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Pastiche or Critique: Reworking the Canonical
Avant-Garde, and the Female Body

Vera Dika

On October 3, 2017, I went to Anthology Film Archives to a lecture by P.
Adams Sitney on the republication of Stan Brakhage’s theoretical writings
Metaphors on Vision.1 All present were excited to hear the great critic speak
and to see a selection from Brakhage’s innovative works. One of these works
was Mothlight, a silent film made in 1963. Although Mothlight is not a
photochemical film, it still engages the specific properties of the film
medium. Composed of two strips of Mylar tape between which materials
from nature have been sandwiched, Mothlight is in many ways about the
beauty of projected light as it moves through these substances—through cel-
luloid, and through bits of animal flesh, and vegetable matter—and does so
at a progressive rate of film speed. The avant-garde film, especially in the
1960s, was about purity on a number levels. It was about the purity of origin-
ality, such as the singularity of conception and the specificity of a medium.
Perhaps for these reasons of originality and specificity, in our era of the

copy, interest has intensified in returning to the history of the mid-century
avant-garde—to revisit its films, its personalities, and its screening venues.2 In
recent years, a new generation of filmmakers and audiences is exploring the
material of film and the creative use of the medium. In addition, the exhibition
of historical avant-garde works is an important feature in the contemporary
New York scene. In the past year alone, Peter Gidal mounted a solo exhibit at
the NYU Washington Square East Gallery, while Carolee Schneemann’s career
retrospective was shown at MoMA PS1, and Jonas Mekas, a founding figure in
the American avant-garde, continues to curate, to film, and to give live per-
formances.3 In his latest performance entitled “The Fears and Tremblings of
an Angry Dog,” Mekas, at the age of 95, once again railed against the “big
art,” and championed the “small films,” the “films among friends.”4

A Countercurrent

In the past few years I have written about what I see to be a countercurrent
in this tendency, and I would like to expand on it here. I have noted, for
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example, that some contemporary experimental filmmakers are going back
to the past, not only to praise it, or to reexperience it, but to rework strat-
egies and styles from the canonical avant-garde in the production of new
works.5 In many cases, this production is not a pastiche of past works, but
a critique in the form of a restatement. In this essay, I will continue my
discussion, incorporating a larger number of contemporary filmmakers,
those who now place old strategies in opposition to the new, and do so to
reveal unexplored truths.
I will be using the title “canonical” avant-garde to indicate a set of critic-

ally authorized films, primarily as championed by P. Adams Sitney in his
book Visionary Film, first published in 1974.6 As an established corpus,
these films can then be referenced by a new generation. I will argue that
the contemporary filmmakers draw from the canonical works as an inher-
ited tradition, and, interestingly, privilege a 1960s’ and 1970s’ avant-garde.
The filmmakers, for example, rework methods associated with the lyrical
film, and its emphasis on first person seeing, or they reuse strategies from
the structural film, and its concerns for the material of the medium. But
how do we position this type of “copy” within the avant-garde, a practice
that has been so renowned for its originality?
Of course, the impetus to include cultural elements from the past into

contemporary art and film is not new. Rather, this practice, rising with the
use of appropriation in the 1970s’ and 1980s’ postmodern work, seems to
be growing exponentially in both high art and popular culture with each
passing year.7 An early example of this impetus, first noted by Fredric
Jameson, is the popular culture film American Graffiti made in 1973. This
style of filmmaking initially took us back to the artifacts of the 1950s.
Jameson saw such work as pastiche, as succumbing to a play of elements
that confuse our sense of the present with the past.8 In recent writings,
however, critics have gone even further, seeing the intense rise of referenti-
ality as creating a kind of atemporality in contemporary works, with an
accompanying loss of meaning.9

However, other critics—and I am one of them—still seek the possibility
of thoughtful works of film and art that place past elements in conflict
with the new, and do so for critical purposes. The goal of this essay is to
select a number of experimental works from recent years, noting which
past elements have been chosen for appraisal, and then assess how they
have been reformulated, and to what purpose.

Contemporary Artists—The Small Films

For my discussion I have chosen what Jonas Mekas might call, “the small
films,” the “films among friends.” In these films, the contemporary artists
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often appear outside the fame and notoriety of the canonical works they
allude to. Two of the filmmakers, Katy Martin and Bill Brand, are older
and more established. The others, Katherine Bauer, Stephanie Wuertz, and
Sasha Janerus, are younger and just starting out.
What the newer artists bring to the fore, however, is the history of the

canonical avant-garde, and especially, its male-dominated practices. Here
the younger artists engage questions of subjectivity, as in the lyrical film,
and of the material of the medium, as in the structural film, but they also
do so by acknowledging the hierarchy of gender relations in these works.
Moreover, they explore film in relationship to the human body, especially
the female body. They strive to address what had not been said in earlier
works; and they do so primarily from the point of view of those who had
not spoken. By exploring the variations in their styles and goals, I will
address the complexity of insights that they have to offer.

The Films

First to note is that the link made between the body and the material of
film, especially as sensual substances, is not new in the history of the
avant-garde. Maya Deren in At Land (1944), for example, used her body to
articulate the indexical quality of film by “leaving tracks” of her footprints
in the sand. In Window Water Baby Moving (1959), Stan Brakhage, filming
the birth of his first child, presented the vagina as a metaphor for the
opening of an eye, and for the aperture of the film camera, as Anne
Friedberg has noted.10 But Brakhage also extended the metaphor to the
window of the birthing room, an opening that lets in the material of light,
and so imprints an image of the body on the surface of film’s emulsion.
Schneemann used her body in the act of sexual intercourse in Fuses (1965),
and then painted on the celluloid strip. For Bruce Elder, this work served
to demystify the body’s sexuality, and to flatten the image.11 But it must be
noted that Schneemann also accentuated the surface of the film—linking it
the surface of the flesh.
The contemporary artists under discussion take a somewhat different

route. The younger artists often allude to past strategies, but they make
new conclusions about the avant-garde and the material of film. They high-
light, for example, male dominated practices by placing past formal
elements in opposition to new content. Some of the filmmakers also engage
more sensually with the interrelatedness of matter, between the body and
the film, the human and the machine, and they often do so by seeking dir-
ect contact through the hand processing of film. And some artists also
acknowledge the slow fading away of the film apparatus itself.

QUARTERLY REVIEW OF FILM AND VIDEO 159



Katy Martin: A Woman’s Space

I will begin with a silent Super 8 film entitled Daffodils by Katy Martin
made in 1977. Martin has recently reshown this early work in conjunction
with her more contemporary film, Swan’s Island (2005), which I will later
discuss. In doing so, Martin has added new levels of meaning to both of
her films.
Daffodils draws strongly on the lyrical film as practiced by Stan

Brakhage. Brakhage’s film Cat’s Cradle (1959), for example, is a personal
film that captures images of the body in of a domestic space, and the
artist’s reaction to what he sees. The play of light and the editing is import-
ant in this film, as is the fragmentation of the body. Martin’s film Daffodils
can be placed within this tradition, utilizing as it does some of Brakhage’s
formal strategies, but now addressing a new set of gender relations.
Daffodils is a personal film, a small film, and in Martin’s own words, “a

love poem to my husband (Bill Brand) in the early days of our romance.”
In Brakhage-like fashion, this three-minute film captures the expressionistic
mood of a room in afternoon light, and of a first person looking. Here
Martin’s body is implicated by her sexual desire, and by the emotional
choices she makes with her camera. Through Martin’s camera eye we see,
for example, the drawn bamboo blinds, the green plants on the window-
sill—and before them, the outline of a body, a man’s body, a desired body.
A shoulder is seen, and then the curve of the underarm, the sweep of the
neck in silhouette, and the arch of a back. Private, the camera moves down
the man’s spine, over the buttocks, and visually caresses the contours of the
hips, close to the groin (Figure 1). This movement is a Brakhage-like use of
the camera, but now with the notable distinction that it is a woman
looking, a woman loving.

Figure 1. Still from Daffodils (1977) by Katy Martin, Super 8mm film, 3minutes, silent, Courtesy
of the artist.

160 VERA DIKA



One could say that Schneemann had done something similar with James
Tenny’s body in Fuses, a film of their lovemaking. But there is a difference.
Daffodils does not include Martin’s body, or the lovers’ touch. Only
Martin’s vision is presented. And it is this distance that makes the differ-
ence, emphasizing the light that had reached Martin’s eye, and is now
reaching us. The love is in the gaze, in the female gaze.
Daffodils, this personal and intimate film, in some ways also recalls

Willard Maas’s Geography of the Body (1943), isolating as it does, fragments
of the body’s contours. Yet Daffodils, is still important in the history of the
avant-garde. Willard Maas’s film had defamiliarized the body and its surfa-
ces, at times making them seem like what they were not: the misrecogni-
tion of one form for another. Through the process of fragmentation and
extreme close-up, Maas’s camera allowed the curve of an ear, the base of a
thumb, or the head of a penis, for example, to be indecipherable as such,
and possibly confused with other parts of the body. The mood in
Geography of the Body was analytical, surprising, while also aggressively
erotic. Daffodils, has a different mood. It is, simply, the poetic gaze of a
woman on the surfaces of the body of her male lover.

Swan’s Island (2005)

In Swan’s Island (2005), Bill Brand takes the camera, and in some ways
returns the compliment by filming his wife’s body from a first person per-
spective, now responding to what he sees. In this film, however, Martin has
painted her body, making of it a living canvas of Abstract Expressionist-
like marks, with its obvious masculinist history. Here Martin transfers an
existing artistic form, painting, onto a different base—from canvas to
flesh—and then presents the female body as a moving canvas on film. The
colors of paint used by Martin are various shades of blue, white, with
accents of red. If this were a live performance, Martin would be a body
covered with paint from head to toe, and whether sitting, or standing, or
lying down, she would be a person in a space. In Swan’s Island, as is typ-
ical of cinema, the space has been reconfigured as the space of the camera
frame, and from the point of view of the cameraman.
A kind of pas de deux ensues. Bill Brand films his wife in close up, frag-

menting her body, like the Maas film, in some ways de-familiarizing sec-
tions of it, as it moves and contorts in time. Since the body is covered in
abstract design, the identification as such becomes difficult, but as the film
progresses, the sexualized parts of the body, and its contours, become more
recognizable. At first a hand is seen, then the top of the pubic hair, a
breast, a nipple. This is Brand’s wife’s body, a wife of over thirty years, and
from this body, his children were born.
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The mood is revelatory, somber in some ways, but also in awe
(Figure 2). The body turns, and Brand follows the turn, as we hear the
breath on the sound track, simple, steady. The breath, and the framing of
the camera, makes the body a living screen. The paint, still wet at times,
glistens in the light as the body slowly turns. And here is the point; the
light is reflected as it reaches us, for the body we see is a cinematic image,
and the screen has replaced both the canvas and the flesh. The material of
light that reaches us is the light that formed this image—it is the “skin of
light” that Roland Barthes had described.12

As a pun on this notion, the body then rolls on the floor, making traces
of its presence, a woman’s presence, on the surface of the wood, but it also
recalls the film making process as a trace, as light etched on the surface of
celluloid. In this way, Swan’s Island uses the material properties of film: the
screen, the light, and the camera view, to bring us, through the female
body, the traces of its material that has formed so much of cinema.

Katherine Bauer: A Witch’s Brew

When I was a graduate student at New York University in the mid-1970s,
the famed structural filmmaker, Peter Kubleka, came to teach a class.
Kubelka’s motto during the course was: “Filmmaking is like cooking.” At
the end of the semester he invited us all to his East Village apartment
where he cooked a meal to underline his point. I remember the food’s

Figure 2. Still from Swan’s Island (2005) by Bill Brand and Katy Martin, 16mm film, 5minutes.
Courtesy of the artists.
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tastiness, and especially the main attraction: the soup, cooked in a large cal-
dron-like pot and made up of an inordinate (to my taste) amount of meat
products. I also remember that I washed the dishes after the meal. Mine
was a woman’s place, and I remember, even then, not liking it.
Defined gender roles dominated not only the domestic sphere during in

the 1960s and early 1970s, but, as we have noted, the canonical avant-garde
film world as well. Relatively few women were practicing filmmakers in
this era, and in the films made by the male dominated avant-garde, the
female body was often marginalized, or absent.
The films of Stan Brakhage offer a significant use of the female body and

material. Thigh, Line, Lyre, Triangular (1961), for example, is a Lyrical film
in which Brakhage responds to the birth of his third child. In this film, the
body of Brakhage’s wife is again presented in the pain, and in the wonder,
of birth, but also in relationship to film material.
Thigh, Line, Lyre, Triangular distances the female body, giving a sym-

bolic rendering of Brakhage’s emotional response to the birth. Brakhage,
for example, fragments his wife’s body, but also obscures it under abstract
swirls of paint, or by scratching on the film’s emulsion. He also defamiliar-
izes the body, offering obtuse camera angles, and quick cuts, and does so,
as Bruce Elder notes, because Brakhage experiences these surfaces as too
intense to view directly.13 Although the woman’s face is briefly shown, her
expression is more often seen as receding into the depth, while the camera
instead privileges the reproductive part of her body.
To provide another example, we can note that in the films of Paul

Sharits, the great structural filmmaker, images of the female body are
largely absent, but when they do occur, the female body is objectified or
subjected to violence in particular ways. Sharits’ film installation 3rd Degree
(1982), consisting of three separate screens, is an interesting work in this
regard.14 On the first screen is a film loop. Here we view the image of a
match as it is repeatedly lit, and its flame then held close to the surface of
a women’s face. The two other screens each feature a loop of film itself
burning and bubbling before the heat of the projector lamp. The fragility
of the woman’s skin, and the skin of the film, is equated, and the violence,
administered by the filmmaker, is disturbing.
In the films of Katherine Bauer, many of these conditions are addressed

by their inversion, and by a reevaluation of the materials of film as well.
Bauer’s works, including Teen Dream (2013), Crystal Death (2011), as well
as live performances, such as of Teen Dream Sequence: The Seduction of the
Eye (2013), often conjoin themes of film, the female body, and liquidity, in
a chain of images that now metaphorically evokes, not female pain, but
female fecundity, sensuality, and ecstasy. For it must be noted that the
expression of female desire, as Martin had done in Daffodils, and before
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her, Schneemann had presented in Fuses, is rarely seen within the canonical
avant-garde film (and even when it was intimated in Meshes of the
Afternoon, it ended in death). In Bauer’s work, female desire and female
physicality become primary subjects, now in conjunction with the material
of film. To this purpose, Bauer engages more sensually with the inter-
relatedness of matter, now by hand-processing her own films.
Bauer found inspiration for her 16mm color film Teen Dream in

Georges Bataille’s novella, Story of the Eye (1927). This work by Bataille is
famous, not only for its pornographic imagery, but also for its metaphors
of the eye, and all things liquid, and the way these images populate,
migrate, and invert over the text, crossing boundaries and defining features
of both the human body and of literature.
The following quote from Bataille’s Story of the Eye can inform us as to

the novella’s sometimes shocking mood and purpose. As Roland Barthes
has noted in his analysis of Bataille’s novella,15 the liquid images that are
presented (symbols migrating from urine, to blood, to lightning), as well as
references to the transgressive (to madness, to death, to the unclean) and
to the endless wonder, all intermingle in Story of the Eye, intensifying the
ability of language, through metaphor and metonymy, to evoke ecstasy.
Bataille’s narrator explains some his erotic exploits in the following way:

But then, this chaotic and dreadful landscape of my imagination was suddenly
inundated by a stream of light and blood, for Marcelle could climax only by
drenching herself, not with blood, but with a spurt of urine that was limpid and
even illuminated for me, at first violent and jerky like hiccups, then free and relaxed,
and coinciding with an outburst of superhuman happiness.16

In keeping with the spirit of Bataille’s text, I will follow the chain of
liquidity, of the female body, of sexuality, and of the material of film in
Bauer’s Teen Dream.

Teen Dream (2013)

Teen Dream opens with a scintillating filmic surface of rapidly moving light
particles, first in abstraction, and then over a dimly representational image. This
surface shimmer calls attention to the film emulsion itself, that is, a liquid-based
product on which iodized crystals are suspended. Bauer, unlike Brakhage or
Schneemann, presents the film material itself as having depth and dimension.
As the film progresses under this surface, the contours of a representa-

tional image come more clearly into view, one that can best be described
as a “witches table” (Figure 3). Witch candles and pentagram tracings are
seen, as is a steaming caldron, and then a cat’s skull. It seems that, here
too, filmmaking is compared to cooking—only now, to a witches brew, a
reclaiming of a mythic female activity. The filmmaker, Katherine Bauer, is
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a woman, and with this mix of cinematic lore, she brings in the concept of
magic, or alchemy, from which film is figuratively drawn.
Important to note is that these visual effects in Teen Dream, unlike the

canonical films we have discussed, were created through the hand process-
ing of film, a water-based process (and so unlike the digital formation of
images). The hand-processing technique gives artists a more sensual
encounter with the images they create, allowing the artist to go more
deeply, adding more dimensions to the surface of the films.17 In Bauer’s
case, Teen Dream has resulted in a manipulation of the image, creating
increasingly layered surfaces, sometimes two, three, or even four layers
deep, of superimpositions and textures. It must be noted that Bauer builds
on such characteristic structural film methods as rephotography off the
screen and flicker effect. Bauer describes the process of her filmmaking in
Teen Dream in the following way:

I accomplished this in Teen Dream by first reshooting footage from an earlier film,
Crystal Death, which had employed photographic realism. I then “sandwiched” that
footage through a crystallizing processing. I crystallized the emulsion of the film, and
reshot it again. In this way, the footage was reshot many times, frame-by-frame.
Only select frames were chosen, and hand processed at each stage.18

As Teen Dream progresses, the abstract sequences then again open onto
representational images. Here we have an erotic spectacle, now veiled over
with the effervescent surface of sparkle and emulsion. The image is a full
frame shot of five beautiful nearly naked women as they lie and recline on
the floor in a room (Figure 4). The room is empty except for a number of

Figure 3. Still from Teen Dream (2015) by Katherine Bauer, 16mm film, 8minutes 11 seconds,
silent. Courtesy of the artist and Microscope Gallery.
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pyramidal shapes made of plastic material. In the context of Teen Dream, a
reference is made to the material of celluloid itself.
Looking at the image more closely, we can see that an allusion is being

made to Pablo Picasso’s Les Demoiselles d’ Avignon (1907), primarily
because of the positioning of the five women, but also because the triangu-
lar shapes recall the cubist picture plane of the original canvas. Moreover,
like the Picasso painting, the color of Bauer’s image is resplendent in
shades of reds, oranges, and flesh tones, and the female figures hold their
poses, looking in various directions, with one figure looking directly out at
the viewer. Certainly this image pays homage to a great tradition, but it is
also a reclamation of woman’s image.
As the film continues, the objective camera glides over the bodies of the

young women, providing a vision that is remarkable for its excessive phys-
ical beauty. But then the editing begins to fragment the bodies and the
space, viewing the figures in close-up and at various angles. Across the
edits, we see the bodies transform, becoming increasingly covered with
blood-like liquid, and then, with large crystals, recalling the emulsion of
the film, and its crystalline components.
In Teen Dream we are immersed in a female environment, and the equa-

tion is made between film and the female as fleshy, as living, succulent,

Figure 4. Still from Teen Dream (2015) by Katherine Bauer, 16mm film, 8minutes 11 seconds,
silent. Courtesy of the artist and Microscope Gallery.
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and resplendent. As in Bataille’s Story of the Eye, however, it will also
intimate death and decay, giving us a counterpoint—and an escalation. We
see glitter, lights, cuts, smearings, female beauty, blood, and drippings.
(Sudden death is also evoked by the veiled superimposed images of car
crashes, recalling the work of Andy Warhol.) These are traces of the film
and the body, important migrating forms, through metonymy and meta-
phor, symbolic of ecstasy. Bauer further describes her method:

Layering, re-photographing, hands in chemistry, hands on flesh, the folds of film,
and the folds of flesh, flesh on film, film on flesh, latent images, crystal obstruction,
light refraction—obscuration—and then clarity.19

The film materials are here articulated, not to distance the viewer from
the body, but to seduce. But while these seduce, they also threaten, pre-
cisely because of the extreme fecundity of the female body, and its implicit
desire. This is a triumph of the female through its most powerful material:
the body itself.

Calgon (2014)

Contemporary filmmakers are deeply interested in experiencing film mater-
ial for its tactility. They seem to need to readdress this disappearing
medium that is now receding into the virtual space of the digital. Through
the artists and their works, we have been allowed to experience the traces
of the body, the body of the female, and the “body” of the film through the
physical traces that its leaves.
The last film in our discussion, Calgon (2014), by Stephanie Wuertz and

Sasha Janerus, takes on some of these issues. Yet it makes an additional
contribution. Calgon allows us to contemplate the impending loss of the
film medium, its materials, its personalities, and its historical venues, while
replacing them with the new.
Like most of the works in our discussion, Calgon either overtly or cov-

ertly references practices from the past. Instead of restaging parts of earlier
films, however, the piece entitled Calgon is made up of found 16mm foot-
age, now reformatted to digital video, and then reedited into a new com-
position. While the use of found footage in the avant-garde film is not
new, the historical placement of Calgon, and the availability of digital tech-
nology, gives us a new perspective. Wuertz and Janerus are still interested
in the body, and in figuratively retaining structural film-like methodologies,
such as loop printing and rephotography off the screen, in the creation of
their final product, only now to differing effect. We are no longer dealing
solely with the material of film, but also with the meanings that are gener-
ated by the recomposition of existing cinematic material.
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Calgon consists of digitally repeated film material from a 1960s’ Calgon
Bath Beads commercial aired on television. The image is dated because of
its 1960s’ styles and decor, and because of its featured “star,” Barbi Benton,
the famed Playboy Playmate (Figure 5).20 Importantly, Wuertz found the
footage of the Calgon commercial while clearing out Millennium Film
Workshop, after the legendary venue’s eviction from its 40-year location on
East Fourth Street in Manhattan. Wuertz describes the creative process that
she and Janerus employed while making the new work:

I found the footage for Calgon at Millennium on a reel with other commercials. The
color of the film had become faded a lovely pink, and the original footage
incorporated a lot of special effects. Considering the era, these were probably created
by the use of an optical printer. I liked the movement of the different boxes,
(showing scenes of the hectic city) that came forward and receded into the depth,
and the numerous superimpositions used during the bath sequence. Sasha and I did
not use the optical printer in our film. The special effects came from the found
footage. Our work was done digitally in Final Cut Pro. We looped and repeated
sections, slow stepping the progression of the original footage forwards and
backwards. And we also created the soundtrack through various field recordings
taken at construction sites.21

The past thus clings to Calgon’s image on a number of levels, and reem-
ploys structural film-like manipulations. The Wuertz and Janerus film was
inspired by Ken Jacobs’s Two Wrenching Departures (2006)22 or even
Sharits’ Epileptic Seizure Comparison (1976), two films that presented a sin-
gle figure in repeated movement. Now in Calgon, the filmmakers have
looped Barbi Benton’s sexualized gestures from the Calgon advertisement.

Figure 5. Still from Calgon (2014) by Stephanie Wuertz and Sasha Janerus, digital video,
15minutes. Courtesy of the artists.
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Benton is presented as pouring water on her shoulder, and stroking her
forearm, in multiple superimposed repetitions.
In some ways, Calgon also recalls Ernie Gehr’s Serene Velocity (1970)

with the repetition of the frame-within-a-frame composition receding into
the depth of the image, as described by Wuertz (Figure 6). In the original
commercial film footage, the visual incursions are repeated into the depth
of the image, with obvious sexual connotations. In Wuertz and Janerus’
Calgon, however, the movements into the depth are obsessively repeated,
along with the figure of Benton at the bottom of the frame, thus revealing
and challenging its former erotic purpose.
The cultural references when watching Calgon continue to proliferate,

depending on the viewer’s film knowledge. The image of the naked girl
in the bathtub, for example, may recall Jean-Luc Godard’s Les
Carabiniers (1963), mimicking our desire to see over the edge of the tub
in the screen image, or even, as in watching Psycho (1960), to see the
sexual parts of Marion’s body below the frame line in the shower
sequence. Other viewers may also remember the piston-like motion of
the old washerwoman in Fernand Leger’s Ballet Mechanique (1924) as
her walk up the stairs is repeatedly copied. The woman in Leger’s film is
represented for her use value, as is the body of Benton, exposed
as product (now more than ever) through the numerous repetitions
imposed by Wuertz and Janerus.

Figure 6. Still from Calgon (2014) by Stephanie Wuertz and Sasha Janerus, digital video,
15minutes. Courtesy of the artists.
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The female body in Calgon is foregrounded, now within a “structural
film-like” format. Perhaps because of the extreme juxtaposition of Benton’s
body, with the repeated mechanized movements and sounds, we may come
to see it for what it is (and for what all film images of the body are, even
now, across these digital transformations)—a trace—a “ghost” of a once
lived being. And there is pathos in this.
For Calgon is ultimately about fading away on many levels. Film mater-

ial, for example, has been replaced by digital video in Calgon. Barbi Benton
is no longer young, and has been out of the public eye for many years. The
Millennium Film Workshop has closed its doors (perhaps never to reopen);
but one thing is certain: Millennium has permanently disappeared from its
legendary location on East 4th Street. Cultural memory is also fading away,
for it is not insignificant to note that the young filmmakers, Wuertz and
Janerus, when they originally found the footage of the Calgon commercial,
did not know that the beautiful girl in the image was Barbi Benton.23 The
1960s are gone, but in the work of the young artists, and its reevaluations,
they will take us into the future.

Conclusion

In this essay, we have discussed filmmakers involved in a set of permuta-
tions that take the history of film and art into consideration when making
new work. These works are not copies of the originals, although they may
use some earlier strategies, even some of the same materials. The film-
makers and artists have come to new conclusions in their work. They have
explored the film medium, addressing, often in a hands-on manner, the
tactile surface of the film, as well as its deep structure. Some of these
concerns have even been addressed across mediums. In addition, in the
presence of the body, especially the female body, previously withheld issues
have been raised, and have created new experiences for their audiences.

Notes

1. Sitney, Lecture at the “Metaphors on Vision” Book Launch”: Brakhage and Sitney,
“Metaphors on Vision” in Film Culture. October 3, 2017, Anthology Film Archives.

2. Dika, “Notes From Inside the Black Box,” in Art In America.
3. Peter Gidal “Condition of Illusion,” Washington Square East Gallery, September

23–November 11, 2017, New York; Carolee Schneemann “Kinetic Painting,” MoMA
PS1, October 22, 2017 - March 11, 2018.

4. Mekas, “The Fears and Tremblings of an Angry Dog.”
5. Dika, "Remaking the Serpentine Dance: Film as Material/Body as Trace," in

Millennium Film Journal.
6. Sitney, Visionary Film: The American Avant-Garde, 1943–2000.
7. Laderman and Westrup, Sampling Media.
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8. Jameson, “Postmodernism and Consumer Society,” in The Anti-Aesthetic: Essays on
Postmodern Culture.

9. Hoptman, The Forever Now: Contemporary Painting in an Atemporal World.
10. Friedberg, “Misconception: The Division of Labor in the Childbirth Film,”

Millennium Film Journal.
11. Elder, Body of Vision: Representations of the Body in Recent Film and Poetry,

pp. 264–265.
12. Barthes, Camera Lucida: Reflections on Photography, p. 81.
13. Elder, Bruce The Films of Stan Brakhage in the American Tradition of Ezra Pound,

Gertrude Stein and Charles Olson, p. 138.
14. The term third degree is a euphemism for torture: "inflicting of pain, physical or

mental, to extract confessions or statements" (<https://en.wikipedia.org/wiki/Third_
degree_(interrogation)>).

15. Barthes, Camera Lucida.
16. Bataille, Story of the Eye, p. 30–31.
17. Chodorov, "The Artist-Run Film Labs," in Millennium Film Journal.
18. Katherine Bauer email to author (Vera Dika) in 2015.
19. Ibid.
20. In the 1960s Barbi Benton was widely recognizable as a Playboy Playmate with an

exceptionally beautiful face and body. Moreover, she had the distinction (among all
the other Playmates) of having been chosen by Hugh Heffner, the founder of Playboy
Magazine, to be his wife.

21. Stephanie Wuertz email to author (Vera Dika) in 2015.
22. Camporesi, “Stephanie Wuertz Interviewed by Enrico Camporesi (Sasha Janerus

Present)” in La Furia Umana.
23. Wuertz email.
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