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LEAD SHPES 1249 Nipected by Sidnev Peterson in collaboration with his class at the
California School of Fine Arts. b/v, sound, 12 mins.

Foure 1t THE AFTERMNOM 1951 Directed by James Brouchton. h/w, sound, 15 mins.
THE BED 1968 Directed hy James Brouchton. Color. sound. 20 mins.

THIS IS IT 1971 Directed by James Brouchton.: Color, sound, @ 1/2 mins.

HIAH MUS 1977 . Directed by James Brouchton. Color, sound. 3 mins.

"Na wary: life is what hanpens while you-are doinn semethine else."” - :
Arouahton, in SEEINA THE LIGHT, 1972

Roth Peterson and Prouchtor beaan makine films in the creative excitement which
surrounded the Art in Cinema screeninas at the San Francisco !luseun of Art in the
late 1247%'s. vithere such European masternieces as Duneul's Ul CHIE! AIDALOU and
Cocteau's DLOON OF A POET ‘were:screened., tocether with the work of the emercing
Mmerican avant-carde.” In 1246 these two poets collaborated on THE POTTED PSAL™.
Peterson abandoned filmmakina after THE LEAD SHOES- Brouchten has continued to make
films, in addition to his nnntrv, his involvement in the theater, and his teachina
activites.

Prouchton., tocether with fi]wmaker Joel Sincer, will be present at the 'OA to
screan and Aiscuss his recent vworks on Tuesday December 6Gth.

LEAD SHNES by Sidnev Peterson

LEAD SHOES is based on the sunerimposition of two English ballads, "The Three
Navens” and "Edvard”, frannents of which are discernable in the sound track. The
spatial and temporal ellinses in this film are ambicuous to the point that the events
can have only an associative., rather than directly causal, relationship. The "illogi-
cal” orderina of events is echeced in Peterson's use of reverse motion, and action
speaded up and slowed dovn by the camera, as well as the use of a distortina ana-
morphic lens. In viewino the film. one is therefore led to apply to the matephors
an awareness of cultural context:

“On addition to the transference... of diving suit to coffin to :
kniaht's armor, Peterson has short-circuited the ballads so that the
scavenaine rother assures the role to the falleow deer in "The
Three Pavens” who, carried off the bodv of the dead knicht: Edward
bacores the ravanina ravens, a svmbolic cannibal.” (P. Adams Sitney
Visionary Filn , n. 78)
In the shiftina mother-father-sen trianculation of forces in LEAD SHOES, Freudian im-
nlications are unavoidable. as &re-the Dionysian aspects. There is evident in this
film a snontaneity which nermits the audience a climpse into the film-makinc process
vwhich preceeded the final film. !ore imrortantly. we are invited -- as so often in
poetry -- to nrovide the cconnectives toward which Peterson steers us.

ot e L e ~-2i11 Judson

FOUR I THE AFTERMNOON

James Prouchton's FOUR I' THE AFTER«OO” nresents a series of four vianettes on a
sinale theme -~ love -~ which are accompanied by verses from a collection of
Rrouchton's poems. "IISICAL CHAIRS. Accordina to the filmmaker's notes, these sequences
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depict twe men and two women "at four aces and four staces: the airl of 10: the lad
of 20+ the woman of 30 and the man of 40." Brouchton considers the four sequences
in musical terms: the first episode,"fame Little Gladys” is Allearo: "The Gardener's
Son" is Adaaio: "Princess Printemns" is Scherzo, and "The Aaing Balletomane” is
Lento. This exnerience combinina the lessons of the arts has prompted Brouchton to
comment (in P. Adams Sitnev's Visionary Film): "I have learnad more about the writing
of noetry from rwsic than from Titerature. And more about the makina of film from
dance that from cinerma."

""hile the terno of each of the four sections is derived from analoaies to music,
FOUR I THE AFTERPMOOM also has its own filmic structure, bhased in nart on increasingly
corplex spaces. The naive simnlicity of "fame Little Rladys" is reflected in her -
rmovements often parallel of perpendicular to the pnicture pnlane. The adolescent
"Gardener's Son" inhabits a more complicated space(with its mythological references)"
peonle appear and disappear behind on-screen barriers -- statues or other people --
and vectors of vision or movement are more frequently at a diagonal to the picture
nlane. The ritual romp of the princess and her suitor occur within an elaborate
archtectural setting: mammoth columns and a huge staircase dwarf the couple: the
scale more appropriate for ciants than for human lovers.

In the final seauence, both the Balletomane and the ballerina of his memory,
nroject themselves into and out from the frame of the imace. often at a diagonal,
establishina a complex relationshin between on-screen/off-screen space; the dream-like
comnlexity of this relationship is reinforced by the use of slow motion and reverse
motion. '

In all four sequences. the theme of love is presented within the context of
ritual movement and dance, drawina in part on the tradition of the early silent cinema
and centerina on the interaction between the imaces and text spoken by Brouchton's

off-screen voice. -Annette Chizeck

THE BED by James Rrouahton

THE BED is a playful merry allenory which celebrates impudently and imaginatively
iust about everythina that could hanpen in bed (and some thinas that couldn't) --
hirth. vounc love, loneliness, dream and death anid all sorts of hanky-panky from
fetighism to nlain old lechery.

THIS IS IT by James Brouchton

This is It

This is really It

This is all there is

and It's pnerfect as It is

A Tittle Zen poem about the Eternal Tlow and the Eternal Child., a home made fable, a
philosophical profundity. -- and a centle jibe at Proughton's friend Stan Brakhace.
who had recently completed his epic SCEMNES FRO!* UNDER CHILDHOAD (1967-70).

HIGH KUKUS by James Prouchton

~ Using selections from short noems published under the same punninc title as the
| film and with a sinale continuous(and ever-chanaina) imaqe. Brouchton creates a
vision of the universal.

JAMES BROUGHTON AND JOEL SINGER WILL BE PRESENT TO SCREE! AiID DISCUSS THEIR HIORKS
NEXT TUESDAY, DECEMBER €, 1977 in the M.0.A. THEATER AT 2:00 P.M. ADIMISSION $1.00
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