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FILMVIEWS mag-.is presenting 2 weekends of films and discussion

= T . s
focusing on_J3 important contemporary.filmmakers: JEAN PILRRE GG%IW(& recent
o el 3 4 1 - A = 1% - - > 41 3 5 -
guest av the Melb.FilmFest), JEAN ROUCH(champion of the CinemaVerite movement
who has, for many years taught and made films in Africa)and CHRIS MARKER

L1k JWa W ,

possibly best remembered for SUNLESS, but a prolific film"theorist"in tha

ne

has1§haped and influenced modern cinema as we know it yet never enjoyed a high
profile like his contemporaries in thought, Godard, Rivette et al. This event
should be of profiound interest to all filmmakers/writers who have recently

thru the pages of this newsletter, staked out their claims on a cinematic :deal
of economicy, ideological and personal proportions. .- 4

The following piece is lifted from "Marker ch '
1 anges trains" by Terence
Rafferty from SIGHT&SOUNDI983, and dedicated to Dar ]
_ ron D ]
trains are yet to leave the platformee... RO

In 1962. when he shot La Jrtde,
Marker wasn'l travelling He wns in his
home city of Paris: in that vear, he also

shot (with Pierre Lhomme) and edited Le
Joli Mai. a documentary portrait of the
city. This is one of his most straight-
forward films, composed primarily of on-
~amera interviews and covernge of current
avents. but it's also a film whase com.-
mentary (sparing though it is) seems to
be reasching towards fiction, a more [an-
tastic framework, an alien perspective
on [amilinr landscapes. Le Jolt Mai's
first half assumes a detached, lofty
vantage point—this section is called ‘A
Praver {rom the Eillel Tower'—and its
second-half narration imngines a city
haunted by ‘the return of Fantémas’, the
mysterious criminal of Louts Feuilllade's
silent serials, here tronsformed into a
metaphor for Parisians’ fears and uncer-
tninties near the end of the Algenan
war. And at the end of Le Joli Mas,
Marker shows us a prison in the heart of
Paris. and his commenlary nskas us lo
imagine a prisoner who has had no part
in the daily life that the flm has
chronicled, and asks us, finally, to
assume the prisoner’s perspective upon
his release. s he looks into the [aces of
ardinary Pansians and sees only their
tense- unhappiness, the features of
another kind of prisoner.

La Jetée—whose vision ol Paris alter
the apocalypse begins with a shot of the
Eiffel Tower and then descends to an
underground prison—seems almost a
pendant to Le Joli Mai, part of the same
attempt O schieve a perspective on a
moment of transilion between n trau-
matic past and an unfloreseeable Il'utur::-,
Again, it's o prisoners perspective, an
evocution of a solitude filled only
from the past. In La Jetée, the
imagination looks like an escape, &
of survival; but the expen-

+ apem o find the imagina-

eene
by images

tive ronds to the future, and the past
turns out to be a plan that has already
been fulfilled. The images from the jetty
(n setting which implies flight, though
we never actually see n shol of a plane
taking off have a different meaning the
second lime the hero sees them: after his
long return journcy of the imagination,
the scene he witnessed na a child and
experienced only as s shock finally
comes back to him with all the details
filled in (the faces of the murderer and
the victim). He has closed the circle,
taken full possession of the obsessive

image from his pnst—but it's just as if

he'd eommitted a slow suicide in his cell.

The movies ambivolence about the
value of imagination is, [ think, n reflec-
tion of Marker's mixed [eelings about
crenting imaginative fiction on Rlm
Stuck in his home city at a moment in
history oo unsettled and eontradictory
to be seen clearly, and having decided
that fiction tand science fiction. at that)
was Lthe nght response, Marker seems to
have discoversd that fiction film-making
can be n process of deepening isola-
tion—the wmsolitude of the scnptwnier
repented as the solitude of the editor. It s
@ departure from hia documentanes, 10
which he ﬁk:["i the :rripl_ing stnpe and
goes straight to the shooling, and also
from his ‘imagmary films’ like America
Dreams. for which he writes the scnpt

but leaves oul the shooting and the
ediling.

If, as I've suggested, Marker's docu-
mentaries are a kind of interrogation,
a correspondence between the man who
films—spontaneously—and the man who
edits—analytically, reflectively—then
what correspondence can take place in a
scripted film like La Jetée, whose shoot-
ing is following a plan? What he does, in
his editing room, is reduce the filmed

footage to sulls, in the attempt o return
af its conception

;f_rﬁtj

LA

Grand prix du

ibut with all the details filled ni, to
return it to the writer who, in salitude,
imagined it. He gives it buck, not as a
moving picture. but as a truly imaginary
film: a storybourd. By eliminaling move-
ment, the illusion of immediacy, Marker
makes a film in which the presenl seems
not Lo exist. The power of La Jetée is thal

he makes us feel Lhe [ull poignancy of its
absence

CONT.. PAGE 2...
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Perhaps the reason why Marker didn't
repeat La Jetée's experiment in fiction
was Lhat it was too successful: creating a
film entirely out of his imagination
seems to have brought him close to the
weary detachment of the story film’s
lonely artisan, Hitchcock, the master
storyboarder who oflen claimed that his
interest in a film was exhausted in the
planning, before the shooling qb-ugnn,
Vertigo is clearly an important Alm for
Marker, but its significance, as Sans
Soleil illustrates, is thal of a powerful
memory, nol 8 model of the film-maker’s
activity. We can see something closer
to Marker's true model—a favourite
myth—in the sion documentary The
Train Rolls On, &8 Alm which isn’t his
solitary creation, but the product of a
collective. It's not difficult, though, to
imagine Markers part in this short
profile of the Soviet film-maker Alexander
Medvedkin: the beginning, a8 montage of
stock foutage ithe October revolution,
cavalrymen, Lenin's funeral) and stills
i Eisenstein, Dnga Vertov and his brother
Mikhail Kaufman, the [utunst art of El
Lissitzky), 158 8 reverenl bul graceful
evocation of the penod, and it has Marker's
stamp on il. The early years of the revo-
lution are imagined here as a kind of
golden age for both society and the arts,
and a8 tme, besides, when film was the
most important art because il served as
the witness, the record of social change.
rirst, the eye,’ suys the voice-over com-
mentary. “Then the cinema, which prints
the look '

After this lyncal prologue, Medvedkan,
now an old man, tells his story about the
cinema train he took through Russia in
1932. We see, as he tells it, stills of rail-
road cars equipped with editing machines,
8 lab and a projection room—everything
needed to shoot films, develop them, edit
them and project them, all on the run.
Medvedkin and his crew filmed farmers at
work, showed the footage to the people
they'd filmed, and led discussions on the
efficacy of their methods; they did the
same in factories. “The cinema,’ says
Medvedkin, ‘could be a great and force-
ful weapon, reconstructing not just fac-
lories, but the world.' It's hard to
imuaging 8 more stirmng image for revo-
lutionary film-makers, a train that
travels everywhere, filming and chang-
ing the world as it goes-a film-making
process Lhal's nearly immediate, the
distance between shooting and editing
reduced to almost nothing. In a final
romantic burst, the narrator links
Medvedkin's train to ‘everything that's
advancing and moving—history, the
cinema The biggest mistake one
could make would be o believe that it
had come to & halt’

Medvedkin's train, Marker's ideal, may
have been rolling in the fervent, hopeful
days of the late 60s and early 70s, but
from the evidence of Sans Soleil, it
seems to have stopped before it reached
the 80s. Tokyo is a city crisscrossed by
tramns,” Marker tells us, but the trains
we see are vehicles of dreams: the pas-
sengers file in from underground shop-
ping malls, and the train's smooth
movement lulls them into a sleep filled
with samurai and ghosts and beautiful
women from Tv ads. (The narrator
imagines ‘a single film made of Lhe
dreams of people on trains.) When the
nde is over, and the crowds spill up from
underground into the January light,
they seem to have acquired an other-
worldly beauty—whether because they've
been refreshed by their images or because
they have, at last., been released from
them is impossible to say

But the images Marker sees when he
dreams at his moviola are of those things
that were 'ndvantmg and moving’ years
earher, like the revelution in Guinea-
Bissau, but have since been arrested.
The one that keeps returning is the face
of an African woman whose eyes meet
the gaze of his camera for exactly %« of
8 second, the duration of a single frame
of film. Or he sees again the ‘image of
huppiness’ he began with, the blond
Icelandic children on the road, who have
‘Frifled themseives into’ a sequence from
Tokyo showing a Shinto blessing on the
debris lefl alter a celebrauon, a blessing
which 15 ‘s ceremony for everything
Lhal's been left behind * The lust ime he
sees Lhe blond children, he holds the shot
for its full duration, including the bit
he'd edited out earlier, when the image
starts o tremble, the camera blown by

the wind. And this time, he follows that
shot with a frend's footage of the vol-
canic eruption that wiped out the town
in Iceland five years afler: it is, he says,
like watching the destruction of his
memones.

Marker's return to Tokyo in Sans

Soled, like the time-traveller’s return to
the jetty, produces a more detailed image,
one which includes everything that has
passed in between. He finds, again, the
huge sdvertisements, the mannequins,
the statuary, the flood of v imagery, but
he also finds local festivals and a wide
variely of commemorative celebrations:
for lost cats; the war dead; broken dolls.
He finds a letter from a princess of the
Heian penod who speaks of the ‘con-
templation of the tiniest things . .  things
that quicken the heart’, and & man with
8 video synthesizer who plays with the
traumablic images ol histary (the Second
World War, Vietnam), distorting them
into abstract, colourful shapes, ‘drawing
profiles of what's gone.' Japan, this time,
seems one huge festival of commemora-
tion, a precise reflection of the mood of
the traveller who's left 50 many places,
people, political movements and past
selves behind, but kepl bils of them
an flm, notes which have lost their
immediacy, things which have stopped
moving but inspire in him the desire to
reanimate them at the editing table—the
only way available to him to com-
memaorale the things that have quickened
his heart.

When the traveller sits, at the end of
the film, before Hayao Yamaneko's video
synthesizer (an kms Spectre) and walches
the images of Sans Saled in vivid out-
line, lingering on a beautiful distortion
of the African woman's fleeting look, us
the woman on the soundtrack wonders
‘Will there be a last letter”, he seems to
have arrived at another alien perspec-
tive, as if the acceleraling, circular
movement of seli-interrogation had
finally spun him off into orbit—and from
Lhis distance (as if from the year 4001),
his own images, rendered in the crude.
liquid beauty of synthesized video, look
like the cave paintings of animals in
Lascaux, still pictures that are moving
becsuse we sense the movement of the
mind and the hand that made them. in
commeémaoralion

This isn't, perhaps, what Marker had
in mind n the early 70s: this movement
1sn't the steady, efllective rolling of
Medvedkin's train, but & high-speed,
crisscrossing motion, trains and planes
apping frantically through the world
and leaving, the first time, only traces of
their motion, aflter-images on the retina
when we close our eyes. In Sans Soleil—
if we return to it & second time—the
lines resolve Lhemselves into an image,
Just visible across the distance of time
and fAiction, a ghostly [ace
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(Arthur and Corinne Cantrill)




DIATRIBES

I.RESTRAINT

UNTITLED

The overlong experimental "thing" from the
Cantrills was interesting at first. I had a
feeling of deja vu right from the beginning

when I saw those all too few shots that were
Stable enough to recognize what it was that

the camera was pointing at. I was able to
identify some pathways and trees and bushes

seen 1n bright sunlight, but they promptly
disappeared and were followed Dy an interminable
collection of shaky shots and single frames
repeated ad nauseum. But even the self-
indulgent repetition could not wipe away those
first positive feelings of déja vu. It took

me awhlile to realize where I'd seen those

shaky effects before. It was in another self-
indulgent film shown at an Open Screening
earlier in the vear: Something to Hide by
Olthof. Howewver, in this film, the shaky
sequences only comprised a small fraction
the total length. They occurred somewhere
towards the end when the main character meets
the killer (a ludicrously badly acted sequence
itself) and is chased along tracks and through
bushes. But, in total contrast to the boringly
conventional and predictable nature of the

rest of the film, the scene is comprised of a
sequence of frantic and shaky shots similar

to the style of the Cantrills' film. However,
the important distinction between the two films
ls that in Something to Hide the shaky shots
have a consciously planned reason for being.
They symbolize the frantic nature of the chase,
but more importantly, the very fact they are

so different from the rest of the film provides
them with a powerful impact. There is nothing
resembling this impact in the Cantrills' £film,
which just piles the images on top of each
other in a totally random manner. Just comp -
aring this use of a similar type of image in
these two very different films makes me realize
how much more effective a visual idea is when
it 1s not wasted.

Ron

of

A single visual idea has been used by the
Cantrills to fill an entire 10 minute (20 f£ilm,
yet by Olthof, it has only been used as a one-
minute sequence in a thirty minute film. The
former film, with its determination to explore
every particle of interest in a very simple
idea, has only succeeded in killing it. It has
been done to death through the sheer self-
indulgence and absence of thought that went
into its use; overused to the extent that an
daudience would be irritated to see it used again.

On the other hand, 1ts use in Something to Hid
ls the epitome of restraint and self-control
(even if the rest of the film is the opposite.
The idea has been saved until 1ts use was
Justified; until its inclusion would actually
mean something as part of a larger film, rathe
than exist for its own sake.

Furthermore, its short length ensures that it
never outlives its novelty value. Rather than
present the simple but interesting visual
effect in isolation, why couldn't the Cantrilis
have done something with it, as Olthof did.

Another film shown at the September Open Scr-
eening was Squatters which, according to an
article in the last newsletter, was submitted
for the Super-8 Film Festival in August, but
rejected by the selection panel. Having seen
both this film and those at the festival, I
feel its inclusion in the festival was warrante
even 1f only for the fact that it was sO diff-
erent from the numerous "Greasy Pigs" (as John
Calder called them in the last newsletter:

d description I see some truth in. )

I like experimental films as much as the next
person, but surely the whole point of a festiva
1s to show variety, to show the "range” of work
that is done. While I don't think Squatters
was a great film, it was as unique as most of
the films in the festival. Furthermore,
Squatters had not had a public screening before,
whereas I had seen some of the films 1n the
festival several times before. Why do we see
some films over and over again (films like

Gold Green Black and Morena)?

Is 1t because some of the same people are on
selection panels for the various festivals,
and always manage to get in a vote for their
favourite films (or even friends'?)?

[ admit that these films are
variety is more interesting,
that their quality justifies
exposure.

interesting, but
and I don't think
their over-

Yours,

JOHN LUKE GODDARDD

(There seems to be a lot of pseudonymous
articles in the newsletter lately, so I thought
I'd add myself to the list of the people too
cowardly to stand behind their opinions.)

THE EDITORS WISH TO THANK THE STAFF OF THE TOORAK TIHES
FOR PERMISSION TO REPRINT THIS FINE AND TIMELY CONTRIBUTION
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2.MILITANCY

Well, I must
has really hit the fan atlast at
the Melbourne Super B Group.

And, ofcourse, the debate
been long overdue. Feople have
starteo Questioning what
actually 1is the activity ot
making Super B film and what are
its directions the future.

We owe alot to people like
David Cox 4or giving peonle tne
shite badly enough to stimulate
this oebate. Dave & drag ne:l
Pret<iy wige and therpfore
something 1m 1t tc o4fend
vitually

say The pork
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has
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and, 1N doing
manlipulation Oy
and pgowver -
Tunoing

L
OppoEl1tLion DE Tween iNG
and mainstream 4 T
mugolec ri:ght +ronm
= debate aloutT the
Detlween narrative and non
atlve something which )

Nnave thought was
wOorn ground. Nar-at
the only
mor e shat
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Super 1or buz

1t in+erior. Kevoluztiona-y

ed e e
1

=)
B
s N

“1Nema usSes the narrati]ve
as 1t can use
using the rignt
CDDOS1T1iOonNn [ = the
. t1lm prog-
il ™y 1E& O3 . - i hflr.?VE‘r" ¥
B. What 1s Lapitalist -1nema,
™

whai are i1ts {aults ang "milCches

a . Ite tault 1= tha+t 1t s

the RICH's, i1e. not ours,
Capital C :
u 1talist “ilnema 18 one o4

the most capital intens)ive

SeC tors 1in tne wor 1d BCoOnomy.
with Dudget allocations on a
sCale cComparable to
Investment 1N heavy
ne gecisions mage
the pProguction o4
=COoONoOm1c
+ 1 1ms \anNoc Over an
there
nRappen
ecConomic

Capital
I1NOUStTry,
conterning
tilms are
ones. Good
el1gntly year
Nave Deen gu)lte =
ONniy when crepative
lnterests coilncide.

¥
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The typical response to this
argument 15 'bDut tnere s always
<« Market ror good ti1lme ang
thie 15 certainly true, =Nrougr
%DE:lﬂllEl vEenues, a goog
"iim might pay 4or 1tseid ang
“ver. make a 1ot of money. But,
UECause of the corporate nature
o4 the +ilm Industry, a
:§D1Lal1st will generally only
Invest in areas which generate
~he greatest rate of prof:it  ano

Thitl generally
!.:lml:lﬂ+ - Th'E‘
t.ims rarely

means fi1ims like
really ImpoOr tant
DT mage.

"Towards a Political Greasy Bagnr -

Mainstream Ci1NEema Can only
SuUrvive as long as 1t remains
profitable relative to every
other Sector 1N The economy ,
otherwise the capiltalist may
ceci10f to pull out anmo go i1nto,
+or example, neavy duty codom
proguction instead (| a growth
1Nngustry at tne moment).

Super B can cut across this
bullshit. Freed the prot+1t
motive or the need 0 Dlease
some careerist 4unding bureau-
crat, the 411m maker can be ledft
tO produce vitality and
sSpontaneity, 1mpor tant {11lms
aDout the moment, adbout NDW.

Jonn Caloer

+rom
wltTh

et 1M

rPTeNT TI1mee tc
the political POT
o4 Super B 4ilm 1N
about the Springbok ztour
lealang. The immediacy o4
mm lent 1tsel+ in such a
that tnis film probabply
not ave Dbeen possiole on
other medium,

The process of even dlsSCuss
ing the political aspects of
tilm and specifically Super B
15 not wlthout 1ts
Nowever . Criticism of the main-
Stream provokes accusations of
1gnoring Nistory and even
language. The adjectives usec to
oescribe Davio Co» & article and
+i11lm iNndicate the sentiments:
ldealistic, Romantic. seductive,
Duestionable, Dangerous,

wWay
would
any

Utopian, Egotistic, Manipulative
- -

The charge of manipulation
Intigues me. Revolutionary +411lm
Dy detfinition i1£ about oemvsti $-
ication, clar:4icazion and

Empower ment. Manipulation would

De a moreg apt criticism o+
mainstream Cinema whic-lh sSgeks 0
nRand evervithin LC The viewer on

@ silver platter.

Dave "¢
people to
duraing h:is tilm
taken LG DE &4 1ndication of has
coniemp< tor The peofle 1n The
auglence. UOn thne contra=y 1t wac
an attempt tc stimulate oepbste
ang SNows ratner n)es contempt
+or The concept of
‘audience . Tnhna< &, the dictat-
orship of the 4 m maker over
the daugdilence. 1 also why
the Tilm uses some neatrical
tecCchnigues 1N oraoer to oring
pecple into interaction
with tne +11m.

MANIPuLATIVE

The success of
Such methods 1= no=
point here.
Obviously
Posturing,
d. Rimse]l +
FPer haps
DFllev1ng
anything

at getting
aANnp talk
SOmMenDiw

==

E -
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tailure o+
ThNE

miereac A
girecting
INnsteag o4
Dave s
that
DTHEF Than aumb ,
passi1ve or repressed and that
they mignt be 1n the sl pghtest
D1t interested 1n the topaics
giscussed in the film they are
viewing~”

Folitical film
about making films as well as
watching tnem. In tne process a
politicizing 4i1lm mus: seet to

nie $11m.

Praxis 1S

BNCourage others to make +ilms
as well. 1t ogoesn’'t demand
passivity from 1te8 viewer. on

the contrary, 1t oemangs

aAcCt-

problems,

Caseg 1n

These attempte arg
L O
attention

Mi1S5lakE 15 1n
The augience 16

of the 1mportant icsues of cur
era.

Super B film makers, as the
largest single group o4 truly
lnoependent 11lm makers, Rave
the special responsability not
just to +ilm tnhe INnsioes oOf
thelir Dedrooms (or the)r Nea0s)
DUt Tc go out and make the 4ilims
that explode the mythe and

10eclicQies of society and really
challenge this wnole stinking,
reactionary, stit+ling ang NASTY
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F1lm Makers Df The Worlo Unite
You Only Have You Brants To |l ose
(or

mayDe a8 Cushy )Job at the A1)

ADORABLE COMMUNIST
Eduardo Molinaro’s comedy
“Adorable Idiot” has Brigitte
Bardot as Penelope Lightfoot,
who 1S a curvy, Sexy, naive
and innocent communist!
Anthony Perkins plays a young
Russian who strays Detween
the party line and Brigitte.

Is there a choice?

ok % K K kK Kk kK
* MAINSTREAM CRITIC

*  OF THE MONTH:
* UMBERTO ECO

) o Once upon a ume there were the mass media,
s and they were wicked, of course, and there was

* 2 guilty party. Then there were the virtuous voices
that accused the criminals. And Arr (ah, what
luck!) offered alternadves, for those who were not

prisoners of the mass media.

*  Well, it's all over. We have to start again from
Yrhe beginning, asking one another what’s going on.
¥~

» (frﬂm "Pravels in

4 Hyperraa-iity"_

.Picador)




The Line Between e Hil
Documentary sz

season. A once only A
opportunity to see 73
these films in an PVETY
and Australian cinema. SFE
Films and videos from Senegal, Ivory Coast,
Ethiopia, Mali, Mozambique, Tanzania,
Angola, Zaire, South Africa, Tunisia, Eritrea

¢ ¢
and Namibia. Features, docos and shorts of a
Z [ Z O n staggering variety.
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Meeli“g 7230 STORYBUARDING WORKSHOP*

.
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-

: - with John Calder
g - based on a workshor

TUESDAY I3TE CCTOBER ot he attended at the .
i super 8 centre in
: kS B 1s.
'ONCE AGAIN THE NEXT OPEN SCREENING | russe
WILL NOT BE IN THE GLASSHOUSE MEETING - ot
NOT : : ) CRLENING
ROOKM, BUT IN THE BISTRO UPSTAIRS. 8: 30 ?}ggosFilmslli

FOLLOW THE SIGNS!
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IMAGE MAKERS ASSOCIATION INC

MODERN

- —— — e

BORDER CROSSINGS

MIMA presents a programme of films and videos rthat counterpoints the
differences between cultures whether that culture be Italy, The Netherlands,
New Guinea, Japan, Venezuela or U.S.A.

[Impressions about a culture can come in various forms.:

Dramatised account -SPAVENTAPASSERI by Luigi Aquisto
Personal Diary -HOMECOMINGS by Dirk De Bruyn
Visual and Anecdotal [mpressions -GOD BLESS AMERICA by Mark Titmarsh
-WERE WE LED ASTRAY by Marcus Bergner
Exploring Cultural Form -ESTHETICS OF DISAPPEARANCE
& BON VOYAGE by Peter Callas
-UP IN THE MOUNTAINS by Mark Worth
Creating a ficricious culture -VENEZUELA by Geoff Weary

Furthermore, the character of a city or cuiture can just seep through the work
(CITY SUPPLEMENTS by John Dunkley-Smith & SYDNEY GA by Mark Titmarsh).

These last two films give us a tongue in cheek look at the differences between
Melbourne and Sydney (Are there any?777)

Screenings held at the State Film Theatre, | MacArthur Place, East Melbourne on:
Friday 23rd October at 9.30 pm,

Saturday 24th October at 5.30 pm,
Sunday 25th October at 7.30 pm.

FOR FURTHER INFORMATION PLEASE RING: Judy Schreiber at MIMA 6631953

An INVITATION to the Cast
1lm Group members and friends.

SAT NIGHT 10th OCT

e srcen - WALLED CITY Y

VMMC Hall, 2 Napier St, Fitzroy

Admission FREE, but please oring something for

the PARTY !!! RSVP to John 429 5473

Sponsored by HAZCHEM and STATESLOTTO.
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and Crew and Super-8 —— .

‘nh—;

&
]
o iy b
- - .
P -
il L4 A
" it g
- "
- ¥ a
i ||
o T . [

f =
—

_ m': g™
e ,‘..‘f?

A Vo

1S Tt <@ 1OV

POSTAL ADDRESS FOR ENTRIES:

FRAMES

I988 FESTIVAL OF AUSTRALT AN I N ADE I-AI D E

FILM AND VIDEO

P.0. BOX 33 ik : ~

RUNDLE MALL EVentioia MORE INFO
SOUTH AUSTRALIA for rCunEss (08) 223 1500
5000 15 Nov, THa. (08) 223 1600
(8I0 entry fee) S ' —

Co-ordinator: Mark Patterson
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PERSONAL INDICTMENTS

ANNE-MARIE CRAWEORD REPLIES

John Calder's "Greasy Pig" article in the last
newsetter cannot be allowed to pass without reply,
partly because of the silliness of his pronouncements,
but perhaps more because of the wider problems it
points to. At the outset, his sweeping classification
of a diverse collection of films (diary, abstract,
political, lyrical) as "experimental"™ is less than
satisfying. I wonder how many of the filmmakers
concerned even consider themselves 'experimentalists!
in the wider sense of the word. I certainly don't
feel very comfortable with such a description of my
work.

As a "yardstick" for his criticism, John uses
Fiona Trigg's Robin's Mouth, (perhaps the least likely
‘experimental’' film of the group). Overlooking all
but the most superficial elements, he admires the way
the film "explains itself to the audience with a lucid
narration”. This is fairly typical of his approach to
all the work. With such a desire for the (laboriously)
obvious, he was bound to be dismissive of these types
of films, (especially the more abstract ones.)

Also a pivotal point of the article was a
proclamation of the work ethic. What sort of argument
is this? Of course people work at their films, but.
there are also such things as spontenaiety and
lightness of touch, qualities which seem lost on John's
sensibilities. Subtlety and an appreciation of the
abstract also need work in developing. In answer to
his suggestion of 'working' at our films, I'd suggest
he develop his subtler sensibilities and work at
watching the films.

More reasonable (and interesting) however, is his
questioning of how these types of films and filmmakers
can develop given a limited access to the history of
such cinema, comparitively few opportunities to view
films of similar genres, and the minimal and inadequate
critical response the work receives. It is for
precisely these reasons that I feel the super 8 group
needs to continue showing historical avant garde work
on a regular basis and invite filmmakers currently
working in this area to show and talk about their
ftims. It seems particularly important at this point
to start considering the relationship between the so-
called 'experimental' super 8 films and filmmakers
emerging now in Melbourne and the avant garde/
experimental/art film traditions in general. Many
super 8 films of the variety that John describes
obviously do bear some relation to these traditions
for their (often unconscious) appropriation of bits
and pieces of their styles and iechniques. But rarely
apparent are any of those grandiose notions of
'‘originality' or even (except in the case of David Cox)
political opposition to the *mainstream'. In some
cases 1t seems that the view of 'avant garde' film is
that it represents a different tradition of film
language with its own seminal 'texts' and modes of
operation. Quite often the foous is alternatively
on ‘perscnal experimentation'j; on a2 mode of expressing
the autobiographical,_the subjective, the small:
expanded home movies. These are obviously just
starting points, but I do feel it is important to
begin trying to understand our work in a wider
context.

All this is on a parrallel with Darron
Davies' call, also in the last newsletter, for
more serious questioning of narrative film and
the way super 8 exists in relation to it. This
too seems an important and neglected area of
discussion given the many narrative-related films
we have seen around the Group. It seems however
that most of the writer/filmmakers who would
champion this form are too busy slagging off at
- the rest of us to attempt anything worthwhile..e




mag L JUBICA TOMIC REPLIES..  Bmmss

Mr. Calder, if you want to
"review" films, you must clearly state
why you did not like the ones you
mentioned. Otherwise you're just a

Thankyou John for your very
amusing review of the Super 8 Festival.
I am honoured to have received the
"greasiest pig" award, as I am also an
animal liberationist. - slanderous "mud slinger". Why did

However your reference to the Y mest people like the Paddy Field's
Emporers New Clothes is rather cliched T;Q% film? DBecause we could all relate to
and only showed that you do not have an #¥®#3 it to some degree. Humour can be the
ounce of abstract thought in your mind ff?f best way of presenting some very basic
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or appreciation in the least for e human frustrations. Martin Scorcese's
subtlety. B After Hours is an excellent illustration.
You talk so loosely of "meaning"! “k® You did not like Gumsmere because you

could not "relate" to it obviously,
and you were so one-eyed John, as to
not see any value in it. It documents
an important aspect of Melbourne's
underground music, that certain bands
like Willsmere, Gum, No and Slub are
experimenting with.

You are also under the delusion
that anything with a bit of grain is
attempting to be 'experimental'. For
my first film I had some B&W handy and
as I had no video editing equipment, I
decided to "edit-in" to a film camera.
The grain is thanks to the Cine
Service's lousy bath. The fish eye lens
was used purely for fun along with other
images that are personzl puns. The
whole thing is a poke at s#ylistic
elements of the video clip! “You Jerk.

I regard people like Godard,
Griffith and Eisenstein as the true
experimentalists. Stop romanticizing -
acte.

I think at the heart of the matter
You are irritated by 'attitude'. You
think we think we are being avant garde.
Anne-larie and Jo I'm sure would not be
So pretentious as to think that. (At
least at this stage).

Vernon Lee regarded aesthetic
), €eXperience as primarily derived from
"the attributiom of our own moods of
dymamic experience, motor ideas, to
shapes." So, whether it be De Bruym,
with his exploration of colour and
. ¢ pattern or Mousoulis with themes of home
life, or Anne-Marie and Jo with what is
important to them - everyone is
egsentially presenting something of the
autobiographical. To do what you did

You must be the most knowledgeable ;
person in the world!!! Nay, you should ’
not have so immediately drawn upon the 5
Emporer as your chosen archetype. Maybe r*
next time you will pull out your Christ jJ
to tell us more of your surfferings in A5
making that great epic "Walled City".
Mc.Luhan spoke of a generztion that
really thought they were living in
Bonanza land.

In the same system of perceptual
projection as foreshortening and
perspective, the mind comes up with
wonderful compensating factors such as
the phenomenon of the phantom limb (the
canvas: the artists amputation stump.)
The super 8 "epic" - the penile
projection/dream of many male clubbers
of the 8mm gauge. Surrender Dorothy.
Big brother Hollywood I want to fuck
you.

Mousoulis you have told us of so
many of your so-called "dreams" that
Just doesn't show through your work. :
Like Calder are you falsely claiming the
Promethean fire?

In the words of Koestler, the
greatness of an artist, I too believe,
rests in creating a new personal idiom -
an individual code which deviates from
the conventional rules. Once the new
idiom - "a new way of bisociating motif
and medium" - is estaplished, a whole
host of pupils and imitators can operate
it with varying degrees of strategic
skill.

As media artists we are well aware
of the vicarious emotions present on
both sides of the screen. The horror
movie may cause the viewer to secrete
more adrenalin on behalf of the person . John is just slanderous mud slinging.
who may be in danger on the screene. : You make films about tﬁhﬂtﬂﬂﬂpi&l‘ﬂ =
These types of associations can have a % that is important to You as a public
primordial base and govern our reactions ¢ servant. But don't undermine the
to certzin films. It's why young kids i% importance of us all going on in some
relate to Rambo, Masters of the Universe: .4 Way - perhaps someday contributing to
they're the modern day Superman/Icarus/ ‘Eg a wider visual language.

Babel. TOMIC, LJUBICA
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~Damien Grant.

The fullnwing dre some purely subjective remarks about what I feel 1s the state
of super 8 in Melbourne at the moment .

One of the most outstanding features that seems o typify the current state of
affairs 1is the abundance of myth. The myth that Super 8 is unique, that over
the 1last three yYyears it has been eXxploring the limits of filmic boundaries.
That the versatility and relative cheapness of the medium has resulted in a
group of people who seek out and successfully make ’innovative’ and ’'highly
original’ films. That personal vision guides most of these filmakers and that
this is the only justification for the resultant works.

Mathew Rees or Sarah Johnson said at the recent open screening, that they have
seen many filmakers present films described by the filmaker as 'experimental’
and, although they are exXperimental for the filmaker, they are not experimental
films. This represents perfectly my view of the Super 8 film group and its
recent history. Although it PUrports to and actively reinforces the above my ths
of originality, personal Viewpoints, innovative techniques etc, they are in
effect myths and only myths. The real state of affairs is quite the opposite.

[

Dirk De Brlgn, to realise that 16mm film had established by the early 1970’s a
vibrant experimental film culture which had conducted many of the experiments
that the current lot of Super 8 ‘gurus’ claim to have discovered.

Film experiment began many years ago. If you care to name any of the major Art
movements of this century you can usually find an associated film technique.
The Dadaists, the Formalists, the Expressionists, Futurism and the Surrealists
and not to forget Abstract Art, all have an equivalent film technique. Remember
Dali and Bfunuel? Dominant f£ilm language was again challenged in the 1950's by
the rise of European or more particularly French New Wave Cinema. The notions
of narrative, montage, reflexivity and auteur theory have continually been
explored by filmakers the world over. Dominant film practice (ie. Hollywood
Filmaking, a rather shallow term) has previously been challenged and attacked by
35 mm features films and 16mm film, and this attack is still continuing today.
Remember Goddard is alive and well and still making films not to mention - God

forbid - wvideos.

To claim then that Super 8 is exploring unchartered territory is to dismiss most
of film history and actively reinforce a myth. Instead of Super 8 being a
highly original medium and oppositional force ,it 1is in effect, quite a
reactionary one. How many homages to Jacques Rivette do we have sit through
before we realise that to make a film that utilizes or copies so called French
Avant-Garde techniques, is no more lnnovative or original than copylng a (gasp)

Hollywood technique or style.(ie. no out of focus bits, a complex editing
pruc%ﬁdure.)

The recent Super 8 films from Europe shown at the last open screening has merely
reinforced my opinion that the current Super 8 practice here in Melbourne is
quite a poor one. The Europeans seem to have a far more mature and developed
sense of what they sense of what they are doing. Whilst most of us are running
about proclaiming how Avant-Garde we are, because we make films with no thought
, We just shoot what ever happensiig catch our attention at any given time and
we call this personal filmaking} e Europeans and the Japanese have developed
a film language that excells in cinematography, use of narrative ( narrative is
not just stories about love or bank robbers) editing techniques and the vision
to create films which are witty, intelligent, explorative and highly attractive.

Much of recent social theory has concluded that the method of a discourse
determines the content of that discourse. It is easy to understand then why
these European films are so successful. Their method of construction (ie.
inter—relatiunship of cinematography, narrative, soundtrack) is quite complex,
which leads to films with a content of almost equal complexity. However, here

in HE ale hi= al= M IT alls aal



BRUSSELS SUP:R 8 FILM FESTIVAL

-call 1T entries -
SyDNEy Sg [\ —z:ntac:rJnEréaider 429 5473

SYDNEY SUPER 8 FILM FESTIVAL ONTAC RS
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_ RO - - Anne-Marie Crawford 527 8442
| now calling for entries. h Sarah Johnson 534 A344
1 closing date: Ist November. Ian Kerr 859 1683

No late entries accepted. t.‘ Noel Lléyd 481 5832
Send films to: Bi - 13 5
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SUPER 8 FILM GROUP ?;ﬁihizuzzzéls o Di :
PIO. :
BOX 424 John Thomson 4I7 5I93

KINGS CROSS
NSW 20II
Farther encuiries:

PH: (02) 332 A6T4
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This newsletter is published monthly by the Melbourne Super—-8 Film Group.
"Contributicons welcome (deadline: 4th. Monday of each month),

Membership to the Super-8 Group is $10 per 12 months.

Editorial and layout by: 4' ‘/l i<\ QJ‘ LEV :
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