Round Robin Progression
Start with a sentence about Tayo, one that you think says something true about him.

Then. . .

For example,. . .  (detail/support)

Moreover,. . . (further detail, support)

However, . . . (qualification)

For instance, . . .

In fact, . . .

So the question becomes . . .

In order to answer that question, we must. . .

Therefore, . . . (conclusion)

 Flow
Paragraph 1
As we have seen, the editing of the opening and closing battles in The Wild Bunch has been compared to the Odessa Steps scene in Eisenstein's Potemkin.  Yet despite their more exhilarating quality, they lack the enormous structural variety and richness that characterize the Eisenstein sequence.  Like that sequence, however, these scenes in The Wild Bunch take what exists in the narrative as linear, separate lines of action (for example, each member of the Bunch separately trying to escape the ambush, the bounty hunters picking their targets, and the panicked reactions of the pedestrians caught in the crossfire) and integrate them as a synthesized collage of activity.  The film's editor, Lou Lombardo, remarked that, following Peckinpah's advice, he "intercut all the separate lines of action.  I might start with this guy being hit, then cut to that guy being hit, and then back to the first guy just landing on the ground.  I meshed it.   I took every piece of action and intercut it with another."

Paragraph 2
Indeed, the factors that contributed to a decline in the familiar biblical form should be obvious to us now.  First, the advent of the new Hollywood, "restored" during the late 1960s, together with the influence of European cinema on another generation of directors in America, made showcasing new technical, religious superspectacles (such as CinemaScope's premier with The Robe in 1953) less desirable.  Second, there was a gradual expectation on the part of American audiences (beginning in the mid-1960s) to find this new, revisionist cinema normative, a style that transformed the older Hollywood genres, including biblical epics.  Third, representations of Jesus could be effectively negotiated in another format (television) and became more protracted and intimate via the miniseries.  Finally, and paradoxically, a less pious, secular culture on the one hand, and the rise of more and more Christian fundamentalists on the other, made financing a biblical epic too risky for Hollywood.

Paragraph 3
In keeping with the Judeo-Christian tradition, Taxi Driver depicts a religion of violence, a story of killing as a means of redemption -- blood sacrifice as a means of psychological and spiritual release.  Like the gospels, the film shows a person considered a madman who saves a victimized sinner.  Taxi Driver forces us to ask what madness really is, and what a prophet is.  It forces us to look closer at our seemingly sane political and religious messiahs.  A movie about a modern psychotic saint brings up questions about the fine line between saintliness and insanity, spiritual insight and psychosis.  It provokes us to question the state of modern Western religion, and the relation of sexuality and spirituality.  And, of course, the controversy surrounding the film forces us to question our concepts of censorship.
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