Issue 53 November 1 9¢

ight

P
-
v
Q.
=

Y

AN
S
"
O
S
~
N
0
e
Q
=
=
A
Q
S
Sy
S
Q
!
ey
Q
=
Q
K3
L]
Y
Q
A
Q
et
it
Q
9
2
Q
Z




EDITORIAL

Greetings optic auteurs and div-
ergent proffessionals! 1 have had
quite a time trying to cram all
these contributions between tne
covers. READER RESPONSE has been
most ent..usiastic and is impelllng
not only a wide level of diliscuss-
ion and cross-fertilisation within
the film group, but is also entr-
enching our position as Melbour-
ne's most magnetic and exciting
dmm film makers and screeners.

NEW MEMBERS will also find the
FILM WORKSHOPS an invaluable
course in which to school that
precocious child- the New Film.

It seems that no sooner does a
vaguely interested auteur join the
sroup, than he/she feels a film
we'lling to the surface. Not-so-
new members will also benefit from
honing skills and solving persis-
tent bugbears.

On the topic of MEMBERSHIP-

I have noticed a disparity of
WOMEN in the group which can only
limit the perspectives that the

diopter can bring.DON'T BE SHY!
Ensure the patriachal power com-
plex remains a stranger within

the Glasshouse's doors. You don':
have t2 stoerm the ecitadel, just
come and JOIN.

ey

: Danko in his recent article
(see pll ) notes that, "The debate
in the newsletter seems to centre
around the correct translation/
interpretation of Super 8". My
PURPOSE has

not been to impose
my own aesthetic or use the news-
letter as a vehicle for hidden

agendas. 1 seek to:

(1) mzke the newsletter as excit-
ing, divers, interesting and in-
formative as possible;

(2) help light the fires of filmic
inspiration and encourage a wider
audience for new films;

(3) encourage networking between
S8 and related groups such as

Publie TV, MIMA, other Film Groups,

aitcrs, sound proffessionals,
etc;

LS ensure the acelsisility and
materlal production of S8 film.
Apocalyptic propheits beware!

'nanks again to our prolific
CONTRIBUTORS. Also I remind the

Dear Reader that B&W GCRAPHICS
AND LAYOUIT A_SISTANCE would oe
g-eatly appreciated.

CORERTEHT !

As Steve Ball has not yet ret-
urned from lands afar, the "Syd-
ney Super 8 Scene" article will
appear next montn.

Prospective contributors are
also invited to take their work
and ideas to the Open Screening
so we can discuss them directly.

B Mousoulis, "More Shooting than
' GoadPE LS ML . cie i b ae e 3
M Zenner, Programme Notes,

PR SR A R IR P e o e SR R 8 e s 4
Techfirea . @G & Bone 2na e e ae e as - 4
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Sehtal 1 8e8dMe v e e BINER. . s i . 5
J- Pigrataro, "0ne Fish, Twe Fish,
Red fiah, Blue EFEsh®.: o usgens 8
B. Meousculis., "Cafe NaotesV. s.i e 9
J Dahl, "Opportunity Knocks:
Fublic TV apd Superd." Papt 1..10
M Zenner, "Whose Text?", Way of
Seaing Peatiupre, Na.t.icooes davn 11
T Danko, "Who Owns Super 8 ?"
MR NG 2 0w N e e e ol g T 12
J Dahl, "On the Possesion of

gl EBadea™ WOSE (NaL B o s ol eiaels s 14
M Zenner, "CU: The Face in the
Phenomenology of Film
Perception', Part @ne.....s ke 18
S8 Probhlems Solved!.uidh s 19
WORKSHEE DERRARESE - cavan #aeie vvie + (

COVER- MZ.

_ "Which has
the most relevance for film crit-
l1clsm- academic analysis or
subjective impressionism?"

remains with the writ-
er/photographer/ filmmaker unless
otherwise indicated. Other publ-
ications may reprint teXtU, PnotoOS
stills or graphics contained
herein, on the condition tnat the
M30 iiewsletter and/or tne contr-
ibutecr is acknowledged.
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2L the Canon camera to the group. Dawn Brown

~écturea 1n Communications in RMIT, and died
recentctily.

Tel Also tnanks to Brendan T. Murray tor arranging
ch."'l"';'i the donation of some lights to the group trom
i~ ) A dctor Michael Pate. Hopefully we'lil have

them in working order soon. Check with Bill
on the progress of that 1f you need them soon.

Cornelius Music Productions

57. Waratah St.. Oakleigh Sth.. 3167.
MORE SHOOTING TIHAN IN GOODFELLAS

A short note from admin. headquarters,

Composer by Bill Mousoulis.

Dale Cornelius

| & = - OfffeasioonaAa . o Y=

Déal'ﬁ e f P!HL]II ?LJT'IHTG“+1 S Firstly, I want to look back a bit.
Ssel a4, LSl ldii WiliehR alvers exp- The Super-8 Group was formed in November
'  an oo : i L : o s ' 1985, making 1t now exactly 5 years old. Having

et ln sound production. He been there from the very startT it feels

nas h.s 00 sSstudlo and also has somewhat strange to me overall. Wwhen I took
s il RN e ; " over the running of the RMIT Super-8 Club 1in
R e - usic Effects Studios July '85, all I wanted to do was set up regular
in South Yarrna (monthly, not whenever-we're-organized) Open

e . . . i Sl _ : § et Screenings and a monthly newsletter. It was

iy ~sUPrZ0sSe 1S Lo combline wilitlh all natural and exciting. But, although there

otLers 1n a creative environment was an active committee then (of which Matthew
; — = ' : = _ Rees stilil]l remains), even as late as August 1986
wnere 1 don't have the restrict- I had to organize things on my own. You're not

going to believe this, but not only was the
inaugural Super-8 festival solely funded by me,

rons "ar re Tilm & TV indgstry.

1 am c ffﬂEI“lfig; my sServices and the committee wouldn't let me put the Super-B
Lo e e ~ | = . Group's name to it, because they felt the

abilities free of -BaERe PHOV L= festfval would be a failure.

ded that the people involved with The rest 1s history: since that first

_ & d ’ -~ o i .- i i : : festival the Super-8 Group has had a visible

me are proffessional in attitude presence in the Australian independent film

and approacn®®. .. community. (Of course, a lot of people knowing
Siecid : = - us doesn't mean they actually like us. For
Experience S film makers are many, we are a "club®” or "just Super-8" or

invited tc contact Dale at the "experimental film-makers". And still others

praise, but 1t 1s a lip-service.)
above number. I feel strange when [ hear people talking

about "the Super-8 Group®™ on the radio or
wherever, as 1f 1t's some kind of established
institution. I find that funny: what, these

casual screenings we have? The profile of this
year's festival (mentioned on TV, in newspapers,
etc.) struck me somewhat (my response being
neither positive or negative.)

I thought I was going to quit the Super-8
Group Jjust now, at the end of this year - the
administration position, but also go oft the

! I 1 i i LR ] - | - | bl L . - ] O A ] ®
All 1ltems are lor borrowing ommittee. My reasoning: [ wanted my lif (O}

mysell. Rather than organize screenings, etc.
for other film-makers, I wanted toc concentrate
on my own work, to be a tully-tledged "artist”,
to be free. For those of you who don't Kknow,
['ve made a few short films on lémm, not Jjust
the many on Super-8, and am now working on my
first feature, which the AFC are positive and
encouraqging about. I could spend the whole of
my time from now on jJust on that. But, as
Springsteen once said, "l want it alll”

UNniess Nerwlise statod.

L0 D Dooked with Uirldld

BRAUN LI .0 6UBU sound camera (215 per dav
sharp lens: 1ntervalometer: wide angle

lens; crystal sync pulse; various speeds.
We're going to try to set up an office tor

the Super-8 Group next year, whicnh will be qoos
BRAUN NIZO 6080 sound camera [515 s r d 1f, for example, my feature goes 1into production
{ 9 1o av :
. i w 3 » > glse To administeéer Lol
shar - . i R - it will allow someone e

lens; crystal sync pulse; various speeds. to "open up” the Group in this way - hopefully
SANKYO sound camera it'l]l make it more communal.
Dasic sound camera, 18 or 24 fps. Anyway, I think this 1s a roundaboult way Ol
o ' me saying "“Hey, this group's FOR REAL." What's
DAWN BROWN MEMORIAL CAMERA: qu;ng'un out there? Are people making films
CANON 814 silent camera or what? We had a number o©of entries, a record
excellent camera, but silent number actually, for the festival, but the last
. two Open Screenings have been noticeably bare.
HERG ST-180_projecise SUSN e St nlieaay pcnt1l?ed in for the next screening
FWIN-TEAGK. SE8iE, but solid, machine. are a few new films - 3 a.m. by Mark Zenner,

Astral Plane by Jenny Pignataro, and my return
to film-making after being in the self-imposed

exile land of existential angst for sSix months,
Ssall tripod sex/dialogue/empathy: 38. Hopefully all of
rhese will be edited in time.

MILLER Junior tripod
currently without pan handle

screen . _
But what about others? Pardon me tor
Z editor/viewers mentioning names. What happened to the Thunder
: Can Man, Nick? He was going to bring something
< WURKER splicing machines to the last screening. Give him a nudge,

Nick boy! And what about the film you did
WURKER splicing tapes. 50 per pack, $6 per pace. @ together David and James? Francoi:s, have you

re-done your splices yet? Damien: don't just

talk about that little film - tinish 1t. And

»




Harry - why don't you show one of those Z50
reels vou've shot? Richard: still experiencing
film-maker's block? And Anna, you with your
keenness that reminded me of, well, me. Shot
anything yet? Ah, a8 question to be posed.

One only lives once, and Super-8 spells
ACTION. No walting around for grants to come
through!

For those of you just starting off, or with
the desire to make a film but not the inclin-
ation, inspiration, or skill, take note of the
workshop we're offering this month. Matthew
will be conducting it (spread over wo days}.
with help from Jenny. Doing a simple workshop
like this in 1983 is the only film training
1 myself have ever had, and, as 1 sa{d, 1'm now
(hopefully) about to make a feature film.

People should ring me if they've got any
questions on anything, 1f they need i1nformation
or help. 1'11 do the best 1 can.

Thanks to those several people who renewed
their memberships this past month. I've found
some time to send out renewal notices to a
number of other people. Please do the raight
thing! Looking at the books, we're not exactly
under budget, so please help. (IT 21s things
like lé6-page newsletters that make us spend
money . )

Finally, if you've changed address, please
inform me, as 1'm not clairvoyant.

Cheers. o

JPEN SCREENING FEATURE:

Programme Notes for "3 A.M."

film by M Zenner, 35 mins,
colour.

Strangers, companions in deep
nightmare, they panrs in dark-
negs, circle each other, make
futile attempts At contact,
building Kwai-river bridges
of word-dust destined to
droo silently, and unseen.
Solitary to their very
rootse and unable to ad-
mit it, they glance,
murmuring phrases
never to be sung,
celebrated or gquo-
ted. You can't quo-
te nothing, or eing
it even.
Erect, upright, aspiring,
pointing force-lines to
blue eternity and a place
in the sun — the honest po-
lity of citizens in the spot-
light of church and state, like
moths who get burned and think that
compromigse is "growth". The greenest
lawne — for the wettest worms: their
home and camouflage.
Narrative situation and pattern
react on each other; by assoc-
iation, a meaning grows, an em-
otional significance that Trev-
erberates in the compositional
formation, the recurring 2 or
3-shot segquence, the color,
etc., The form, accumulating
meaning to the point of ar-
ousing it all by itself, B0
takes on the character of a
aymbol. The longer the film,
the more certain this ie to
be the case.
An exact, preciselv-fulfillable
intention beforehand is useless:
there would be nothi to create,
But then why bﬂ{EErG what would a&n
aim, a goal be, that was & foregone
conclusion, already attained? Answer:
paralysis. Such a goal is actually un-
fulfillable, gsince there is no space be-
tween it and yourself.
It is always the divergences from an
original idea that have some life in
them and provide the resl creative,
i.e. cinematic interest in a work:
the embodied work ie onlv recogni-

zAable AR different to 1ita initisl

idea, From it, I begin; at it, I
do not Aarrive. "3 A.M." was not
aomethine to be arrived at. Nor

should it be. Evervwhere and in
any season, 3 A.M. ie dark; the
"white nights" of polar latit-
udes bypases it completely. To
all, in all languages, it says
"darkness"”.
"3 A.M.™ The letters "A.M." stand
for "ante-meridian™. Ante means "be-
fore"™ or "“preceding”" the meridian point
in 2 given time-zone., The figure 3 shows
that the zone's longtitudinal center is
0900 hours away from axial alignment, or
a distantial minimum, to the sun. And 1500
hours past the previous such alignment. But
this is not the only meaning of A.M.
When the M is written as an upside-down W
alongside the A, three gothic steeples
are outlined — hence 3 A.M. (a point
not without significance for those
familiar with Melbourne's skyline
at its northern and eastern van-
tages).
The third (3 again!) and least im-
portant meaning ofr "3 A.M." is its
gsignificance as the title of my lat-
est film — in which, however, steeples
do play a minor role; and the designated
time, a major one. A good part of "3 A.M."
is dark, with rich, deep, alert shadows, tin-
“fed and tainted with the spectrality of what
they shroud: people who cannot bear to see
themselves (or be seen, same thing) in full
daylight. Does i1t have psychology, depth,
a "soul"? Only to the extent that Ekta-
chrome has one., None but what vou pro-

vide, "'

TELHINILAL
Jan

From Peter West's column in M=2k-
ing Better Movies (UK), May 1986.

Silma Spares

Can vou tell me of anvone who mught be able to
supply me with a dnive belt for the old Silma
Somik 8 and/or unv other spares?

P. WILSON, Exeter.

Serviang of at least some of the older Silma
projectors has been taken over by Technical
Services A-V Ltd. of 2 Revere Dnve, Granby
Estate, Bletchley, Milton Keynes. Bucks. (Tel.
0908-73366) and | hope that they may be able
to supply you with the dnve belt for the Sonik 8
projector, and other spares.

Should they be unable to help, you may find
that a large local Hi-Fi repawrer may have a
suitable belt from spares suppled for vanious
tape or casselle recorders — take the original
one with you when enquinng. (This assumes
that the old belt 1s a reasonably plain,
elasucated type and not a toothed or specal
vee belt).

Re-Chargeable Batteries

Would you tell me 1f 1t 1s in order to use
re-chargeable battenes in a cine camera? Mine
happens to be an Elmo 612SXL., but | take u the
same rule would apply for any make.

P.G. MARTIN, Princes Risborough,
Bucks.

Yes, it should be quite in order to use
re-chargeable battenes (nickel-cadmum type)
N cine cameras such as yours.

In fact they are most suitable for such high
current applicauons. While the terrmunal off-load
voltage is lower (at 1.2-1.25V) then
manganese or zinc-carbon types (1.5V), the
ni-cads have a much lower mternal resistance,
and so when loaded with the heavy currents
typically drawn by cine cameras (some 400-600




mA ) the actual working voltage is near-enough
the same. And wath such hugh currents drawn 118 ITI 1INADDR Sl T < : ¥
from the K20 cells the ru~caiiz: will soon show a FHOUGHTS UNDREAHED by Julian Jahl
saving mn cost over Mn1500s, even when
counung in the cost of a charger, If vou are a
reasonably active film maker.

There are only two small problems: the
capacity of a ni-cad 1s onlv about half of that of a

10 press a page with thoughts undreamed

manganese-alkaline cell of the same size when neaa to arm, a gulf beyond
used in such applbcauons as these, so vou may
need two sets f vou want to do a lot of ﬁjfnmg *1TOom shodJdt - .
‘ | £ : lng shadows, a iragment
since thev will only last hall as long (one.can ; GRER gleaned
charge while the other is in use). Furthermore, A place to hide and yet be seen.

ni-cads tend to self-discharge durinyg storage,
so should be brought up to full charge every
month or two if you may want to use them
suddenly without warmung. or else charged up ;
before shooung (i you have enough warmng (o Or the snooter's eye, flickxering cut
allow you 1o do thus overmught, say). The latter
1s a better opuon, really, since many makers
adwise against charging party run-down cells —
they should be fullvy discharged (1o about

1.0V /cell) nrst. otherwise they may not take a
rull charge arnter a few cycles (the so-called
memnrv efiect). Other makers dispute tus.

vpicing life 1n mind-sized hunks
Through periscope to the desert scream

A space to soar with God and machine.

Post-Edit Striping

| have alwavs used Agra 40 Plus film with great
satsfactum. However, now that they have
stopped making u, I am going 1o use therr 40
silent film and have the film stnped atter editing.
What | would like to know 1s this: will
post-edit straping adhere satisiactorily over the
sterco tape splices that | use, and 1s 1t posswbie
that the sound quality rught be better ounng Lo the

A race to bridge the void with seeing. °
fact that the stnping will be applied contimuously
over the splices, thus hopefully preventing the

V O
shight "bumps’ at splices which ['ve suffered from EJ :I [: :] I:/’] jm Q~
in the ’

F:nﬁi could you recommend a firm that do !B\ﬂ E ._/z%:.\._ J Wg;(: :' Elflj ] EQB?S ({ O

very high quality sound striping? Although my

Chronlclers, digesters, reality confecters
Lust to make the ubiquitous flinch

rrom atoms life of distant being

h‘dgfﬁhgwmbcﬁaw,fdm@ikhmmpayﬂ The Film Maker's Forum wais nheld at the Classhouse on S
‘s i U - T Lia3sllOUSe ON oep.cs
bnt more for lop quality sound. d% p8ri ol the restival. The committed and vaguelv interested ,r.,...
JOHN A. UPSTONE, London SW208AQ. invited to listen and discuss the %iexs and experiences of three
1w 21i1d EapPElIENcCe: i L e e

1
If you apply your stereo splice patches = --"1-'-‘*'.-"-"' .:H':Ll,_-t_'_ slmon wooper, Richard Touhy and Marie
properly, there should be no problem in stiping érearter oL, T and MC
the film after editing. After all, they leave the , = '"T’f M venue was packed with over sixty interested aucwe
track area clear so that the stnpe can adhere to g b2 uieide b Lvely dis i DO Lt uper-8 Fi in bF
the film base. However, if you misplace them St i elow 1s an edi x .he proceeding: Wwill
then you could find one of the stripes (probably wcrlallsed Jo luture issues. o e S g
the narrower balance one) attempung to kift FRUDLENMS, FPRUBLEMS...
away as the film 1s run, since it cannot be | g ey R 3
bonded to the polyester patch. So be careful 2 - ik al dre some Ol
with your sphang’ the limitations of S6?
In most projectors there should be less of a ) :
tendency for a dropout to occur if you stripe ' i o R R L s
over a splice for the reason you mention. But it at'r unding (the film) yourself...
does rather depend on the projector — the film ; (R
tends to ‘hunge’ at the tape splice and thus can NS EROS QUNAIoUR: ORGs LiEQ SHE BPSICESs
upsel 1ts passage as the sphce approaches the sveryone knows about the 18 fram ound
head on some machunes, and give either a , ) i
’ ' : del ” ut more complex problems and
bump’ or some wow. One cannot generalise.
Since you are not trying to match pre-strniped problems that I'ma starting t ind a lot
film (whuch 1s always paste stmped) | think you .. ——— - e N .
will be satisfied with the larmunated stripe o etttk - : shahk:
applied by Cresta Electromucs. for instance. logy itself super-58 film obviously
Paste striping 1s carmed out by Magneuc Film ol o
Services and this matches level better to ;
pre-stniped film, but in general 1s less flat and associated with narrativi : ]
noisier than lamunated. oy 1 Sone A e " >
tain your exposure 1r ' r impos -
"There's only two LraksS 1A auper=u ¥ - ple bu 1L gdilficul You can' pri
can do simple things but nol really com- 8
plex things” around It at all. ihe Sound B VE 2T you
super-8 sound is recorded on a -.h:uz';i.' -0 fro= close up to wijer shots. Ir a
stripe composed ol a main satripe for l1ve ~
sound and a balance stripe for music or scene you may have to move Lhe micr~-
el'trects. Thne limitations of two=-trak sound S R St e Sl
can be eluded by posSt-producing sound ' e et 5 =y
througn a mixer and recording 2NLTLO Che recordllii; ontlo }'i}'uf' .,"...'f sound :_.'-.1.!"‘ by -
balance stripe through the projectior.,
Cenerally. post-produced sound can be of iously wnen you intercul Lho LW 10t
a higher quality snd complexitif done rhat's Foi1ng Lo create some gproblex

WwlLlN Care
]
[ i il = 0 r s i = s .y F Y o . = -3 -
| ' I|-I" 1 - \.-: = ¥ [ q c :.'l" L-rln_l i L A & "!'1 = = rEﬂ -
i\ gt 1=/ S S QO n -_l- I O I L} = I




You can do simple things bul nolt reéallj
complex things. Kot things that have O
be synchronised at all. Simple ThIRgSs

would be the laving down of an aptnos-

phere or music...0Once you gel 10O putling
down a lot of sounds that have Lo be 1n
synch you have to rock the [i1lm ton murs

through the projector and this
gives you

too many scratches. And also when you do
record sound on the projector, once You
turn of°f you get this 'squelch' on the
trak...Another one is to do with focus.
Its not easy to focus with a S8 camera.
The problem with the optical system 1S

the area image focussing system

What that means basically 1s that, you hav
a split-image in the view=-finder to

focus things with which is gquite good but
its a little bit hit and miss. And playing
with things lilte depth-of-field; s3ay,

in some sort of t+o hrot if ycu want one

Ly

~erson in focus and znother not in focus.
These are tnings that we have very little
control over and its very difficult for
us to pred.ct what these things are

going to be like. By aerial image- 1t mean
means -ha' the image you see 1n the view-
finder isn't antuclly falling on & piece
of ground #lass like cn other formats
like 16 or 35am. But its just floating 1in
the air. Tke reason a problem arise:= 18
ecause your eye can shift the level at
which it focuses at. There's no lock-
down plane. 50 you tend to have L0 shootl
things twice. Say, first, I'd like to do
it like this. Then shoot it a bit wider so
you have less problems with focus...

BHM: Like what happens is that, you know,
because its a narrative [:1lm, everytimec
you see a littlelglitch'or zomething
you'"e reminded that its a rilm. The fact
that someone has done it and put 1t LOg-
ether. wWwhereas when you're watchZng <
mainstream film it Jjust goes along smooth-
ly and fluently. Oue other question I
want to askKk you 1in regards to this 1s to
do with the acting. wWhenever you have
actor. in 58, I don't know whether its
because cf the image. Like it always
seems LO come accross through a vacuum.
Like 1t doesn't seem actual.

1: Yeah. I Think that's got a lot te do
with the s«ills of the director. 1 would-

n't blame the medium for that. HBut these 2

are things that have to be learnt...

Bi4: Because in your film (Love Life)

for me, a few of the actors are€ really

goold and the rest aren't. Which means
because you're making it on 58 and every-
one's donating their time- Richard just
didn't have enough time to do rehear-
sals and all that so it was Jjust kind of
left up to the actors.

RT: With a narrative on 38, the film

=

aker, the director, is really the only
person that seems to stay with the prod-
uction from start to finish. Other pecCp-
e tend to come &and go a bit. That's
really a lot of weight to carry. Ihere’'s
not one other person that is going to De
there everyday except the film maker...
4C: Actually 1 worked as a sound record-
ist in cne uof Chris Windmill's films

and he gave us a really official docum-

that each of us had 1/56th

[
-
i [
48]
[
F

sare in case the film made a auge
Frﬁf?t-
RT: I think that's a good 1dea because

it ives the ¢resd some obligation LoOow-

oa

ards you apart from just friendship.

MC: I think most of us Just laughed,
actually...

OPEN FORUM

Eﬂf At this point 1'd like to throw it
cpen to the audience. If you've got any
particular comments or questions about Lhe
stuff we have been discussing, because |
know for procably a lot of you, you may bDe
interested in doing 38 film making bec-
ause its the eusiest and most accesible.
So for a lot of you, these three (SC, RT,

MC) are probably more advanced than

wh2re you are now...We're here now to give

you any information about S8.

Julian Dahl (JD): This is a general
question tu any of the three tnat feel

like r=sponding. For what ideas or modes of
expression do you think S8 is most appro-
priate? Does it lend itself towards a
certain filmic 2ttituce®...

MC: The home movie one is one that has

been said for many years- S8 started out

as home movies and maybe it has some kind -~
o¢ inkerent relation to that kind of mode
of operaticn. I find myselfl drawn LO thai..
JD: Is it limited by the sort of stigzma

B il

of home movies or revelatory, personal

—»
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experimenta

A major survey of experimental film and video art to be held
in Melbourne from November 20th - December 3rd, 1990

odern Image FMakers Association Inc (MIMA) ‘s bi-ennial multi-medid
evenl, LXPLRIMENTA, represents the most comprehensive and exciting
prodram ol experimentdl film and video art yet seen in Auslralia.

Hiahlhights of the dynamic 2-week event include works by Australian

il and video artisls MELANIE EL IR, GABRIELLE FIMVANE, TED

( NLESS . ROBFRT MERY, and a PAUL WINKLER retrospective

Amona prominent performance artists are S7TELARC, WILLIANT YANG,

lhe 7INOALLS and SHELLEY LAS/ICA

The cinema section, for example, takes in various forms of experimental
narrative involving themes such as sexual politics, popular culture, geath
and violence. Other areas cover new approaches to documentary, recent
'rends in animation, as well as one program which deals with those
{imakers who are preoccupied with structure and form. Several established
names 1n Australian experimental cinema, such as the Cantrills, Michael
Buckley, and John Nixon, will feature new work. Emerging film makers such
as Virginia Hilyard, Chris Windmill, Robert Nery and |1ana Shulman also
make a strong contribution. Among the highlights from overseas are 2
programs presented by french filmaker Christian Lebrat; the first a survey
of 'Recent French avant garde', and the second an historical screening of
films from the ‘Lettrist’ movement, none of which have been exhibited
before in this country. Leading British video artist, Tina Keane will present
her DIVER'S SERIES and curate INSIDE THE BOX, a program which takes a
critical look at ‘New attitudes to British television’, illustrated Dy
examples of Channel 4's one-minute ‘intervention’ videos. Most of the
cinema section will be screened at the State Film Theatre.
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Christian Lebrat will deliver a keynote address at The Australian Centre for

special events include a program of Canadian experimental film, curated
Contemporary Art on "LETTRISM - the unknown avant garde.’

and presented by Ellie Epp, at the Alliance Francalse. French fiimaker
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ONE FTSH TWO FISH
ReD FISH BLUE FISH

A dedication to Dr Seuss, Dada and the Joy of creative play.

People don't understand it, some argue it's an bbscene obsession, even a
perverse ferish but whether alone, on holiday, hapoy o: depressed, hungover,
tired ot broke, hail, tain, blue skies above, in the carc, on the train or even
in the bath, I have to look through my little Cannon, select the world T wanr

O see and shoor.

That's not the end of it, omly the begining.

Looking through the viewfinder, foolin' 'round with the focus - listening to

the winding of the film - I'm los* for words exceot one. LURVE!

The anticipation of waiting for the precious yellow and red package from rhe Lab.
getring it to the editor viewer for an excired bur clandestine peak, falling
stralgit back into the magical world initially selected, well to quote Bill...

'it's love, maybe not the sticky messy, complicated kind, but nonetheless, LOVE'.
The relationship endures eternal hurdles such as-

~ the waiting, just waiting for the return of film
tom the clutches of Kodak
~ when Kodak manages, without much effort it seems ae)
consistently leave blue tram lines down the film
~ tunning out of splicing tape and sanity
* getting really muddled in the middle of editing
* jamming film in carnivorous or Shonky HAM and EGGS

(Hanimex) projectors

* synchronising sound with pictuse

Despite the obvious hassles, maybe the relationship is made more enduring because
of them. Yet for all the apparent "hitches" who can deny the parental pleasure of
reliving every memorable, magical, Super 8 movie moment when seeing the "offspring'.

Jenny pignataro
Cctober, 1990. @




The Journals of a Film-maker

by Bill Mousoulils

Presented here are some notes [ took in
various coffeeshops around town during the

latter part of October. I find that my thoughts

these days are scattered, ephemeral even. And
when meaning inevitably does arise from accum-

ulation, and clarity from repetition, everything

is still in flux, magically changing at every
moment. That 1s the curse of the adventurer.

I hope these journals are not driven Dy
solipsistic fancy. As much as I uphold subj-
ectivity, I still believe that we are all the
same (with just different hereditary and en-
vironmental traits, and maybe different ‘free
will' capacities), but, more importantly, I
believe we are all in this (life) together. I
will never forget Springsteen's words: "Nobody
wins unless everybody wins.” That 1is a guiding
light and a shining example.

OCTOBER 16, Hollywood Palace, Richmond:

Is saying "everyone has thelr reasons’
perhaps too charitable a view Ol people and
thelir actions? An ugly, all-encompassing
justification? And 15 1t misanthropic to cast
a sceptical, critical eye on people? With whom
or what does responsibilty lie!?

These are questions avoided like the plague
in the current general climate of unmercitul
subordination and indifference. The oOpposite
of responsibility 1s not irresponsibility as
such, but a fluid, tempting solace-impulse.
The shallowness of modern living 1s evinced
by its focus on instant gratificataion, which
is constantly fuelled by the production of
cultural artefacts and positions. New Agelism
has even made selif-examination a process LO be
consumed (the ironically-titled "Self-help”
booOKS . )

A bankruptcy of ideas feeds an every-man-
for-himself attitude and vice-versa. "No-one
cares, why should I?7® If a silly term 'Post-
Modernism' can define the 80's, cannot another
silly term 'Re-Innocence' define the 90's?
if we all hope for something, it will not
materialize; 1f we see it, it will. To be a
slave to the superficial pleasure-impulse 1S
like chasing one's tail. Everyone has their
reasons, torturers too, but we need to examine
those reasons ...

But it is difficult looking inward; and rare.

It is not encouraged, and 1t 1s even knowingly
discouraged. Vested interests play a big part.
For example, imagine if film culture revolved
around people making and showing Super-8 films
instead of attending big cinema complexes.

Yes, 1t's hard to i1magine. But that dream 1S
sublime, and the improbability oOf 1ts actual-
ization is no reason to give up on 1i1t. Or
maybe it is. Wwhatever, lel us éxamlne our
reasons, seriously, committedly, unendingly.

OCTOBER 18, Galleon, St.Kilda:

An artist has no home. Craig McGregor writes

that "to make our cities fit to live in for
everyone, we all have to become politicians

first and homebodies last.” He also writes that
"art is a social act.®” The problem with cinema,
and it is a substantial problem, 1s the emphasis

laid upon the marketable side of a film. Film-
makers tend to eventually either be co-opted
into a commercial way of thinking or they give
up. A third option 1is strength, composure,
diligence.

Art is enlivened by the pain of defeat.
Defeat can arise only from ambition, the am-

piltion Oof a glorious aream. Faln L1s 4 liumoLliliy
experience, the ultimate leveller - a slap in
the face to all positions of security. Beliefs
are subject to disintegration - that 1s the
cruel bugbear of faith. (The irony of life:
death.) But better to engage, mantully, 1in
this process of fragile truth, than give oneseltft,
dishonestly, to the pernicious parasite-machines
of oversimplified systems (of which capitalism
1S one.}

OCTOBER 20, Hollywood Palace, Richmond:

The distantial minimum between two points
of activity or energy Aas regards their har-
monious integration 1s in direct proportion
to the amount of love emanating from within
the points.

But what 1s lovel?

OCTOBER 22, Pellegrini's, City:

Can Australian cinema be saved. [Is 1t just
us here, them there? Leo Berkeley 15 a somewhat
heartening case. Hot on the heels ot Return
lHome and Nirvana St. Murder comes his own low-
pudget feature Holidays on the River Yarra.

It 1s these films that bridge "us® to "them.”
These films practically sutter an identitly
problem (am 1 a commercial fiilm. am Il an indep-
endent film?), and that can only be healthy.

Leo has also recently completed a short
film entitled Summer Was A Blur. The characters
are accurately drawn from life and theretore
exemplify 80's shallowness. That old dilemma:
does one criticize something in showing 1it?
(This is a fundamental philosophical problem. )
Anyway, this is one of the better shorts made
on lémm. in recent times. Leo's own love of
rhe cinema has been translated onto the screen,
in the Rohmer and Godard touches, but also 1in
rhe sense of adventure apparent within the film
overall - the spatial shifts, the conventional
put still peculiar use of music, and the
magnificent attempt to render characrters'

feelings.

OCTOBER 25, Galleon, St.Kilda:

Godard once said that “art attracts us Dy
what 1t reveals of our most secret self."
1f that is -the case, Super-8 1s the mosSt att-

ractive of film media. But Super-g 1s not
exempt from conventiocnalization (i.e within
the medium)., and that 1s where a canger lies.

Convention, by its nature, presupposes comp-
atibility between differing fOrIms and contents
(the delineation of which 1s made presently

for convenience). Thus there arises a delicate
contradiction: ‘'schools' of original, 1nnovative
activity. Even without the effecrive tautoloay
of the words "secret self”, that 1is clearly
illogical. (The attendant question of the
possibility of unigueness, and the expression

of this uniqueness, 1s up to the individual

to answer. )

OCTOBER 29, Franmklin, City:

Local Super-8 film-maker Jenny Fignataro
1s the embodiment of a pure, sublime creative
spirit at work. Three films 1n the space oOl
si1x months attest to that. 5he 1s neither a
careerist or an experimenter. She comes closest
to being a hobbyist, though her I1.ms effort-
lessly transcend home movie or homage genres.
She 1s expressing themes, to be sure, and her
i1lms conclusively demonstrate the particular
efficacy of Super-8: its accessibility. Those
who chide Jenny (and Sandy Munrc for that
matter) for technical ineptitude need examine
their sense of priority, and leave their 'Male
Orientation' (boys and their toys) far behind.
(Point: why 1is not the maker of Original Copy
so criticized?) Jenny loves what she does,
and we should love her for that.

Until we next meet.
“The unexamined life 1is not worth living.~
(Socrates. ) .
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YWay of Seeing Featurl

“WhoSe Text 2~

The question of who a text belongs to
bears on ownership, and on how "ownership"

is defined.

Ownerahip of a text is of 2 kinde: (1)
the holding of its copyright; (2) the mak-
ing of a text what it is, defining it as
the text 1t 1is,

Ownership of the 1st. kind loses any
significance once the copyright to a text
lapses and it comes into the public dom-
ain: this eventually happens to 211 texts.
Ownership of the 2nd. kind applies to texts
in general, whether under copyright or not:
obviously this is the ownership intended in
the question, since rl]1 texts will event-
ually make it relevant to them.

This ie already hinted 2t in the either/
Or paradigm suvplied with the guestion, to
which any answer must direct itself and ag-
ainet which it will be determined and judg-
ed: "the author or the readers". This or
that: it severely restricts the field of an

answer'e relevance, and therefore its form.

Who makes the text what it is, makes it
the text it 12?7 The guthor or the readera?
The answer will determine a definition of

"tﬂt"-

But wait — isn't a definition of "text"™

in the question alreadv mssumed? How can a

auestion with "text"” in it be nAsked if we
don't alreadv suppose a meaninr of this

word?

In fact 1t is perfectly clear how "text"”
is meant in the question: it is the text be-
rore it is read — the work of art as some-
thing available to be read/viewed/liestened to,
etc. A work in its finished state is assumed:
a completed structurine of some cultural form-
at, whether literary, filmic, musical etec.,
which can be completely read. It ie in an in-
terpretable state; it is signed. And this does

not by anv means refer to a brand-new work
just before it goes on sale, but to all works
28 existing graphematic structures: the inter-

pretable minus the interpretations.

"Text", in other words. is in some limbo
where it is not yet this text. Here 1t 1s as-
sumed that the minimal element of readability
— that which remsine unalterable in the struc-
ture and which structures our freedom of inter-
pretation — suffices to blanket the meaning of
"text".

But the guestion at the same time assumes

that this is not sufficient to define "text" —
as the use of "belongingz" or "ownership"™ to de-

#1

note a form of definition makes clear. If the

proprietorship of the author were in no doubt
wnatsoever, the guestion would not arise. In
fact, the cepacity of readers to give a text an
identity and a defined character is neither

negligible nor accidental.

Por "text" literally signifies an interweav-

ing of threads; originally, textile threads:

ite derivation from "textile" is well known.
The value "interweaving" was retained in the
definition of "text" — from the middle-ages
right up to the present day. "Text" is the
interweaving of the reader and the read; the
"text" is what occurs when a work is read.
Reeder Aand read are inseparably bound in the
word — otherwise there is no “"text". "Reader"
in turn interweaves with exposition, comment-
arv, elaboration, etc., which are in turnm
bound up with their culture and times, also
"readable" and "interpretable” to future cul-
tures Aand times — and so on. "Text"™ ias woven
into an entire network of socio-cultural and
historical threads. Every modern definition
of the word I have been able to find has

given it this wvalue.

The question of whether authors or readers
own a text is not merely redundant: it is
eenseless, since both are components of what
thev would own. The author's work and its
readers are parts of what a text is. A text
seen only by the author and locked away in 2
dark cabinet, only to be burnt, vears after
tne author's death when the cabinet is splin-
tered for firewood — that is not only not a

text: for all practical purposes it does not
exist at all.

Thie is the dustvy nhantasm encapsulated in
the question's "text". It may exist, undenia-
bly — but solely from the "signatory"'s
point of view, It will not eurvive that point

of view unless it is very lucky.

Does it make sense to ask whom the texts
of Shakespeare belong to? (Here some literary
historians cannot even agree on the 8lgna-
tory!)

To the question "who owns a text —

authors or readers?", we can reply: "Neither:!"

Or, if this doesn't satisfy the paradigm-
atic criteria of the guestion: "Text and

readers belong to each other — but only
when they are together, like most marriages.™

Text and marriage present the same struc-
tural picture to us, They belong to the same
order of inseparability as a matched-neg.'s
A and B rolls — which result in a married

print.

Mark C. Zenner,
8/10/90.




WHO OWNS SUPER-8 ?
or the struggle for the possession of an idea,

1. Agfa - Linda McCartney - Kodak - various
stockholders own the raw emulsion coated :
celluloid which thev sell to ﬂuﬂuurately;"
addicted filmmakers at a tidy profit.p%;

2b, The Super-8 film maker discusses her/his
ideas, pasaions, oersonal =anias with other
artists, recardleass of the percieved =meaninrs
of the work., This can be throusn personal
Ty contact or theoretical/critical writings.

" i And 0 the autesursa orivate ownershio is
2 transformed and transfered through several

- physical bodies into a oublic currency of
Zf” ideas, multiplying with other disciplines
b offspring to form hybrids.
e * g

2a, The Super-8 maniac, after ourchasing the
film stock, then transfers her/his ideas,
passions, personal manias to the film wvia:

a) the careful =manipulation of events that}

pass before the lv.'-r‘.u._"

b) the physical manipulation of raw image’

4

in the editing process.

) direct intervention (scarring/damacge)

. 0
to the celluloid surface. |} ’

-

Through these actions the film artist has
experienced the events surrounding <he filma
production, as well as acquiring knowledge of
internal processes that may not be obvious 1in
the final result, Ee/she now possesses the =most.
intimate meaning of the work produced.:

The auteur will "own" this knowledrge no
matter how consumate their skill in communicating
this possession t0 an audience. For a viewer 1DF' )
fully enter this personal meaning would require/-

a D.N,A. shredding technology as yet unavailable
to us, as this manner of interpretation residee
in the physical body and physical bias of the-

artist.,! ¥

r,
>» The technical anoaratus of film “arnu”t***ﬂ
Super-8. Emulsion, cameras, lenses, prnjucfara.‘
6Creena, the light waves themaelves, each of
these "know'" Super-8 in the most physical

sense, and thevy posaese that part of filams
total meaning. -

4b. The viewer will discuss his/her personal
interpretation of the work with other sembers
of the public, regardless of the f{lz=makers
intended meaning. 1s can be through personal
contact, or critical/theoretical writinogs,

And s0 the viewers private ownership is
« Lransfered and transformed through several

ua, The viewer, upon screening of the
labouriously sweated film plece, will now
possess the public =eaning of the work,
through their optic nerve and personal bias.s
It w11 become the viewers private
interpretation, his/her own intimate experience
of Super-8 fll=, This ownershin {a multiplied

by the number of individuals in the audience, physical bodies into a public domain
C' of 1id
a-chﬁritn their own subtle physical difference, multiplying with other -om=wunal arrnnrin; f;ﬂi
for the (ilmmaker to alter any of the form hybrids.

andiences understanding of the film after this
initial moment of poassession, no matter how
consumate the viewsrs skills in communication,
would recguire a rene-aplitting technology as.
yet unavailable to us, as this manner of
interoretation resides in the physical body
and the physical biams of the viewer.) - =

r&gqﬁg

( knowledge = possession = ownership )
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From this point of view. Man 1s never. for Kant. the pure subject of Ruight. The
naivery and the dogmausm of the humanists 1s that they want to base the nghts
of man on a determunate concept: namelv. on an Idea of Man defined as some
autonomous. ratonal (ctc.) personahiev. As if this enney “Man™ could lav the
foundanons for nght's ulnmate reterent. and thus establish — once and for all —
the norms of the just and the unjust. of the human and the inhuman. On the
contrary, we think that the dvnamic ot modernury tends to undermune these reference

’ ' b v » | (O 3 ] i ' -\ . -~ -I
SV ﬂcrm anda nurrrj.?_ DY €X pt:-smp. rn::T ”,r Eame ol r..n:!umi m:.lr:ll:-:rmm:m , I:r:‘r the 50 who owns Super-£2°2 Hhi.E eouation
nsk of contlict. of disagreement [le difffrend *] Thas prohibits snv deternunate SuDject is not a perfect r tat
— individual, class, nanon, or even empincal “humanuyv™ — trom claiming itsclf ol EDI‘EEEH:H lon of all
the vossible variations. Incomplete!

as the soveraign author or supremc referent of nght ®* The “Man™ withoutr name .

or quahues to which 1s destined the nghts of man. can onls poorly designare this This is only meant to map an ldea's

emprtv p]ac: of the Law, s unrcprrs.c‘nllhir excess, which invalidates 1n advance DEEEHEE‘ and trans fnrmatimn, its

the arrogance of a great Lawgiver oo Exmitis: Lot ook Riettihs transition into the public domain
(the Super-8 Newsletter).

To 1nclude all the cross-refferences
(collective filmmaking, the filmmaker
as viewer, the actors' role (sorry')),
would turn the eaquation into the guagmire
of cultural activity that the eritics’
exoression of 'correct' knowledge sinks
into. There is no suveriority in the
critics' perception just as there is no
added moral dimension to the artists
knowledge. Every participants knowledge
of Suver-8'is valid, 'correct'. Each 1
percleved meaning is a2 seperate piece
of information,

This equation doesn't show the
wealth of detail that makes Super-8
film and its related discourse so
enjoyable, complex, and excruciating,

The debate in the newsletter seems to
center around the correct translatimn/
percption of Super-8. The manner of its'
expression. The worthiness of the ideas
expressed., Devices in the service of
the filmmaker, Style, content, form,
personal abuse., The relation to life
itself, Love. Repitition.

All this language from the authors'
percieved position of 'correct' knowledge
when it 1s a biological diversity that
makes every individuals percieved knowledge
‘correct', It is when the Super-f Group
(and 1ts' moment/monument of expression,
the Suver-8 Festival) mirrors this chaos,
and brings forth a cultural diversity,

that it achieves its greatness.
Super-8 is a medium among many that

sEerve as a base for the idea, but what
makes Super-8 different is that it allows
this diversity onto its' surface. The
maker is not restrained (greatly) by
capital or responsiblity to the owners

0f capital. The medium does lend itself to
filmic ideas but this is only a restraint
in the hands of the unimaginative,.

Any 1dea is possible!
Makers of Super-8 have made films in

Other guages, just as Suver-8 itself has
been incorporated into larger guage films,
This shows that Super-8 itself, as a
medium, is transmutable, can be made
superfluous to the filmmakers' idea or
their will to express an idea,

And 1f Super-8, as a medium, can be
made superfluous to the idea, who owns
the idea? _

Whoever is willing to place their
body in the path of an idea, in an

The THUEiC QuOte s & & o & & = ® @ @
"Kamikazi lady in the city tonight!

Would you like to get your tickets for the attempt to understand it, makes that
westside? idea their own.

She knows the way to open up holes in your

head, | T. Danko o

and see the symptoms suffered by technology

as dead,"
- The Residents, "Kamikazi Lady". ia
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work is like a sentinel standing tall

amongst the irrelevant gaggling of

critics, viewers and, ves, even Lhe

artist. "Art for art's sake® they cry-

an admirable aesthetic which negates

itsell when the artist is seen as some

peripheral puppeteer.

It was this issue which I sougat to

approach in MS8 51, "Way of Seeing

Featnure" which concluded with the comment

", f Reality does exist it would be necc-

essary to ignore it as irrelevant®™.

In effect, if truth or an absolute 1idea

does exist independantly from the viewer,

then we as humans staring from our OwWn

self-constructed pin holes to the sky

should ignore it, can only ignore it,

for we are incapeable of comprehending
image or idea beyond our idiosynchratic

personal experience.Experience is deflinec
as that which iz lived, thought, FEIL}
read or dreamed.

This is not to deny the courage within

the attempt to touch truth or commonality,

but merely to assert the infinite mult-
iplicity of its apprehension, and hence
the denial of objective truth through the

act of individual comprehension. Alas,

our consciousness seems to be several
millenium from even an approximation
of half a grain of omnipotence. But 1
digress.

a film has no existencc

The

Basically,
if iL is not seen or talked about.
film maker owns his original themes or
images t¢ the extent to which her themes
and images are personally constructed
and originally expressed. Once the film-
maker uses common devices, caricatures,
cliches or other shorthand techniques,
"ownership" or "possesion" is lost.
Cliches are just that for they have long
defined the mainstream movie machine.
Their general currency means they are
immediately comprehensible to a vast
number of viewers within a narrower
spectrum of personal cognitive diver-
gence.

The

film maker owns his film to the

extent to which her ideas and methods are
the only state of

for no other person

new. Originality is
creative possesion,

has ever used the device of thought 1in
that particular way. Of course this
notion is negated by my oft-repeated
irreducible uniqueness

Suffice

truism of the
of human meaning construction.
it to say, originality here refers to

newness, freshness and clarity beyond

=

merely personal difference towards the

uncharted realms of cultural progress-

lon. It is only then that the film maker

"posses the most intimate meaning of the

work produced" (T Danko, op cit).

I would disagree with Zenner's

» "A work in its finished state; a
completed structuring of some cultural

format, whether literary, filmic, mus-

ical, etc., which can be completely

read”. A film can never be completely

understood for noone (aside from per-

haps children and the insane) can

glimpse the infinite multiplicity of

possible interpretations. Thizc returns

to the idea that complete understanding

dwells within the realms of soaring gods

(if they exist), for only they

allegedly posses the power to see all the
refrations within the mosaic of meaning

and hence only they can "own" an image

or idea through its complete apprehens-

ion.

Humankind, at its present level or -

consciousness, can only approximate a

/
"minimal element of readability (M
Zenner, op cit), and hence can unly
own a fragment of the meaning mosaic.

The deeper we can understand, feel

and taste ideas and visions common to

others, the closer we may come to hold-

ing truth- whose essence

immediately crumbles from our grasp, for

how can one posses what is common to all?

The logical merri-go-round of pathetic

approximation swirls on, unabated.

This is why I would diverge from T

Danko's view that, "Whoever is willing

to place their body in the path of an

idea, in an attempt to understand it,

makes that idea their own"™. This is

somewhat of a truism, for one's selfl-

constructed meaning is of course one's

own. Possesion or exclusive ownership

is only possible if the viewer or film

maker can grasp more shards of the mean-

ing mosaic than the tiny optic of the

personal allows. Perhaps this 1s what

they call, 'wisdom'...?
Let us strive to remake the given,

to grasp beyond that which 1is known, for

there lies a greater chance to posses

if but for a moment. And if your

the new,
film is soon seized by the cliche creat-

ors and hackneyed imagists, then you will

know that you have touched that which 1s

within us all- truth and beauty and

kaleidoscope lights. .




by any of these.
And vice-versa: the fface
t this micro-

b

menniec geale aleo encodes,. Each of 1tn

unite becomes a varinble of several noagsi-

- M IENNEP - ble prystems., The computerized nolice-iden-

tikit is one of them.

i)

OF This would be A pnrable for language-systems

L3

generally: the narrower the hair a term can
split, the more we multiply the situations (or
semAantic fields) in which it could be used: its
increased specificity increases and diffuses,
all-pervadingly, the area of its pertinence —
without our resalizing it.

But for this perceptusl lack on our pert,
there i8 a good reason: hirsh-resolution terms
are gtill kept in sepnarate jargons, stored in
Jealous professional lexicons as we gtore pre-
servatives in jars. Were such terms to come in-
to seneral use, we would be obliged to deploy
central data-terminals just to make our simplest

evervday utterances understood, precisely and

exactly!

r. nhonetienlly: See yvou. and matterns Which brings us back to the human face, or
ontiec relating, or relatednens., in the the wood that couldn't be seen for the trees:
artharpeantiic ahhreviary nf cinem»-scrints. constellated together, its features result as 5+
Phe 10-font amile, the eclutehing hand, and by magic in somethins unrepeatable, the inter-
the montare-gspeci ficnlly-cinematic m~thodn lock of an occurence that can never recur, and

that aro=e directly from them... that will die with the living memory of it.

: : Paces will enter and leave t P f v
I »ronose to put rerterin aguertions to r eave the lists of the liv

. ing for as long as anvthin 1v f
th human face, taken here an the exemplar E g ) g lives, and all of

_ | them shall be diff : a
f clore-unr in genernl. To wit: must get- {lerent ny two from any two

points of eternal time, placed side by side,
could be told apart.

L1ng clome mean getting smn)l)1? Dnes the ab-

i
ilitv to analvse a microrcoric apot on a

postage-atamn intn subreonic narticles=s con- That from such basically very similer units —
secunte an accurate view of thinra, and is 8kin end its pores, eyes and their lids, brows
an accurate view alwave = more realistic and their lines, noses, lips, chins, etc. — dis-
view? And finally, is the tiniest case nec- tinctnesses will infinitely be produced is the
esearily a unicue one? We will esk the hum- only miracle we iﬁHuhitahly are entitled to
face, ana listen for its answer: our ex- claim, A face, told between the diel-governnr of
emnlar is deep and must be sounded, as we time-in/time-out, 18 the rarest »f al) things
sound an oracle. Matters intimately related and the least-recnrnized of rarities. Or rather,
to film will emerge. the moat earily-forpotten, confronting us every-
If a unicue and unreneatable object exists where. And this is the unspoken source of the
in the world, it is a face — anv particular preat value placed on an individual human life —
ona, living amone us and using un oxygen, in

t>ancit beotweo wOo e nities, If we imagine
: : n two eternitie ! = the value that founde vanluena, the moral heliefn
1t comrrised of jigsaw-nieces, we guickly see : ,
¢ = J18 8 “ : and ethical tahlea unon which lawa, and finally
hat no ti f it taken ii solation has : : . .
¢ no porvion o e n 1solat the unwritten habitua of socin)l nractiaea, haae
tne same unio v identifiab cuality: th- .
. uniouely S able v = S nndl erect themaelvea. That 1n, unon the deen
er. they become factors of 2 common multiple.
: . inrtinet thnt the rarest thine {8 the one to he
witn nothing that mightn't eguallv belong to . : =
g t ; J : nrized, cherished and nrotected ahove other
inY number of possible faces: the reduction : , : .
L = thinpga. A rarity, like its value, in excess of
71 each unit beinr directlvy nroportional to , :
o gold, titanium among nhenomena: a face, the ul-
the expansion of its apnlicsbility. : ' g
timate 8ign of: a life.
If finally we imagine a2 scale of units , ,
Its correspondence to the cinema lies not,

as you might think, in the content of the
close-up, nor even in the fact that close-ups
exist; but in an interlocking configuration of :

that brings each iigsaw-niece to a 1:1
enuivalence with eanach skin-nore heing re-
proaduced, then bnth skin and renrnduction

wil) have dinapneared, Aand we aAare in the
. separable and ertractable frames, shots, and
realm of pure aguanta. encodable by the - ‘
‘ s ' gcenes; and within these, of time-worn cultural
aame princinles poverning the gndes nf : 9 3 ~ e
avmbols in familiar codes, each time and with
"ub-atomic narticles in Phveica, neurone N :
i | _ each new configuration producing a unigue work
cells in Neurplory, and in“ormation 1imitn

— something that no previous or subseguent e
'n C*hernetice — and drgndable thepefore _ ‘ _
@ confipuration could result in. It takes onlv an
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1ts configured guality affected bv changes i1

ontextuAal oguantity.

b]
i
o
L)

audience to trigrer ite existence: to brine it
But the smaller 1 art ~ aa {4 h
to life (and to lives). The exceptionally wide dut the smaller the part, the less it'll be
| . _ miesed; and the more general the possibility
apectrum of technical cholices to be made 1in '

: . for reinserting it in other films, even other
each frame of each shot for each scene in every

L : ghote without rreatly affecting them, becomes.
film counts a3 a definite plus for the unigue-

j ~ o - ~ P - v, :
na tThe greater The roo for its justificaticn

ness that results from this heterorFeneic addit-
becomes: ex-nost-factum or during viewing.

H
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ion — whose end is ocualitatively distinpuish |
_ _ _ nven a close-up, a b-frame flash of a face.
able, as Eisenstein said, from its mere sum. _

HOwW come? Because, and this is the point, the

A "gualitative" Unicity resulting from a smallest part is never the most specific part;
Heterormeneity of units; each such unit already not in a film, not on a face, not anywhere. A
containing Heterogeneous cultural symbols: all flash C.U., 2 frame of red, inserted anvwhere,
of which hold yet a further Heterogeneity of 18 the varuest of things, almost meaninecless,
history, usages, associations, etc.: units ("Almost", because it still signifies "the
within units. But the "qualitative" character meaningless”, in the grand manner of Dada and
of the result now implies a new dimension 1o Dali.) You misht suppose that the minuter, the

i ta UInigueness: onmne that travels from anenta-

-
.

tor to spectator, and within ench apeactator Al

different screenines of the same film — whore
mnde of viewabilitv at all re-viewlings changesr
from coenition to re-cognition, from temporal

uncertainty to reassuring familiarity: while

-

previously-unnoticed elements are freely picked

up. In other words, the "Unicity" of the resu

'._‘H

ting film implies stil]l a further Heterogeneity. -4
: 0

Can we then s8till spenk of the "game" f1lm? Or ~x
indeed of a "unigue™ result at all. o3
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confronted by a paradoxical result in which
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A unique configuration is buillt on the moat
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uniform diviseions containing the moest worn-

5 syl 18 105

out #)erments — and whose verv posaibility

is internally atructured by this uniformity
and familiarity, both verifiable on any clo
ser inspection. Indeed, only on closer 1ins-

pection: the more minutely you examine part

IA sU4ad

of a film, and the smaller the part, the

lesg interestineg it becomes, Bs 1is well kKnown.

RUL' AR
Production

A aualifiable difference in resnonse to the
same portion of film emerges, between the por-
tion extracted for analysis and the portion

seen within the entire work.

Of course it belonge to the nature of film,
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or any other formation of systematic
ble size may

T = 1)

that at any point a part of variab
be extracted or inserted: and that such exira-
ction or insertion will affect the surrounding

context in its entirety, whether it is beling
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depleted or repleted. The possibility on which
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a film'e strencth rests is also, ar
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start, its vulnerability. To what




more nrecisely lorated, the more definitelv more ambiguous its actual signiricance

nlaced a niece was, the more gpéclilc AnNd 18,
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iefined its meaning had to D¢ but 1t A paradoxical law: literally, a "law

doean't work that way, Placement 18 only 1ln
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meaning, and above all, from the

. gz : - di-vigibility of significant networks,
apecifically meaningless. (Make no mistake
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'n this latter point: if =csomething 19 mean-
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ts new context like a skin-grait
Hence: "The minimizing of a unit maxlim-

st

to ite new owner: the larger the eviracted
izes its possibilities of deployment.”
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the more specifiec its incommensurate-
o e Or+ "The contraction of a sign is in
ge-with-surroundings the new context will

. : - - . . inverse ratio to the expansion of its ap-
it. The "meaningless"” becomes snarply- _

= L

yliceble rea.”

1
kel

ured, readily identifiable; ultimately,
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tifiable. (How this relates to excisable lustrate this by pointing out that
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bodv or face should be obvious.) below a certain threshhold, film-percention
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The bigerer the bit, the less room for a critic becomes generalized. A flaesh remains a
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t0 apply reasons-alter-tne-fact., The non-epec

flash no matter the context or who is view-

ifically meaninglesa a critic never sees: 8 ing: film's pnerceptual figure becomes lost,
spliceless, spoolless strip of film lving on totally abgsorbed by its wvisual or narrative
iome bench or floor. Ditto the ounce of graft- surroundings.
ess flegh discarded in the linen bins of op- =TI . : .
'nls has a bearing on Analysis, wnich
Sl b consisats in a breaking-down into more-or-
A frame~, —art of a shot, re not 1n them- legs uniform component parts — or parts

anlvena snecific, anv more than that onit referent to a uniform scale. Perhaps then,
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roblems Solved. =

..."the 18 frame sound delay".

This refers to the fact that ULhe actual
frame exposed 1s always 10 [rames awa)
from the sound head in the camera.There-
fore the location of live sound on Lhe
sound stripe will always be 18 frames
behind the projected 1mage This f[actl
does not affecl synchronisation.

"Super-8 film o

hviously

being reversal

has a2 lot of problems...you can't print

around it at ali".

Super-b fiim 15 "reversal"™ film,
1e the developed image 1S pos-
i1tive. One cannot, therefore,

. W - y o
print a fﬁme or blow-up direct-
ly, as this would yield a neg-
ative image. Frame blow-ups are
acthieved by means of a bellows
and a reversed 50-70ml still
format lens. The still is then
printed from the 35ml negative.
For the same reason one cannot
use the lab to print dissolves,
faces, =2t_- trniese all must be
done 'in camera'.

Focus is "a little bit hit and mlss”™

The quality of (affordable!) 580 equilp-
ment is again a limiting factor, but here
are a few techniques which improve res-
ults: a) shoot as wide as possible,

b) use a tape measure,

¢c) when shooting a moving subject with a
static camera, pull the focus ring to
maintain focus,

d) good light and exposure enhance depth-
of-fiela.

Depth-of-Field Defined: The area of sharp
focus before and beyond the actual dis-
tance indicated on the focus ring.

THE MELBOURNE

SUPER B

PRESENTS

FILM GROUP

- WORKSHODP

“GETTING DOWN TO BASICS”

Have vou always wanted to make films?
Is technology your biggest stumbling block?
Do vou have many unanswered questions?

Well why not attend our first fully functional workshops!

As a part of the Melbourne Super 8 Film Group's ongoing commitment to Super B, we are proud
1o ofter the first in a senes of workshops designed 10 increase your skills in the Super 8 film

making process.

“Getung Down to Basics™ will iamulianse you with the Super B camera, both 1n theory and
pracuce, and allow you to see the results with the opportunity to edit vour film. All the

intormanon covered will be backed up with

DAY 1

Saturday 17th November
1.30 pm to 5.00 pm
Location: to be announced

a [acl shext

T:h-: workshop will commence with a rundown of the camera and its operauon
Each paruapant will then shoot a three-minute roll of film, supplied by the group

DAY 2

Monday 25th November
7.30 pm to 10.00 pm
Location: Glasshouse meeting room

Each partiapant will project their film, then edit the film into a finished piece of work

COST

Members: only $15 00 for both days, all inclusive

hhmmnMrnimnnwﬂdnmﬂdﬂnmmhnhpmuwqub

We have limited places for this ininal workshop, 50 if you are interested fill out the form overlea
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WORKSHOP

GETTING DOWN TO BASICS
Apphcanon form
Name

Addmnss

Are you a member of the Melbourne Super 8 Film Group  Yes

sound

localting

retty
kind of
e wWho
n en-

the
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Lo
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No

L Gy Gur G GaEb D OED G G TP D aED GED D GED D GED I D GED G ED GNP Ey GED GED D G SNy Gy ToEy o

>3

We haven’t got an endless supply of equipment. 50 1l you could bnng your own il would be greal

Please tick a box to indicate the equipment you can supply

DAY 1 Camera

Tripod

DAY 2 Editor Viewer

il

Splicer

Do not send money with this form. Bring along to Day |

Written conformation of your application will be sent to you. If tme is hmited. we will connr

with you by phone

Further iInformanon
Matthew Rees 376 2016
Bill Mousoulis 429 9847

Address
SUPER 8 WORKSHOI'S
PO Box 1150
Richmond North

3121



oopen screeningo

LAST OPEN SCREENING

Lit Flat by Maeve Woods

Rollercoaster brought in by Ian Poppins
Untitled by Les Hillis

rushes by Sandy Munro

The Restful Isles by lan Poppilins

His Mouse Friday cartoon,
brought in by lIan Poppins

NEXT OPEN SCREENING

When: Tuesday November 13, 7:30 p.m.

Where: Glasshouse Function Room,

R.M.I.T., 360 Swanston St. City

OPEN SCREENING! OPEN SCREENING!

Don't hesitate, don't even think about it -

just DO IT! Who are these screenings for?
They are FOR YOU! So finish that film off
and bring 1t along. Or something from the

past 1f 1t hasn't been seen before.

Editorial & Layout By: ;.1ian Dahl
Contact Number: Bill Mousoulis 429 9847

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

POSTAGE

Super Eight

SURFACE PAID
If undeliverable retumn to: u

MA”L Richmond North
Melbourne Super 8 Film Group Victoria
PO Box 1150 Australia 3121

Richmond North
Victoria 3121

Chris Windmill 1009

6/158 Chapel Street
BALACLAVA 3183

Registered by Australia Post Publication No VGB7570
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