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SOME FORM-MAKING OBSERVATIONS

A building is the verb for how it has happened. A movie-
making io @ buil ng i happens 1o be likening iself o landaape.
This project™ iz concamed with a view wey of dewaribing arthitecturs|
o, ond with @(plor}ng how e format of film (by”mofion-pidure,
Audure and by opatial dnalo%) lerds ifsalf 1o the recongiction
of anyplace in partiular I on ordhikedural sense, it iv 6 form-
of - inhabiting movie.. I g fimic sense it reverzes e conventiondl

nervebfiongip | | %mund & fgyﬁgound

Here io everytning oo far | have and furthermore, 1o write about
using. mofion picure. =pacs for making sene of e physical plae in
a movio.  Any methodicd| elaboration of this exploration (not 2o much the
idea of i) wento film conahuchon more #han verbdl conshuckion. 9o
fhese paper notes are not for gpedfying a dnemstic freatment™ but
really wi@hin% for conveniena@ o suggeet an atfitude about motion-
picuve-counid, et by deOPing cerlgin obvious ggneric. poralieo
between 4o gdure of movement in moviee and the arthitedural -
spafal Adure of a plac where peoplo might be, | @n use e,
fi\mmakm% for buildin% ome; definition apout fhe, opace of peoplo®
mhabiting.

MOTION PICTURE. doeo more #an record fhe surfaczo

of phyzical tinge; i RECONSTRUCTS PHYIICAL. RELATIONOHIFS.
By veopecting faivly ordinary interprefations of motion pidure anaformy
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and documentary “rediom,” the proedt” amo &t

(8. doveloping on object/plact, senvibility infrinolC in conventiond|
fim vocabulary (9uch senge of film that doeo have: some, nofables
exponents in dramahic. cinema while: documentary / narrative and
achikecture,/ f@vdogue filme have aditionally igrored it

(b. making come place for humanbeing in an “arhiiedure” film.

e appreach means 1o be gonaral (or ao sdence io predise, i0);
| am interegted in i doveloping dousmentary fim Fechnique, which
oud be exiraposied o ANY PLACE

any particlar set~of physical definitions
whidh in Jocationk in fime: accommodales some. delerminates i
vavidble: yange of life and uge. Ih a specific aoe, | am
infereiedd in”how suicha “fopologyeal ™ approach does develop
aucording o loca Jauttural attitudes about privacy & physical
proximity, - 2odial %«oupin% fervitoridlitys physical maintnance,
e defovioration of parts” 3.
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SOME FILM~-MAKING OBSERVATIONS

Metion pidure. i simply dlécovmng a way in partior fo love
movm%& how Mnga move:  and hat e what you digcover” when
you ek a ilm and of courze you had ehways known dbout s Hing
how it moved but- ahyway you do diccover it

further desil for the cuvioaity you procazd with @xplorm% thig
or fhat subjed” move particllarly or vxondm'vg quite how 15
tedhical manaver will convey sometning parheular dbouthar and
how precizely you @n make e film summarily 1o vzgnﬁ}er theoe
cuvioudy moczzdmgg. , '

“Tne motion pdture hag a dirediondc connections it e vaviou
devty ond in e gapo of it you make some Spac for ﬁghmzé
wonnedions or dse elaporating tham. U@l’n% film of all things
apwimerﬂin% 9 never 4 9@1% ~slep makching problems with
golutiony o i io pozsibly not merely dcumulating somes empinical
dak 1o ocupy Hhes inkenval beiwezn & problemd @ solution. Because,

a mofion picture fom e very bzg\'nnin%@ of it does have Hhis dencity
and dloo these gapo which are wey optional for you 1o add or 1o
ke some away.  Whenever you do wonder in particular what the
movie for inslance veally amounts to and how itis gapi , aither
you alveady knew e anowey o eloe you never know and cbviougly
fe fim doeon't survey these gapo In o movie and aurdly you

e not Wiahin% and watting for hiow an audience, may come auozs e
for you. You are uarg e gapo ol really fo fill ¥aem up, but more for
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e opace wheve you @n work. at 4hem and &till have some extra opae
for dwdm% about” Knowing You ove g dreoe 6aps in the movie
for quesions fral you wonder” o kezp up with what you are knowing,
“Knowin% 9 what™ you know and in a@kin% These questions dH‘nou%h
fhere 510 one who griowery fhege queshions theve o in them that
there i know\od%@” ad io i foanating,

Considering that making film i> @ way of explofing fo discover
how fhinge move,,”one doeo think. cometimes why bother” when Mnga
do move anyway & you do opgerve that & fiim is expensive &
everybody iving dlready knows that Things movo& how they do
o courge | mean why bother making a produdion about if-

Thar io why | am not very exdied wé\ uam% film for va’ifyin% or
5'\mu\ah'n% wwn%\in%, bewuse if Hnat io what it does then it 1o
hever 69 subsantive 8o the very thing itoelf and it io never so
much pregent: Just e discrepancy in'a semblance could alway?

be very noabl%io. Of couree it 19 possible o invent™ imitating 2ounds

& movements in fim, meking it 10 be, like eyeak caro or whalever; and
it io truethat fimmakers do these things but hat hao really noMs;g
0 do with fim. fimio o real 4hing itseif which i nck oh imifafion

real Miﬂ%ﬁ movin% Or offiielr 2ounds or fimeckopae. It is really an
“infellectual vearegtion.” 4= And how ﬁ%’lmﬁng fat ﬁlmmak\'n%alwayb
doeo occasion mlizm% tnie mavement of somefning in order” 10
(eareste it
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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 saving fime.& money, many of Hheve, movie formulations
havo bezn hypoi%dﬂcal and many of e hypolneses were my nokes
n fhe margin of ﬁlwnn & editin 75 a mohon pidure, of people’s
menevers in 8 Roman plaz_za last Jonuary.  Howewer inddentally o
movio) 1ao bean projedives for e #ei is how | had come actual
material af hand for keeping ‘ack of e new discoveriee.
Had the movie zxvcrm)\y amounted 10 g film, | thought of
it AN AROMATIGTROPISM INCIDENTALLY 9HORT -
CIRUTTING 15 PROLONG. Byt do it wae, more incident than ilm,
fiore work in p Y06, gronymougly home movie dqrmg S
deliberately sucazding o haveMa comection, it never oz
ind does r’ld’zﬂd Ut gpille over :hh) oo much black leader gt both
exttamities, 4l whrg{ormcio ngist™ when | do that thee io ither an
agpropvidie confinuation r a safigfadory fermination 1o make heads or failo of it
| neo pvocezdxng in o exerdor o discover how | could
make e movies desodale with proportions of human thygical mobility»
o re-lowie people in a spatilly connecked but fimially dieconnecked
6 oommundl place by concm?mn%m o 4hey manevver nelv individualde
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By ardhilechurally coneidering animate bady 65 3 onveyanae which usey
come 5P by daneporting itself and the> ofner poriable definitions
tere, | epeddly difforeniaied free kindo of animate mobility wih
regedr o Mng@:
(L. K moving #0 thing 15 8 foek,, and if it fo eagy enough,
fien considerdole effort gdlo absorbed by comemdy’s
will /digposition.
(. moving % o do wih making/finding onei (tody o] way
fough e dtfr” (induding curpitoes) i muscular reficx
does fundion ay ghock abearber; and the form of movement™
lo measure of @ body’s prace.
. If movm% has 1o do with acommodating one's own
prysiognomy, ‘n%& Suffling aimle enagy of
wma%n%b gafou of the way, then e movement 1o demon-
Hrarive orae, gomeimes very unwieldy.

fow aucindty might” | venlure: fo charaderize i piazzs
fim exertioe 3 a study of three-dimengional awkwardnes. While
é‘(\oo’ﬁn%, | wanted o aseodate tho @mera’ mobility more with
fhe, movementz of bodies 4han Mose of their eyes. 2o the
edifing wat> concermed with o | could conetruct thie awkward-
neze in lm without wimmin away all the dbrupnesses of it
o an easycoing 17 mine danw gep, and sfill withaut- having
i foll apat i 4o uneasy disjomicdness whidh | wared 1o
NG NOF by shnot
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| wao davioing some. new rules Tor myseit dbout autting (wilesy are,
ezssanly ueeiul dbzolutely of courees they are made 1o be broken). The
"OHORT-URCUIMNG ™ reers o aiting around e most™ abrupt ¢k jerky
parto of movements valver than how my pradieed ingtind- woul
ordinaylly prompt e, 0wt gesture in beween @ shoked g g\id@. It
a0 means At whenever 9ot juxigposition wae nat” dabordhn% upon

ture, | had fo develop some visual lo%’o dbout™ haptic or Topogrdyhicdl

confinuity for replacng 4he geometvially” oneivable: convenfions of
vindl-viasal continuity. The Sense of beings in a place> which is TROPIOM
and peraragion of how ONE PERCEPTION IMMEDIATELY & DIRECTLY
LEADS TO A FURTHER PERCEPTION™Y

The sound of fhio movie correspondo with pidure in- loality
but ot in fime. Notoeo whidh | recorded in ther s8me plas, but
earliev or lafer o in between making pictures, have bazn re-phrased
with piduve acording fo el fndenoy 10 convey epatial continuity
of a particular zone over a gpatially discontinuous sucssion of
sofe- - Each dbrupt™ variation of angles or distance whith usually
o af 3 pidure wit infervupte the 5paha| confinuity of pidure.
gound in moviee epatially dpproximates “vedl” voige, mainfaing it
ot%hal 3-dimengional & dynamic, charaderigtice more than movin
picure on a8 gureen ever approximates Visual perption.  Nicole,
Rouaet- Aoagli- o> commenied about rovice that sound comes fire in
fdation o 4e images: 11 ie more, enfolding, more profound. In freein e
todf [fom Mo sreen] it makeo the distance of an- ima%L Po%éz

9: 9.9 8 9- 9% 9 9 9% % & 9% % 9 8 9 9% 9.9 9 9 -9



The conformation of sound with pidure in the pazza movie i
non- “naturaligtic” ingsmuch o | chose 1o not isole identifiable
mesnings fom 4ng rest of poiee or @0 much adggerdte. Her
poporfion. | wanied e noise fo have vorying %me of
in@i@h’v%& presens in ifo denaity.  Kather fan gound aiways dommahng
PAUre dlwayo 9p6aw‘ym% one of all poeeible emphaseo, | would have
te, 9ound and picture Independently afiracting more o lezs fntion 1o
one anothey more, or |ess inél%ng to what degirer tney were cmbrmmg.
Inetead of dovdoping any dnalo%y 0 a narrafive: or didlogues strudure,
e !o%'o of Mz gound cuf wao gimilar o mugical composition. S0
aude 3 1f oill 19 such a boter:

| nover conjpcured et 4hio eventudly canned & [belled cequence
of the piszza movieo wag a fim 1o finish. The Shooting wes nover
boped on a preconczived “treatment” and | riever wag laoking for any
“goy” and | was willally zxpofmwf\ﬁng with on-the.-<pat Indediolon
more dffen fhan redly FAWNING & documentary riow-or- ever” dfitude
foward what [ wao filming. | Wae determined 1o be pradidng invention
with thio film. | wao making it in order foany plan and | did make
2ome yulee but | did not even make a vou%h wi™ becuse | wenied
overy oplice infad; 20 a0 I 1o & alalogue of buiding daally ofer all it
i« not gadly A Movie. A Movie for people does want- gometting
ke a gory, | think, o comprehend i, or however i-doeo indude
in itetf auch an entity dnat they could diagram.  Maybe someone is
over enough 1o build e, Alm fom a dia%rcym and mayloe zomeone
19 dever enough fo diecovey this diagram in tho flmmaking and
really a movie: can be very aah'efymg i gomeones acomplishes 8b0f‘n
i0 10 10 10 10 10 10 10 10 10 10 10 10 10 10 10



‘ ﬁ% A AOVIE APOUT

(continued)

Any plac s particvlar: I io durable 8o well o0 nowdk agein
it may cupport- come, events of the citizan there thaf inthair own
fmporary time, theae evento tenspire o support or even alter
o place.

MOTION PICTURE. does more an record the surfaces of
Phyelcal 1hln%€r; it RECONSTRUTS PHYSICAL RELATIONSHIPS
whelher by someones dmn%n o in epite, of anyone’s ovw%hf
Reope who &zeMble; Motion pidures have developed conventions for
Fuduing i~ 1o

4 dramatic oy or ﬁmm§j of m(wbmn%g chronol 00y
OF MUgIC or dld\ogu@ or :d@ﬁlo%«cal noi no or %@n Wg%ror
recyde @ myth or vefumioh @ mood do.  for ﬂme expen
place-etructure, fokeo precedenco over dll audh as eee piechiced Iogoa
of fim azpemblage HERE& THERE. THI9 MOVIE Conuching o
diverture, noteven 9ounoh like @ socio-political commentary on
avdmbduﬁl deAlericr and gods forbid tarany st hulk of building or
Beze, of e, old expmn% g\fo mi rq;\aw) ﬂ‘nz) wishfully -searcheg
pvo\a A
ONCE UPON A TIME. & AGAIN Everyoody dfter anather io mdiacwcring
His place, hill definikely Aﬁn here how he i 19 n%MﬁPa(b
of hig own movement in which fo be moving where he movea e i
Md\'r\% to find accommodation (he i ma '%ng pregro more than

11 11" 13 13 11 fIr»co1x o1 11 11 12 i1 11 11 I} 13



design) here & eloowhere, he, doos wish to shay a spal or de

move on. Hio locdtion neey corresponds precisdy with his inartio;

of course wnder Z0me sleps this landecpe nside. 8 vock on 3

Wver out of fhne vain and even going over 0 a greanar place

e findo oot where ho io Juﬁ'%mmnv% wishing to top for lundh.

Bu ere io aways more doout here (“why e ot a

of ings in e, least fiction of space faecingles Wim ™) e

aoildbo choices out-ifemizes oven hiv mozsrdabonﬂing mehives.
in the sense that the objaocta of SeTcntstion

are distributed according to such relations as &
inside and outside; far away and close by; I3

\

separate and united; continuous and discontinuous &*
The movie, 19 diacovmn% or doe @(pm%\ng thio “opatial aspec” of man
iy et a oreature realizes it 1hrw§: Complex Wayo of
mobiy, Thar mobilily i a cpability which indudes hiliezs a0
Wl & movement, that" it regjctors a placo. The divection of motion
pidure. & a frame: corvezponds with the ECCENTRIGTY which i
lorﬁh'ng thio areature’s contre of balance, tnat he is forever 5h:ﬂ1ng
hio Nu'gf\t
He. manoges 1o walk without looking at hi fort-

o uy will fose his way ona blank of decart more, easily han
ovor anmong ony crowd of the Thicket:...

Thiz i messy . dl g with atgrb&limib&
s & p% o NM%ZWM & backhoes
& poicon ivy Or inneriubes. Proximily & direction o somebody’

e 12 12" 12 12 12 12 12 12 12 12 12 12 12 12 12



. 9@ 3% ot conaeivable ina way to map on (ariesian coordinaies
like, thes lowfion ¢ orientation of a door & a column & 8 wall &
A< & overy ofney wrgmm i5 morg-or- ez fixed
anongs. naughlo G Oosen. Every 'ngmiz exadly defining about
hiv spaw that™ it goes on that it does Take: time which i Tever
e 20 condoe 10 him as hio presence; even for rmmbmng it
he hao o use the Afixed lotion of placzs wheve it- happened
for reference. |
Thio flmmaking 15 explring fedhniques o Sppiying cinamd varif
metnody 10 8 et of agembly 1l whidh consigtently a2e0dates
fimic Sridure it physial pla scuve.  Conventions of motion-picture
dzsembiag, whid perfain fo e continuity / disconfinuities, camera
ovisniations /mobilifies/ didanwee, «dle relationships, physicl alges,
ooy, Nigh”/ dork, cdor, eli=—divested of famliar nanative,
dramaic or expresgionistic connolaiono—-are conged a2
andlogy for -dimencional matendl-gpetial phenomens. Without
verting) oef-ups, e shodting prowdure azgumes that any poc
fundions 89 & sek-up for people’s occasiong| dwdlm% tere. (amer
among formidable) coeds Whidy mechanically offedt its”dispositions
and dndition its movements, dliention o fensadhions of e people
hore, dena poosioility & impmviﬁin% in the event:

s 33 13 13 13 13 13 13 13 13 13 13 13 13 13 13
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Cormer: can;waatope in
il dacks. The, | umc;j:oénd
of three: planes i fix

| in the Heme. (}r;r if it

iv wo planz for insta

: D% use of 3 tilt WOuId"ZD

VING MOVING i oo i
Now gladly unecrewed from it |
tripod, o @ma o in the hands of
- 3 ambulafory redture whose locomotive
oapabiity 1o leee restvided han the
ipod's. But becauoe she io pm{fmg
- 1o o amash herself; ohe s always
cmfonnm way 10 @ ng That-i
| 0,8 T%rmdabb@ cbjecto. ~ In the
» mifm@r moving sysiematically ohe . ]
- might clagsiy e objedko accordin ,
| m Conﬁ ration of movement- zorf%
- which 1oy regpechvely define. Her camerd
ngdld em 65 “tripado in 5pe,” efing
-~ Hm connol ity mobilily in the way thf 6 tripod
doen. FRatney Hhen o contact atbchment; e
studural undion of camera e object ocr®
in e MW@ betwezn. 15 15 15 15 15 15 15 15 15 15

.
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A series of femes T(bﬁh{% gmdually on iz perforsted line
(e vunninéalow% in 15 ownly direchion oo i succeds fo become
ot many Tings evung out but one, whidh 2ach wioment has it
dtfrent moigtence in ccession.

Suerzion of e, Movie, 15 2o mechanically aconplished by
- wheelo if only e film precisdly does not ever gek-out of fine
or materially discontirue - So methaniaally slmost automatically
8 gkady phdographmg does cuceed by fore of material continuity
b yz%«ek‘f in “mofion”the: physi@d] continuity of 4ne space, foward
- e leno. But with this epae all collapeed info g surface, and with
uuzeve motion confined 1o One precisely invariable, diredion,
Mofion picre: cannot be made 1o spedfy relative spatial direchions
m any Werdl way. (Aial ofation of ne camera varies the vining
gl fo a spof Hhat” 1o paseing Hhrouh the, frome; 8 lafra
trthing shof (dscounting leno parollex) Keepo this angle: coniert
50 e, fim in due, fime ot vegister changinp oneridhon in a shof-
- But momevibvly it always 19 only one) onarfatien, which i foo fow
- o be reative.) The conventional logic of hov'lzorrta\-vzrﬁcd\-oﬁmgonal

amera postured mapility and shot” juxfaposition 5 et dickaed by any

- ndinghons fhat the mesdium parhadlanly hiae. It happens fo resemble
- fhar avrdn%um o inhabited %rdvifahonal SPAD Mozt Touching the
- (uck of ony ircoridc dive. - Why really it i how hes pereondlly generaies
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- o spae aound hie very body by 6layin88<8omg By consistently
- Yeening o i persond] ocheme of directions, fim” aveids comph‘mh'ng
- onybody’s willingnee fo be immediately Hransposing e pichure on
- oueen 10 his hebitual fhree-dimensiona] context:
9inw the frame (of reforoncg) is fixed forever inerty on
suen, and sine a aut allers tho digrosition of <pa in Yaf frame,
~ad over 50 cbruptly also exdudes the PBssing Hime of i How
- inkonupting 4o physicd confinity of motion picure 5pe 15 how
a at i positively diﬁomm'”% | 'mean do not suppose onversely
- fha & perpetal snot caressing every inny and ouly of a place from
dl angles and dislanazs in suwdsion might resemble tho plaw
- dr dll infelligibly. The point™ s fhal” mohon pidure does net &t all
relate dim%’on in gpace liko any areature at dll does know it pervorly.
The ot poin, which 15 even sloppier” 1o verlialize, 19 omething like
-~ "puraption i not continuous, H has o be agfioved fhrou
dcumulation: there are poinfS of impadt- ™% Jo Whar is e critical
~ poportion of - audio-vieual fixation 1o dching ase.
A ui 1o 20 posifively disonenting that splid NG, PR
- with another o realy Fne only dodc i film for feping 1o %
- onglud oy obvious veferonco o physical orieniation ar” ll
& dere i continuity, and there i considering orentation, ds e
- motion picure, Can pospibly r@giakr either buT na™ both gadlly
&t e, same. fime.

‘ *H needs such sention 1o succeed. - needs such allertion for this
-, Inguption 1o o in fime, with The succession. t-does somedimes



oy to e awdiene 1o heatale; at these imforruptions and it never
ouure 1o e projeddor to hegifao and 15t 1o enough fo make
anybody unessy. A fade i9 foy;g\/@ pause in e filnT 1o an nterwiphion
gt i hz:’onahn% 0 suceed, o5 whé Ao audinae natuely doeg
pauoe Deween “Soppin & sharfing Aney will nof gt themeelves so
much oyncopsied with #0 film ruriing on. A dissblve ibfbrpu’rhng
ham in a supor whilo an infervuption |9 wsilting fo suaeed

50 they will not have a\ou%h senoe 10 bo 5, 50 Whaf if

fney do not anap outof it

| Cuthing is 50 traumatic in film
it - -
D‘ '9;&"'&‘3"32)’*“'%%1%16 NE%I 0 0O 0 0o 0 o

IN(T on some very considarate

; |oinery 10 put e Mmg back fogether:

i o~

CQT\TTH\TU\IT% 2

You ondinanlly haves dt least” two  mefhads Tor finding your
o when bindfoided. ou can 1 point 1o your nece. 28 o
fokg, hold of i Ameet™ every sound human bedy @n graep ifs
hose, it it 1o fue That a fow peoplo in e world cannot point
o har noges. Ordinarily you dre Judy

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,

18 18 18 18 18 18 18 18 18 18 18 18 18 18 18 18 18
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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
duestion 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. “%:

i

A gl A/B dows aliertion fo e, position
rdativeneos of A movin%/ Changin%Jro B by immzdl’abl)/
dimmahn% come, space/ime. lapoe” fnat of couree inyolves
how A’ progeding o B A st AL B g mgagm%
o poazding st “dlapses fom A o B, ﬁndmg e
o whil grecping - Even if no edifor know thal-
this weye <o, you “wedld went— 10 understand that it b o
becauze you obearve it 0. Any splice 15 especially pomﬁng
diention T s positional reletion of A and B, whethar
19 19 19 19 19 19 19 19 19 19 19 19 19
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- o rdation is dieplacment” or ranoformation, whether it i
opacw o more fime Jnat e plicc i l&wing out-
A gplice o naturally neisting 4o alier the nafural

- e of 4o posifional refation ot you undersland A and
B do of ouroe have. R‘Obdbiy but P@fhdpﬁ' not- “That is
what Boeredein meant by “collision,” and that 15 why
- ome angmd et filmmakers do ot believe in monfage
- Awong dll posoibles eventte surcunding ¢ amera’s presence,
dwocm'n%ﬁlm 19 irreverably and Jinearty diacovmhg o progress
Mm,gf, Tem, how like film tunning, and ediig 4his film s

moyriiing suspence, jneieﬁng for “some, chane”again fo enferrfain
a dicoverable, plurality of foesibilihes,  Opviously, (Gedard
- Bying " Juch 15 e nature, of dislechic in e dnema: one: must
Ive other than laot: W@é pointiess 1o Kill one’s fezlingo in
oder fo live Ion%ex " &

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



Retved, comdor;
“ircdlation”

- path, “deibuor; ”
g

B

81 2121 21 21 21%¥21 2121 21 .21 21 21

a@“in te 9w of 4o movie, quf 3 well 4o
CONTINUIT'Y 2y beartoeds | id dovclop some, comentane

of filmic, (dio)continuity ot would corvegpond
1o various (di9dontinuities of a physicd

lace. eg

/\%UYE;VE)W\GT i camera |9 movm%)ngal]y
@ A n% halt indicales franofer from a
son6 for mevement™o some, focal loaation. The
e misht have 1o do with o fived sdure

of o gl (you uczed 1o eventually anive deal-
contre é;]awdm% on o drain of e Tantheon with
rain pilling i your ém}, or it migh’r have, 10

do with fomporary aray of ranzient meler
(people traffic, efc.) in the: camera’s way, o I
pight~ have o do (@ it-doe) with any abrupt”
fix of e camara atieriion of d/wn%@ of poyZON.
(b. There > some. way of usin%%a jump cu~ 0
signity udden dexonfinuity in %wnd .

21 21 21



(€. Black leader could be 9waf7hm% d%ddnéf'

a wall. |
/black leader/ underexpoed pidure.
d Bﬁ? Jdear leader [overexpoed picture, >

e ut mi%\rrr indicate. e, ege of Shadow
Mezting sunshing or aprupt femperaure
deviahon
A quynd aif a@llo dlention 1o ilself more or leo than a
paue at doco. Amost pever e zame but awey definitly
o of leze A poure ant discontinugs pidure, and if it
v comelhing like, nght and day suddenly you do squint a ltle
unfll Your viogs st down m;«:)%; but & pidure out can never
raally induce, your seeing fo diecorinue so exadly s sound an
%;o rwehes and resto youy h@dﬂr% Or you @n make cufs in
e coond o b dlmest imperepfidlc; you really cannot do that
Wilh fidue diocontinuitice dmogt at all
A ound a9 sinuflancoto with a pidure auf s wanfing
fo ke o discontinuty morg, emphafio. Butt aufo in movies,
ke bt connedions in bul'ldm% constriction, heed more fancy
hadware fnan - any pa%in% junction 1o save e hin from
deoluiely bresking.  Of course sometimes you do- congpitupuisly
want o have infervuption defnilety.

;22 “2. 22 22 22 22 22 22 22 22 22 22 22 22 22 22 22




NELYRANG 11|/
on the siten whare picture is movin
inthat mdang@ but never” an inch outside
oomefimes nere hao been a lot of 1alk. dbout the horizonta] digposifion of
Hhiv redan a%ocaah'ng it with animate typeo of movement; which fend
o enler 16 frame. and “exit at the <ides, like a proscenium slage Latel
Hhere 19 less falk because ere 1o oo Owﬁmveva/ova’ﬁ) at; an
that really has o do with e, manudurers o it i& not particularty
lhtcrzahn% It i not nearly 20 inferesting do
the, posibility of making 3 variable”frame within thig very onjaf%cd
frame by masking zoffie of fhe picture area. You could of course do
that opfically. Evert” more interesting, you probably do it In @ way
photographically, with Hings in " foregyround. And why do you.
TERAL & PHENOMENAL BOUNDARIES
If here; io opace in the, movie nat is Hne,
confents o Hhio frame & if Hhere io any physical condainmentin
fhio <pacw, e frame iteelf daws alention o <udh confainment-
* |mostty by pardlbdlmg and duplicdking 5 poundaries. If e
3 feritory undey congideration 1o confained
by makerial boundaries, then the Frame would indudes s
teundanes peripherally oreloe, substute ifo own edges for them
(thio guy leaning against” 1he side) of the format) “If such
boundsiies are, not material 1o phyeically cbefruct gpace, buf more
like, some, tewvitoria) preference of e
people, here mairﬁainm% vaant ntenalo befween tnemoejves

(03 1'23' 23 23 23 23 3 23 23 23 23 23 23 23 23 23
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NOTES

;GG’WudZ/ Otein, “Plays” in Ledtures n America,
1959, p lo2..

GCYfMd@ Siein, and Grammar™” in Lam res
n jfvi&né_m p. 233, MYY !

£ good fo come acoss somes auvosity of a similar

HOhon T@@Phlo means o expresvion N Faul Klees
Nature of Nature, 1973, pp. 155-165.

Hc Was w a threg- 1— o ization of this human
movement” mvolv% -8Hive, musole.-medial,
bong.- pa%ive - On yez do have a look at hio daag(me

£, “Chavess Oloon, “ Pojedive Verse ™ in- Human  Univerze

and Oter Fepave , 1967, pp. 52-52.
“It meano %ach what it sy, b a matler of, dhiL POrﬂ5

(ovan, | should <3y, of cur man of daily real
o e dally wor on with Zif; kegp movmg
o nexves, WJr , e peraptions, neirs,Othe dds

1\% 6?\rf ceond ads, e whole bsiness, Kegp it moving ao
E/OU\ an, citizen. And if you ako se Up asa

u9E UPE UOE the prouess at all points, in any given Pozm

dway, d\w&yé o por on mue1" must must® MOVE

IN , ON ANOTH

5 N!co\& Rou li, “Conorefe Gnema™ in Livi
Cinama by Louio Nzgr Abd% lcmmrp 122. =3

‘5 Maqwcc Merleay- Tonty, %
| Tbr , 962 Pa»rh ar| Chaplers on
P nd Moh\ﬁy denoe Expme%c@ and apac@
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< Tancio Tonge, “ Shil [ & Chardin” in Things, frandlated
by Od Corman, 1971, pp. 109-115. That ciflation was“a device
for mentioning this poem in the references, that e particulars
are frere, | would not be inferested in chmph'rg 3 HYNopsi.

gaflﬂ?ﬁdn Nov‘oag—% Iz, BKigtne, 9 fedu
g 0 u @, Spaek Architedure,

g;;N\'col@ Rouzq“—%gh, op. df, p.1%2.
g vMaunc@ Merleay-onty, op. df, pp- 105-1C0.
*§ddean- Luo Goderd, Godard on Godard, p.21
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