg0> opainst™
3 wall i
O e e e
the it mi%hf indicate e, zd%@ of shadow
mezting sunahing or aprupt femperafure
deviations
A aound aF @la alkention o itee§ more or less than a
picure: it doco. Amost pever 4> same. buf- dlweys definiiely
ore of ke A pidue aut discontinuigs picure, and i if
o W)ﬂﬂit’\% like n'%rrf and day auddenly you do squint a Il
until your iviogs o down @oo;%g but @ pigure o can never
really induce your seeing o discofinue eo exadtty 65 sound @n
ive rughes and rez 16 your hed'nn% Or you @n make s In
sound 1o be almest™ impertzptible; you really cannot do that
with pidure diecorfinuifies dmostat all.

A sound wt gt 12 gimulfancous with a picure i is wanﬁng
fo mske 4o diccontinuty morg amphatic.  Butl cufo i movies,
liko bt connedtions in buildin% consiction, heed more, fancy
rardwake, fnan any pacsing Jundtion 1o save e W%mm
abeolutely breaking.  Of course someimes you do- congpitupusly
Nt fo have infenuplions definily
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NIED RAMRG 1Tt o /=
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picture is movi

inthat redan%b but never” an inch ou&si'(%

dometimes ere has bezn a lot of falk about fhe horizonta] digposifion of
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o ener 416 frame: and“exit aF e sides, fike a roscenium slage. Lkl
Hhere 19 lews K because nere 19 o cmfrovmyovzrfo at: an
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e, pozeibility of making a variable-frame within this very ord
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L TERAL & PHENOMENAL BOUNDARIES
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.23

by material boundaries, ten e frame would indudes o
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NOTED

T Gortde Skin, *Poys” in' Ledures n America,
920, p. 102.

| 2 6€rmd@ Shein, “foetry and Grammar” in - Ledures
n America , P 233

% %ood 1o come a5 somes cuwo'pnfy ofa Similar
notion “applied” 1o

mphlo moana o expression i Paul Klees
, 1973, pp- 155-165.

Noebosks, vol. 2:
He was 2u 6h 3 Thre@ perr o ization of Hhis human
-active, musde.-medial,

“ovement lnvo}v%
bone.- pazsive. > Oh yes do have a look at hio d:agmme

4Charrkf; Oloon, Pro|ed1ve, Varoe ™ in Human  Univeree,

and Other Epay2, 1967, pp. 52-5.
“It means exodtly what it says, b a mater of, o aﬂ pOirﬂe

fovan, | should <3y, of our marna%zmmf o daily reali
of e dally WO?Q/) on with Zit; mov?ilg un cpezd,
o nerves, their spéd, dne pf/fcq?hcne theirs,“the 6do

it second ads, e whole business, keep it moving &

ﬁ%egeglou can, Citizen. And if you also set up a5 a
USE USE UOE the process at all pomb in any given Po@m
ay> oho pm@hom must must Vnus MOVE,

awane,
e%wﬁa ON ANOTHER "

5 N!OOVJ li, “Concrefe Ginema” in Lvi |
Cinama by Leuio N{Zgr Aba% 1973m?> 122. =8

éMZW\CG M@(lzaq Rm %
?@f on, B6Z. Fartiow chaplers on
and Mo’nh&y Senoe ’&Mc@ and 9pac@
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T S Tongg, * Sl Lt &k horein” in Things, rareiokd
by Od Corman, 1971, pp. l09-115. That difafion wasa device
for mentioning this poem in e referenczs, that the, particulars
are there, that” | would ot be inferested in atempring 8 synopsie

8 cnrstan Norberss Sohulz., Bisree, Space e Arhiechre,
71, p.9.

QN\’COVO Rouzd"%dgli, op df, p122.
10Maurice Merleay-fonty, op. dt., pp. 105-1C0.
Thean- Luc. Goderd, Godard on Goderd, 5. 27

26 26 26 26 26 26 26 26 26 26 26 26 26 26 26 26

26



LIBRARY FINES SOME BIBUOGRAWY

Brakhage, Stan. "Metaphors on Vision." Film Culture.
Fall, 1963.

Durgnat, Raymond. "Architecture in, and of, the Movies."
Films and Feelings. Cambridge, Mass., MIT Press,
1967. pp.99-114.

Eisenstein, Sergei. Film Form: Essays in Film Theory.
New York, Harcourt, Brace, 1949.

"The Dynamic Square" and "Problems
of Composition" in Film Essays and a Lecture.
New York, Praeger, 1970.

Farber, Manny. Negative Space. New York, Praeger, 1971.

Godard, Jean-Luc. Godard on Godard. New York,
Viking Press, 1972.

Gordon, Dana. "Filmtecture (A Working Title)" Description
of a project never filmed. Unpublished, 1971.

Kandinsky, Wassily. Concerning the Spiritual in Art, and
Painting in Particular. New York, Wittenborn, 1947.

Klee, Paul. Notebooks, vol. 1l: The Thinking Eye. New
York, Wittenborn, 1961.

. Notebooks, vol. 2: The Nature of Nature.
New York, Wittenborn, 1973.

Leyda, Jay. Kino: A History of the Russian and Soviet
Film. New York, MacMillan, 1960.

Lipton, Lenny. Independent Filmmaking. San Francisco,
Straight Arrow, 1972.

MacCann, Richard, editor. Film: A Montage of Theories.
New York, Dutton, 1966.

Marcorelles, Louis. Living Cinema: New Directions in
Contemporary Filmmaking. New York, Praeger, 1973.

Mekas, Jonas. Movie Journal: The Rise of the New American
Cinema, 1959-1971. New York, Collier, 1972.

27 27 27 27 27 27 27 27 27 27 27 27 27 27 27 27

27



Merleau-Ponty, Maurice. Phenomenology of Perception.
London, Routledge & Kegan Paul, 1962.

Norberg-Schultz, Christian. Existence, Space and
Architecture. New York, Praeger, 1971.

Olson, Charles. "Human Universe" and "Projective Verse"
in Human Universe and Other Essays. New York,
Grove Press, 1967.

. In Cold Hell, in Thicket. San Francisco,

Four Seasons Foundation, 1967.

Ponge, Francis. Things. trans. Cid Corman. New York,
Grossman, 1971.

Powers, Neville Anthony. "The Use of Photographic Images
for Explorations of Meaning in Architecture." MIT
Architecture thesis, 1972.

Sartre, Jean-Paul., The Words. New York, G. Braziller,
1964.

Stein, Gertrude. Lectures in America. New York, Random
House, 1935.

. The Geographical History of America or
The Relation of Human Nature to the Human Mind.
New York, Random House, 1936.

Torroja Miret, Eduardo. Philosophy of Structures. Berkeley,
University of California, 1958.

Truffaut, Francois. Hitchcock. New York, Simon & Schuster,
1967. '

Vertov, Dziga. Excerpts from his writing in Filmmakers on
Filmmaking. ed. Harry Geduld. Bloomington, Indiana
University, 1967.

28 28 28 28 28 28 28 28 28 28 28 28 28 28 28 28 28



