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Peter Kubelka's film ARNULF RAINER

The Four Basic Elements of Cinema: light, darkness, sound, silence. Fron
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UNVEILING THE MONUMENT: 'tl:"bkiiﬁtered the hostility that institution consistently gave sustained intuition of a recurrent pattern in time. Mov-
PETER KUBELKA AND THE NEW WORLD its foreign students. Naive, he showed his teachers the ing from the formal to the historical plane, Kubelka
film he made during the first long vacation, MOSAIK IM - speaks of human life as a continuing “stone age,” and
VERTRAUEN (1955) and nearly got kicked out for it. e ﬁ@isdain's melioration: He edited all of his films as if the
The artistic integrity with which he executed two adver- " events dggi&ﬁgl wz;thin them were simultaneous rather
tising commissions, ADEBAR (1957) and SCHWECHATER than successive, " 2¢=CbotCile, /i Lu.cde,

Cul S e o e o ol ittt i ords v nthing 0 d
Competiti.on rejected his brilliantly reductive film - with” !1is films. The nature of this non-relationship is ob-
ARNULF RAINER (1960). At that point he rélfctiitly.. o, SCure indeed, unless it RN Slmgly iRt Al
abandoned the 35mm format and began a five year labor substitute Tor the other, In fact, the essence of a cin-

on the intricate sound and picture montage of UNSERE ema, as he“propounds i is effectively illustrated by
AFRIKAREISE .\V{”‘“E‘"’Mﬁwﬁ'[‘l WA OHE L fept iy

his works. I vividly recall a discussion of the importance
of theory for Kubelka I had with one of his oldest
He came to America ng 1966 with his edited rolls of friends, the architect Raimund Abraham, who had em-
sound and image, 65tefiéibly to use the superior 16mm migrated from Austria to America shortly before Ku-
printing facilities here. In 1967 he took a job at the belka’s first move and for many of the same reasons.
United Nations’ film library in order to remain in Amer- y 1. We were dinin utside at the Colomba in Venice, where

. ica. He was quickly and universally recognized as a major “"a hedge of 3 ‘?ﬁief}%éﬁ%fﬁ%s the tables from the nar-,_
: .\, figure within the avant-garde cinema. The audience for row street. As Abraham was expressing his fears that the '"™'f
This position is not without its ironies. Kubelka first (% such work, which had died out in Europe in the Thirties, act of eXpotnding a theory might consume Kubelka’s
met Brakhage and saw the work of some American inde- @:\Q\{f\was at a[peak|in America. Along with this recognition energies and mean the end of his film production—it
pendent film-makers in Brussels in 1958 at the 2ndInter- ~  and perhaps because ﬁf(f the film-maker began to lose had been about six years since UNSERE AFRIKAREISE
national Experimental Film Competition. When I met him his defensive and paféc vaFattitude toward film theory. —I suddenly saw through the dark green hedges in the
at the 3rd Competition, in the last week of 1963, he was In a series of lectures in various universities he publicly late afternoon light the word “Cinema”[flickering in the

What makes the forthcoming premiere of Peter
Kubelka’s MONUMENT FOR THE OLD WORLD the most
anticipated and dramatic event in the avant-garde cin-

% %%of the Seventies? That question might be even more
- it'leperhi)lica]lj.r framed as: On what basis might this forty-
two year old Austrian film-maker whose complete works
do not last an hour be called the most important film
artist in Europe ? He has been working on this film for al-
most ten years. A decade of silence is in itself a dramatic
platform. Yet in those years Peter Kubelka has not been
exactly silent. He has been the most articulate public the-
oretician of the cinema in America, a polemical position
that once was Max Deren’s, then Jonas Mekas’s, and

' more recently r?;'éa?gfi);g Stan Brakhage and Gregory
. Markopoulos in the late Sixties. Kubelka is an Austrian

film-maker and an American theoret‘i’gign.

revolted by the sloppiness and banalit of nearly all com-
mercial and independent films and dé%ngff ' éfﬁ?‘%ﬂ%‘ﬁt the
possibility of continuing his own work and finding an
audience. Dreyer, Len Lye, and possibly Brakhage were
excepted from his anathema to the world of film-making.
However, he insisted that Brakhage made the mistake
of talking and writing about his work.

Kubelka’s Ie_s_sgi_g.‘_bl%d a history. He had grown upina
musical family during the war and had been a member
of the Vienna Boys Choir. His education had been con-
ventional, parochial, and limited, leaving him with an
aversion to philosophy and a deep seated suspicion of
the authority of “classics” in all the arts. To learn the
craft of film-making, he enrolled in the Centro
Sperimentale di Cinematografia in Rome. There he en-

elaborated a coherent theory of film, emphasizing the
dynamic possibilities of “articulation” at the level of

single frame changes, every twenty-fourth of a second. .

Kubelka’s theoretical position involves a devaluation

of the apthority of jmagery and an/emphasis on struc-
“ture] He BEHSs60s the in,

fes itrary and illusionary status of
cinematic movement; the paleness of filmed imagery in
relationship to natural phenomena (in his discourse
natural phenomena—fire, rivers, thunder and lightning
—become instead analogies of visual and sound mon-
tage); and the importance of reseeing the essential films
until one has memorized them like melodies. Behind
many of his formulations is the non-thematic concept
of fime as cyclical movement/Memorization, then, would
be a transcendance of infinite temporal flow and the

. air as if to the rhythm of the film ARNULF RAINER. We

stared in shock, then laughed and cried out when we
realized that there was a movie house directly opposite
the restaurant and that its defective neon marquee was
sp Hﬁlgl;ng into service. =

date has now been set, January 30, for the first
projection of MONUMENT FOR THE OLD WORLD. I have
not seen so much as a still from it. Yet it is most appro-
priate that this screening will take place as the terminus
of the la gest public forum Kubelka has yet found for
th@"é‘?ﬁﬁ%}saﬁl opr his theories, and on the continent where
he gained the perspective needed to make his new film.
Whatever was foretold by il miracolo alla Colomba may

be seen that night.
© P. Adams Sitney
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