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In many ways, Fast Asleep is both the most important and the slightest of 
the Tashpix collaborations. Its signiþcance lies mainly in starting the whole 
endeavor. Its slightness results from the drop-of-a-hat movie making that it 
represents. In some ways, the two reasons are actually connected.

Made during a period of unemployment, Fast Asleep also represents a 
recurring pattern in my work, where I will deliberately make something fast 
and loose as a means of relaxing from a larger, more complex effort. This 
rhythm goes back at least to some of my more ambitious efforts in high 
school. In this particular case, the preceding major effort was my feature-
length documentary etc., etc., etc., which I had completed just a short time 
before deciding to make Fast Asleep, and which had occupied my attention 
for close to a year. (An unusually long time for me.) 

A throwback in many ways to the production methods I had used through 
my high school and college days, this òquickie ÿickieó is also one of the few 
instances in my work of the past twenty years in which Iõm self-consciously 
imitating (or at least deriving from) another artist. Since þnding my style in 
the early õ80s, I havenõt felt much need to borrow from other directors in 
anything other than a piecemeal-this-might-work-here fashion. Even in the 
case of Fast Asleep, the major debt to Alain Robbe-Grillet is never so total 
that the results feel more like his work than my own. Instead, thereõs a kind 
of playful, winking nod to him throughout that canõt be missed by anyone 
who knows his work, but which would never be mistaken for anything of 
his. 

It is that lightness of touch that characterizes many of these loose projects, 
some of which end up more memorable than the major ones they bracket. 
I am not prepared to say Fast Asleep is a more òimportantó work than etc., 
etc., etc. at an artistic level, but thereõs no doubt that as the þrst of the 
collaborations I have made with what has become the Tashpix ògroup,ó it is 
extremely important. 

Aside from the desire to escape the rigors of editing etc., etc., etc., however, I 
donõt remember much about what gave me the idea of making the þlm. Part 
of it may have resulted from having had a new camcorder for a few months 
and having done little with it. It also almost certainly derived in part from 
Al Schram and I having too much free time on our hands. (Jim Alejandre 
and Scott Frank were both working at the time, but had reasonably ÿexible 
schedules that allowed them to help.) It may also have had something to do 
with working on a simple project to learn the ins and outs of Appleõs editing 
software, Final Cut Pro. 

Regardless of the reasons for its production, its effect was unquestionable. For 
everyone, upon seeing it for the þrst time, was impressed with how beautiful 
it was, how easily it was put together, and perhaps most importantly, how 
cheap it had been to produce. I had been haranguing Al and his friends 
for quite a while about how it should have been possible for them to make 




