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EDITORIAL

This is the first 'new look'

1ssue of MS0 designed to spark the
eye, pique the mind and explode the
consclousnéess.

As a recent arrival to the
molten plasticity of 8mm celluliod,
I have found no greater challenge

than the creaticn and rommunication

of 5 Way of Seeing.

As guest editor I hope to est-

ablish the strengths and differen-
ces of Super-8 from the video age
and the mainstream cine-collosus.
It is only through stretching the

pounds cf tne 'given' contemporary

conscliousness that we can explore the

distant lands of dream and vision,

and drive the propellor of filmic

innovation.

It was with this intent Elat T

wrote "Towards a New Super 3 Aesth-
etic". I seek to encourage a lively
discourse of ideas, film visages
and philosophies. Through establish-
lng our our own unique character

as a Super 8 Film Group, we may
better understand who we are and in
wnich direction we wish to Lravel.
This is not to try and impose an
ideology or aesthet:c standpoint,
Dut merely to encourage ideas, pers-
pectives and debate.

“lute apathy and commercial
émulation will ~ast S8 into 9bscur-
1ty. Creative fervour and dianoetic
lnterest will light the fire within,
and ensure 58 remains at the lead-
ing edze of "that shining scalpel

eye",

—

IN1s is the Z“ewsletter of the MELE-

OURNE SUPER 8 FILM GROUP. Work-

Published r=flect :the OpPlnions of tne

duthors themselves, and not necess-

arily those of the Committee or the

Film Group as a whole.
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FOR SALL ..., FOR SBALE «.¢... FEIR SALE <556

} Kodak 40 200' sound cartridages

(Lthey LIt 1n the Braun Nizo, or Bi1ll's Eilmo. |
Unly S each - a real bargain.
Kinag Marl k a8 Kosa on 42Y Yb4 /.
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stival, Adelaide,
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FRAMES Film

I @

Congratulacions to Damien Grant and Laki Siderls
for getting their films into this festival.

Of the 15 or so we submitted, the following
three were chosen:

The Verdict of the Rational in the Face of the Absurd
and Enter Frame/Exit Frame by Damien Grant
and madonna by Laki Sideris

CANTRILLS FILMNOTES 15 OUT NOWI!

Issue nos. 61/62 1s currently available from
Readings Bookstores or cinema foyers.

Of particular interest to Super-8 group members
would be an article by Bill Mousoulls on his
non-narrative films, an article by George Ray/
Random on his films, and a review by Adrian
Martin of the "Six Secrets”™ film program (films
by Richard Tuohy, Sandy Munro, George Random,
George Ray, Phi1il Kanlials, Mark Zenner. )

'-_"l!IEL.'J' NEEDS A :":}’i._IL'i_.i_L_..

DY i«daf POpPPLINE

Who wants a new splicer, Neil, it you do,

l've come across a shop which has about ZU

new ones, hidded awav 1n the back ol the shop.

some have splicing tape and some don'l. Many
brands are represented. The shop 18:

Elliot's Photo Centre
116 Glenierrie Rd.
Malvern Jil44

Phone: 5049 6786

Give them a call or go in. The owner has said
he 1s prepared to let them go cheaply, S0 he
can get rid of them. This may be the way

to obtain that cheap splicer that you always
wanted.

"i

|
SUPER-8 HITS THE BIG TIME
by lan Poppins
According to the May issue of the new magazine
"Amateur Cine Enthusiast”, Tony and Bery.l
Shapps of the Widescreen Centre in London have |
said that the commercial use of Bmm. film 1s
lncreasing. They sav that it had limited use

1n the feature Black Rain while the Hollywood
production Roger and Me was shot entirely on
8mm., then blown up on 35mm. for cinema projection.

Meanwhile in Melbourne, Paul Cox's latest film
Golden Braid has some shots 1n 1t which look

cQUIPITIENT

All 1Ltems are foi DOorrowing
uniess otherwlise stated.
Everything to be booked with Bil|

on 42Y 984

BRAUN N1ZO 6080 sound camera (S15 per day )
sharp lens; intervalomerter: wide angle
iéns; crystal sync pulse; various speeds -

BRAUN NIZO 6080 sound camera (S15 pe:
sharp lens; 1ntervalometer .
lens; crystal sync pulse; various
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SANKYO sound camera
Dasic sound camera, 1B or

}
& e

DAWN BROWN MEMORIAL CAMERA:;
CANON Bl4 silent camera
excellent camera, but silent

[ T 5

ELMO ST-180 projector (S5 per day

twin-track. Dasic, but solid. machine.

MILLER Junior tripod
currently without pan handle

small tripod
screen
Z editor/viewers

Z WURKER splicing machines

WURKER splicing tapes, 50 per pack, S$6 per pack.

Thanks to Sonia Leber for arranging the donation
of the Canon camera to the group. Dawn Brown
lectured i1n Communications in RMIT, and died
recently.

Also thanks to Brendan T. Murray for arranging
the donation of some lights to the group from
actor Michael Pate. Hopefully we'll have

them 1n working order soon. Check with Bill

on the progress ot that 1f you need them soon.

susplciously like Super-8 blown up to J5mm.
Paul Cox has used Super-8 1n some of his
previocus {ilms.

Who knows, someday perhaps the Melbourne Super-8
Film Group may make a feature on Super-8, and
have that blown up to imm. for exhibition
purposes.
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(S5ome notes on the medium of super-4§.

BY BlLL MOUSODI
"To each his own, 1t's all unknown,.
lI Aogs run tfree.
HOD W 1A : 1 }.:[Jl.l':l .I'::]:] :":!_"'

At the risk of Playing the sober intellectu
reminder in the midst of a Super-8 festival
1fterglow, or, worse. the 1Ns1st L canvasse]

Ol 1deas 1n the midst of a rast I Super
:11H1.M“L;x;:3 r 4 OII€r, yvet oOonce again. somi
cnougnts or cthe nature i tSLJ;Jtr r-8. UnNci again,
Decause, like the medium 1tsell, there is. an
should be an aiiz )L 1nsStability sul undilng

' -

the theoretical and analytical form

attached to the medium. But this instabilij Ly
should and does not, of course, preclude 1€
actual results of that formulation process.

And so:

Freedom. Freedom has been
iCcized and valorized in writings on Super-8
which 1s fine, but it has also been unnecess-
arily romanticized. This narrow visualizat
1S practically a

OL @ place to Super-8 within the

plCcture. The implicit belie I Super-8
1S Iree, exciting, undergroundy, whilst 35mm/
lémm 1s stale, prescribed, prestigious
that never the twain shall meet - Kind of like«
a moral victory to Super-8. well, this ‘moral
victory' can come and suck my dick!

neadily polem-

Ln
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plot, an all-too-easy assigning
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'here 1s no logical reason ldon't be fooled,

punters) why a narrative feature {ilm cannot

De as [ree as the treees| Super-d Lilm. And

at this point 1 do not wish to 1Ol 1n theoe

Nnorus Il the adolescent dCcceptitance cum

acclamation of ftilms such as KRobo-Cop, Blue
Velvet, or The Abyss. l will leave that t
nipper-than-nip critics who seemingly perversely

enjoy the process of
d4nd vice versa

Iinding the qood 1n the
3 Une must reluctantly
leave this system (] myself would have to
toreqo That's Life!, She's Having a Baby,
River's Edge, etc.) and go directly to the
quts. And that spells only Jean-Luc
who not only considers but practices
film-making alongside his 35mm.
That 1s the acid test. And: there 1s no
L0 romanticize someone like Godard.
there, tor real, for certain,
There 1s a moment 1in
Mariee, which 1is
woman, shot

DAaaq

Godard,
Nno-budget
features.
need
for he 1is
IOr ... the cinema.
Godard's Une Femme
ridiculous yet sublime.
iln close-up, is Speaking to
NMusband and saying Sometning like "] want to
Know people.® And then she says "1 want to
KNow them all”, and looks directly into the
camera for an instant. I don't find this a
Brechtian, distancing devise: 1 read it as
afl assertion that the cinema can only be worthy
1f 1t transcends itself. Godard says
Should put everything into a film." The spirit
Of Jean-Luc Godard, no doubt, 1s in his breath-
less enthusiasm for the cinema, and in his
Ireedom (that word again) from it (the years
O exile). What he does is truly magical.
Work to love. Love to work. Passion.

But 1 better get back to super-8, hadn't 17
{As 1f 1 ever left

>
@
l Il"‘-

her

“one

1t! ] But 1 will not, because
1 believe that the crucial things are not
medium-specific. And I mean medium, not

necessarily film medium. Let me continue .

Way of Seeing

rreedom rreedor I o what , | 1 wilal
ol p 1S 1 I recdon ACLUua . ilreedom {ron
Lraint | r { 11 FAat f irom aAut v And
lreedom 1 . sl ire I [ cthing 1 D
I€éscrived, by anvone, a 1loni thi wr1lbo]
-'-.,‘H:HJ-’_._II:‘., LO the word treedon wWOoulad 1 K¢
a2dd the words love. 1nnocer C, opennt - wWOord
l1Ke that Michai Leu ] Say "there ar
Y Lw LNings Llove Iea wna L1 I«
1 1 W I ewarl - ' 1 i) 3 | .
Wi L elsi - exXp 11N Tl PRenomenor l Ssport,
Wi € the winners fe Y S1mj Decause they
na been committed to, and acnhieved, what’
Futtin i ball LNrouql - 8 [ (| wihait |
1 1
'ne great intangipbility within and L such
ali argument does not inspire cont ldence in
people, people (we're talking Western people )
who are conditioned on 'logical' systems of
perception and understanding. In the formula
"l love x', it is pnot 'x' whi N 1S 1mportant,
Lt 1s 'love', although this does not mean 'x'°
15 limitless. One cannot love 'hate' for
example. AS for what love i1s., or what t love
1S, that cannot be said, by its Very nature.
11 1S r"-:r{_;i-“_‘ul, d Maglcal, mysterious process,
ind different for everyone. 'hat 1s not a
-OD=-0UCt; 1C 18 84 tact.

In his book The Mean ing of Culture, Jol

Cowper Powys has a vision ol et

“whal 1 S5

dller you have torqotten a1l )

I.n.. il !Il!.'-..l'
sl out to learn. " 'hat echooes Lharles
BUKOWSK1's =enLiments ot déslroyving what

edaucation, fcligion, et have OVOl

tauqni

vYyears. These scenarios suggest that the c
thing in life 1s to nurture some inner, pt
individual essence we all have .

in an
Oof Life"™
Herald,
1S 1LSs

articlie entitled
that
Jan Morris Says:
cerritic fun -
Or 1ncomprehensible
Knockout

rli‘IJ1.||l-:'

dppeared recently in The
"One aspect of
none ol your

Surrealism, but

entertainment « WN1Ch 18

BOUI
the pl
essential

it My view, to life itself." She Llnlishes
a suggestion: "1Is there eternity to love?
ls there love after life?" >he knows she
plove 1t, and she does not t Ly, 1

'ying all these bits together, one
ireedom, love and self-expression
something that

coul
| express
1S uniquely one's own) are
Profoundly connected. As well as the i1dea
that to love others one must tirstly love

self. If you're naving trouble following

this, all I can do 1s direct YOu to the ey
Ol someone who loves. Look the evyes;

at how they exude warmth, eEmpathy, 1nnocen
And teel priviliged

fOr every
tne person's).
giving of
accept or
that's the

moment of th
Tha L

nim/nerself.

betray that

Story of Su

look (yours and
in loving, 1is
then either

And

perso
YOou

;r"u;b-"__

i1}

OVl

the

iLe,

Elusive Elixir

sunday
love
satire

aln

with

Cannot

like that.

d sa Y
1ng
all

one-
r.l.]..]
es

look

c JOY.
act

n,

can

e | illlll'l':

fucCclal
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MEETS THL
ACHER' S COOKBOOK =

pRINCE FARI
FOR THE PRE

relevance.

A guestion of
eceptacle for other

words. Explanation.

Writing.
Spitting out, emiting somethlng; not just a r
peoples half assed vislons, conformed to the traditional capitalist
The art movie, the farce of Hollywood.
are the ones 1

ript model.
the greatest impression on me€

fail toO camprehend That is, f1lms that present a vision i1 cannot
parallel with any previous cinema experience. Narrative closure€ 15 EOE
simpletons and academlcCs and people who eat too much spaghettl.

Ccalifornia SC
The films that leave

Consume, presume, some
1f doubt is a fun part of 1t too;
Isolation is a form of seclusion,

I have no one tO tell me how my
ljot into the realm of the independent
art cinema, the film artist. tually no tradition of 1t
here, and 1ts only practised in dark d dingy basements,
talked of 1n whispered voices by passing strangers 1n seedy coffee
housesS. It 1S frowned upon; or considered some thing
one grows out of, like sucking your or believing 1n Santa

Claus.

why do 1 do rhis ? Why create r';
form of sanity/insanity ? The se
thats the bit 1 goO to town with.

yet also a source

films should fit in, where they S

Theres vir
rooms an

sneered at,
thumb,

of the Gods and moan; hey.
you go to +he shop, me i have to fork out mega DUCKS

v graft and buy the stuff from offshore (corporate-

no fight in what YOU create, its all too easy for
better spaghetti. AL least the pizzas here are good.

Yyou sit 1in the land

super 8 f£ilm,
and get a ban
speak) - Theres

you. And theres

rst of reallity. What go
achine sittin

es boom biddy boom biddy boom
g in the corner of my room, (when

mean rumba tOO. Thats what really gets oOn
h beat and not enough soul. Music instead

the Tremeloes WeIE€ right LESS 1S MORE.
is Night Cries, Tracy Moffatt,
ound of a baby screaming 1ts
et. Honey., sounds
films i never get

gs from this side

A quick bu
boom boom? The drum m
its plugged in). Does a
my nerves; films with too mucC
of ideas; si1lence is golden,
Best use of sound 1've seeéen recently
real SpPOOKY shit. Ah, the delightful s
lungs out, how sweet it is. Sugat pie honey SWE€
l1ike a film, don't it 2 On yeh, one of those
ro see; kinda hard to get O the open screenln
of the pond.

seeing it used

its not cinematlcC padding,
t? Every time

but how often do you see 1

(i smell a minefield gynder that last

+he big gquestion, do you see the visual puss that passes

m.? (1 mean everything from 20bocop to god Knows what

the silver screen) . NOwW, wasn't that a clever way toO
am -1 gonna S ’

you hear,
sickening,
normal movie

Sound 1S what

‘E.EI.'ITl] r HE}';
as malnstrea

they throw at
get out of a tight corner, i mean,

Aell no., i'mi goala get me some pizza (an

is soul food. Makes Yyou a better film maker.
Cchocolate ,however, just makes you better. 1 hate morals.
a vision shared is a vision wasted, just like real coffee

with milk. Eat more garlic bread.

et the limits :
d garlac bread) .

MORAL; Garlic bread
.ﬁy

f

o

Next installment: PRINCE FARI CATCHES 7ENNERPHOBIA WHILE SURFING
KS OF ST. KILDA. /;1'1

THE SIDEWAL
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absorbing and excellent -

ly written panorama surveys and an-

Alyses Uthne avant-garde film movement
, 1lmaginative

cnapters, Tyler develops his own
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ples;: The Underground Versus the
Laboo on Reality, Popularising Peep-
Shows the Infantile Gimmik, Can the

Escape the Pad?, and the
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an extensive list of

CLhe

most 1mportant underground films

made up to 1971 compliment this
clear, lively and accessible intro-
duction to apertures with subverst
Slve 1ntent. A must. (Held at
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Mathews, Surrealism and Eiim,

Jniversity of Michigan Press, 1971.

This informative Chough

clrcumlocutory work describes the em-

bloom of the surrealist

film since the sem-

L'Age d'Or and Chien

ACademicese. However, intriguing
Source material, primary references
4 detailed professional biog-

raphy of Luis Bunuel make this a

cCaagl ofF

enquiry. (Held at

Me ] it CAFR B
“lelbourne city CAE, OoPp Flinders

o>t astabtiran ).
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ject such as a telephone pole, and
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A: Wet splices are most commonly used align. A long tape measure and

(1)

i
W =

in 16mm and professional work. The static subject also help.

spliced area 1s considerably smaller
and is less likely to stretch with Q: I have made a B&W film recently

time. Tape splices are most suitable to which I would like to add a mus-

for S8, are easy to apply, and less ical score. What are the sound optU-

l]ikely to become brittle over time. ions of B&W?
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sensibility upon which to gaze.Witi;
LhESs intentiony; I now turn to
lienael Eitippidis' artiele “Expr-
esso Duo" (ED) which featured in
last month's newsletter.

The article appears to view
the world through a kind of monoc-
ular materialism. It is posited that
humankind apprehends "reality"
through two planes: raw data from
the "primal"sensory level is pro-
cessed within a liguistic, concept-
ual framework. Art is perceived as
the attempted unity of these two
pPlanes. Language (and the filmic
voice?) are assumed to be agreed,
objectively verifiable signifiers of
what 'is%. Therefore. "L is
impossible to express something that
i1s unique and particular to the
artiste"s

What this view overlooks is
the personal, subversive of
the Super-8 medium. Financial
accessability and editing malleab-
ility make S8 an ideal tool for the
self-expressive signature.

Of course language is cult-
urally and materially determined,
yet our construction of meaning
(and films) can be as much a funct-
ion of empirical cliches as origin-
al inspiration. The creation of new

meanings beyond the ken of classical

notions of "beauty" or "truth" fuel
the metamorphic turbines of cultur-
al progression. I would disagrecz
with the view that Super-8, formed
and used within the current cultural
melange,is necessarily a function

of current conceptual shorthand. It

i1s the uses to which the tools are put

and not the tools themselves which
define the product. From this pers-
pective, it is futile to cannonise
criterion such as "bUeqty", "truth"

or "reality?". Langua e, at best, is

only a codified approximation of
auman commonalities constructed and

used through the filter of person=1

Cenerally accepted terms and
devices in modern cinema are commonly
used Lo rezssure the viewer through
the opium of verisimilitude. However,
S8 is the pariah of the wide screen
and the video age aliker The probing
8mm pinhole iz a poor conduit for the
mainstream movie machine. Its real
Strength lies in its conversational
tone, mobile plasticity and experim-
ental potential, freed from the dic-
tates of bottom-line~logic. Its form
l1s the personal Kaleidoscope. Its
motor 1s auteuristic passion.

ED undermines this perspec-
tive when it refers to

Hitchcock's Vertigo and its

"premise of reality blurred by a
Psychopathic denial of the present
reality". This "“present reality" and
1ts hackneyed baggage are the found-
ations upon which the Commercial
Beast rests. Any experimental div-

ergence from the Beast is often
branded "psychopathic" ie. amoral,
licentious, possibly violent and
deflnately anti-social. Hollywood,
Universal, Crawford et al. can be
Seen as the creators of the 'given
reality', the contemporary consc-
lousness. Cliche factories are in
the business of manufacturing and
reflecting the dominant mode of
seeing, directed to and by the
widest market for the highest price.
Therefore, to refer to THE reality
is to submit to the assumptions of
Soap opera caricatures.

It is the widely accesible
Super~8 foremat which can allow us
to from mainstream monism

towards different fragments of being.

From squatter's home movies of




barricade tactics to verit® VUuoy - Wwhat it fails to ac! >wledge is the
eurism, to dad's docu-dramas: S8 notion that duthoritztive decrees of
can promote the individual's attem- meaning do not necessarily enforce
pt to make sense of this cosmic transparent import. Accepted terms or
.riot and to communicate approx- devices can be seen as extrinsically
1mations of new forms to others. | derrived benchmarks particular to,
This is why I would argue S8 is a and constructed from thé vagaries of
major playground of the avant- personal perception.
garde, ardent auteurs and the foam- ED than takes the next 1D£iC;l
ing revolutionary. step by inferring that language

I would agree with ED in that and filmic device, based on a codif-
"It is one of the defining traits led shorthand of cocmmon human exper-
of art that (sic) it attempts to lence, cannot then express an exclus-
ensure the future out of the rem- ively personal experience. This article
nants of the past within the pres- has attempted to point out the flaws
ent". The reflective, descriptive ln this logic Chrough emphasisiing the
power of art can illuminate new und- ldiosynchratic nature of personal
erstandings of human experience. It | meaning construction. Inspiration,
1s prescriptive inspiration creative madness and the pinhole of
which glimpses what can be. our own perceptions are used to imply

AL one point wanton | the impossiblity of fixed realities
grappling with pure definition and Lo speed their redundant demise.
sinks into exasperation when ED then concludes with the
admits that "all our attempts at view that "it is the sSsystem which
defining such truth...via our art owns Cthe films, not the directors".
fall perilously close to an exer- It a Film is entirely confected from
cise in communal solopsism". the current System of words and

other films then it will be "owned"
But this is only a momentary lapse in
. | o i : _ # Oy the system and not the direc:or

a4 WOrk swatned 1n the cinematic lang-
’ (as exclusively punitive the conn-

uage system" and its bed-rock-steady
| otations of 'ownership' may be)*.
realities. The article is replete with
The reactionary, limiting assump-
"systems", defined in one dictionary

tions behind notions of ownership
as "a methodical or coordinated |

and 'the system' are most relevant
assemblage of parts, facts, concepts™
LO an analysis of commercial film
(2). One might also add, "finite".
rather than the perilously perm-

| issive 8mm highwire.

ridiculous to consider

We are then told that “it is
Lne

role of
Words, systems and devices

meaning out
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the artist in | . |
are useful to apprehend meaning
there of a need to express something

i

from absurd confusion. We use them

as 1t does not matter in the long run ' 2
CO re-create our own images of

Who the artist of the work (sic) was _ |
exlstence and to understand our

..(because) sooner or later another e _
place within them. But this soon

director will direct a film that way : _
Decomes an exercise in damage

and come up with the same meaning". : :
control. These comforting definit-

"Expresso-Duo" overstates the ' |
lons allay our fears and confusions

Potency of clear, generally verifiable , |
and fool us with contrived ceprt-
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meaning within cultural signifiers.
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"End of Beast- Coing Cheap".

who shall buy the butcher's waste?
neart, lung, pickled tongue

Thcse cast mute, a hobbled race
Blackened ands and dreams unsung
Slash your brother, a meal to make
Hungry hordes, a rabble meant

I'o buoy the cream above the rest.

But what implies this power design?
where herds assent to toil! resigned
Millions yearn, a thousand bloat

Our choice, they say, consumptive gout
The sylvian lie flows down each throat.
SO0 who shall buy the butch=2r's waste?
Congealed blue and sawdust flecked

Cut from the beast by machine unclezan
The crumpled shufflers of violet face
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noti-s on acti

‘We have already talked about the fact that the playwright
sives us only a few minutes out of the whole life of his charac-
ers. He omits much of what happens off the stage. He often
iays nothing at all about what has happened to his characters
while they have been in the wings, and what makes them act as
hey do when they return to the stage. We have to fill out what
1¢ leaves unsaid. Otherwise we would have only scraps and
dits to offer out of the life of the persons we portray. You can-
10t live that way, so we must create for our parts comparatively

mbroken lines.’

We don’t really know much about how to get ar the man
layers, the varwations «within one buman !;rz'ng——bﬂ:: [0 n:-;:r
the resources. So 1s 1t the actor’s work to do 1t on bis own?
Actually 1 think there is a rehearsal technique, or in
film, a technique of filming that can encompass that.
In a rchearsal vou can break apart a scene layer by
layer, okay this time just play it for this, and do it a
few times so 1t gets bevond just being an exercise, so
that 1t rcally becomes internalized, and then after
vou've done that a few times, say okay let's play it this
way a few umes, let’s bring out this level of conflict.
Fach time vou try a new way, there's an overlay of the
last way or ways that you've tried it. So by the tmc
vou re come to the tenth take or so, vou have all thesc
different layers going. Although vou're only concen-
trauing on onc. I love that way of work. 1 found 1t is
very releasing.

(ry always to begin by working from the inside, both on the
actual and imaginary parts of a play and its setting. Put life into
Al the imagined circumstances and actions undl you have com-
letcly sadsfied your sense of truth, and undl you have awakened

\ sense of faith in the reality of your sensations. This process is
what we call justification of a part.’

When they are spoken the

words come from the author, the subtext from the actor.

The actor must recalize that no matter how much he
thinks he knows about his role, he is only thinking of
the external reality of the character. Once the actor 1s
awakened, he can also sce the drcam inside the
character. What the character really is. Then you have

How does the film actor maintain spontancity and natural- a connection.

ness in take afrfr take?
[ think the wav vou kccp what you're doing 1s by not

trying to keep what yvou're doing. By thinking of each
take as a new thing. Certain things, just by the logic of
the scene., are going to come out the same, or at least
have the same value or meaning. If you try to exactly
repcat the moment or the behavior, it goes completely
dry on vou, I've found.

S0 you 11y not to repeat?

You don’t try not to repeat, vou rewind and go back to
the beginning. You try to stay alert to what's happen-
Ing, alive to what's happening between you and who
you're playing with.

“To an actor a word is not just a sound, 1t is the evocation
of imagcs. So when you are in verbal intercourse on the

stage, speak not so much to the ear as to the eye.”

Do you see any a’ffﬁrﬂ;cﬁ between the function and technique
of the actor in film, and the actor in the other forms of
drama?

Film's prerequisite: nor to act at all—to be “caught”
behaving a certain way. Eyes important. Stage—

A o F - = L L = -

‘Unfortunatcly, that unbroken flow is all too rare. Mot

e ; : .
sctorsTindeed they arc aware of it at all, usc it only when they

arc saying their own lincs. But let the other actor begin to say
his and the first onc neither listens nor makes an attempt to

.bsorb what the sccond is saying. He ccases to act until he hears

his next cuc. That habit brcaks up constant ¢xchange because
imrdcpcnacnt on the give and take of fechings both during

the speaking of the lines, and also during the reply to those

alrcady spoken, and cven during silences, when the cyes carry

on.
Such fragmentary connection is all wrong. When you speak

to the person who is playing opposite you, learn to follow
through unﬁﬂl'ryﬂu are certain your thoughts have penctrated his
consaiousness. Only after you are convinced of this and have
added with your eyes what could not be put into words, should
you continuc to say the rest of your lincs. In rum, you must
leamn_to take in, cach tme afresh, the words and thoughts of

___‘H'_‘-— - . .
your partner. You must be aware today of his lines even though

o SR -

you have heard them repeated many times in rchearsals and
performances. This connection must be madc cach ame you act
tEgT.':tHcr, and this requires a great decal of concentrated atten=
. alas - P

O OL.C rqﬁ(?diSCiliﬂE:




WORKING WITH ACTORS

.. .50 you have an 1dea ftor a f{i1lm you wisi
to make. To realize this vou need people who
will behave 1n a8 certain way 1in front of the
camera. l1f these pre-determined patterns of
behaviour spring from the motivations of personae
dreamed up by you, then you are presented with
the problem of casting.

"1 should cast Brenda. She 1s exactly
like the character of Lucinda. Exactly!
ln fac* 1 wrote the part based on what
1 know of Brenda. But Brenda won't act
for me. She 1s shy, and hates film.

Bad luck! .+« sWhat about Fay! She 1is
not the Lucinda type, but she's keen,
she's a good friend, and she will act,
no worrlies.”

Yes, using friends to act for you is a fine
1idea. They will work for free. They trust and
unagerstand you. They are willing to go with your
ldeas, not because they necessarily understand
them, but because you seem SO passionate about it
all.

And you Know and understand them. Through
shared experiences over time, you have amassed a
bank of information about them, enabling you to
loosely predict how they would react in any given
cilrcumstance. If appropriate, you can even
incorporate thelr traits and mannerisms into your
written character, 1n an attempt to 'bring the
character to life'.

"But what about the character of Ben.
1t 1s a complex part. Peter and Frank
are completely wrong. Sammy's close.
But he's a real dropkick, and will

only ham 1t up. I need someone who
will do it properly. 1 need a real
actorl”

You have nothing to lose by consulting the
yellow pages and ringing acting agents. Because
you cannot afford to pay for their services, most
will not be very helpful. Others, however, will
listen to your character breakdowns over the

phone and give you names and phonenumbers right
there and then.

roung actors need experience and a showreel.
You can provide these. Older actors are more
difficult to entice,but if you present yourself
well and they see quality in the script (and
they have the time), they may agree to do this
unpaild work.

Whoever you finally get, be generous wlth
them. Provide much; petrol money, meals, and
try to meet any other expenses that they come up
against while working on your project. 1ry to
work your way around their timetable as well as
yours. No doubt they have jobs, school, family,
and other commitments, so thelir time with you
1s precious. Don't waste it by calling them 1n
two hours early so that they sit there watching
the lights being set up. Be productve with them.
They have come to act! Among the 346 worries
and distractions plaguing you during pre-/product
-10on don't forget your obligations to these
people.

So now you have made contact with a'legitimate’

actor. They have acted 1n soaples/commercials/
fringe theatre/educational videos etc...They have
taken singing and dancing lessons. They have
directed a one act play. They have a resume with
a smiling portrait of themselves attached. On
first meeting they seem courteous and keen. You
know little abo ut them and they about you.

They have unanswered guestions:

“1s he from Swinburne? 1Is this film
going to part of some course or job?

What does he mean by Super B? Has he
' .

e i o & e e — 2

me see them. Why 1s he spending so
much of his own money on this caper?
Does he one day want to make real
fiilms and become famous? Where will
this current film be screened? Will
it be screened?”

—

Speak about yourself openly and honestly. Don
shy away from boasting about true achievements.
By the same token, don't hide your doubts. For me
hiding behind the pose of director (that yvou adopt
to cope with the experience) closes the door to
so much. Soon, 1n the rehearsals, both of you will
be exploring the gooy, mysterious, contradictory,
terrifying stuff that flows through human beings.
You may as well let down your guard right away.

A concern over the quality of the film as a
whole necessitates a concern over each major
element of the film. Hence a concern over the
gquality of the performances, and hence time and
effort devoted to rehearsals. (Let me point out,
though, that you can feed the bloke down the
street his lines a minute before shooting and he
may come up with something brilliant on screen.

THOROUGH PREPARATION . sK1LL + TALENT = GOOD
ACTING. Heware, this 1s a tormula, and Lthe only
rule in art is that there are no frmulas i

i

SuUccess. YOu define your success and vou must

contraive the means to obtain 1t.) Nevertheless
. LI g i

1 you wish to lean on tradition, vou can rely

on rehearsals as a means of fusing the filmic
1dea and your actors potentials.

Rehearsals,when imaginatively and intelliqently
used, can achieve a hell of a lot. Games huifj y
relax cast members and familiarize them with each

other. Improvisations force the actor's mind to
Z€ro 1n on any given subject or circumstance,
and can often reveal the birth of cliche. Swapp-

1ng roles during readings can lead to a deeper
understanding and interaction between actors and
may result in more dynamic ensemble acting.
Huqn:ng through the same scene while stressing
different emotions and motivations each time can
help an actor to appreciate the subtextual layers.

All these methods are at the director's disposeal
to use and swap. And swap you should. Just as a
farmer rotates his crops. Keep moving in that
Crazy dance between actor, text, and director
whereby you provoke, encourage, disrupt, step
back, until the actor is awakened to the part. -

Good luck!




1T HE SIUPER-—-S B EEST I XZAE,

The super-8 festival was the usual mi1lxed bag.

Alot of unnecessarily violent films. Did the selection committee
really pick them to show the broad cross-section of super-8 activity?
Or are the members of the selection commilittee just a bunch of

closet psychopaths who gave these excessively violent films blood-
curdling yells of approval?

The Shack by Mark Savage was the most savage film. An unwanted

baby 1s dumped at the beach in an abandoned old shack on top of
a cliff. The words "18 years later" appear on the screen and
the audience sees the baby suddenly grown up, in sack cloth fending

for itself. Anyone who walks below the shack is murdered. The
film becomes more and more brutal as It goes on.

Surface Tension by Doug Mason from South Australia was an interesting

portrait film. It looked at subtle underwater effects and surface
reflections which I have not seen before.

Pause by Raffi Ghazarian was my favourite. Its a B/W rephotographed

film. Swirling grain, Portraits of Richard Tuohy, Raffi, Raffi's
parents and others. Very abso rbing.

Flashing Flesh and Bones, Part II by Maeve Woods was abit long.

Here interesting juxtapositions of foreground and background were
explored. Alot of it seemed to be out of focus though. The best
shot was a close-up pan of a flying seagull with people on the

beach in the blurred background. Another shot was what I thought
to be an interesting slippery-looking, dark-brown Henry Moore sculpture;
as the camera zoomed out, I realized that the 1mage was of friendly

neighbourhood dog plops. The film includes a James Bond cat with
steel choppers!!

o B I

I

went to two and a half sessions out of five.

missed films like A Distant Relation, Sucked, and The Cuttock-Heads .
noticed that Mark Freeman trimed his film Sucked by 8 min.
don't think this was necessary. Wwhen I saw Sucked at the Cinematheque

last year it looked fantastic!! T hope the'haircut hasn't spoilt
the film.

I attended the Sunday afternoon film-makers forum: "Super-8 Film-
Making 1n the 1990's”at the RMIT function room. I arrived abit
late and the room was so packed that I couldn't find a seat.

Alot of young people (students/optic youth) were there. They
asked alot of questions and seemed very interested in Super-8.

The panel members - Simon Cooper., Marie Raven and Richard Tuohy
were all very articulate. Bill M. chaired it like a pro. The
workshops look very promising!!!

NICK OSTROVSKIS 3 September 1990




LAST OPEN SCREENING

il Lne lasl

i the Ltilms of Simon LCoaper.
Trouble in Paradise [ 1985, 20 mins)
The Bi1qg Parade { 1YB6, O mins)

Luto-Portralit (1987, 15 mins)

I F2lked With a Zomolirc { 1Y87., 1Z mins )

s-adow of a Doubt (1988, B maius|)

Like This For Years (198l, 13 mins)

rhere were only a few films brought LN to
+he actual Open Screening, no doubt Decau
avervone had their stuff in the fest ival:
End of Beast - Going Cheap DY Jullian
Dignity by Charles Jameson
Bugs Bunny Rides Again brought 1i1n OY
lan Popplins
Photos
- -
L y
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ccreening there was a 1"elrosped

NEXT OPEN SCREENING
Ty y ¥ ey i Taslal =B i ]
[uesday, September 2141

Glasshouse Function Room
RMIT, Swanston St. City.

AL 1230 pEmes -

OPEN SCREENING

For this month, the whole evening
devoted to an Upen Screening.
People

were rejected by the Super-»o

rime to show that tilm!

means 34 of the 76 f1lms submli

bring their tilm along (we
innounce tfat the fi1lm was

o 've qgot nerhing f--om

hasn't been screened, DLDLINY
your friends, tell your friends
it's OPEN to people, tOo anyone.

I From 7:30 ti1ll 10: 30 lotsé
sSe

Dahl -

=n Danl

Contact Number: Bill Mousoulis 429 9847

This newsletter is published monthly by the Melbourne Super 8 Film Group.
Contributions are welcome (deadline 4th Monday of each month).
Membership of the group $15 ($10 concession) annually.

If undehverable return to:

Melbourne Super 8 Film Group
PO Box 1150

Richmond North

Victoria 3121
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will be

Wwhich means 1t's
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of course,
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