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Elimography

Robert Kiippel, Drawings (25 mins. col. 1965) A fidm on Klippel's
studies for soulpture, tracing the evolution
’ of his atyls.

Robert Klippel, Junk Soulptures —~ (Five films, each 5 mins. B + W,
1964~65) Lighting and camera techniques
- t0 reveal new aspects of the works.

Above films so0ld to television and o film libraries in Australia and
OVerseas.

The Inoiaod Image (23 minss B + W and colour, 1966) The work of Charles
Lloyd, Australian etoher/printmaker. Prints
bought by the Arts Council of Great Britain,
the British Council and overseas.

Dresm ( 4 mins. B + W 1966) Images from Lloyd dry points are animated te
evoks the artist's ooncern with cycles of
agsression and peace.

Henri Gaudier-Brzeska (30 mins. b + w and cols 1968) A documentary on the
young Vorticist—sculptor killed in World War I.
Shown by BBC and in other countries. Repmsented
Brégain at the Venice Festival of Filma on Art,
1968.

Red Stone Dancer {5 mins. b + w :3968) Shots of a Gaudier-Brzeska

' soulpture arranged to evoke the Vorticist spirit.
Aoquired for the British Film Institute Experi~
mental Film collection.

Moving Statios (28 mins. b + w 1969) The abstract Kinetic art of the
Dutoh Mime Artist, Will Spoors Techniques of
animation and muitiple superimposition to
extend the possibilities of pine, British
entrant to Paris Biennale and to Cracov Film
Festival., Shown at Melbourne and Oberhausen
Film Festivals. Aoquired by National Gallery of
Canada. Shown on overseas T.V.

Other short films made with Will Spoori—

Rehearsal at the Arts Lad (4 minse b + w 1969) Pilmed from a series of
stills,

Imprints (4 mins. b + w 1969) An experiment with retinal retention of
 images,

New Movements = New Thoughts (11 mins. b + w 1969) An eirerincnt in
open~flow editing.

PuB 69 (6mins b + w 1969) The memory draces of a participant in a drana
festival,

Eikon (3% mins. ool. 1969) A secular film ioon. Triplych images.
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Home Movie: A Day in the Bush (6 mins. b + w 1969) Repeated movexents of X
boys in the bush build up tension.

Bonddi (8mins. 061. 1979) Camera calligraphy of the bush. Animated
ssquences evoke life energies in the landscape.

4000 Frames (3mins. b + w 1970) 4000 separate 1/§4th of a second images.
An exercise in visual perception.

Earth mesaagn (23 minse oole 197¢) Film poem of early winter landscape in
Canberra hillas and bush, using superimposed layers of
landscape. Second Prise, Most Creative Entry, 1970
Australian Film Awards.

Harry Hooten (83 mins. ocol. 1970) A personal tribute to the Australian

underground poet—philosophers The film develops

from a tightly edited, documentary appracoh in which
Hooten's philosophy is outlined to a more free—
flowing form, where the editing is minimal, the
sequences planned and Jjuxtaposed in camerae. Exploits
many techniques including computer prograamming and
hand-printinge

Expanded Cinema films (1971) including

Calligraphy Contest for the New Year: Hand painted, incised film images
cast on the screen which is cut during the projeotion.
Screened at Dutch Student Film Festival,

and Films for Patterned and Construoted Screens
and Three Screen Films.

Yeditations (5 filme 3 mins. each 1971) Mandala images pulsate on fields
of complementary ocoloure

lilky Vay Special (3 mins. ed. 1971) An snimated space trip fantasy.

Video Self Portrait (6mins. col. 1971) Video images are filmed. Filter—-
coloured and supered in the cameras

Blast (6 mins. b + w 1971) Animated images from the Vorticist manifesto,
t0 the sounds of World War I.

Island Fuse (9 mins. cole 1971) B + W footage filmed on Stradbroke
Island, reworked in colour by refilming, transcending
documentary reality.

Looking for the Desert (10 minss cole 1971) A search for a desert to film
with some observations on filming landacapes.

People Mix (Duration to date, 50 minse Cole 1971-2) An open—ended fidm.
Based on Melbourne's alternative culture and its
confrontation with conventional sooiety.
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Your films are identified as the work of Arthur and Corinne
Cantrell. Are you each responsible for a different part of
production or do you work together.

4
Well we work together pretty closely. It varies rather from £ilm
40 film just who is responsible for what. One of us will have an
idea for a film and we'll both work at it, but the film will
develop with contributions from both of us altering the oourse of
the film. If we have a different opinion about how a film should
evolve we very often try both possibilities and sometines even use
both possibilities one way or another. We're sort of two—~headed
f£ilm makers I suppose.

Another thing that I wanted to claify before we started is the
terms used to desoribe your work., For example people speak of
Underground film, Independent film, Personsl film, Experimental
£iim, Alternative cinema, Expanded cinema and after I made up
that 1ist I thought of Synaesthetic cinemas Sc what do you like
to be valled. ’

¥Well I think Independent Cinema is the thing.

Or new cinema and alternative cinema. We were the first people
in Australia to devise that term. We used it to promote our
screenings when we ran The Maze with the slogan "Support the
Alternative Cinema. . o -

Synasesthetic oinema is a desoription of a certain kind of film
experience and I suppose parts of our films are synaesthetic in
that (fene Youngblood sense but I don't think we can say that it's
all aynaesthetic as I understand 1t.

So_indopendsnt film it is probably.
Yena

T don't lire the tarm sxperimental myself. Really it implies that
you're playing around with something that might work and it
might'nt.

I like the toerm new cinema in the sense that it's something
separate and apart from ine narrative.

Well alternative gives that sense too doesn'ti it.

There's a oertain amount of experiment built into any ocraative
expression in any ocase. It varies from work to works

But you don't speak of painters as being experimental.
Again the notion ef art that isn't experimental is meaningless, 8o

I think that experimental is understood if you are referring to
any kind of creative forme |
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It seems from these notes that your first film was a series on
ochild art for gelevision is that right?

Yes.
You had trained as an art teacher had you?

No I badn't trained but I was working with an organisation whioh
was providing art to sohool and holiday oreative art cenires for
ohildren in Sydney, mainly in underprivileged areas. This was an
organigation which was formed way back in the tweniies, first to
provide libraries and then, when munichpal and school libraries
came into being, to provide oreative possibilities for children
through the 'Education Through Art' philosophy of Herbert Reed.
This wes before there was any thought of having anything like
this in sohools. But we began %o make films on child art for
television. I was involved in these and then later, in Briabane,
we made sevaral of these films ourselves. They were shown on ABC.

After making the children's films in Brisbane you went on to
make the puppet films,

Yes. We were working closely with children and it was natural to
move into an area of films for children as well as about children
and their activites. I had had experience as a puppoteer. I
myeelf had beon a product of one of these child art cenires. I'éd
gone to one since the age of 12 and I specialized in puppeiry and
directed a puppet theatre of theirs for a while. We mnade some
puppet films including a 10 episode series of the Odyassey with
shadow puppets based on Greek vase paintings.

And also Kip and David which was a series of 13 episodes of the
adventures of a little boy and his elf friend and both of these
were used on ABC television as well as overseas television in
several comtries.

And then you made the Robert Klippel film in Brisbanes

We both knew him quite well and we made a half hour documentary
on his drawings, tracing his development as an artist and also
five short 5 or § minute films on five of hias sculptures.

Was Corinne working with youa this stage?

Yes., I went to Brisbane %o join Corinne. In fact to work at the
Children's Centres. She set up the Brisbane division of this
children's organization but at that point I stopped being
employed by them, I had to get other employments I joined the ABC
as g film editor.

What was the first equipment you had?
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I guess the camera. The one we're still using, the Bolex.

80 you movdd to London with the intention of learning more about
f£ilm there?

Nainly we wanted to broaden our horigons and we were a bit fmk
fod up with Australia. The support from the ABC had suddenly been
out off by new administration. They'd been quite good about using
our Klippel sculpture films and the children's films, also aome
experimental films we made using fireworks images and

music. But we went to London just to find a new world.

And you worked for Hallas and Batchelor Cartoon films. Did you
find this helpful in any way?

It was useful to work in a professional atmosphers, a much more
professional atmosphere than in the film world in Australia.
Certainly at that time anywaye. And it was my first experience

at 35 mm £ilm. It vwas interesting practiocal experience, not so much
in editing because there's not t:o much of that in cartoon filas,
but mainly in sound track work, travk laying and also dubbing;
sound mixing, inventing wierd and wonderful sounds for the cartoon
characters like Dodo the Kid from Outer Space, which wad on
television in Australiae.

And while you were there you made the Gandier—Bresca films. How did
you bhecome interaested in him?

Through Robert Klippel really. Gaudier—Bresca was a great hero for
Klippel. He admired him very muoch. He said that if ever we vers
making another art documentary we should consider making one on
Gaudiers. The first documentary we made in London was the one on
Charles Lloyd the etoher. He's Australian whom we vaguely knew

and we made that film and then a short animated film on some of kkik
his dry point etehings. Then the Jaudier film which was used on the
BBC,

He was a Vorticist.

Yes. Vorticiem w:s the Britiah answer to Futurism, which was
invading the tranquil art soene in London a$ that time and the
work of the Vorticists is characterisged by/2eomoiriocal, mechanioal
fesl.

I was just wondering whether Vorticismiinfluenced you at all in any
waye For example you next made Will Spoor and there's this sort of
mechanical thing in it.

That's & coinoidence really.

There's nothing in Vorticism that's important to you.
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No. Vorticism didn't really get underway rmuch actually. Wyndham
Lewis published a couple of rdviews. We have a couple of them here,
it was more or less a ono—or—two-man show the others didn't get to
be much good.

a
You have said that/turning point for you was the Underground Film
Fagtival in Belgium.

Yes., That came up when we were half way through oufting the Gaundier
film and it was a very important experience.

Had you seen any underground films before that?
¥e had meen some before we went ¢o Belgium but not a great deal.

What can you remomber about Belgium? Is thers a film that you
remember particularly or was it a general impression?

It was incredible, overwvhelming experiences I think that probabdly
the most exciting experience for me anyway was sesing the
Markopoulos film, a master work. Some of the work was just ioo

zuch for us in retrospect. We could accept that there was something
really exciting going on there and important, but we were aware

at the time of not being equipped to deal with a lot of the work.
Even "The Ureat Blondino", which we subsequently advised the
National Library to acquire in Australia, we didn't fully appreciate
t1ill we maw it againe

You didn't reject it but you felt puzsled about it.

Yes. It was also very intercsting seeing the Australian contribution,

vhich was the Bolero film by Albie Thomas in Sydney. It was an
interesting conoceptual film on Changing of Space and Time in a
very pure waye. It was interesting that the Graidde Prix of the whole

festival wus a film of a similar idea called Wave Length.

P,

A.

I've read about Wave Lengthe It had a very long tracking shote.

It is in fact a Zoom I thinke It's not an unimterrupted pure zoom
though. The goom was shot over different times of the day and night,
the lights always changing. The sound track was an amazing
electronic glissendo from a low frequency tone to a high frequenoy
tone so that in a way there was a visual glissendo of the zoom in
the sound wave as well whioh matched. The other interesting thing
was being there and meeting a lot of film makers and just being
somewher: near where there was this important body of work which
had nothing to do with one's accepted experience in experimental
£ilm. These were really inmportant statements raising film to a

‘level of fine arts. Several of them were clearly on the way to
- aomething but I don't think they had necessarily reached the

ultimate.
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There was a festival in Sydney last year ~sasn't there?

Yes. It dids't come anywhere near. There was some overseas situff
but it didn't have the same aeffaect.

A lot of people are not ;. epared to send their work over to
fostivalise If you send them to a blg internaticnal festival you get
prestige: you send them to Australia you get nothing out of it.

Then you returned to Australia?

No, we want back to England and we were in the middle of editing the
Gaudier film,feeling that this was such a past form of film expresaiol
that we were engaged in and I can remember trying to do scme things
in the editing to try to make it more interesting but the material
wasn't there. However it turned out to be a falrly interesting and
successful doocumentary as documentaries. goe. Then of course there was
the experience with Will Spoor in the mime filme. That was the last
film we made in Londone

You made that after going to the Film Festival?

Yes. Wo had in the past experimented with film parallel to making the
more conventional documentaries and sometimes the shorter film
experiments were reolated to or used material from the longer

films. We made an experimental film out of the Jaudier film, one of
his sculptures 'Redstone Dancer', based on random juxtoposition of
images which does sometiing towards evoking the Vorticist spirit.
This was acquired by the British Film Institute for its experimental
collection and also similar films were made related to the etching £
film on Charles Lloyde But I began to be more intersested in

pursuing this new area of film expression.

Well I think when you see the Will Spoor film after seecing the (audie:
Bresca it's obvious at the start that you use a lot more editing in
the camera is that right?

Not so muoh editing in camera, as a lot of superimpomition and
manipulation of imagese. It's a complex mixture of animation and
live photography in a lot of those sequences, where the two merge
together,.

The Jaudier film raises the question when you make an art documentary
about an artist, of the extent to which you are going to play around
with the works. When you're trying to make a comprehensive sort of

something /48 EREAHS ok ahaf1oh BORESabE TArRie T b AT

I think that it's jpossible to do interesting things with the living
artist and in fact what you are doing therc is to evoke his philosophy
in filmn terms rather than to illustrate his worke
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And also if youmake a film nowadays with the living artist, his
work is bound to be related to the ne o%ﬁ ma movement in any case.
Some of the best arts documentaries gig ) § on Richard Hamilton, and
*Jam on His Face', the one abo:t Brett Whitely?

Of ocourse the Will Spoor film wasn't like that. It was simply a case
of Will- Spoor dcing on film what he would like to do on the stage,
but couldn't, because of the human and technical restrictions.

But then your filming was sympathetic to what he was doing too, so the
two met together very happily.

There was a certain amount of our interpretation of his work inte

film and also partly his extension of his own work into film

that had always been imp inspired by film techniques of editing and
animation in his work in any ocase, so it was fairly natural for

him to work in film, He had used elements of film in some

presentations,

I remember thinking when I wus watching it last time that I couldn't
be sure where Will Spoor ended and you began.

It was a very rare kind of three-way collaboration which happens very
occasionally and it was very rewarding for the three of use.

It was good sort of thing to do after going to a Belgiam Feastival
wasn't it?

It bridged the gap between experimental work and documentary worke

Then you took up the Fellowship in Creative Arts at the University
of Canberra; a position as lecturer weg it?

Noe Actually it's a very free situation -here you are virtually an
artist in residence. Basically the idea seems to be to try to have
some cross—fertilization bvetween the vastly diffe ent €lassical
disciplines of the university and the more free creative work in art.
An idea which is an excellent one except thit it turns ocut to be not
so easy for ons single, or in o.ir case two, people to have any
snormous effect on such a vast body of very conventional people.

It zave you the op ortunity to do some work of your own in faoct.

Yeas, I think that, basically, that is the idea; to give people a
chanoe to work for a while.

And that's when you§ﬁ§3 the film about Harry Hootene. You desoribe him
as an 'amarchist, technocrat philosopher', or perhaps he described
himself as thaty You said that his philosophy had a great influence
on your film making and I would be interested to hear more about
this,.
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He had an enormous influence on us. Basiocally I suppose it all
revolves around his definition of art which was he said, "The
communication of emotion to matier, rather than the communication

of emotion frommn to man." This seems to be the great difficulty
that people have in film, accepting film which is a personal form of
expression. While they'll accept that painting and music and
soulpture is a result of personal self discovery, the idea of using
f£ilm in this way often annoys peoplee. But I think basically this was
it. He maintained that the human situation is exhausted as subject
matter for the arts. Music was the first to leave the human
situation behind, insofar as A meets B and A rejects B or loves B

or kills B or that sort of thing, and that painting followed suit

a8 film is a more recent art form one would expeoct it to be
oconcerned with the human situation while the other more traditional
forms have long ago rejected it. Muoh of it relates to what
Buckuinster Fuller has been saying about our relationship to
technology, ithe necessity to perfect teochnology and to use it to our
own ends rather than tc abume it in the way it has been. All these
things were a great influence and so it was quite an important thing
for us to work round this film of Harry Eooten. In a way werwere
coming to grips with his philosophy for the first time in our life
although we had known him and read him and been vaguely avare that
this was important stuff, The film is really a record of our research
into hia ideas.

Yot only trying to explain his ideas but trying to use his ideas in
the making of the film. So it's a two—~way expression.

The film in fact is a very hybrid affair of part—-documentary, part—
personsl expression of his ideas. This possibility that a film can
it more than one category is another thing that disturbs film
critics. I remember Jeoffrey Uardner saying that he couldn't make
up his mind about Moving Statios because he couldn't understand
whether it was a documentary or an experimental film, Because he
couldn't pigeonhole it he had this great blockage about ite

So the Harry Hooten film was made over this period of 18 months
at the university. It's really a record of our changing, evolving
attitude to film. Concurrently we were making a series of short
films which were pure expression in film image.

On your broad sheet you quote Colin Bennett as saying it was a
mamnoth job of MoLuhan eage semi-sublimin:l editing and superimpositio
I was wondering how you felt abo.t the word *sublininal®?

The most subliminal thing in Harry Hooten is the use of pure colour
fragments which very few people would be aware ofs Film makers might
plok it upe Right through is the most incredible use of tiny fragmenti
of pure colour which colour the imagses that follow, Most lay people
wouldn't be aware of it.
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Sylvia Lawson, on the other ¥ag hand, said that there were no
pemorable images in the film at all. After the film finiished she
couldn't remember anything in it. I suppose it depends on one's
attitude and one's ability to perceive images whether you remember
anything or not. Certainly there are sequences in it which are
incredible editing tour de foroes. There are little tiny two or

three frame thinge most painfully put together. I suppose it was in
thie f£ilm that I finally worksd through the desire to structure

at the editing table in such a detailed way. ¥ore recently wve' ve been
trying to stiructure more in the camera.

The most remarkable part of the £i1m from the editing point of view
was the last thing we did, whioh was the opening sequence, where
there's a sort of intuitive editing, based on the colour cyclee
Little tiny images are put together for their colour rather than for
any relationship in content, You might have a whole red sequence oY
blue sequence. At the end of the Hooten thing we had two big
direoctions opening upld One direction was free play editingj the

other thing was hand printing of & film, where editing doesn't

come into it. It was on these two high pointa that the film work
ooncluded.

In the middle of the fiim there's a lot of ordinary sort of
documentary style edkting where w:'ve gone our and filmed naterial
to be edited. I find tiis completely uninteresting nowe

Finally the critical resction varied. Sylvia Lawson and }ichael
Thornhill both thought that it was a pity that it vasn't a
documentary film. Somebody else said that we misinterpreted Harry
Hooten's philosophy but as far os we were conocerned that was
jrrelevant because the film is a record of our perscnal reaction and
interpretation of his philosophy and ve waren't trying to interpret
44 for other people in any case. In fact we had access to tapes

that other people had never heard. Finally the question of whether
we are in the mass communiocations business or not is the whole orux
of the thing. Clearly there is an area of f£ilm-making wiioh is to do
with mass communications but we'rse not particularly concerned with
mass conmunicationse.

What we're trying to do is to bring work like ours to a much

wider audience. Then it's up to them to decide whether they want

to see more of it. Kost people don't know that work like ours exists
or if they do they ocan't comprehend it. So we're Brying to show 1t m
very widely and reach a lot of peoyle with it.

Are you thinking here of the visita you've made to schoolse
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Well thats a different form of communication. That is communicating
a body of work and a philosophy of film making. But the films
thamsslvus’hawan't been made in a spirit of keeping in mind the
lowest ocommon denominator of an audience and adjusting the work to
that. My experience wkikm with the BBC in documentaries and so on was
that one was breathlessly trying to gauge the reaction of the lowest
common denominator in the audience and pitohing the work just a
little above that. We'd try to inoclude something a little bit

unusual now and then, hoping that it wouldn't be misunderstood. It's
much more dishoneat to prostitute your own abilities to bring it down
to another level.

You also said something similar in an issue of your "Film Notes"
For evolution to ocour the energy fed to the mass must be higher
in oontent than the mass, not lower as it is now. I noticed too
in the last Film Notes somment by a former T.V. executive which
was also relsvant, He said how bored people were, which is hardly
surprising oonsidering what they have to lock ate

We were making the point that the escapist fantasy material being
purveyed to them now only makes their everyday lives more drad by
comparison. They should be fed material, ideally, which is
encduraging a different attitude, a different philosophy, in zeneral
to life.

You moved down to Melbourne when the Fellowship endeds I think the
firat thing you did here was the Expanded Cinema Exhibition.

We had been exploring some of these things in Canberra a bit but we
welcomed the possibility to do those shows, sponsored by the
National @allery, so that w. could extend and develop some of the
ideas we had been thinking of in Canberra.

There seemed to be two things involved. One was the idea of involving
the viewer actively in the viewing process I suppose. This seemed to
be evident in the idea of walking thro gh the stagzzered layers of
gauge, vwalking into the film picture itself. The other was using the
multiple screcns and the constructed screcns and so on to vary the
format of the image.

We're interested in the possibility of bringing = roie live aspect
into the film presentation, instead of just pilaying a recording of
some description which is unchanging from one projeotion to another.
It is the possibility of varying the experience during projeotion
which interests us by projecting and unoving the film around to
different soreens or modifying the screen during projection, by
painting on it or cutting it or even burning ite

During the exhibition you were constantly at work in fact. Not just
standinz »mwix beside the projector.
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This was also the t.ing about the exhibition that all the people
thers were &.are of all this activity going on, of projecting and
running the tapes, moving from projector to projector. They were
aware of the mechanios of the thing.

The projector is usually hidden away in a bio-box out of sight,
But we wanted to exploit the possibility of the projector as part
of the environment. We had eight progeotors there, all in the
gallery, and they were gll buszzing away at different times.

Were the people who came in actively involved?

Noe They didn't huve things to do other than to walk around and
observe and be part of the experience. There are possibilities of
ocourse in the idea of involving them in action of one kind or
another, it was never a fixed kind of performanoce though and I'd
like to return to the idea and explore some other possibilities.

I think that these exhibitions are held quite often in gallerys in
the USA. Do you kmow anything about this?

PThis is fairly common nowe The Museum of Modern Art in New York
and the Whitney Museum both show films by new filn makers and they
are showing work that is more related to the philosophy and ideas
in modern painting. It is quite a common thing. And of course they
have f£ilm collections of their owne The Museum of Modern Art has an
enormous film library.

Do you see any interest herc by Extinxym® Galleriea?

Yes, its starting. We'vd done several things in §§iigfii?'Privnto
galleries are beginning to be interested.

The Expanded Cinema expression is somewhere between the Art
Exhibition and the theatrical production ian't it?

We're interested in braaking down some of the =i barriers that
exist between varicus manifestationse.

Like all art if's a ywxx way of showing us hidden truths about the
universe. It's an extension of our own limited everyday vision.

We Xnow we're very much limited by our optical structure. We can
only take in certain wave lengths of light or only perceive a
oertain distance. I taink it's the business of art in every field to
open up some of these hidden experiences and get us thinking.

Basiocally why the oroative person is doing this is because he himself
is interosted in oreating for himmelf this vision or experience. It
you like it's a totally selfish activity. Then after that he knows
because he is not a unique person, that other people are going to Vbe
interecsted in this research of his as well.
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This brings up the problem of the artist who'as working for himself
but would like to share his ideas with others. Invariably he's
working ahead of his fdmmw time and so it*s very hard to share his
ideas because nobody elss has caught up with him.

There is that problem. Right through art history we see cases

of people whose work is rojected only to be accepted after they are
dead. As Egra Found ®k said, the artist is the antenna of society.
He's picking up vibrations from the futnre. On the other hand you
can argue that he's not piocking up vibrations from the future he's
pioking up present vibrations but the bulk of society's very
retrospective, very back ard looking, just simply to proserve their
oontinuity and their everyday sanity.If we lived in a iiore
environmental society which gave more emphasis to creative thinking
and people weren't tied down to banal daily xmumiitusm routines it
would be a different situation altogether.

And of course therc's a tremendous anti-intellectual tradition in
Australia and its nowhere more evident than in the newspapers and
televisione. Television has deteriorated in Australia in recent years.
The whole content of the television is 8o simple—-minded its
unbelievable, If television were as exciting as in Europe, which
does attempt some exciting programs, then we would have a much
greater response from the public because they'd be used to seeing
things in this mass communication medium.

There is this quostion of the extent to which the work can conmunicate
anythingto pesorles. Some people who ars thinking in the same wgve-
length 28 the artist will immediately see what is going one Other

people will o:ly be aware that here is somebody expressing someti ing
in a very exciting way but will not be aware of what they are
expressing. I remember at the festival ax you mentioned in Sydney

@il Brearley's comment of a Paul Winkler film, Requiem, was "Here

was a film where the ITilm maker was only communicating to himself."

The film wasn't explicit enoughs It was a very personal film. The

gort of comizent you might expect in a poame

Is this where the difficulty lies? That people cannol accept film
as a means of personal expression. And so what's accepted in a poem
is not acceptable in film form.

Susan Sontay says we've lived, have already passed tiro :gh an age
which was obsessed with interpretation. It started off with Freud and
¥arx, both of them obsessed with interpreting evenis. Related to

art in : ost insta ces, interpretation amounis to the philistine
refusal to leave the work of art alone. Keal art has the capacity to
make us nervous. By reducing the work of art to its content and tben
interpreting that cne tames the work of arte Interpretation then
makee the work of art managable, comformables This of course is the
problem as moon as one begins to study anything, to get anything unde:
a nmicroscope, to pin it out, peg it out. You're more or leas bound

%o analyse the thing. The very point of much artistic experience
isn't to analyse or to know exactly what is going one
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I $hink this is related to what I was talking about earlier about
hostility. This feeling of hostility when the viewer is presented
with somet:ing that he can't intellectualize. He feclas inseocure.

There is a slight technical problem with film ocompared to other
forms of art and this is probably more important than we think.

The muldience is more or less a prisoner of the film maker. Is a
captive audience. This is why I wis more interested in the Expanded
fdwwxm Cinema sctup because we didn't have fixed seating. People had
the freedom to shoose what they were looking at. But to look at a
personal piece of new oinema does require a coertain dedication on
the part of the viewer., If there is any kind of doubt or any feeling
of annoyance this builds up to & really agressive pitch. If the

£ilm maker is thers and people become aware the work on the screen
is an extension of the person standing in front of thum it makes

is much easier. The mxpx= experience one has nost control over
there's no doubt is reading poems. You can take the book and read

it and study it in your own time. I think eventually we will get
round to a similar aort of situation with film. We will be able to
have cassettes of filu and be able to play them on the television
set and we'll be able to look at a sequence again and again and %o
understand it. Youngblood says a film can be "a mairix for one's
psyohic activity." Certainly a peom can be that and a piece of music
oan give us this experience. We are living in a transitory period

in film. Compared with other forms of communication it is still
developings. It's very hard to take the old forms when you gzet used
to the new oncs. Ye hardly ever o to the cinema now. Ve certainly
don't go to film festivals., The film festival before last I was just
so amazed at wha’ was going on on the screen that I Jjust couldn't
take it. Suddenly it seems so redundant. It's interesting to see cld
movies from an historical point of view but to see recently made
films, made in an archaic format, is very uninteresting.

We went recently to the Trak to see Tha Last Picture Show. To me it
wvas like Dellbird, a classy Bellbird.

¥ Did you feel the aame abo.t it?

It was a faithful recomstruction of the early 50's in film siyle and
everything, but I didn*t think that that was an enormous achievement.

Are there any commercial film makers whose work you enjoy%

I think Jacques Tati is a geniusy But can you call him commercial?
Would you call Fellini commercial? I think he 1is fantastice

These guys are interestings Pasolini doea some interesting things
within the format. There are thes: people whose work one admires.
Godard waa great whon he was doing really interesting things back in
the 60's. We were in England at thie time and we saw most of his
new films just after they were made. £hese were all very interesting.
2t seemed to be forging = ncw vocabulary T Tind bhis revolutionary
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period very unintereating from a cinematic point of view Cinematically
he's zZoing over the same grounde
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What abo .t fhe independent film makerse Who would you admire most
there?

I think Stan Brakhate and Greg Markopoulos from America.

T feel:I'm out of touch now. The interesting thingsbout sonme of
these people though is that they don't necessarily keep making filos
unlike the comumercial guys who feel that they have to keep making
films,.

A couple of questions about your two most recent films Island Fuse
Pirst. I think that began becauss you ha 4 a lot of material and you
jooked at it again and had fresh thoughts about ite

In faot we had the idea of making a film which was a retrospective
look at our 10 years of film makinge

A synthesis of some of the interesting t:ings from the past. We
were getting out all this 0ld material to refilm it and revwork it
and it was obvious that even within a handful of shots there was
so nuch potentiale

e §ﬁ§i more intercsted in exploring a 1imited area of reality and
truth and seeing exactly what was goi.g on in that area. This is

how it emerged with these shols from Stradbroke Islande In a way I
suppose it had somet ing to do with the faot that all too often

you see a film once through and it's gone forever. 1f you're lucky
you may see it again but therc's so ruch rich material for investiga=~
tion. To a certain extent Island Fuse js a meditation on this aspect
of film experiencee

I noticed your use of the word *meditation'. I was jusi thinking
along the Zen line of contemplating a tiny blade of graas for a
long time and finding things there. |

Ther.'s no doubt that unconsciously the eastern influeace has been
pretty great in new worke Where the Zen guy 8ays: 1f something is
boring after 5 nminutes look at 1t for 10 and if its still boring
look at it for 20, eventually you'll find that it's a fascinating
experiencee.

Hithout making a study of ’Zen philosophy we are much aware that
tiis hos permeated the whole of the new approach to 1ife styles.
People aren't so much int-rested in event—packazes which is what
more traiitional films are, with a beginning, a develoosment and a
concludion. It'e toc tidye. 1t's not a reflection of life. And the
i{dea that we ourselves are open—ended events ise interesting.

These ideas in fact you're exploring through Island Fuse.
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I'm now more or less thinking in retrospect because I don't think
we had exagtly this ideas. But again the film was a means of
discovering some of these ideas.

Like the Harry Hooten film. An exploration into a new area of
expeggenoe.

One of the intercsting things about lookingaat that material of
Island Fuse before we began filming it, and of course we've had this
experience repeatedly in the past as well, is the material you don't
use in films. You think, "Why don't you use that," because it seenms
very ihteresting.

You go back to these rolls of leftovers and see so much material
there.

We made these original tree films, these native %rees on Stradbroloe
Island when we first got our camera and we hadn't done a lot of
filming, we had a tremendous obsession at that time with clome-up.

It vas g mistale that a lot of people make in using film and t-inking
of it as a noving still photograph. Close—up work is interesting

and important in still photography. Itts still fascinating in movie
film but it has very little to do with the basic presense of film,.
You come to the rcaiization eventually how very different film

is from still photographye. People still talk about the compesition

in rnovie films, oven established oritics talk, about beautifgl
compositions People like Sylvia Lawson would have remembered images
if there'd been certain compogition.

That's a static thing.

Instead of conposing in time and movement as an event, it is composin
g static imagee. Its Jjust a mistake that's carried over from the forms
of communication which have precacded £im film., Every new medium

sets out by imitating its prodecessor and fim film has imitated
theatre and still photography: a conbination of the two. And
television started out imitating film,

In these left—~over images from these native trees at Stradbroke
Island, random long shots we didn't use, thexre's more of the true
atnosphere of the island.

This is more true to nature isn't it? Random experience. Things
aren't prepared theatricaliy for youe So far tho.gh we've been talkin
about image in the film and not talking much about sound.

Sound of course i! very much associated with image in our daily 1life.
When we see things we often hear sounds which are related or which
are part of the environment. Painters haven't worried about putting
sound tracks to their paintings so muche Although this has changed a
bit in Kinetic art, mainly of ocourse because the painting is a statio

instant in time, while sound is a continuing event. When film started
n the silent of aourse, there was always sound of some kin
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However it is ;ossible to think of fim film waich doesn®t have
sound with {t,

The Japanese film, "The Island". Did you see it? That was a
tremendous experience wiich was completely silent except for one
violent exclamation. It was about a man and a woman and their
struggle for existence. I think you should take sound into account
though because film gives you that opportunity to use both. Painting
is limited to visual, uusic limited to sound. In film you have both.

We have this opportunity to use them both and once you start doing
ti.is you become aware of how the two senses are related, that both the
ear and the eye are bebng stimulated by energy travelling in waves
and rhythms. Certain sounds relate to certain colours. There are low
frequency sounds which are low deep sounds and low frequency ocolours
wihich are at the red end of the spectrum and the same with opposite
end of the speotrum. High frequenoy sounds and high frequency bLluese
All these things relate in interesting ways. There are the textures
of sound and also the rhythms of sounds and colours. So its possible
to find sound equivalent for almost any visual stimulatione

80 in faot you'd use sound to reinforce the visual impressions.
You wouldn't use it in its own right. To convey another message.

Yes, it's possible to do that, to co.nterpoint, and sometimes it's
possible to create an experisnce where sometimes the sound seens
to be in the foreground. Just a8 in a symphony orchestra certain

instruments will come in and go out you can think of the film
image and the sound as being two compénents in a symphonye.

Did you use sound to counterpoint the image in Island Fuse?

No. Basically that was an atiempt to crezte the equivalent in sound
of the picture. I'm very interosted in the way this can reinforce and
increase the impacts. To be stinulated similarly ffom both senses
zad can be quite overwhelminge Some of the films of Paul Winklers
ere incredibly overwhelming because of the inspired way he has
discovered so nds which back up and relate to the images. The other
posaibility is to think of sound as very much more environmental
and suarrounding than the picture wi.ich is usually, at this stage,
of development, a rectangle in front of you. We're intcrested in
controlling the euvircament in which we see films and arranging

and organigzing the sound is one way of controlling ite If you
axperiment with a film and run it first with so nd then without it
you're conscious of walching the image in an empty snvironment but
if you fill it with sound it vertainly does involve yous. So thare
are all these ways oi thinking about it, But for us the picture has
alvays come first and it's been a matter of finding the sound
second. And sometimes it's much more difficult to find sound than
it has been to get the picture.
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Perhaps your could describe a small sequence from Island Fuse and
then say tow you think it works on the viewer.

Well I can say how people have said it workse. I know how it works

on mas- For instance in Island Fuse we have the scenes of the camper
cutting the limbs off the tree, For me in that sequence he is a very
alien figure in this lyrical landscape he's an intruder and he's
destroying it, which is partly why xkm we coloured him red and
repeated his actions. But in the refilming I'm not sure that this
was the main motivation. We were more absorbed in the way he was
moving, the mystery of his movement. He seems to suggest an
archetypal Australian character in a way but it's hard to pinpoint
all of tuise As for somebody elses reaction Peter Kinzston who is
a film maker was absorbed in the mystery of this mans His face is
hidden by a funny floppy hat and he's got a strange, stooped,
round=-shouldered looke But Peter Kingston was todally absorbed in
watching what he described aa"the mystery of the prescnoce of

t..is pan.” I'd like to say how important it is that we don't alwvays
understand thinge = that there is mystery. I think that it's
important for us as humans to have mystery in life. It activates the
imagination. It keeps us excited and full of wonder and ocuriosity.

The groatest experiences I have had in film have been films that I
couldn't ocomprehend like Relativity and lots of things I can think
of. They just seemed greater than lifes. This is what I worry about
in our educatione Our education is geared to destroy this and try to
reduce everything to knowable information, facts and explanationse

"The words of the wise conceal the mystery of things." Thai's what
Harry Hooten says, "but the works of man reveal his mastiery of
things." I t.ink this is why we invented religion for a start
because we wanted this mystery. We urgently need this mystery, this
unknown mysterye

Phis is % contrary to the usual explanation that it was invented o
explain away the mysteries.

So we're looking for a new mythology, a new mystery. I've been
thinking lately that it is very important that we don't know
everything.

Do you tr-ink that thers might be some elements of mystery in
People Nix your most recent film.

Yes,
Because you've presented people without trying to explain them?

Also the image is wvery low in'definiticn, vwhich is mysterious.
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The people have become abstracted a little in the refilming
technique wrich is what happens when you £iim re—film things. Man
ie the unkngwable. Again as Harry Hooten says, "You cannsver know
man, he is the knower not the known and there's a great nystexry
about mane" Harry Hooten was very inspired by Krishnamurti in this
approach to whether we can know ourselves or notls ¥Krishnamurti
gaid it's impossible to know yourself because in the very act of
trying to know yourself you're changing yourself end therefore you
obviously have a new being to get to know. Therefore youtre alvways
one step behind yourself in knowing yourself. ®xx This was Harry
Hooten's main platform.

So every new experience changes you. But you mightn't quite
appreciate the experience because you haven't quite caught up with
it, This ties in with what we were talkingabout before doesn't it,
about people's hostility because something is new?

People have always had this difficulty about accepting anything that
doesn't fit into the patierns Most of our films I gust say, have had
very few pecple in thems Most conventional £ilm making ia teaming

with people,'the talking 1ip® as somebody referred to most traditional

film. People Mix is a departure. For mma once we have a film that is

Ce

Pe

Ce

Ae

Pe

teaming with people but we're not trying to know theme

One of the things that I see in People }¥ix, although we haven't
gone into this, is that it's rcally aboutmovement and gesture and,
although there's a lot of movement and gesture of chosen people

for the film, I would like to have a tremendous amount yet of
movement and gesture of people in the street. I'm roually interested
in this. It's incredible when you travel in the street watching the
way people move and siope

And you think that in these movements people are expressing % xamakikin
sometiing of themselves,

Yell maybe about our societys I'm sure that movement and geature in
¥elbourne would be very diffsrent to movement and zesture in
Jakarta or New Yorke

The first thing that hits you in India is the way people moves
Everybody is just so poetic and balletic and there's no doubt about
it, it evokes a more spiritual sense of feeling, not =2 material
attitude. The way they nove their head, as though their head is
about to fly away off their neck altogether in the most delioate
waye This is what also interested us in the man in Island Fuse
finally, more han anythinz else, was repeafing the elements

and re—animating and re=choreographing the movement there.

Talking about communicating ideas. /s an example of a certain type
of critiocism I quote a comsent made by Henry Schoenheimer after
seeing a program at the Pram Factory. He felt that the films
offered "stimulation without communication.’= There was no
intention that mind should me.t, that the artist should offer any-
thing structured, meaningful or eulightening." Would you like to repl;
to that.? ) L )
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Well. Fir:t of all I would like to reply spscifically andthen
generally tp this type of oriticism. Specifically I'm amaged

that he should write this because he was looking at a dooumentary on
Robert Klippel's drawings, a straightforward docunentary that has
been shown on television, as an arts dooumentary, and on a seocond
gscreen I was running film images of Klippel's aculpture whioch
related to his drawings in certain wayse There was no precise
direct relaticnship, Tframe to frame, and Mr. 3choenheimer was
amazed that I stopped the projector due to a technical fault and
restarted it again, presumably now out of synch. But of course
there was a general relationship, a fairly random relationship, not
a specific one frame to frame, on this material. So he's exhibiting
a certain degree of distortion of the facts there whioh one expeocts
to find in § journalism but not from an educated observer of a
£i1m manifestation. The other problem is whether the film is purely
communication or stimulation, 0 f course it is a problem that's
simply in the nind of the beholdere. Some people are going to find
it communioating. some people are going to find it purely
stimulating; some people are going to find it a combination of bothj
and a3 soon as you begin to be conocerned about the rao~ction of
gpecific members of the audience in gituations like this you have
an enormous problem on ypur hands because you know that people
reaot in various wayse They're conditioned in various ways and
there's a great plurality of opinion and attitude to what thie

£ilm or music or painting experience should be, depending on the
chemical and physical makeup of each individuale So ve can't do
very much else but present the work and know that it is going to
commnicate to people who are on a sinmilar wavelength os oxmkx
one's self. Cxperience justifys tuis. From the feedback from the
audience, from the sympathetic interested andience, who are not
elderly people conditiuvned by a lifetime of couventional linear
type cinema, we know that we are in fact communicating and the
exciting thing about this com unication is that it does feed back
nev energy into the enviromment, and back to the film maker, to
feed on and to create more worke

Its 2 sort of circular processs. From film maker to viewer and back
to £ilm makere

The film energy circuite

0f course the entertainment film doesen't feed anything X new back
into the environment. It's a closed system, which is just
presenting redumdant information over and over again to people,
which is why they are finally so frustrated by their life and it
becomes a drxuge They have to keep returning to the entertainment
film to be constantly distracted. The film which is providing a
more solid material is the film that oreates this return of eneggy
jnto the environment. It's film that also can be described as a
matrix for one's paychic activity.
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I thou:ht that I would also like to ask you about the comments,
which you gquoted in Film Wotes, made by the judges of the 1972
Bensen and Hedges Award. They expressed their'unanimous
disappointment at the unimaginative and unadventurous approach of
the films, which had an overall lack of technical expertise."

I think you saw some of or many of the films entered. So I thought
you'd like to comment,

We've since seen the film Paul Winkler submitted and which was
re Jected, which didn't even make the four finalists, This is a :
staggering piece of work and there, if you like, ther: iz communioca~
tion of a most intense leval although it's a communication of
personal feelingse. A very intense communiocztion on the horrors of
wars ow there have been a million and one antiwar films made but
never a war film which, by making such an impact on one's
sensibility almosl recrcates the experience of ware In fact the
film maker himself was to a certain extent, being a Oarman,
involved in the bombing of Hamburg as a child. He drew on direot
experience in communicating the in®ense discomfort and pain and
horror a child feels in ware

They %alk about technical expertise. We've been analysing some
8tills from it and you only realize the inoredible technical
achievement when you see theses

This, if you like, is a bit of subliminal worke These grossly
distorted war victims are felt rather than seen because +they

are alternating so rapidlye The fact rcamins that “aul Vinkler's
film is a work of the most inoredible degree of technical expertise
end the statement is just natently absurde They're demonstrating the
fact that they are ..ot equipped to absorb this inagerys

I suppose the most positive ﬁfigiﬁﬁi reaction ve've had has been
not from film critics but from art ekitics, especially when we did
the Expanded Cinema show because art critios have learnt to cope
with accepting new experiences. They accept &hat it's not

always possible to analyse and interpret an experience and some of
the comments made by the art critics wers quite interusting and
useful,

Kost creative artists have a struzrle to make a living from theix
vworke Or many dos Do you think that % economic difiiculties
interefx interfere with your work?

Therc'!s no doubt about ites Any kind of worry is a very negative
influence on creative worke We've had various worries over the years
with the children and finarces and during thesse periods the work
almost stopse You can't work worries ocut of your system you have to
have a clecan slate.

Also film is expensive and you have to have the woney to buy the
filen for a start don't youe It is the nost expensive of the medise
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This is preeisely why it's been held up as a medium of self-

expression on a very wide soales (cctean gald that film won't
become an art until the materials are as inexpensive as pencil
and paper.

There's a positive side perhaps that you might like to comment on.
The doononic difficulty that you face perhaps help to mould the
style. For example the need to be economical leads to editing

in the oamera and to the use of a rapid suacession of images to
compress a lot onto a limited amount of film,

T don't think that it's for reasons of economy that one does these
thingse I think that economic difficulty makes you resourceful
but I don't Xnow that that really determines Jour style.

I think, on the other hand, taat if you had unlimited material
towrk with you would progress much faster.

Ye're terribly interrupted now with making Peo;le Mix. We have a
grant from the government to make this. They pay for materials but
we have no time because we have to try to make a living and this
eats into our tima so much that we just can't ever get to work onm
it properly.

The film grants are splendid but they assume that you have some
other means of livelihood.

I feel that People Mix will suffer if we don't have a burst of
being able to work on it uninterruptedly for sone time, maybe a
couple of nonths,

Our greatest output fws was in the period at Canberra when we had
the university paying for everythinge Although at the time there
were all sorts of frustrations and holdups in retrospect it was
much easier than having to batile awaye

The government subsidy, which you have for People Kix, how does that
worke Do you receive it after submitiing the project?

In our case we made a good part of the film before we applied for
assistance. In theory we're not terribly happy about these grants
and we've mmmmpi avoided ap lying for one as long as we possibly
coulde Partiocularly in the beginn ng there worc several unpleasant
¢c-nditions and aspects which have since been solved.

We did a lot of work last year out of our own pocketa, We made
Tsland Fuse and Video Self-Portrait and a lot of short films. We
proctically ruined ourselves by doing that I still think that I
would rather have real support from the public, put on our programs
have a lot of people come to see them and gel our noney that way.

I hate this cultural dole that we're all struggling along one

I suppose you h:uve to rationalize ite In the past there was always




some sort of sponsorship o f the arts from wealthy patrons and

so on. Tovernment ascistance is the nodern equivalen t of this but

1ts not easy to feel dbliged to any organizatlon, however detached they
are and however much freedom they zive you. There's gtill finally this
feeling of obligation.
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Instond- of providing finance for film making do you think that there
might be a better scheme wheruby the fovarnment provides some sort
of distribution or promotion or some sort of outlet,

I don't think it would help work like ours. It would help conventional
Australian movies. Welre trying to produce and introduce the work
ourselves. That is what's needed. In fact we asked the government
recently to sut up the cosis of our air fares to take the movie
around to universities right up to Townsville to Perth, Hobart and so
on but they turned that downe But that's what!s needed [or people
like us to be able to present our work and talk about ite. Of course
the other problem is that we want to do a lot more research into the
expanded cinema zctivity and this needs a lot of time and a lot of
money and equipmentes All this talk about digtribution is only finally
going to benefit the conventional filme

One of the problems in Australia is the high cost of living, not Just
the cost of food but the high cost of overhead. Postage in particular
is exceptionally high and telephone. Anything you want to do to
promote your work is very expensive, much higher than it is in say,
England, where .ostage, printing, all these things are much cheapeTs
It means that you nave to h.uve big resources to be able to put your
work one

There was an article in Lumivre recently about underground cinema

it stated that the alternative oinema in Amerioca is :ow bi: businesn.
andy Warhol for example. He's virtually a millionaire isn't he% X
4hink he began by taking his films around the universitles.

I think he's mainly a millionaire through paintinge

Though the article did say that he'd made millions of dollars in
najor release cinemas.

But I think ¥arhol's success has stemmed from his success as a
painter. It carries tremendous prestige and aunthoritye. If he started
as a film maker no one would lmow him or would be intercsted. Ite
only because of his zre~t success in the art world before he started
to move into films that he is a recognized film makeTe

Do you feel that there is any gort of tendency towards some such
acceptance here.’

Weli let's put it this way if Nolan were %o take up film making I'm
sure he would do very well with his filma, But don't forget that
Warhol's succesaful films have been very sexy and there's nothing

like sexy films for getting people in. We've not seen* apart
from Chelsea (Jirlse g:'vn not seen any of the notoriou:ngaea?
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As to getting independent film making on a viable basis in Australia
one is cervainly trying to do this. In fact we've lived off our owmn
£ilm making for the last two years but it hasn't been all that easy.
We're the exception. I don't see it happe.ing yet. We don't seem

to have the society to want it in sufficient numbers.

If thers was a viable, virile Australian Milm Industry, and there
were more people involved in film making then perhaps their
interests might develop and extend to a more creative use of film.

Yes. I suppose it's just possible that if people were used to the
idea of Australian film making they might support a wider =x
spectrum of work. I don't know. I'm inclined to think that it
wouldn't have much effect. Especially when one looks at the kind

of commercial Australian films which are being made which, almost
without exception, are extremely amix vulgar and eesy to assimilate.
This may just be a temporary transitory phase but I think that there
geems to be this quest to f£ind the authentic Australian character or
image and they're going $hrough a period of exploiting xmixgx
vulgarity which of course is a perfeotly valid thing to do to try
and find the Australian indigenous forme

For a long time they looked for the great Australian Novels But I
think Fatrick White provided an answer. So now it's the great
Australian film we have to look fore

But also we hive here and now, people who work in television and in
the film industry, making comnercials. They're not interested in our
sort of work unless ¥%x it's to pinch ideas. A lot of advertising
people are ihterested in new cinema so that they can 20t some ideas
for their commercials. But the people who work in the induatry, in
television, they don't come. They're not interested.

Talking about pinching ideas. The article I mentioned before £poks
about how independent film makers had influenced commercial cinemae
Sprce Odyssey is an obvious example.

I certainly wouldn't have anything to do with our ideas being used
to bolster up or pretty up, to trick out coumercial films. In fact
this is what Kubrick does in the Space Odyssey and also in Clockwork
Orange, he uscs little bits of what one might call underground
tradition to jazz up his films. I'm totally opposed to this,
especially ss he always comes along, ysars after it was vital, and
then shows it to the »ublics The greut vitality in any art is when
it's done, not when its watered down 10 years later by comnercial
eoples

I wus going to ask, did you find this irritating or flatieringj
obviously you find it irritating. But I also wondered whether
perhaps the recognition by the commercial cinema of the achievements
of the independent film maker meant that perhaps they might move

togethers
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Therc's no doubt that independent film makers have pioncered a lot
of stuff that is now accepted in commercial film makings The use of
highly mobile hand—held cameras and recording on location and all
that sort of stufl which was piocnsered by the independent film=—
makere

I think the only thing that's gling to save any of us at any level is
the dynamio culture— the dynamic societye. This throws into question
all the existing forms of nass entertainment, we now have. Television
could be such an incredible medium for paople like us. To have our
work on television, to be paid for it, to be economically independent
of the ocultural dole that we're all living on now from the
governmente But television of course isn't this,it's very static

and unimuaginative but it could be an extraordinary social force I
think.

I noticed in London, Hugh Greenhall the BBC manager, w:s ﬁ§§i§g}i§n8
the BBC recently for becoming very sterotyped, not le:ving itself
open to other influences, just becoming very narrow in its attitude,
doing all its ovn work and being very incestuous about style.
Television used to bring in outside work and there was a graater
variety, perhaps an unevenness but it was a more vital thinge.
Tadlevision now tends to be a very closed system to any other
influence or works

It just goes on repeating itself?

1y really hasn't evolved muche We've been rucently watching televisiol
He haven't watched Australian television since we were in Brisbane in
1965 and we're really fascinated by just how static it ise It just
hasn't evolved since that time.

It's all very backward lookings Ther.'s uno feeling of coantributing
to the present or the futuree

Yes, I would like to go back toc somstiing you said ecarlier Corinne.
You said that nothing is going to change until scociety changes. This
brings us to educatione You've had quite an extensive contact with
students, Have you been aware of any increased interest in film as ym
personal expression rather than as entertainment?

If one is honest you can say that in most schools the kids gnly think
of films in terms of ontertainment. But this depends so much on the
school and so much on the terchers. In schools where thoire are
interesting to .chers and a good atmosphere in the scuocol you often
find the students are much nmore¢ alert and intercsteds I've found

from giving the screeaings in the schools, that so wmuch depends on th
quality of the school, not even individual teachers just the overall
atmosphers there, Authoritarian unhappy sort of schools are very
insensitive. In oti.er schools vhere there's z good atmosphere it's
very good to give the screenings. I think teichers have an enormous
influence on whether kids are going to make imitation Hollywood~type
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films with their 8 mm cameras and no back-up or whether they're
really goingz to explore things. We've seen so much interesting work
from schools.

4
Film in schools has got grafted onto other departments, usually
English, which is a bit odde Somctimes art, which is also odd,
instead of being recognized as an area » in its own right,

Have ydu got any advice you would give to people initiating a film
course? Maybe advice about air or mcthod? laybe based on your work—
shop experience.

Fluency in use of camera seems to be the important t.ing to start
off withe Not towrry zbo.t telling a story, but setting up a
situation where the students can experience the feel of the camera
as an extension of themselves of their nervous system, feelingat

one with the pniece of equipment. But the arror one sees happen more
often than not in school film making is that complicated story films
are attempted z3 a first effort and the script tends to take over.

I think this applies alsc to Teucherts Colleges. We were speaking to
someone wic¢ did the course at Monash Te.cher's College, 4 ycars,

He's extremely disappointed. He said that most of the students at the
end of it could barely lace a projector and were unsure of themselves
in handling the equipment. After a 4 year course it?s disgraceful.
Something's really wrong somewherc in the way that theytre being
taughte

I think that rother than start off with atory films it would he
bast to start off with some kind of near-documentary approach, using
the camers to record recality. A very simple idea is to make film
portraits of individuals, little slices of life like thise
This +ind of film mzking reproduccs the history of film in any case,
because some of the first films werc recordings of daily events and
they developed them to documentary filmse This iz exacily what we
did with our workshope e set up a situation where we had people
filming one another and projecting inages onto bodies. It was a
vory intense expericnoe of sound and light and a very exciting
experience.

No matter what you teach, you should try to get across a very
thorough knowledge of all the possibilities and potentials within the
media, whether it's the use of language or film or paint or olay,

so you thoroughly understand your mediume You try not to impose any
style onto yo ir students but at le.:st they should thoro .ghly undexr=
stand the nature of the mediume This is a great problem with film
education or film criticism: people ju st don't understand the
potential of the medium.

Well they smee it for its story telling ability because every time
they have seen film they've besn told astorye.

We're conoerned that people should understand how to process a film,
to0 underst t glill%ﬁl& chenistry of film and to uuderstand the
pgten%gai %ﬁﬁt &go n the camerae v
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Film is a very corplicated thinge. You dorn't juat pick up the camera
and do it glle I think it would be very inturesting in a class
situation to h .ve a series of exercises filming tiny aspecta of
movement — just the way a limb cuts through the air or a door swings
open. Filming it from all soris of angles, being aware of the movemen
from different angles and points of view, In fact you could make it

a very inturecsting experimental filme Just talte a simple movement

of an arm or a figure, just maling one sinple arc of movement and
reproducing it in many differunt ways. I think this sort of intense
kind of experience would make up for y2ars of self-discovery in the
normal ways I think a lot of experimental film-making is a means

of self-scducation and self-—discovery, of rcalitye. As to the future.
We feel of course, that film is a transition. It hasn't developed mx=m
much since the turn of the century when Tdison and the Lumiere Brose.
first started it going.

The first film makers perhaps saw more of the possibilities inherent
in the equipment than many later film makers,

There's no doubt that the coming of sound and the #evelcopment of
film as a viable industry concretised a lot of the thousht and
developments As soon as any kind of situation becomes large and
pondorous, there are sreat forces working against change and
developments. These tiiings work against what is the very stuff of
life to the independent person. Film is in a stage of transition
towards finally, I suppose holographic imazes. Images suspended in
space without the support of the screen. But the problem of how to
support the audience in the ideal rashion is something which conoerns
a lot of peoule. The cvne exciting possibility would be to suspend thex
on conprossed air so that they're virtually floating. Therets a
great inhibition in even having a floor for them to sit on. It
would be very exciting for them to be totally surrounded by images.
The next develcnment that one expects would be when one just plugs
into brain electrodes which would generate imazes of ono kind orx
another directly, live, from the film makers You wouldn't have to
comect one another with wires. It would be transmitted through
ether as radio waves are, so that poszibly you could %x have these
transmissions zling through ether just as radio and television does.
Instead of looking optically, with your eyes, at a screen, you'll
clap something on your head which will send the impulses directly
to the braine
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