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Pau l shar i t s
More than t en years have passed s i nce Pau l Shar i t s nea t l y

t ranscr i bed three shor t sec t i on f rom W i t tgens t e i n ' s " Remarks
on the Founda t i ons o f Ma thema t i cs " i n to the hec t i c
assemb l age o f no t es for h i s f i l m S: t ream : S : S : ec t i on : S : ec -
t i onSS : ec t i oned ,

1 165 Wha t , then-does i t j us t tw i s t and turn abou tw i th i n
these ru l es?- I t forms ever new ru l es : i s a l ways
bu i l d i ng new road for t ra f f i c ; by ext end i ng the
ne twork o f the o l d ones.

1 166 Bu t then doesn ' t i t need a sanc t i on for th i s? Can i t
ext end the ne twork arb i t rar i l y? We l l , I cou l d say : a
ma thema t i c i an i s a l ways i nven t i ng new forms o f
descr i p t i ons . Some , s t i mu l a t ed by prac t i ca l need ,
o thers , f rom aes the t i c needs , -and ye t o thers i n a
var i e t y o f ways . And here i mag i ne a l andscape
gardener des i gn i ng pa ths for the l ayou t o f a
garden ; i t may we l l be tha t he draws them on a
draw i ngboard mere l y as ornamen t a l s t r i ps w i thou t
the s l i gh t es t though t o f someone ' s wa l k i ng on
them .

1 167 The ma thema t i c i an i s an i nven tor , no t a d i scoverer.

These quo t a t i ons , presen t ed w i thou t commen t , es t ab l i sh
a space o f t ranqu i l specu l a t i on am i d the cor roded , punn i ng
prose recoun t i ng Shar i t s ' random though t s and myr i ad anx-
i e t i es . Desp i t e the i r i so l a t i on , however , they are drawn i n to
the dynam i c o f an evo l v i ng drama whose theme i s f am i l i ar
even i f i t s t erms and i t s se t t i ng are new . An ar t i s t s t rugg l es to
es t ab l i sh h i s vo i ce i n an h i s tor i ca l l andscape de f i ned by the
power fu l represen t a t i ves o f an adm i red t rad i t i on . A l though
the drama has been reenac t ed coun t l ess t i mes i n the work
and i n t i ma t e though t s o f s t rong crea t i ve ar t i s ts , the i n t eres t
and po i gnancy o f Shar i t s ' s t rugg l e i s d i m i n i shed ne i ther by
the ex i s t ence o f preceden t s nor by h i s i nab i l i t y to formu l a t e
the theme exp l i c i t l y ,
1 .

 

These quo t a t i ons were om i t t ed f rom the no t es for the f i l m pub l i shed i n
" F i l m Cu l ture " 65-66 . The or i g i na l no t es are i n the f i l e o f An tho l ogy F i l m

Arch i ves , New York C i t y.
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A t t he roo t o f t he dr ama l i es wha t t he l i t e r a r y c r i t i c Ha ro l d
B l oom ca l l " t he anx i e t y o f i n f l uence , " t he acu t e sense o f
be l a t edness an a r t i s t expe r i ences when con f ron t i ng t he br i l -
l i an t l y c r ea t i ve ach i evemen t s o f a v i t a l a r t i s t i c t r ad i t i on . ' The
a r t i s t s t rugg l es t o es t ab l i sh grounds f or h i s own d i f f e r ence so
t ha t he can pur sue c r ea t i ve wor k w i t hou t t he oppr ess i ve f ea r
t ha t , i n TS . E l i o t ' s words , " eve r y t h i ng t ha t can be done has
been done . " 3 I n d i f f e r en t con f i gur a t i ons , t he an i mus and
purpose o f t h i s anx i e t y i s woven i n t o t he f abr i c o f Sha r i t s '
t ex t s . I t s pr esence can be sensed i n t he W i t t gens t e i n quo t a -
t i ons f or t hey i mp l i c i t l y propose a po l em i c , l ess aga i ns t t he
mas t e rwor ks o f t he avan t - ga rde f i l m t r ad i t i on t han aga i ns t
t he ca t egor i es f rom wh i ch t hey dr ew t he i r s t r eng t h : i con i c
i mage r y , na r r a t i ve , t he r epr esen t a t i on o f t he se l f , For seve r a l

yea r s , t he f i r s t o f h i s a r t i s t i c ma t ur i t y , mode l s de r i ved f rom t he
d i scour ses o f mus i c ( se r i a l i sm) and a r t c r i t i c i sm (Gr eenbe r -
g i an mode rn i sm) sus t a i ned Sha r i t s i n h i s a t t emp t t o d i s -
t ance h i mse l f f rom t hese ca t egor i es . Now , i n t he yea r s
be t ween 1968 and 1970 , a " p i vo t a l l y t r ans i t i ona l " momen t
o f " pe r sona l and aes t he t i c t r ansva l ua t i ons " i n h i s ca r ee r ,
Sha r i t s needed an even mor e abs t r ac t and r i gorous mode l
f or t he pur e c i nema o f un i que l y c i nema t i c ma t e r i a l s , pro -
cesses and i deas he asp i r ed t o c r ea t e . Encour aged by t he
examp l e o f W i t t gens t e i n ' s ma t hema t i c i an , Sha r i t s i n t ens i -
f i ed h i s sea r ch f or a se t o f pr i me c i nema t i c s i gns as abs t r ac t
and se l f - r e f e r en t i a l as numbe r s wh i ch cou l d be r e f ash i oned
and r ecomb i ned by procedur es mode l l ed a f t e r t he a rb i t r a r y
f orma l pro t oco l s o f ma t hema t i ca l specu l a t i on . F rom t hese
pr em i ses , Sha r i t s gene r a t ed t he r ad i ca l l y d i s t i l l ed space and
t i me o f mas t e rwor ks d i s t i ngu i shed f or t he i r f orma l e l egance
and by t he new hor i zons o f t heor e t i ca l specu l a t i on t hey
open .

Sha r i t s i s one o f t he mos t s i gn i f i can t a r t i s t s o f a gene r a t i on
o f Ame r i can f i l mmake r s who came t o c i nema i n t he 1960s
when t wo decades o f i ndependen t e f f or t s had f i na l l y es t ab -
l i shed t he i dea o f a t r ad i t i on o f avan t - ga rde f i l mmak i ng . The

ea r l y 1960s was a pe r i od o f as t ound i ng and unpr ecend -

Sc r a t ch no t a t i ons f or S : t r eam : S : S : ec t i on : S : ec t i on : S : S : ec t i oned (1968 - 2. Ha ro l d B l oom , ' The Anx i e t y o f I n f l uence " (New Yor k : Ox f ord Un i ve r s i t y
71) Pr ess , 1973) . For a mor e comp l e t e cons i de r a t i on o f t he h i s t or i ca l or i g i ns

o f t h i s anx i e t y , see W . Jackson Ba t e , " The Burden o f t he Pas t and t he
Eng l i sh Poe t " (New Yor k : Nor t on , 1972)

3. T. S . E l i o t , " Wha t i s a C l ass i c7 ' " On Poe t r y and Poe t s " (New Yor k : Noon -
Page 2 day , 1961) , p . 58 .
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en t ed grow th for the avan t -garde f i l m movemen t i n the
Un i t ed S t a t es . Deren had d i ed i n 1961 , and S i dney Pe t erson
and James Brough ton had s topped mak i ng f i l ms for var i ous
persona l or econom i c reasons . Ano ther ear l y exponen t o f
the t rad i t i on , Kenne th Anger , however , broke a decade -
l ong s i l ence and began to make f i l ms i n the Un i t ed S t a t es
aga i n . Rober t Breer a l so re turned f rom Europe . Markopo l ous ,
Brakhage , and Har ry Sm i th crea t ed the i r l onges t and mos t
amb i t i ous f i l ms . There were a l so i mpor t an t new debu t s by
Jack Sm i th , Ken Jacobs , Jonas Mekas , and Andy Warho l . The
s t rong f i l mmakers o f Shar i t s ' genera t i on- Framp ton , Lan-
dow and Snow , and somewha t l a t er , Noren , Sonber t , and
Gehr -came to ma tur i t y i n fu l l , and consp i cuous l y uneasy
awareness o f these d i verse and i mpress i ve ach i evemen t s .

Born i n 1943 , Shar i t s encoun t ered the work o f ear l i er avan t -
garde f i l mmakers a t l eas t as ear l y as 1962 when he founded
the Denver Exper i men t a l F i l m Soc i e t y wh i l e s t i l l a s tuden t o f
pa i n t i ng a t the Un i vers i t y o f Denver . Un t i l 1965 , he made f i l ms
tha t echoed a l ready es t ab l i shed thema t i c and forma l i d i -
oms. The raw b l ack and wh i t e so l i ps i sm and the t empora l
dynam i cs respec t i ve l y charac t er i s t i c o f " t rance " and " l yr i -
ca l " f i l ms seems to have pres i ded over h i s a t t emp t to
recrea t e " persona l f ee l i ngs , s t ress moods , anx i e t y-
exper i ences o f b l eakness , non- l i near , t empora l suspens i on ,
l oss o f ' ob j ec t i ve ' m i nd se t (grey , gra i ny , c l aus t rophob i c -
h i gh l y f i l m i c , a b l ack and wh i t e l andscape ) . " 4 I wr i t e
" seems " because these f i l ms-among them Even t , W i n t er
course , and I l l um i na t i on Acc i den t - no l onger ex i s t .
W i th a s i ng l e excep t i on , Shar i t s des t royed a l l o f them i n 1966
" i n a rage o f non-nar ra t i ve comm i t tmen t . "

Shar i t s ' des t ruc t i ve " rage " d i d no t resu l t so l e l y f rom an
uncon t ro l l ab l e emo t i ona l i mpu l se , and i t was no t d i rec t ed
on l y aga i ns t nar ra t i ve as a s t ruc tura l pr i nc i p l e i n f i l ms. I t was
equa l l y provoked by cons i derab l e re f l ec t i on abou t f i l m as
an aes the t i c med i um and h i s ob j ec t i ons ext ended to the
en t i re range o f c i nema t i c d i scourse . Even the avan t -garde
was no t exemp t ed f rom h i s cr i t i c i sm .

A f t er severa l years o f " exper i men t s " w i th f i l m , i n 1965 ,
i d i scovered tha t " C i nema t i c " was an " express i on "
mean i ng more than " crea t i ve ed i t i ng " ( i . e . space -

4 .

 

Pau l Shar i t s , " Mov i e Cookbook , " (1966) , " F i l m Cu l ture " 65-66 (W i n t er
1978) : 109 .

Page 4

t i me man i pu l a t i on and / or i mag i s t i c -me t aphor i c
i nven t i veness) or " sens i t i ve camera con t ro l " ( i . e .
express i ve camera movemen t , f ram i ng , compos i -
t i ona l tona l i t y , e t a l ) because i n each o f these
i ns t ances , " C i nema t i c " mean t " c i nema t i c t rea t -
men t " o f a non- f i l m i c " sub j ec t . " So , i began to l ook to
the ac tua l ma t er i a l s-processes o f my med i um , i n the
mos t bas i c -obv i ous moda l i t i es , for " sub j ec t " ma t t er
and for appropr i a t e overa l l s t ruc tura l pr i nc i p l es . - '

The theore t i ca l i ssues a t s t ake i n these remarks are l ess
cons i derab l e , bu t i t i s the manner i n wh i ch Shar i t s de f i nes
h i mse l f w i th respec t to the avan t -garde f i l m t rad i t i on tha t I
wan t to cons i der f i rs t . H i s tone i s cur i ous l y aggress i ve . Shar i t s
wr i t es as i f ear l i er vanguard f i l mmakers f a i l ed to grasp the
t rue na ture o f the " c i nema t i c " wh i ch he poses as a cond i -
t i on o f any c l a i m to aes the t i c ser i ousness . The " crea t i ve
ed i t i ng " and i nnova t i ve camera movemen twh i ch prov i ded
the founda t i ons o f forma l l y advanced f i l m prac t i ce i n the
Un i t ed S t a t es f rom the 1940s through the m i d-1960s ( tha t i s ,
f rom the ear l y work o f Maya Deren through S t an Brakhage ' s
l yr i ca l and my thopoe i c f i l ms) are charac t er i zed mere l y as so
many " t rea tmen t s " o f i nappropr i a t e sub j ec t s. The e f for ts by
many f i l mmakers-preem i nen t l y Deren , Markopo l ous , and
Brakhage - to ground the i r c i nema t i c prac t i ce i n theor i es
de f i n i ng the s t ra t eg i es and s t ruc tura l pr i nc i p l es they
be l i eved un i que to the med i um are no t men t i oned .

H i s read i ng-or ra ther , m i sread i ng-o f avan t -garde f i l m
h i s tory i s so cava l i er and un f a i r , i n f ac t , as to sugges t the
ex i s t ence o f some under l y i ng an i mus. Th i s an i mus has
recen t l y been g i ven a name : i t i s the " anx i e t y o f i n f l uence , "
and i t s de f ens i ve a i m i s to es t ab l i sh for Shar i t s a space apar t
f rom the t rad i t i on i n wh i ch h i s own or i g i na l i t y can f l our i sh .
Th i s anx i e t y i s presen t even when Shar i t s os t ens i b l y pra i ses
the ach i evemen t s o f ear l i er f i l mmakers . Cons i der h i s assess-
men t s o f the f i l ms o f Brakhage and Warho l , F i rs t presen t ed
pub l i c l y i n 1970 i n h i s i mpor t an t l ec ture " Words Per Page " ,
Shar i t s ' commen t s re f l ec t concerns wh i ch he has been
grapp l i ng w i th s i nce 1965 .

S t an Brakhage ' s mass i ve work i s too expans i ve i n i t s

5 . Shar i t s , " -UR( i )N(u l )LS : TREAM : S : SECT ION : S : SECT ION : S : S : ECT IONED(A) -
( l ys i s)JO : ' 1968-1970 , " " F i l m Cu l ture " 65-66 (W i n t er 1978) : 13 .
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i mp l i ca t i ons and r i chness to d i scuss here excep t to
men t i on tha t h i s use o f the camera as a behav i ora l
ext ens i on , h i s force fu l modu l a t i on o f d i s j unc t i ve ,
" d i s t rac t i ve " " m i s t akes " (b l urs , sp l i ces , f l ares , f rame
l i nes , f l ash f rames) and h i s decompos i t i on-
recons t i tu t i on o f " sub j ec t s " i n ed i t i ng , because o f
the i r c i nema t i ca l l y se l f - re f eren t i a l qua l i t i es ( they
revea l the sys t em by wh i ch they are made ) , br i ng
c i nema up to da t e w i th the o ther advanced ar ts.
And , i n ano ther manner , Andy Warho l has demon-
s t ra t ed i n h i s ear l y work tha t pro l onga t i ons o f sub j ec t
( redundan t , " nonmo t i on " p i c tures) , because they
de f l ec t a t t en t i on f i na l l y to the ma t er i a l process o f
record i ng-pro j ec t i ng ( to the success i on o f f i l m
f rames , and by way o f consc i ousness o f f i l m gra i n ,
scra t ches , and d i r t par t i c l es , to the sense o f the f l ow
o f the ce l l u l o i d s t r i p) , i t i s perhaps as revea l i ng o f the
" na ture o f c i nema " as i s cons i s t en t i n t er rup t i on o f
" norma t i ve " c i nema t i c func t i ons . (Emphas i s i n

or i g i na l . ) °

Desp i t e the apparan t generos i ty and l auda tory tone o f
th i s t r i bu t e , the t ext i mp l i c i t l y argues tha t Brakhage and
Warho l d i d no t pursue the i mp l i ca t i ons o f the i r i nnova t i ons
e i ther f ar enough or w i th su f f i c i en t r i gor . The i r se l f - re f eren t i a l
ges tures and t au to l og i ca l dec l ara t i ons o f f i l m i c ma t er i a l s
were a beg i nn i ng , bu t on l y a beg i nn i ng . I t i s as i f they
proceeded cor rec t l y up to a cer t a i n po i n t , bu t then swerved
away when they shou l d have moved prec i se l y i n the d i rec -
t i on tha t Shar i t s asp i res to move . ' Through th i s spec t acu l ar
ac t o f m i spr i s i on , a l l f i l ms , even those o f adm i red precursors ,
become an t i c i pa t i ons o f the c i nema Shar i t s h i mse l f w i l l
make . H i s f i l ms , h i s t exts broad l y h i n t , w i l l be cruc i a l l y d i f f er -
en t because they w i l l be the f i rs t toexp l o i t the ma t er i a l sand
processes o f the med i um cor rec t l y . H i s w i l l be comp l e t e l y
and au then t i ca l l y c i nema t i c : the f i rs t f i l ms . '

In 1965 , as Shar i t s became i ncreas i ng l y d i ssa t i s f i ed w i th

6.

 

Shar i t s , ' Words Per Page , " .. F i l m Cu l ture " 65-66 (W i n t er 1978) : 34. Shar i t s '
read i ng o f the i rwork s t r i kes me as ext raord i nar i l y reduc t i ve , s t i l l ano ther
s i gn tha t a crea t i ve m i spr i s i on i s a t work .
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Haro l d B l oom hasca l l ed th i s t ype o f m i sread i ng " c l i namen . " Op . c i t . , p.
14

the f i l ms o f ear l i er f i l m ar t i s ts as we l l as w i th h i s own , he
became aware o f a par t i cu l ar concep t i on o f the purpose
and va l ue o f modern v i sua l ar t whose foremos t exponen t
was the ar t cr i t i c , C l emen t Greenberg . In h i s ar t i c l e , " Moder -
n i s t Pa i n t i ng , " wh i ch he pub l i shed i n 1965 , Greenberg de f i n i -
t i ve l y formu l a t ed the fundamen t a l prem i se o f h i s i n f l uen t i a l
theory o f modern i sm . " Each ar t , " he wro t e ,

had to de t erm i ne through the opera t i ons pecu l i ar
to i t se l f , the e f f ec t s pecu l i ar and exc l us i ve to i t se l f . By
do i ng th i s , each ar t wou l d , to be sure , nar row i t s area
o f compe t ence , bu t a t the same t i me i t wou l d make
i t s possess i on o f th i s area a l l the more secure . I t
qu i ck l y emerged tha t the un i que and proper area
o f compe t ence o f each ar t co i nc i ded w i th a l l tha t
was un i que to the na ture o f i ts med i um . The t ask o f
se l f -cr i t i c i sm became to e l i m i na t e f rom the e f f ec t s o f
each ar t any and every e f f ec t tha t m i gh t conce i va -
b l y be bor rowed f rom or by the med i um o f anyo ther
ar t . Thereby each ar t wou l d be rendered " pure , " and
i n i t s " pur i t y " f i nd the guaran t ee o f i t s s t andards o f
qua l i t y as we l l as o f i ts i ndependence . " Pur i t y "
mean t se l f -de f i n i t i on , and the en t erpr i se o f se l f -
cr i t i c i sm i n the ar ts became one o f se l f -de f i n i t i on
w i th a vengeance . °

Because o f Greenberg ' s i n f l uence i n cer t a i n " advanced "
cr i t i ca l c i rc l es , the ques t for pur i t y was i ns t i tu t i ona l i zed as the
force an i ma t i ng modern ar t ' s h i s tory , and se l f -de f i n i t i on
became the cen t ra l s t andard o f va l ue aga i ns t wh i ch con-
t emporary aes the t i c ach i evemen t had to be measured .

8

 

My purpose i n cons i der i ng the anx i e t y o f i n f l uence a t such l eng th i s
ne i ther to d i sparage the mer i t s o f h i s theore t i ca l c l a i ms , nor to d i m i n i sh
the ext raord i nary beau t y o f h i s f i l ms . I th i nk i t i s a l so c l ear tha t Shar i t s
found much i n Brakhage ' s and Warho l ' s f i l ms tha t i n f l uenced h i m i n
the conven t i ona l sense we use the t erm . The i r examp l e con f i rmed the
poss i b i l i t y o f a forma l vocabu l ary based on c i nema t i c ma t er i a l s. I
suppose too tha t Shar i t s mus t be be l i eved when he emphas i zes tha t
he d i scovered the an t i mony o f s t as i s and mo t i on so cen t ra l i n h i s
ma ture work i n the oppos i t i on o f s i ng l e f rame and f l ow i ng s t r i p he
be l i eves to be embod i ed i n Warho l ' s l ong- t ake s ty l e. I wan t on l y to
sugges t some o f the h i dden exchanges , o f t en as perverse as they are
d i sc i p l i ned , tha t under l i e the h i s tor i ca l deve l opmen t s i n a ma ture ar t
form .

9 .

 

C l emen t Greenberg , " Modern i s t Pa i n t i ng , " repr i n t ed i n " The New Ar t , "
ed . Gregory Ba t t cock (New York : Du t ton , 1966) , p . 102 . -
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Ana l y t i ca l S t ud i es I I Un f r amed L i nes (1971 - 76) F i na l i mage .
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Greenberg ' s theory o f modern i s t ar t i n t ens i f i ed Shar i t s ' d i s-
a f f ec t i on w i th the works he mode l l ed a f t er those o f o ther
f i l mmakers and encouraged h i m to de f i ne the " c i nema t i c "
as a k i nd o f ca t egor i ca l aes the t i c i mpera t i ve . Work on h i s
f i l ms ,

 

Ray Gun V i rus ,

 

Word Move , Razor B l ades , and
Peace Manda l a / End War ,

 

comp l emen t ed by ext ens i ve
research i n the phenomeno l ogy o f c i nema t i c percep t i on ,
enab l ed h i m to formu l a t e a programma t i c s t a t emen t for
the Four th In t erna t i ona l Exper i men t a l F i l m Fes t i va l a t
Knokke -Le -Zou t e i n 1967 .

I w i sh to abandon i m i t a t i on and i l l us i on and en t er
d i rec t l y i n to the h i gher drama o f : ce l l u l o i d , two
d i mens i ona l s t r i ps , i nd i v i dua l rec t angu l ar f rames ;
the na ture o f sprocke t s and emu l s i on ; pro j ec tor
opera t i ons , the three d i mens i ona l re f l ec t i ve screen
sur f ace ; the re t i na l screen ; op t i c nerve and i nd i v i d-
ua l psycho-phys i ca l sub j ec t i v i t i es o f consc i ousness.
In th i s c i nema t i c drama , l i gh t i s energy ra ther than a
too l for the represen t a t i on o f non- f i l m i c ob j ec t s; l i gh t
as energy i s re l eased to crea t e i t s own ob j ec t s ,
shapes and t extures . G i ven the f ac t o f re t i na l i ner t i a
and the f l i cker i ng shu t t er mechan i sm o f f i l m pro j ec -
t i on , one may genera t e v i r tua l forms , crea t e ac tua l
mo t i on ( ra ther than i l l us t ra t e i t ) , bu i l d ac tua l co l or -
space ( ra ther than p i c ture i t ) , and be i nvo l ved i n
ac tua l t i me ( i mmed i a t e presence ) . 10

Shar i t s formu l a t ed th i s l uc i d program toes t ab l i sh the l i m i t s
and to i so l a t e the un i que express i ve po t en t i a l o f h i s
med i um. L i ke the modern i s t pa i n t ers who exp l ore the can-
vas ' sur f ace and shape i n the be l i e f tha t these parame t ers
cons t i tu t e the essen t i a l t erms o f pa i n t i ng ' s d i scourse , Shar i t s
proposes to use as the pr i me veh i c l es o f h i s aes the t i cs st a t e -
men t s on l y the percep tua l processes and forma l e l emen t s
wh i ch cons t i tu t e c i nema . H i s f i l ms , there fore , exp l o i t the
dynam i cs o f re t i na l response to modu l a t ed l i gh t and co l or ,
and they e l eva t e the norma l l y i nv i s i b l e ma t er i a l s o f f i l m-
sprocke t ho l es , the f l a t screen , the i nd i v i dua l f rames , e t c . -
i n to the pr i nc i pa l ob j ec t s o f v i s i on . Deve l oped and re f i ned

w i th as ton i sh i ng reso l u t eness and i nven t i veness , th i s pro-
10 . Shar i t s , " No t es on F i l ms / 1966-1968 . ' " " F i l m Cu l ture " 47 (Summer

1969) : 13.
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gram i n forms a l l the work Shar i t s has produced dur i ng the
l as t f i f t een years .

Dec l ara t i ve Mode ,

 

a two-pro j ec tor , s i ng l e -screen
" f l i cker " f i l m , i l l us t ra t es the remarkab l e con t i nu i t y o f Shar i t s '
concerns . Comm i ss i oned for the B i cen t enn i a l Year ' s ce l e
bra t i on o f Amer i can va l ues , Dec l ara t i ve Mode ext ends the
exp l ora t i ons o f " the f ac t o f re t i na l i ner t i a and the f l i cker i ng
shu t t er mechan i sm o f f i l m pro j ec t i on " , wh i ch Shar i t s had
begun near l y a decade be fore i n such works as Peace
Manda l a / End War and T : O : U : C : H : I : N : G . The " f l i cker e f f ec t "
for wh i ch these f i l ms are named i s an i n t r i ns i c bu t ord i nar i l y
unno t i ced f ea ture o f the phenomeno l ogy o f f i l m v i ew i ng .
F i l ms crea t e the i l l us i on o f ob j ec t s mov i ng on screen by
pro j ec t i ng a rap i d l y pu l s i ng ( f l i cker i ng) beam o f l i gh t
through a ser i es o f s t i l l f rames tha t are t ranspor t ed i n t erm i t -
t en t l y pas t the l i gh t source . " Each f rame con t a i ns a phase
o f an ac t i on (e i ther pho tographed or an i ma t ed) and these
phases mus t be coord i na t ed ( for examp l e , they mus t be
consecu t i ve l y ordered) so tha t , when pro j ec t ed , they fuse
i n to the perc i eved i mage o f an ob j ec t mov i ng con t i nuous l y
through a s t ab l e se t t i ng . "

In h i s f l i cker f i l ms , Shar i t s d i srup t s th i s process . He rep l aces
the consecu t i ve phases o f ac t i on w i th so l i d l y co l ored or
b l ack or wh i t e f rames . The e f f ec t i s l i t era l l y dazz l i ng . The
v i ewer sees o f t en v i o l en t burs ts o f l i gh t whose co l or and
i n t ens i ty are func t i ons o f the speed a t wh i ch the co l ored
f rames and the comp l emen t ary co l ors o f spon t aneous l y
i nduced a f t er i mages change . The osc i l l a t i ng co l ors no t on l y
foreground the pu l s i ng l i gh t beam , they a l so re f l ex i ve l y
rem i nd the v i ewer o f the phys i ca l l i m i t s o f the f rame and o f
the sur f ace on wh i ch f i l ms are pro j ec t ed . When co l ors
change s l ow l y , a f l a t , und i f f eren t i a t ed f i e l d f i l l s the en t i re
i mage . As the speed i ncreases , however , random shapes
appear tha t seem e i ther to s i nk i n to an i l l usory dep th or to

11 .

 

The l ens mus t a l so be proper l y focused . For more de t a i l ed d i scuss i ons
o f these i ssues , see Joseph and Barbara Anderson , " Mo t i on Percep t i on
i n Mo t i on P i c tures , " and B i l l N i cho l s and Susan J . Lederman , " F l i cker
and Mo t i on i n F i l m , " i n " The C i nema t i c Appara tus. " eds. Teresa de
Laure t i s and S t ephen Hea th (New York : S t Mar t i n ' s Press , 1980) , pp .
76-95. and pp . 96-105 respec t i ve l y .

12 . The percep t i on o f camera movemen t has been d i scussed by Dav i d
Bordwe l l , " Camera Movemen t and C i nema t i c Space , " " C i ne -Trac t s " 2
(Summer 1977 : 19-25. )
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pro j ec t i n to the aud i tor i um space. A dynam i c , pure l y op t i -
ca l space , sh i f t i ng be tween two and three d i mens i ons ,
wh i ch i s charac t er i s t i c o f our percep t i on o f the space i n a l l
f i l ms , i s crea t ed . ' 3

In

 

Dec l ara t i ve Mode ,

 

Shar i t s exaggera t es a l l these
e f f ec t s by super i mpos i ng one f l i cker f i l m w i th i n the f rame o f
ano ther . The co l or changes cause the spa t i a l re l a t i onsh i ps
o f the two f i e l ds to vary drama t i ca l l y . When the co l or o f the
i nner f i e l d abrup t l y ma t ches tha t o f the f ram i ng f i e l d , for
examp l e , i t rad i a t es rap i d l y to the l i m i t s o f the ou t er screen .
At o ther t i mes , the sequence i s reversed as the ou t er rec t an-
g l e co l l apses i n to the sma l l er f rame . Con t ras t i ng co l ors on
the i nner and ou t er screen a l so crea t e the i l l us i on o f a
t runca t ed pyram i d bu l g i ng forward or backward . As the
speed i ncreases , f i l m i mage and screen sur f ace fuse i n to the
i l l us i on o f a t au t membrane f l ex i ng i n a rhy thm tha t sugges ts
a hear t bea t i ng exc i t ed l y .

Shar i t s or i g i na l l y p l anned a sound t rack to accompany
Dec l ara t i ve Mode . A compu t er was to have been used to

cons t ruc t var i a t i ons and j uxt apos i t i ons o f phonemes and
then morphemes f rom a spoken t ext o f the " Dec l ara t i on o f
Independence . " Even tua l l y the en t i re unmod i f i ed t ext

wou l d have been heard . The f i l m i s nowd i s t r i bu t ed w i thou t a
sound t rack , and any exp l i c i t re l a t i onsh i p to Je f f erson ' s dec -
l ara t i on i s no l onger apparen t . We see on l y a v i sua l s t ruc ture

wh i ch , accord i ng to Shar i t s , gradua l l y moves

f rom a measured po i se towards an ecs t a t i c l eve l o f
co l or - l i gh t pu l sa t i on (end i ng i n m i cro-osc i l l a t i ons
around 5 cyc l es per second , wh i ch i s a t once the
pr i mary f ade -wave cyc l e poss i b l e i n sound speed
16mm f i l m and i s a l so a rhy thm assoc i a t ed w i th
cer t a i n neuron pu l ses dur i ng expans i ve , i nsp i ra -
t i ona l s t a t es o f consc i ousness) . "

Even the rhy thm i c s t ruc ture a l one , however , sus t a i ns Shar i t s '
13

 

The psycho l og i s t Hugo Muns t erberg was the f i rs t f i l m theor i s t I am
aware o f who charac t er i zed the percep t i on o f c i nema t i c i mages i n
th i s manner . " The F i l m : A Psycho l og i ca l S tudy " (1916 , repr i n t ed i t i on
New York : Dover , 1970) , pp . 18-24 .

14 .

 

Shar i t s , unpub l i shed proposa l for B i cen t enn i a l F i l m Pro j ec t , 1976 , c i t ed
i n no t es for a screen i ng a t the Museum o f Ar t , Carneg i e Ins t i tu t e on
Sep t ember 20 , 1977 .
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purpose i n mak i ng Dec l ara t i ve Mode : to ce l ebra t e the
grand sca l e o f sen t i men t i nscr i bed i n Je f f erson ' s r i ng i ng dec -
l ara t i on o f human l i ber ty . ' 5

In h i s 1967 s t a t emen t , Shar i t s empha t i ca l l y re j ec t ed any
" i m i t a t i on and i l l us i on " o f rea l i t y i n c i nema . He d i d no t mean
to exc l ude represen t a t i ona l i mages en t i re l y , however , and ,
i n f ac t , such i mages have o f t en p l ayed i mpor t an t ro l es i n h i s
f i l ms . In Peace Manda l a / End War , for examp l e , s i ng l e - f rame
sho t s o f a coup l e mak i ng l ove mo t i va t e the gradua l sh i f t s i n
the f l i cker i ng co l or pa t t erns sur round i ng them .
S : TREAM : S : SECT ION : S : ECT ION : S : S : ECT IONED used
super i mposed i mages o f a s t ream f l ow i ng over rocks as an
echo o f the me t aphor o f f i l m as a " s t ream " dammed by
sp l i ces he proposes . As these examp l e sugges t , Shar i t s has
a l ways i ns i s t ed tha t represen t a t i ona l i magery be t rans l a t ed
i n to the op t i ca l t erms and s t ruc tura l modes o f h i s med i um ,
and the e f f ec t o f th i s t rans l a t i on has been to subver t any
i l l us i on o f rea l i t y the i mages m i gh t sugges t .

A f t er a h i a tus o f near l y s i x years , represen t a t i ona l i mages
reappeared i n Shar i t s ' work i n the two vers i ons o f Ep i l ep t i c
Se i zure Compar i son and i n Ta i l s , bo th comp l e t ed i n 1976 .
On l y three m i nu t es l ong , Ta i l s i s Shar i t s ' shor t es t , bu t one o f
h i s mos t , beau t i fu l works. Th i s decep t i ve l y s i mp l e f i l m i s
d i v i ded i n to e i gh t sec t i ons . In each , an i con i c i mage
appears , The second , f i f th , and seven th sec t i ons presen t
i mages o f peop l e ( respec t i ve l y a nude woman , a woman i n
a f ea ther boa , and a ch i l d) . The i den t i t i es o f the o ther sub-
j ec t s are l ess c l ear , bu t I d i scern consecu t i ve l y a b l ur red
i mage o f a green f i e l d , a repho tographed f i l m s t r i p , a noc -
turna l f i re , a sho t through the w i ndow o f a mov i ng t ra i n , and ,
f i na l l y , ano ther f i l m s t r i p. 16 The f i l m a l l ows j us t enough t i me for
these i mages to be dec i phered be fore they are swep t away
i n a f l are o f l i gh t as the f i l m seems to run o f f the pro j ec tor
l eav i ng the screen f i l l ed w i th pure wh i t e l i gh t .

15 .

 

There i s o f t en a w i de gap be tween the access i b l e mean i ng o f Shar i t s '
f i l ms and the pr i va t e s i gn i f i cance they appear to have for h i m . For
examp l e , h i s d i ar i es and no t es for " Dec l ara t i ve Mode " sugges t tha t the
co l or f l i ckers o f i nd i v i dua l sec t i ons represen t h i s exper i ence on par t i cu-
l ar days i n Hydra and Mon t i ce l l o .

16 .

 

Mos t o f Shar i t s ' more i n t i ma t e t exts-h i s j ourna l s , d i ar i es , and l e t t ers-
sugges t tha t each sub j ec t represen t ed i n the f i l m ' s i mages-na ture ,
j ourneys , ch i l dren , women , burn i ng , and s t r i ps o f f i l m runn i ng across
the screen-are obsess i ve sources o f wonder for h i m .
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Ta i l s (1976)

Page 14

The punn i ng t i t l e provoca t i ve l y sugges ts tha t these
i mages , i cons o f an i nde f i n i t e pas t t i me , may represen t the
phases o f a nar ra t i ve , a l be i t a h i gh l y e l l i p t i ca l one . " Shar i t s
i nvokes th i s poss i b i l i t y , however , to open a soph i s t i ca t ed
po l em i c abou t the i ncompa t i b i l i t y o f nar ra t i ve t i me and an
au then t i ca l l y c i nema t i c t empora l i t y . In order to cons t ruc t
the " rea l " t i me o f a nar ra t i ve i n f i l m , i nd i v i dua l i mages mus t
be focused towards a to t a l i z i ng t empora l hor i zon tha t
es t ab l i shes the i r s i gn i f i cance as a momen t o f an ordered
sequence o f even t s . The " t a i l " cons t i tu t es the t a l e , so to
speak .

Ta i l s i ron i ca l l y parod i es these i deas . The re f l ex i ve markers
o f " ree l t i me , " the g l or i ous l y l um i nous f l ares t erm i na t i ng a
ree l o f exposed f i l m , compose the pr i mary s t ruc ture o f the
f i l m . They erup t i n to the rea l t i me o f the s i ng l e l ong t akes i n
each sec t i on to cor rup t the i l l usory presence o f the dep i c t ed
sub j ec t s , and to se t up a p l ay be tween the pas t i ness o f the
i mage and the empha t i c presence o f i ts c i nema t i c i nscr i p-
t i on . The br i l l i an t l y l i t screen tha t fo l l ows each f l are crea t es a
gap be tween i mages tha t e f f ec t i ve l y i nh i b i t s any i n f erence
o f a causa l ne twork un i t i ng them . Depr i ved o f an or i en t i ng
t empora l i t y , each i mage mus t be read as a se l f -con t a i ned
monad to be exper i enced i n i t s fu l l t empora l i nde t erm i na t e -
ness un t i l i t burs ts i n to l um i nous c l i max . Shar i t s underscores
h i s po l em i ca l po i n t by conc l ud i ng Ta i l s w i th a w i t t y rhyme .
As the l as t repho tographed i mage beg i ns to f l are ou t , the
f i l m record i ng th i s i mage a l so f l ares ou t , super i mpos i ng ye t
ano ther l ayer o f t i me on to those i nscr i bed w i th i n the f i l m .

Bo th the s i ng l e -screen and four -screen vers i ons o f Ep i -
sod i c Genera t i on engage the top i c o f i magery and t em-
pora l i t y i n c i nema , a l though a t an even h i gher l eve l o f
abs t rac t i on. Bo th works are composed o f the same four
sec t i ons. The sec t i ons are approx i ma t e l y e i gh t m i nu t es l ong ,
and each presen t s an or i g i na l spec i men f l i cker f i l m sub-
j ec t ed to success i ve s t ages o f repho tography . In sec t i on ' A "
a cen t ra l band o f co l ored f rames i s f l anked by a row o f
sprocke t ho l es on one s i de and by the modu l a t ed b l ack
and wh i t e con tours o f an op t i ca l sound t rack on the o ther . A
scra t ched l i ne runs across the co l or f rames . In Sec t i on " B , "
two new rows o f sprocke t ho l es are added a t the edges o f
17 .

 

I t maybe poss i b l e to read these i mages as a rare f i ed represen t a t i on o f
even t s i n Shar i t s ' l i f e as he d i scusses i t i n " Pos tscr i p t As Pre f ace . .. .. F i l m
Cu l ture " 65-66 (W i n t er 1978) : 2-3 .
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pau l sha r i t s : f i l mogr aphy*

SEARS CATALOGUE (b&w , 2 - sc r een pe r f ormance wor k ,
1964)
RAY GUN V I RUS (1966) 14 m i nu t es , co l or , sound
WORD MOV I E / FLUXF I LM 29 (1966) 33/ 4 m i nu t es , co l or ,
sound
P I ECE MANDALA / END WAR (1966) 5 m i nu t es , co l or , s i l en t
RAZOR BLADES (2 - sc r een , 1965 - 68) 25 m i nu t es , b / w &
co l or , s t e r eo sound
N : O : T : H : I : N : G (1968) 36 m i nu t es , co l or , sound
T , O , U , C , H , I , N , G (1968) 12 m i nu t es , co l or , sound
S : TREAM : S : S : ECT I ON : S : ECT I ON : S : S : ECT I ONED (1968 - 71) 42
m i nu t es , co l or , sound
I NFERENT I AL CURRENT (1971) 8 m i nu t es , co l or , sound

AX I OMAT I C GRANULAR I TY (1973) 20 m i nu t es , co l or ,
sound
ANALYT I CAL STUD I ES I I I : COLOR FRAME PASSAGES (1973 -
74) 29 m i nu t es , co l or , s i l en t , 16 f ps
COLOR SOUND FRAMES (1974) 26 1/ 2 m i nu t es , co l or ,
sound
APPARENT MOT I ON (1975) 30 m i nu t es , co l or , s i l en t , pro -
j ec t s i l en t speed on l y
ANALYT I CAL STUD I ES I : THE F I LM FRAME (1972 - 76) 25 m i n -
u t es , co l or , s i l en t
DECLARAT I VE MODE (2 - sc r een pro j ec t i on , 1976 - 77) 40
m i nu t es , co l or , sound .
ANALYT I CAL STUD I ES I I : UNFRAMED L I NES (1971 - 76) 25
m i nu t es , co l or , s i l en t
ANALYT I CAL STUD I ES I V (1973 - 76)
EP I SOD I C GENERAT I ON ( s i ng l e - sc r een ve r s i on , 1976) 30
m i nu t es , co l or , sound
EP I LEPT I C SE I ZURE COMPAR I SON ( s i ng l e - sc r een ve r s i on ,
1976) 30 m i nu t es , co l or , sound
TA I LS (1976) 3 m i nu t es , co l or , s i l en t
T I RGU J I U (2 - sc r een pe r f ormance wor k , 1976)
SOUND STR I P / F I LM STR I P (2 - sc r een pe r f ormance ve r s i on ,
1972 - 81)
F I VE MEX I CAN PYRAM I DS (wor k i n progr ess )
PASSAGES (wor k i n progr ess )
PO I SON (wor k i n progr ess )
Page 1 8

l oca t i ona l f i l m p i eces

SOUND STR I P / F I LM STR I P (1971)
SYNCHRONOUSOUNDTRACKS (1973 - 74)
VERT I CAL CONT I GU I TY (1974)
DAMAGED F I LM LOOP (1973 - 74)
THE FORGETT I NG OF I NTENT I ON AND I MPRESS I ONS (1974)
SHUTTER I NTERFACE (1975)
DREAM D I SPLACEMENT (1975 - 76)
EP I LEPT I C SE I ZURE COMPAR I SON (1976)
EP I SOD I C GENERAT I ON (1979)

*The mos t ex t ens i ve f i l mogr aphy o f Pau l Sha r i t s appea r s
i n " F i l m Cu l t ur e " 65 - 66 (W i n t e r 1978) : 115 - 124 .

pau l sha r i t s : se l ec t ed b i b l i ogr aphy*
a r t i c l es by pau l sha r i t s

" Red , B l ue Goda rd , " " F i l m Qua r t e r l y " (Summe r 1966) .
" Mov i e Cookbook , " " F i l m Cu l t ur e " 65 / 6 (W i n t e r 1978)
" No t es on F i l ms , " " F i l m Cu l t ur e " 47 (Summe r 1969)
" B l ank De f l ec t i ons : Go l den C i nema , " " F i l m Cu l t ur e "
48 / 49 (W i n t e r / Spr i ng 1970) .
" Words Pe r Page , " (1970) " A f t e r i mage " 4 (Au t umn
1972) .
" Ep i l ep t i c Se i zur e Compa r i son , " " N i aga r a Magaz i ne "
(Summe r 1976) .
" A C i nema t i cs Mode l f or F i l m S t ud i es i n H i ghe r Educa -
t i on , " " Qua r t e r l y Rev i ew o f F i l m S t ud i es " 1 : 4 (Novembe r
1976) .
" - Ur ( i )N (u l )LS : DREAM : S : S : ECT I ON : S : ECT I ON : S : SEC-
T I ON : S : S : ECT I ONED (A) - ( l ys i s ) JO : ' 1968 - 70 ' , " " F i l m Cu l t ur e "
65 - 66 (W i n t e r 1978) .
" Pos t sc r i p t as Pr e f ace , " (1973) " F i l m Cu l t ur e " 65 - 66(W i n -
t e r 1978) .
" Exh i b i t i on / F rozen F r ames , " (1974) " F i l m Cu l t ur e " 65 - 66
(W i n t e r 1978) .
" Hea r i ng : See i ng , " (1975) " F i l m Cu l t ur e " 65 - 66 (W i n t e r
1978) .
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" C i nema as Cogn i t i on , " (1975) " F i l m Cu l t ur e " 65 - 66
(W i n t e r 1978) .
" S t a t emen t Rega rd i ng Mu l t i p l e Sc r een / Sound ' Loca -
t i ona l ' F i l m Env i ronmen t s - I ns t a l l a t i ons , " (1976) " F i l m Cu l -
t ur e " 65 - 66 (W i n t e r 1978) .
" ' h i ' hay yeh f o l ks , s t ep " on " & " t r ansve r se " y r pr esen t "
pos i t i on , " " F i l m Cu l t ur e " 65 - 66 (W i n t e r 1978) .
" Comedy i n Abs t r ac t Ar t , " ( f or t hcom i ng ) .

i n t e r v i ew w i t h pau l sha r i t s
" Pau l Sha r i t s / L i nda Ca t hca r t , " i n " Pau l Sha r i t s : Dr eam
D i sp l acemen t and O t he r Pro j ec t s . " Bu f f a l o : A l br i gh t -
Knox Ga l l e r y , 1976 . n . p .

a r t i c l es abou t pau l sha r i t s
Cornwe l l , Reg i na . " Pau l Sha r i t s : I l l us i on and Ob j ec t " " Ar t -
f orum " (Sep t embe r 1971) : 56 - 62 .
Kr auss , Rosa l i nd . " Pau l Sha r i t s : S t op T i me , " " Ar t f orum "
(Apr i l 1973) : 60 - 61 .
- - - - - - - - - Pau l Sha r i t s , " i n " Pau l Sha r i t s : Dr eam D i s -

p l acemen t and O t he r Pro j ec t s . " Bu f f a l o : A l br i gh t - Knox
Ar t Ga l l e r y , 1976 . n . p .
L i ebman , S t ua r t . " Appa r en t Mo t i on and F i l m S t ruc t ur e :
Pau l Sha r i t s ' " Shu t t e r I n t e r f ace , " " M i l l enn i um F i l m Jour -
na l " 1 : 2 (Spr i ng - Summe r 1978) : 101 - 109 .
M i che l son , Anne t t e . " Pau l Sha r i t s and t he Cr i t i que o f
I l l us i on i sm : An I n t roduc t i on , " i n " Pro j ec t ed I mages . " M i n -
neapo l i s: Wa l ke r Ar t Cen t e r , 1974 .
" Shr ade r , Pau l , " Sens i b l e New Tr ends i n Expe r i men t a l
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the f rame and the rema i n i ng e l emen t s appear somewha t
condensed toward the cen t er o f the i mage . A f resh scra t ch
i s cu t i n to the sur f ace o f the new i mage . Sec t i on " C " con-
t i nues th i s process , bu t o ther k i nds o f changes resu l t i ng f rom
the repho tography are i n t roduced . The red , b l ack , and
green co l ors appear more somber , and the j agged edges o f
the sound t rack and scra t ch marks become smoo ther . By
the l as t sec t i on , " D , " the i mage has become a dense , uns t a -
b l e con f i gura t i on o f b l ur r i ng sprocke t ho l es , ye l l ow s t r i pes ,
and bands o f syn the t i c co l ors . At cer t a i n speeds , even the
l i near or i en t a t i on o f the e l emen t s d i s i n t egra t es as momen t -
ar i l y precep t i b l e regu l ar i t i es i n d i rec t i on , co l or , or shape
crea t e new v i sua l pa t t erns.

The sound t rack i s sub j ec t ed to a ser i es o f t rans forma t i ons
ana l ogous to those o f the v i sua l t rack . A d i dac t i c t ext d i s-
cuss i ng the produc t i on o f sound through an op t i ca l sound
sys t em i s i n i t i a l l y heard . Th i s t ext i s progress i ve l y condensed
by a compu t er , and by the th i rd condensa t i on , on l y random
words can s t i l l be i den t i f i ed . By the four th s t age , the t ext i s so
acce l era t ed tha t i ts mean i ng d i sso l ves i n to a rhy thm i ca l l y
undu l a t i ng aura o f sound .

A l though they use the same e l emen t s , the exper i ence o f
the two vers i ons o f Ep i sod i c Genera t i on i s as ton i sh i ng l y
d i f f eren t . In the s i ng l e -screen vers i on , the sec t i ons are pres-
en t ed consecu t i ve l y. Th i s order i ng es t ab l i shes an i nexorab l e ,
l og i ca l movemen t toward some fu ture momen t when the
i mage w i l l be so conges t ed tha t the i n i t a l con f i gura t i on o f
e l emen t s- i ndeed , the e l emen t s themse l ves-w i l l no l onger
be i den t i f i ab l e . When the four sec t i ons are se t s i de by s i de
and presen t ed s i mu l t aneous l y i n end l ess l y repea t ed cyc l es ,
as they are i n the four -screen " l oca t i ona l " vers i on , the pro-
gress i ve t empora l thrus t o f the s i ng l e -screen vers i on i s l os t . ' 8
Occas i ona l l y , when the a l i gnmen t s , speed , and d i rec t i ons
o f mov i ng e l emen t s momen t ar i l y ma t ch , the screens fuse
i n to a un i t y and the en t i re wa l l seems to l ead the eye f rom
the pas t toward the fu ture as the compos i t i ona l e l emen t s
move f rom l e f t to r i gh t . Abrup t dece l era t i ons or even m i nor
sh i f t s i n pos i t i on , however , su f f i ce to suspend th i s to t a l i z i ng
18 .

 

O ther changes i n presen t a t i ona l forma t i nc l ude the ro t a t i on o f the
i mages n i ne t y degrees to the l e f t so tha t the sprocke t ho l es appear a t
the top and bo t tom , ra ther than a t the r i gh t and l e f t s i des o f the f rame .
The " l oca t i ona l " vers i on o f " Ep i sod i c Genera t i on " i s a l so pro j ec t ed by
pro j ec tors s t and i ng w i th i n the space o f the work . One ' s exper i ence o f
the work i s f ar more comp l ex than my br i e f descr i p t i on can sugges t .
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movemen t . As the separa t e i den t i t y o f the i nd i v i dua l screens
i s rea f f i rmed , the i mpress i on o f a un i f y i ng t empora l vec tor i s
sha t t ered i n to the exper i ence o f four i ncompa t i b l e t empor -
a l i t i es tha t are s i mu l t aneous l y presen t .

Permea t ed by the d i rge - l i ke buzz o f the sound t racks , the
room i s a s i t e o f dynam i c ac t i v i t y i n wh i ch rhym i ng and
d i ssonan t pa t t erns , movemen t s and coun t er -movemen t s ,
cons t i tu t e , d i sso l ve and recons t i tu t e an i n f i n i t e var i e t y o f
s i gn i f i can t con f i gura t i ons . The vo l a t i l e permu t a t i ons o f c i ne -
ma t i c s i gns crea t e a space o f pure po t en t i a l tha t uncann i l y
reca l l s the drama t i c arena Pau l Va l ery i mag i ned as the
space o f consc i ousness i tse l f . " W i th i n the m i nd , " he wr i t es ,

a drama t akes p l ace . Drama , adven ture , ag i t a t i on ,
any words o f the sor t can be used prov i ded tha t
severa l o f them are used toge ther , so tha t one i s
cor rec t ed by ano ther . . . . The ac tors i n the drama
are men t a l i mages , and i t i s easy to unders t and tha t ,
i f we e l i m i na t e the par t i cu l ar f ea tures o f the i mages
and cons i der on l y the i r success i on , f requency , per i o-
d i c i t y , vary i ng capac i t y for assoc i a t i on , and f i na l l y
the i r dura t i on , we are soon t emp t ed to f i nd ana l o-
g i es i n the so-ca l l ed ma t er i a l wor l d , to compare
them w i th sc i en t i f i c ana l yses , to pos tu l a t e an env i r -
onmen t , to endow them f i rs t w i th con t i nu i t y , ve l oc i -
t i es , proper t i es o f d i sp l acemen t , then w i th mass and
energy. Thereupon we may rea l i ze tha t many such
sys t ems are poss i b l e , tha t any one i n par t i cu l ar i s
wor th no more than ano ther . . . . 19

Tha t such an abs t rac t work genera t ed by quas i -
ma thema t i ca l procedures i ns i s ts on be i ng read as a me t a -
phor for the m i nd revea l s the power o f the avan t -garde f i l m
t rad i t i on . Shar i t s ' a t t emp t to evade the burden o f i ts i mpres-
s i ve accomp l i shmen t s by i nven t i ng new forma l codes and
s t ra t eg i es has , i ron i ca l l y , made h i m i n to one o f tha t t rad i -
t i on ' s cen t ra l f i gures .
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