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The 5Sth MELBOURNE SUPER-8 FILM FESTIVAL

The person introduced to people at the last Open
Screening as the festival director is an 1lmposter!
NO, seriously, Brendan Murray is now unable Lo take the

position up, so the new director 1s Steven Ball.

The festival is on Aug 31 - Sep 2 at the Glasshouse

Cinema, and entry deadline is dJuly 27. Entry forms

wlll be available SO0ON now.

F'or more info: Steven Ball on 531 8145

Bill Mousoulis on 429 9847
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DPen $opleniny St. KILDA ACCESS TELEVISION
— /\W/ 2 Acland 53§ TFE;ZF;:C?;':: I

ST. KILDA 3182 By Baia
h o PH. 525 '::ra- g . SIS
L I ' e v | 1. KILDA SOLUITH 2187
SUN, 24 Tung , Lpom. IS . KILDA SOUTH 3163
|
«
57 ‘ i ﬁJ > T KILDA ACCESS TFILEUICTIM ELEA
OO AMEQ'LE-A 1988 and has cimce hola e o . =8 1V) was incorporated in October
S e €1C two test telecasts, in December 1988 ang
ecember 19YBES
‘?' - ’) A : ‘ . SKA TV aim establish a permanent Communayits ACCRSE televieicm
:-> Lts Oli S (g{[\Q.-LM ‘0 E:T.::‘-'-;lﬁ'_ Serving the i1mner Basilern and i1nner EEJLthJ“. Su;;f:; él-
”?IDDUFT?- e el ﬁ;tﬁ_ﬁF:*h (Student/youth telecaster),TVU (Westerr
I,_J::E— eCaster )and Upen :-"“ai‘ﬂ"li_?: -::mmu—,;ty aCCess video centre) . we
| o [?—j C*m‘f_ 4 Lonsortium to apply for a permanent ,Metropolitan wide E
E—lﬂr"‘] (/—6[_ 76 (___ 1L television ;'.CE‘-'".EE‘ on a :-'"af_"-'_"-Ei"E-r"-cir"E basis.
MELBOURNE FRINGE ARTS FESTIVAL
FILM AND VIDEO FESTIVAL SEPTEMBER 1990 - .
Film-makers and producers of independent productions are invited o submil works TELEVISION UNLIMITED
lor screening The Fringe Fesuval takes place 1o conjunction with the Melbourne TRAM'IS ,/
International Aris Festival *when*
AIMS OF THE FESTIVAL
o To premiere new productionsn [i1lm and videu
v To encourage the distribution and exchange of 1nformation aboul [ilm and videc WED JUNE 27th - JULY 6th
0 Inexpand the audience of the independent {1m and video seclor
Assisted by Film Vicw d the Austrahian Film C $510 . : . :
3515 Yiiim viCloria an € AUSLIalid IO Lommission T‘V‘U lS lntel_ested in Scr lng
ARTFORM MEETING JUNE 26 AT 6.30PM - FRINGE OFFICE f1lms by Super-8 film makers.
p _ | F1lms need to be on a video format
DEADLINE FOR EHTISY - Entry lorms, together with preview [ims or such as VHS, Video 8 or U-Matic.
videos must reach the Fringe Network Office by the 6th July 1990. TO:
FILM AND VIDEO DIRECTOR OR DROP IN TO FRINGE, FIRST FLOOR IL you're interested please call
P.0 BOX 1479 184 BRUNSVICK ST Lisa Horler ASAP on 580 8079 or

COLLINGY¥O0OD VIC 3066 FITZROY VIC 3065 .
Fax 417 7872 Phone 419 9548 call the office 687 1847.

Next Open Screening is on Tuesday, (TthE [l

MEE‘”NG at the usual venue at the Glasshouse Function

Room, RMIT, 360 Swanston St. City.

At 7:30 p.m.:

- el il Fa rl ... ‘I'T"T .
"8 in the 80's"™ VIDEO COMPILATION

on sale at the next Open 5creening.

BEST SUPER-B FILMS OF THE 80'S
ring your money!

Only $30 for members.

ction >me of the better Super-8 films

selectic some of
of thi 1S suggested by the list il
=N the i - MAGAZINE.
At 8:30 p.m.: '
OPEN SCREENING
ET‘NG BYO film. Everybody and everything welcome. You

don't even have to be a member - just roll up.
Sometimes we get a lot of films. To be guaranteed
that your film will be screened (especially if
it's over 10 minutes) it is wise to book it in

with Bill beforehand on 429 9847.
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Ihe St.Kilda Film Festival neld over four
davys from May - 3 at the National Theatre
An St.Kilda, was guite a Jolly affair. 1t
+t€Mains as the one great festival if YOu want
tO see what lémnm Short films have been made

1 The past twelve months.

Originally 1 wanted to do ar 1Nn-depth
Critigue of some of the films in the festival,
out l've run out of time. So here 1 offer
an overall impression. i managed to catch
40 of the 43 films on show (Sandy Munro, who
COOK the photos dCcompanying this piece, saw
all 43!)

Only two films truly moved me - Teenage
Babylon and Words and Silk I've mentioned
the former once before ir these pages. AS
for the latter, it was the first time I'd seen
1t, despite its release at the State Film
Centre last vyear. 1t does what it talks about
LT 1S aaventurous, metaphoric, magical, and
Li1ke Kiwi coming home from last to win that
Cup, it will take YOu Dy surprise,

There were other films I liked slightly.
Sex Rules is Charming and has a great closing
i1ne; The Killing of Angelo Tsakos also has
4 great ending, and is OKay before that; Storm
in a Teacup is unusually convincing for a
Swinburne film; Once as if a Balloon- is
PErIectly successful in what it attempts;
Confessions of a Simple Surgeon has a totally
passionatead lead actor/person: danc Mortgage
has pretty good acting in it.

At the other end, there were some fi1lms
that detested. The glossy, inane 1 See Said
the Blind Man and Brutini: the tvypically

badly-acted student
the Bean: and the c
confused, pretentiou

whno better

Without Su

18]

. ]
- I ":

The award-winners WeTreE

A Little Life,

and Silk,
the Door and the Flo
Babylon, Brutini,

Raymond's Mission.

=

—

s

or,

King of the Bean,

£ 1
tiess number of silly,
: 1
1ims Ifrom cinema-hopefuls
] , ' Ip (Days

Night Out, Words

The Space Between
Between Us, Teenage

and

Bill Mousoulis

5

t1val

lesends Bl MADULS and  RICHARD TUOHY




12 3 INTERVIEWS

MARK C ZENNER TALKS TO MARK LA ROSA ABOUT
‘ORIGINAL COPY* AND OTHER STUFF

HOW DID THE IDEA FOR 'ORIGINAL ~In 5upE£ 8 you gedarslasive to Fhs If you have a too precise
Eg:Y;EEEEFUF? — Giitance =N :affri st rE;atixf_“?_ visicn of what YOou want before
_ SSHer Wealums;a :'?'Ef‘“fptf,ﬂ'_Tlf s 8 fi1lm is made you are much
It cevelorped just before the :hE Emal}er:tz? -%-m r“hre*hn? ??QEEF* better adviseg to go into a
film was macde, in a very rudimentary the depth 94 f1elc you can get without larcer format,especially jf¢
fashion. I had 2 vacue icez about having to follow focus opticals are invoved.
the narrative and then :n a?ouf the On the other hand,if you
thiré cay of shootinc the final AN SR
form it would take :;y talized, GIVEN THAT SOME OF THE SCENES IN :;z;i:?g QLSa;E;iszsofn:ach |
around the presence of the actors ORICINAL COPY’WERE SHOT USING DIRECT géu:-i-a-ﬂu*hé "511-*%ou~hk-
and actual sets SOUND,HOW DID YOU OVERCOME THE PROBLEM D,,figea”gw”;be“ e - G,
As for where 1 gct the idea from, OF THE ONE SECOND SOUND DELAY WHEN e v, tle BLen el ok
PRIy ABnHE Eide. v EDITING THIS FOOTAGE? mon sre ieons,then there's no
I really Corn't know. It arose from reason why within them vou can‘t
an olcC notion I hacd that 1I might _ " : use what's available to jts
trY to show somebocdy whose image of 1 usec a rather rouch and reacy maximum possible ext :
himself a2t an: civen moment is method. I transferred everything on el & it k=ension; l
hopelessly gut Ef tune with vhat the mag stripe frem the projector,
Nl s actual image to apherg is. Fhrpugh an am;ilizer and onto cuarter COULD YOU HAVE MADE A BETTER
Scmebody whose reflection in the inch reel tape. Then,still Lsing the VERSION OF "ORIGINAL COPY'ON 16mm?
mirror dosn't always scuare with pré-amp,I ecualizec thzt anc¢ re-trans- = E—— ’
the wav he thinks he looks. -ferred it in cases where an overlap o - _ .
would have been cisturbing. I simply ""_Guestion is neither here
hac to juggle around the tape anéd the NOr there because at this stage
WHOSE IMAGE OF GEORGE DO WE SEE IN Projector until I found dead synch,
ON THE SCREEN? ¥hich at 18f.p.s. is slightly easier
e than 24f.p.s.
It's left ambicuous. It's up L0 all I can see are the fiim's flavs.
the audience what they see. He might and if I vas to Go it Ageih on Mo
De ceac. He might be crempt by some- |WHAT CONPROMISES WERE YOU FORCED TO i ¢ aﬁtu=1aquculéa.£ be e cane ciimd
one. COr he might be dreaming. TKE DUHIT THE SHOOTING OF THE FILM? '-:ﬁElt‘l;vE;-E:ﬁidunnl: ﬂuEtEhl:fgizuﬂ-*r.‘é;?u
Initially I wantecd *he encing to be ? HG“E?_:? c?"?e_:i.;ht en lﬁmm'fg_i: ?
HOW DID YOU WORK WITH IN THE LINIT far more violent. I wvanted the cane inoae e o o Bane o !
Lyt ) _ . Technically it would probably have a
~ATIONS OF SUPER 8 TO ACHIEVE —roXen over Gecrce's face,anc corious 1ot more polish,but vou Can never
SUCH A STRONG EXPRESSIDEISTIC STYLE, BEGER - EBE. 1. st vilanay v diians alhas o leé-é:acg1} ety Vataee
SOMETHING NOT NORMALLY ATTEMPTED ON |tlooc. > 4" NOL unhappy with th format because that 're: means you're
THAT GAUCE. repeating somethinc, and Dy repeatinc B
-ne 1icez for such effects aE I-;EE- encdinc zc i+ e B " she ¥i o youi_i ::?rcve & LT St
ONCeé they hacd crystzliized on the thire Sl il ae ook SSRUNGMEE Ekine;
cav of sﬂﬂctln:.éc:,allv came from the £ 55 Ngusc Dave bUR, a0 REInseEl,
limitations of the mecigm. In other SO i SAmelON, ENd: 1t i
FERRRT Bad. wiat T %ncd 1 SRR e, have SEEIEEZEE -rom the chostiy ) TELL ME A?GUT YOUR OTHER IDEAS FOR ;
As for :ﬁgnlicht:n:,vnu can use that SEHEE-E' Seorge's character that ; ‘FILHS D EIKE @ MARE,SOCH AS .
2xpressionistically in any mecium palSe to convay- - e L IVRES == J
hl::;zrn;:-s h':u; ba;E:: ;Drm:e;-l iGea ‘h'f:.lE xne E\Sikstions of Buper & e % S :
that you clscover th; limitations Sl :nemEElvE% e ‘ThE11ulturE5 " s, the dea ‘
>f the mecium by 2ushing it,by trving ik e 8 e b Eﬂu-ha?e R R stﬁry:althnugh Be »
Fay momathins that oAy Yaiire iriéﬁ sSuper careful wvhen f;lmln; indoors pECUllaf_hliu. it would be1abﬂut 2
A aoo o KEE ore Airei 35 nOot to let even a cuiet camera person vho falls in love with another
ook R e S S X0 reverberate and reflect off bare and who,in being totally preoccupied
-11dfl normal. You S=0OCT. Cilscover wvhat valls or En}' f’;lghl}' rE‘flEEtivE L'ith thas cther FEfEGH;bEC’C‘mEE
OC come up against. It's a way of Surfaces. Anc¢ using a hich cuality PEFChitillFrE;iritually,Ethicnally
-estiinc the mecium,i:s fle:. microphone dosn't help you in and finally physically depleted. A
these instances because the higher diaboliczl element might or mightcom
the guality the better it wil} into it,with the émdiguity of whether
Pick up that reflection. One must the lovec person is or is not aware
HAT SORT OF THINGS DID YOU DISCOVER® always bBlimp cameras,and blimp o he effect he or she is havinc upg
= = —_— them thoroughlyv when filming the lover,ané¢ if he or she is not in
I ciscovered tha- there's no truth indoors. There Simply is no way ‘fact Exa:Er:batling Frecisely that
© the myth that vou cannot ce- arounc that. effect toc derive SCmeée mysterious
mOCth pans on Super &. > acvancace Or Zeeling of powver from th
-Nere's nec truth o the myth that :h:ng. s e 28 BENNRELYY ay
Cu cannot edit ac much as you rlease WITH THE FILMING OF ‘ORIGINAL CoOPY® emotionzl acrantage. L - weulc 22¢ to
nC have shots as short as you clease. YOU DIDN'T HAVE A FIXED VISION vas s e chamder guality of the
f szliced Carefully shey r&n't-ium:. OF WHAT EACH AND EVERY SHOT WOULD 1dea.r1:h?:?':ﬁ 3?? Ay legsa:in; the
You can ces "L'E':':.' cood ::L:alir.v. : LOOK LIKE BEFORE DAY 4. IHSTEJ&D, element = c%a:nlzgm,pa:asltisw. ancé i
c-allec images ¢ VCU use fine crain I0U MAINTAINED A FLEXIBILITY AND PEKEEF$ TEHF;fZE“ involvecg.
-OCK By virtue of the fact :hat#vcu DISCOVERED POSSIBILITIES IN THE ‘ -f:;lrls* is ar clc theme. I+ coes
-SETean't print ther. It's precigely MIDST OF ACTUAL SHOOTING,NUCH PaCKk to Bvron and was adumbrated o
ne flﬁe-;:aln,hi;: resocluticrn Stocke LIKE GODARD IS SAID TO HAYE DONE a Short ncvel by Henry James writeen
* Super 8 colour thas are impossible WITH A BOUT DE SOUFFLE! DO YOU in 1829 entitled "The Sacres Fount", *
> Frint because nc suitadble low- THINK THIS IS THE WAY TO GO WITH anc,in short,it woould be a good
JNtrast reversal prine material SUPER 87 Subject for a film,if one coulc cet
X18ts for those. _'—E%____:_ the acters cCne needed,.




e EGIIIHH=I=====L*"f;é====$====:
Another idea I had was for a docu court room,that would then again

B ol IIzazggdt;DiﬁﬂszIE‘_Dsﬁtf turn into a photo,and so on. SO YOU DO HAVE PLANS OF MAKE

£ . > ~ve finding Finally a newspaper half-tone ~ING A 16mm FILM IN THE FUTURE?
9 real person with a terminal disease, Photo of the entire process woulc = — e ————————
E;;:g:}i ;:E;?;;?E: :Etiéién?ntzzéwy turn intoc a news Paper being reacd I have n?th§ng to lose by at
day curing the duration ang up to :EE ¥ 8. men o o beth'FhE FUE: Ban least Submitting an application
tE}mina*iar % “i; i“hec; arﬁ :”1:"v We saw at th beglnnlpg.or Possibly for a grant,and Submitting it

i ' e, c gttt et S (L S 2 5 1 anﬂ:heriwaltlng for his friencd. more than once. But in the event
takinc a film shot of him . Placec The man folds his newspaper, throwec of that not going through,I hav
next to this secuence of shots,which it into a bin and begins to take the option of being able to make

his walk. it indEpEnﬁently' by private

would of course illustrate The basic idea is that no act, means.
graphically a kiné of time-lapse no, .matter how sudden or capri cious,
process of deterioration in the namecitated,unforseeable or unigue,
person's facetggulﬁ be snap shots can exist that hasn't already found AND HOW WOULD YOU @o ABOUT
of this same person,jux taposec 1t s proper form or image. That GETTING THE FILM EXHIBITED?
at the beginning and enéd of the éverything,in a sense,has already
thing as a2 form of brackets. Ang happened and will continue to A letlof telephoning angd
after a final view of that photo, happen. It's that Ccycle I wanted funning around I presume.
GO back to that person as he is to show.
now,at the end,or very near the
ana IN MELBOURNE?

e —

WHY DO YOU MAKE FILMS?
o Not lecessarily. I'm hoping to

It's a documentary 4né also an

experiment in as much as I want . :

-e¢ to see if on that face any I make them to please myself. The film the thing overseas. Screen

-thing besides purely physical challenge of making something that ~lNS a good film in Melbourne is
1 ; = Somehow stands as a structure and reéally like casting pearls before

deterioration appears. That : S SRR _
1S tnilfiec is its own reward. If

foreknowlege of what has to
happen and cannot not happen. I.months later,can come back anc
=, croject the thing, and look gLk 3¢

A spiritual endeavour if you b b : ,
SETN NG cdaai anc believe in that world,then I'm WHY IS AUSTRALIAN

Another idea I had was to ‘happy. If audiences manage to get DULL?
illustrate how a2 sudden and Some kinc¢ of...well I don't know P =
violent act has in a sense --.€ntertainment? Food for thought? Because the mentalities of th
already been recu perated by the Thr:lls?_Whn Knows what they get Pecple making them are dull and
possibilities of communicating cut of films? Even the auciences the mentalities of the people
that through various media. don't know...If they manage to get .SSueing grants to them are even
For example,someone reads a something out of it too,particular culler. Plus the quality of the
Devspaper.on a bench,awaiting an -1¥ a strong,intense feeling that j+ SCripts is very poor. Most people
p)d friaho in the the grownis of ¥as intencded they shoulé have at who attend film schools,on close
E a given point,that's also a source examination,would be found to be
of satisfaction. If You intend Seémli-literate,very badly reacd.

Swine.

FILMMAKING SO

oY o

a commisdon flat. They have an
the

arguement,then 2 fight,and } And - .
other is killed by main force. fear and they feel it,you've cone #¢ on the whole,people are
The idea I had was that with each your job. ;frﬂld 0 take imaginative chances
iLh €Cause of the situation of monev
subseguent scene in the piece . 5 = )
g P for filmmaking. In other words,

the picture would recede into an
image. The shot of the man lezye
ing the ground would recede into
the view of the grounds security
camera. This would be a television

fi1lmmaking as such issu ing from
the fiat of government fundinag
bodies.

TOU SKETCH, YOU WRITE ,BUT YOU LOVE
MAKINC FILMS THE MOST. WHAT DO
YOU LOVE ABOUT FILM?

i x L
lmage and this would turn into Its got everything. It's got 2
T = ] B » 1 - . [ "

or police would examine and a SpPaces anc atmosphere and moods OTHER COUNTRIES?
press conference would be in that never existed. Characters out -
progress,and this would turn into of nothing. With that corporeality, well,there are governments an

; : it : ¥ = - & L 114 - L - “i - - b - UL = I i g R
a voice coming out of a radio in it paracoxically allows you to there are governments. Those in
a woman's flzt. The woman would crezce everythlng out of abEDlUtEly ﬁust:a:ia 2I'® not notec for he nc
listen a while,keep on vacuuming, nothing. UP with the times,or beincz i
g0 over to the window and look Pa@rticularly cdevoted to experiment

down. Suddenly,as if we were
seeing ghosts,twc men would meet.
We'd go down to them,then find out
they weren't the same two,they EARLY EIGHTIES. WOULD YOU
were just reporters who'é come to LIKE TO WORK IN THAT GAUGCE

-
'
for the

GIVE ME A HINT OF WHAT YOUR NEXT
SUPER B PROJECT IS GOING TO BE
ABOUT.

YOU MADE SOME 16mm FILMS IN THE

vake pictures of the place AGAIN?
Suncay tabloids. So we'd co from c it's about how fear isolates.
that into the ghotos they take and \;‘gr};much_ . Unusually for me it will be a sombre
then these photos would be 1itter £ilm, but :155 very romantic ang "
bl . j e : cark. With a kind of magilc invisi

~10C some desk 0f exhibits in a ~i1ity shrouding Ever§thing.

Muoch of the film will be shot at

night using a fast stock.

MODAIC 1N THE HCT SEAT (WE HOPE)

Those of vou who have been getting film back from
Kodak and 1t's a bit shitty (blue sparkle/lines, '3 AM. That
= i = e

’ 'S for you (not that it® ood): o s
here's some news for You |(nc tha t's g ) B »

Richard Tuohy has gone in there and spoken to the guy,

CAN YOU GIVE ME THE TITLE?

etcC. -
) stanads for 'ante

L I Y

who says they're w

orking on

rectifying the problem.

l1t's not rthe

pPprocessing machine

in Coburg,

but another

one.

1f thev

can't fix

it, we're going to suggest they

CNne meantime,

vYou can send vyour

go back to Coburg. 1In
(1t would take weeks to be done) if

£ilm to UL.S5.A,
you want perfect p

rocessing.

RICIARD TUOHYS ‘Love LFE'  EXPosEp !

The Super-8 Programme in the Melbourne Film Festival
1S on Saturday June 16 at 5:30 P-mM. at the State

Film Centre.
masterpiece
film,
He 1 £

Love Life

-

Richard Tuohy's newly completed 3B8-minute

(we hope)
alongside work by Damien Grant, Laki Sideris,

will be the featured

(This interview was
recorced on the
evening of May 21,
1990)



SsTO(K KEALISM DEBAT £ WMBER THREE )

RESPONDING TO THE RESPONSES

by Eill Mousoulis

NUMBR 0 ‘1 films are constructed. Realistic films are At last!
enly z representarion of : _

¥ acion Teality, an illusion. I don': {ncend Gratitude within me at a maximum, I now feel that
THE DOTTEVETING FRAT - AROTES OFLTION LC Cenigrate films wnich try to present a realiscic image. I my mad ravings \especially "The Gamble of Realism*” )
BY IAK POTTIRS wish inscead to defend films which have no such incention of have not just been for the pPrinter and myself. At
deceinr:. Fil=s which Peint up the filﬁmah;:g Process, or this rate, maybe someone will even respond to the
Dazien Grasi's essay "The Intervening Fraze" in the 1330 Super 2 “sgrzine shatcer the illusion of reality can be Just as valuable as thoughts of Mark C. Zenner! But perhaps that's
ralzes some taoughts which, I must confess, heve not concizered befor. Chose which XY Lc perpetuate Gadard's mvch thar "Film is something only devoutly to be wished...
I woulé agree with laczien t..‘-.a': I do take T'h'f- r:%e T:Ia rim:f:f” or cojectim realicy ac 24 frames Per second” (Which hae himself disproved It's prebably a little unfair of me to be responding
?iigxsn:;tﬂ;inj'fzezz*d?.ii%;::i:‘a;r:?z::ngt;:ib?ﬂaﬁe‘;;_;;*?z-HTE_lb:m*FE on - Several Occasions ) Filmmakers Zrom Vercov Lo Cocteau. Lo something that appears in the same issue as this
Super 8 Group. Zowever, I believe my films are just as "personal-subjective® throvgh to Greenaway have exploited the illusion of £iim to (1-€. Numbers 1 and 2 of this séction), but hopefully
4§ the other fi- pakers, ety A - = : : :
My objective in msking the fil=s the uay T do, is to record some enjoyable marvellous effect, boch visual and cerebral, without Crying nosone minds.
moments in oy lf_.f-e, 5111: to uj'.am:_i 5‘.'151-13”::&: '.-i:,h n:,!:erf :‘.r :..I,-:m?e i.‘!-ﬂ i CO Creace ‘rea';:'::»" : I've always wanted the Super-8 newsletter to be
:gtzzz?;‘ffng and easily understood way. ¥hether I succeed in this is for others substantial and alive each issue, because that would

: P . , . reflect the film activity going on I believ fil
| | ) _ % e Damten T e ing on, ieve in film
Dazien's point thnat the frame is the liziting factor &: every filz i= g EO0C Dne. ' : i . allc Jamien ' s arricles i 3 e
Tears ago it vas realised that the fraze needed expanding to the range of human that i1z should reflect sometning of the filmmaker Surely TPy 8RC IEDeRiavesShacphile TReCd Ecane da e

vision, sc various widescreen Frocesses vere iriec out to encompass this, but Chis is Boing to be inherenr in anv mediur This does nart perfect model for the mainstream industry. (Boy, 1is
these zethods did not work out very well. E . il = ilL = noL : |

lowever preclude room for imagination in film. As Freud seerc that a dream!) where else in Australia do film-makers
Leclern says the frameonly shows —arts o7 the actlon and excluzfes cthers. This : [N , T : S i . pe i e
aea s - s 3"1“ hets 2} - benind th zera ple OREE I, CO De scmething of a hers to beoth Bill and Damien. I will use 9et together as a group and analyzg their films and
-5 Q. Course correct. It is how the person benlnd the E.ﬂ...f.‘;;ﬂ D aes € subject _ | | - S s 1. s .
metier In the {rame, vhet they include ans exclude, vhich lets the aucience hizm as an autherity here, because didn'e he sav thaz real and = ch o I out: there is a Cahiers du Cinema

imov waet the i1z maker is irying to sey. and Nouvelle Ve, B b e B e e e

imaginec events came as experience ¢ Che participanc? Surels
If the f2imp=sker is shle to comzunicate tals to thelr aucierce tner they have : ' ) = . vague? Yes, such a wave has always been vague
Succeeced In e zaking of their filr, Sing something of himsel: ¥ < .
-t does not =£iter hovw it is cone, so 1':!!-5 25 you can "EH‘J your E."'-"ii‘:'ﬂt'E', ans h'h".:":.;.'ﬁ-E"." :I.'.:.S ie overc or not E;T e with ::J_-:_'_-E'."' in thar iﬂcﬂ-ll}'q- But 1 E'IIEHEE = Qme Etlr:lﬂgﬁ in the last 12

"grabbing" your audience is wvhat filemmking is all. about.

‘everviav reality s pade up of inve tion', therefore is ir noc montns. The newsletter has been fuller, and some
Incicently, I have not made a filz called Inconesi:n “onderland"yet. : erhaps PYOper o make imaginsrive filme? more ambiticus films have been attempted. Still, the
i:?:;::i ;...;;i.nii;:ﬁta:::i;l;;:i.i:ﬁﬁ;k:;:n;:ﬁil:;r:iﬂﬂi?uurei Seli, and ' : majority of Super-8 film-makers, including the revered
I think Dazier Grent's essay vas well thought out and he deserves sose feedback Some ¢f the recent statements ip re.ation tc Super-§ names of Sandy Munro, Mark Freeman, Chris Windmill,
Iroz other me=bers sf the eluh. : £ilms are puzzling. For example Bill's sratement: 'l hate films +an Poppins, and Heinz Boeck, will not be a part of
which are "films”! Or further: 'I hace genres. but the genre 3 'New Wave® if it happens. Let's be brutally honest.
lifiec by those film 1f you're not prepared to guit your job and give vour

life (other than your personal/scocial life) to film,
You will never 'make it' (i.e. earn a living from
< film-making.) There are people like Anne-Marie Crawford,

Nick Ostrovskis, Mark Zenner, and George R., who are

<Ven Iilm may be compared. While Nating ‘'genres', 2i11 has
v Createc a new one, albeir poorly defined. But what are '"films only possibilities for ‘making it', for whatever
N MB& T o thar are films*? 'We don't even need to c::n;:a‘:‘e_:;;e films, Ireasons. But then there are those who are desrtined
FILM IS FILY sl JUSE BhickiwbEn Dlie €itles. Is this & sound, logical to 'make it', namely Mark La Rosa and Richard Tuochy.
by approach to film analysis?

You can now add Damien Grant to that last list. Unless

=7=5 newsletter has, of recent monchs. been someching : l1've misread...
OL 2 rorum Ior Realisct v. Formali T debate. A persocnal and Damien Grant alsc made Some enigmacic pocincs along Have another look at my article Damien (¥ou too,
passlonate view Zrom Bill fiousoulis, and 2 response rom Jamien similar lines: 'l have become tired of fil=ms rhar seem nothing David) and you will see that at no point do I value
Grant on the natura cf realism have provided good reacing. Yet more Chan an attempt Lo masquerade 45 a film.' He chen used mv kitchen sink social realism above any other realism.
Che entire debate sers f£ilm theorv back =0 vears' last £i1= 'Man with Lemon' as an example, pcincting cut thar ir I don't even mention scocial realism. Although 1 must
was "devoid of any subscance'. Don't ger me wrong, I'a nor admit I used the term "realism”™ intentionally, to
tc's time someone Rold. cheliuperosahions his Eothag cfiencec oy eriticism, in Zact l 4ppreciate i:, where it is Suggest that soclal realism is not a bad place to
well-Zouncded. well-reascned and €nlichtening. While '‘Man wirh start. Obviously I'm interested in what is real,

! find the notion that the only ‘good' Zilm is a Lemon’ is far from Ereat I refuss ro apclogize for it. The true, and in the film-maker's responsibility in
realistic one totally repugnant. Film is art, anc thereiore “iln hes liccle Substance bevend the simple visual metaphor ;;;:355;59 nis/her ideas, and how those ideas relate
should not be bound by such \unattainable) constraincs. Parc of for a zaa's €sCape Irom his work. (Which a5 I said ar the to all other ideas that have been expressed before.
Che bea::y D iilfr particulariy Super-5, is rhe pcCentzal ScTeening is ia facre SA58C CN a Tryue COTV.. 3Buz ghviocugly (A gquick parenthesis here to acknowledge that the
ﬁiVETE::? of exoression ir Provices. Let's noc limir =nat py Wailhoors TE:EEﬁ;z;nE tn-s, Damien 5Cill Icend the fil= ’fun;w'. sentence 1 just wrote could mean anything. Words like
bowing Zo the false god of Realis=. ls nct chac vincdicatieon encugh for ics existence? Is 'fun'.& "true’ or 'ideas'. But this is another gamble I'm

CaPCY word? Must we &.wavs De f::ﬁll:g Qur inzelleccoual genicals? undertaking. I have to seize this moment and say to

others 'SEIZE THE DAY', and hope they understand,

- 'Keep on thinking free.’ rather than dryly define terms, a la Mark C. Zenner.)
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~ wideepread phenomencn repeatedly
observed in the erts todeay is the wever-
irg of the bounderies that enable us to
cetermine the limits, not only of a "work",
out even of the genre within which it sup-
posecly arises. Tne delineation of "gernres”,
the beginning end end of a "work”™, are in
cuestion amid the most variegated rractises,
porular ones included.

To teke sore examples from the popular
enc of the spectrum, namely film, tradition-
elly one of the most rigidly genre-berricaded
of the arts: et what specific points czn the
schlock-horror/sci-fi/comedy/cops'n'rosbers/
surernero cycle be cenerically delimited with
@ tvporraphic slash? At which peremetrical
decrees would each portion' of this cvele
cezse to be sovereign unto itsel®? What lug-~
gage-labels do we stick onto "Robtocop" eand
ihe Texes Cheinsawe, Armold Schwarzenegrer
enc "Zztmen", George Romero end Devid Lvnch?
Zxpressionism, Social Satire, Pop-Art, Col-
lective Myth? Or, tzking e typicel case of
the "indivicdual” work: at what point can s
pozuler blockbuster from the factory of Kr.
Luczs Eretpack Spielberz be szid %o pegin?
Prom the first ad. or from the first “rame?
Prom the momert its collective imerse end
public werd-of-myth ettains clesr zrd recog-
nizzble outlines — or from the moment the
film's toys are mess-proauc2d? Prom the com-
pletion of posgi-productiocn, or of the market-
inc-schedule? Is the film only whet's on the

—

release-orint, or 2ll the Test as well? And
how much of "all the rest" are we responding
to when we claim to be responding to the film?
(I sey "we™ for politeness' sake.)

- of lirite evrliceble

Cr is this cuestionin:
On.Y IT Zlnemz, Tne "closure" of tne work has
been troblemstized, oftern consciouslr, in fields
BE zrperently diverse zs mucic erd grchitecture,
DE_=tinc and creme — indeec, evervwmhere thet an
arcnltectonice of srructure seeme l1rrecuciltle.
Jokn Care, or incustriel-grunce Rock — £0 their

cor.texXis to activete them? Ditto, Tschumi'es re-
crezgtional park in suburbern Paric: Cr certain
experiments in esrly-80s Zerlin using

“orces flow outwerd or do iney cepend cr ineir

[ [ &
peper effect 0f bombted and riined welle vig jir-
reg:la; riogework, for interior cesigrc: whence
proceece the elfect? What ie settine the style

= ¥ . e — k= -
8nc wrn=t1 has set it? Where Goes "retro" end and
"lﬂ'.‘-l-‘-i-‘--q. e, L4 | - 4 "}
suturi<y" begin

In the same cuestionsble light fall the cri
icel prectises ecplied to “"works“ especislly in-
u

1:_
dicetive of their own or their genre's dissolut-
ion. The feilure of certain criticel metzods -
W_.toL lcng, respectzble pecigrees — :o gcecuately
engace with dissolving structures, with workes in
eéxcess cI works, wnetner oY commentzry, analysis,
OF mere review (summary description capped by a
va_ue-judgement) implies a correspondine dissol-
ution: toat of the assumptions such meinods are
grounced on,

following nas been wriz:
A

Now, it is in the neture of an assumption to
be somewhat erbitrarv — & mechanism or Eround-
lever from which one tzkes off: a ground that
cannot be given rFroundas without giving ground.
Its cheracter is operationzl, not reasonzble: not
"why" but "how"™ is the guestion it proceeds from.
To pegin mininz essumptions for grouncs opens the
yawning a2byss of zn infinite recession of Frounds
recuiring ever new grounds, none of which can bpe
grouncea without dissclving precisely as grounds.
For in the end, ihe corcept of "assumptions" as
opposed to "certainties" is one more easseumtion,
wnoicn olindly assumes and presuproses the very
thing it is supposed to ground. We will never get
peyond this "one more": we can no more ascertain
assumptliors than assume certzinties. "Why" is the
Chinese-box of guestions.

Kor is it an answer to gay ilhat "signs" are
the only certzinty. When certainty is done eway”
with, so is something thet represents "iit" - its
"mere" sicn. But if this unascerteinability cean
be seid, i.e, signified, doesn't thet already un-

dermine the foregoing conclusione? Yes, precisely:

those and all others. Por they conclude nothine.

This Chinese-box structure, this spiralling of
reason within reason, truth bevond truzh. each
conteined bv whzat it contains, both and neither
ineide or cutside, ‘rom the infinite subdivieions
of involution to the infinite extensions of evol-
ution, =mornhous and eternzllv mutant around the
empilness oI e rrapnemeticallv-circumscribed eng
non-existent center — what ic iic neme? It hae

none, Just ac the law hes no specizl n-me <or
tnose wao0 40 not bresix it — by> 1T nas beor
given veriouc .-=gle av contemporary cdecon-
structivists. "Lew of SuctTlementarity”,
"structure of tae remainaer", "double invag-
ination” are Derrida's, end fit as well or
badly =2s erv. "Viciocus grirel”, "double-bing"
are ciners, echoing ‘rom the zrched vaults of

Yale, z2nd like its arcnitecture far less orig-
inel, Feople as alike ané as cifferent as
Kietzsche, wWitigenstein, reidegger snd Barthes
heave writter z2bout znz around, around and about
1t, Heidegger Demoanes it soulfully, Xietzsche
celebrated it with Dvonisian Joy. Wittgenstein
anzlvsed it in svstems of logic, mainteining en
impassive scowl, Kourrn<ul soul, joyful howl,
impascive scowl — pgot the picture?

Assuming "yes", I will eroceed to the propos-
ition that one grour:i more tnEn others underlies
end permeates criticsl attempts to come %o Erips
with structures that studoornly refuse to pe gri-
pped, occesionine a €lippage of heavy-nanded ori-
tical terms. AnZ zhe corollery: that tris ground,
anc the methodology resiing on it, is more defic-
ient than others in aprrenending such structures
— Biructures wnose undecidability remsins zng
whose remsins are as undecidable as the overhzn
of & sxiral or tne ends of a coil, On this ground
an euinor or "esuteur" nsas enzraved a testamentary
WOrc: tne word is “Zxpreseicn®™; and i: ie express-
1y 0 examine thiz concect that the spittle of the
following words hee cpraved — I mean, tnet the




Exprescsion is the assumption. And what igs as-

P pumed? An author with interior contents to be ex-
fteriorized, in forms fcor which ssid author is
pgolely responsible., "Exdression” literelly eignif-
des tne pressing-out of something interisr. Tnat
gomething goes out presupnoses thst it was firs+
iinsice. In cuestion, then, is the assumed exist-
ence oI an interior — psychologziczl, emotional,

ntellectuzl — event separate from znd rreexistent
to 1is exterior moce, which perfectly or imperfect-

the enthropomorphism 0¢ cailin i
"expressed" siructure, "s"meone'g"
Eiructure, is svoided,., =i '
wWith this enthroromorohis:
valicdity of such judging,
proncuncei-upon nere is no
but the ETructure, woich o
preiced or bleame3 “or bein
ture it iF — gnd 0 woich we BESign

the more-or-lecs zr:i©isizl ooundaries

dy recresents it. According to this essumction the labelled "+h v ip n -
interior event exists recardless of whe<her it is ot the W raooRE OF SRCTC DN EGE
| whet the works-in-excess mentioned

expressec or not; end mzny such events sudsist, un-

expressed, elongsicde the expressed ones. above heve made problematic.

The chief difficulty in the "etruc-

Thie immecietely gives rise to a furthner ouest- : . _
ion — that of how an interior event srises at k t?rallgt" ides, -rom the latter point
8ll, 2nc the necessery rerspectivism presupposed in 2 vift' Enu;u ae " in *ailurf to take
it: thet is, the unioueness of such an event. To be ek Aot DL uiie WOTE N AELSLN an@ the
interior means thet iis contents are someone's un- Sxiorge foreed waiph HECeragy Sl
divided and ebsolute possession ani cannot be shar- ?nd EEt Epff'*the Spon SMinkeoual
ed, 85 an interiority or in the mode o< interiority, Gr?f”' ‘ﬁ Aysons, CiEeRgionN,. &uddy-
Behind this is already the assumption thet some- naméhms il SthEturE' T8 DU
thing whicn was exterior, e.g. & chaos o° gEensory bk e, infra-sa:ucturf}_cynamics1
intuitions, has been o = St a e e wWithout reference to anything beyongd
Saddr i:n iﬁﬂE:EHEﬂeinu dl-_:.entlavEd the work is still obliged to assume
hence through the perspectivism by shior enol’14ve the animeting presence of en "author”,
ing thine mezsures s 1v1fm oy whien E“ﬁh 1iv and the work as his "expression" —

I£ n1lng messurecs zn ve o P d = S

Rucoraiig B0 Aisans fus E:?Esiﬂnéfi g;;;;n;r?§E:§d whether it means to or not. What the
B0 P28 Hie ani ilh b ol G el e ertire opgcsitlon of 1nteynalfﬁxternal
terms of iis own modes eni meanc., The nect-Fnown rfsts L2 et SREqEoueC. By SEEe

W e SBE 96ET=KnOwH siructure”, at lezst theoreiticelly:
:vample of en ebeclutelyr interior evert which the cuestion of just where the boundearies
apreers {0 have rno aieguate er:crior mode is of a work ere, or indeed if there can be
tnet of creame: the zitempt to convewr the ec- any bouncaries in a weorld of interscting
stecies or feers of a2 dream in words or zny and mutuellv-dependant forces. To spesk
Other rerresentztionzl code bleaches tne of dynamic siructures enf to continue to
aream, recucing it to "I saw", "I fel:i". etc. apply "the" definite exticle to0 them —
— enC usuelly encs by boring the suditor. The this is grammar zc s édvnz=mic structure!
concent "expression", however unzscknowledged, The problem is now for criticicsm to des-
hes zlweys been bound up with trose of “"inter- cribe and accompany the fissolution of
iority™ end "unicity" — and thece 2re ro:t even art-works' limite, their becinrningc/end,

etrictly speaking, since all interior/exterior, without recourse to a
in the very unigue subject or initiztc>» of the works

]

e inseperably weldeZ in

n" and inseverable from ite ut- these parameters were surnocsed to contain
LE

»
three valu
r
2

word "exoresci y
terance, 2s is "utterance"” itself., (To "utter"” —, 20d to whose dissolution criticiem
something is to "outer™ it.) s Eni S LS e Rnpe
roe+ v I 3 ert'e etru 1
Prom this assumption, enother follows: that };;;:;*n?mﬁgzgniﬁ;n=;3i1uriliei;u{EEt ert
for interior events there correspond exterior of 2nv epoch rem-ins unef ected by the
forme (with respect to the different codes from operent cultural metrix, criticiem inclu-
which tney are tzken) ecuatable uniquelv to the ded. ere bevond help znd snould desist
évenis theyv express; that each unicue interior from v;adinkh’urfhef,). ) )

reguires a unigue outer form for its proper ex-
pression. "Proper" meens "true" in this context,
end "true" means "unigue™, which is glready con-
tained in the idea of prooriety. To aim at the

Do you live in & society? Then vou mey
es easily avoid a cultural matrix as air.
It permeates everyvthine of which it can

"prover", at "truth", ie to 2im at aporoorieting be said: it means somethinz. A place in
Someining in a sernsible, materizl form. an order of recularitv, recurrence, cus-
Such is ti = v e e W tom and wey-of-doine-thoines is the first
ssion". T+ = Ef?“ne“lc e o L AL i‘ ?xzre thine we can be sure of wrerever a cult-
— - ] T * - i .
: v underiies auteur treories, Americen ure exists. Ancé so a2 culturzl meiriy at
anc Euroveazn, in their entiretv: and zlco the s T Th 4 cil pe
1lered . : 5 once conironts us witn the cilemma of
g ececly more reutrsl structurzlist vertures of wheibher oo intercor: be 1% of & Dayson or
Et ,-'1.. I:... & - “. " o & - [l e, = ‘l.-,..‘ & — +..|...-.\- ... l--- - - : L o -l:
Encgq‘lhta?E- Wnat about its criticzl signific S Ry uoh 'y glueady
The immediate consenuence of =n ascsumed per- been influenced by the nassihility of its
Sonzl and unioue experience is to make the sub- future expression; of wrether this vossi-
bility hasn't itsel?f been shkeped by its

Ject ir wnom it occured completelv resronsible
for the supposed felicitles or imperfections of
its exdresegion, since orly this subject could
heve 211 the data &t his disposel and, therefore,
the Treedom of choice in wazt %o exphasize, what
“0 witrhold, znéd in any riven instance of imper-
fection, wnet mirrt nave been done differently.
The subiect of free choice end free will, as an

socizl and cultural forms: of whether the
very perametry of interior/exterior isn't
2lso a cultural formztion; =nd whether,

tnerefore, a pure, ebsolute anc unconiem-
inated interior is even possible...?

Pointe in suspension, one of them hanging
from a meathook, congezled, dea2d 1ink,

éxXpressor rust be, is the subiect who zight have Xerox.

t - 3 L : 3 P ; y -
E§u9? O-nerwlse, Zalline in eech case uncer the Bow, seen apcrt frox the cultural mesrix,
0ld legz] cefinition of: anewerable, The free as = concent ir i-e pure ctate, &n6 BE &

- - ¥ . 5 - e - a2 F oy = - o— = & - ™ -._:. L] -.4._
cnmman—l?n c_tizen and subjiject answergtle for his ~elztinr to vreexisting mocdes zri c~des, the
8ctions is, ipso facto, the szubiect of eccusation, "uricus” would have :0 denote something abeo-
or acuiitel, as the czee mav be (revezling the lutelr new — not mex=elw g new confirurztion
Jeer) D00t of the "rersonel" and the "legal" sub- of ~ultural cinners zlrezéy “zmilier in them-
Ject)., The znewerable auteur; the critic who pleys celvee. This snould be borne ir mind: ve cee

~ . - 3 - i : B
Jucrze: ataviems, here & micapplicaetion of whet is probtsely al:
! - - . - i - S 3 . - - Mesogn= = .
To the immedicste conseguence, &n objection im- reacy & mlscance,..rC:am.i,ns n: ;:Euﬂru—wug_
meclatelv occurs: those in whom the "unigue exper- askirnc for & work of art ebsclutels ‘T;fﬁfe'
lénce” never tock place — critice — are uncualifi- ented end different, and using no avsilsble

the same time toO

%

formulass enéd forme, want &t

ed to ness judrement on the "exprescion™: they do 3
: recognize this as an =rtwork, as new, &

not 2nc can not neve at tneir disposal tne data of , .
the evernt whicn would leritimize such an adjudica- ferentieted — anc therefore as E?ms-i;ﬂg E§§f'
tion end the pronouncement of ite results. Onlv lutely cultural. But could an: k-ﬂrq:-";ﬂg :
8rfeinct the irntermel cohesion of the form's struc- nition occur? £En t tne 1 ;.éeuggeha¥ =ﬁ§h o

- . b | . 5 ﬂ - -
ture could any ellecetion of imperfection be com- FomeubWE dul of BIRGH heres WoHa B s &

E!""F"-' = R ol - o= e - - -

&



Wheat we heve had until now UutlinEE‘Et 1E5?t Does it follow thzt & new wWOori, however
the stencil of a more reasonsble demesnd: = uni- gl et cue . i Sitlv o noE atels ;:'E“PEW
que constelletion of priorly available cultural . vy it S .

: Cat Fenre of audacity to whic
elements. (Spraypainters, aweake!) WOoTr¥s m2vy subscribe? Th

ich envy number of
ne nsture of the
c
T

s

The fact of & cultural metrix places critic- forms 2né codes eglong which ert travels

ism in direct confrontation with the cuestion mig=t tell us. We coulZ be cnezking of the
of codes and chennels, systems and stvles, with veroel, the metriczl, the visuel, sural,
which eny rutative expression is oblired to aramatic, erchitectonic, grapznlc, numericel.
concern itcelf: nzmely, in what lzaneuage to €t cexera.

- ali - ; 37 A 11 $139 '
frame the thinsz to be EIDTESEEH-AA :“1:L;§ 2 Eech code of expressicn, esch form of re-
-l f - : nifie 1 e . T e - R s i 7 W e
notning but tale socielly unified constellate presenting, each lanpuace, a2lresdv has jte

of systems and their languages, including all ; - -uBasg :

g ; = : Own precedent structured into it via its we
thelr subdivisions and specialisms. of Ejﬂtematically dividing Eiﬁ resalvinz thg

To the seme guestion — the het-trix of the world into relayable units — 2xd these ere
metrix, the cultural context — belong the crit- onlv releyeble as = lenguage of representive
iczl formulations that have given Expression slgnificance to the extent of oeing commonly
exrression. "Adeguation'of the Expression to comprehensible and understood as such to
the System of Thought".— the ethic of Diderct, éveryone using it, receivers 2ng cenders
of Shew, of Brecht. "Adecuation of the Express- alike. Tnat is, to the exten: that a pattern
ion to the Feelings™ — the ethic of Chekhnv.h of precedence is recognized in it.
of Strindbergz, and in a direct line through the - y | .

; - * £ - Only by repetition does e sign become sa
Urptish Taasus Thseere, of Bewpiml. sien, The cipher, the unit-of-resolution.

It reduces to this: is the "event" obliged must have occurred several times and innumer-
°r are tnese goinz io form a unigue, expressive form enc common relation to its referent per-
configuration that accords with the interior teine and subsists, repeztedlv. Repeatebility
event? To what extent has the "interior" alrez- is the very soul and noscibilitv o a sipni-
Cy been exceeded by the codes aveilable for its icant code — any one: it is the usiform under-
expression? In the latter event, how could ex- leyver of meanine, ite backbone: +the "o0lé" that
pression renuinely exist? Even 2nd.-decree ex- in every instence of language combines with the
pression — an "author" expressing his personal "nev": the base referential elemenis to be
view oI enother rerson's "interiority"? Isn't moulded into s form: {rom "the"” znd "them" into
that mocde of expression elreacy only a duplic- an "a" and an "it", However finelyv or coarselv
ation of a2l EUdiEnCEIE imprescionel mode? I-Ei1 ETT-EEEFUEEEE screem the wcrld. wnatever cize
someining cultural, collective? the units of the net emploved, something like &

Cictonery definition clines to them all, enab-

Qe 2¢ & time....Kow. it must be clesy ing them to remzin and survive as sipnificances
taET 2 "unlclty" unicuelv confisuring the — interpreteble end inflectible with nuance
olc woulé not be ex ebsoluze uricity put tarouch and ebove ell subseguent reexposures of
one wnose poesibility the older elemertr tre denotative scheme: a systematic lever of
elready conteined, &s & combination irevit- cecipherment.
ably arrivec at in a2 field of “inite DOoEs-
ibilities (continuzlly becominr ever more
finite with each new combinatior ciminish- Anc ultimately, the €lgn ig firet recogni-
ing the chance of older ones recurring). zed a5 & sien — in the function, precisely
In the "new" combination, "o0ld" ones contin- of & resolving urit — before the imare it'le_ .
ue ic inhere gt lezst gs & reference, znd in solves, before the connection =o ExngfiEncE-it
eEnv event E? a FTD?iFi?nEI moge ET‘E:t?T*fDT conveve, tg plEEE 5 & esvntex of fbrm. and
interpretetion: en essing-into of the intel- any putative meaning cen emerce. However in-
lirence, which finds through these 2 teles- firnitesimal the moment of recosrnition howeve r
corec history of interpretations end cultur- subliminal its cheracter, the clusteriof gilgns
el meanings, functioning es a paradirmgti: will first point to the code 0f wnich thev ér;
aid to outlining end identifvine whet is new units. The "re" of the cipher nrecedes the
in the constellated elements ccnfrontine it. "cornition” of decipherment,

Zech creztive work contains this mi;tur¢* In terms of film, we would heve to speak
of cl¢ end new — the former usuzlly being id- iere of 2 condition of viewapilsi<w related to
ertlllied first. This brings us to the cuestion the worii's Sravhematic penmect _T:é‘*;ct;rs e
of "genres": the cenre is a label retroactive- rereciadility zné "commonnecs" &’“T-Encﬂme
ly apoplied: the "new" is a style retrospect- cleerer if we coneicder the Worke Thsba ;rﬂ*emﬂ
ively recognized — it is its own rrecession, trece fretors struectu-e Do D mmddiia n:”;;ewf
setting its own precedent end that of other v-e Textuel -r? the Frenhe-n+is. %-:ch form
"new" works taking off in the same sivle of e ' I
newness, It is less & pattern of devience, a toFeiner v.1€ basie of eny rubiio exkEibition,
partine of ways and striking-out to uncharted 1s:€.y IR&T DY wrick & w-rk cer e a work,
paths, then of a chain of successive "news", Tre Granhematic e simole S T iy
colling forward to greater or lesser diameters. which remains uncnerced in s1° successive
Ene Freater diemeter is the w1der*qegertgre ) reexposures and extivitione: z fived end. un
from wnet could ressonably be predicted in the alterzble temporel successior o= e i
preveiling culturel codes — the more inventive ages, worcs, etc,, anc epetis’ iisﬂnriiigﬂ'cf
and "newer" work: the smeller ones, more numer- like elements, It is whe<+ enzblesg Ecﬁzﬂ rec-
ous, linked to the precedept this work hes set oOgnize & sirusiure ze suech and to ider*i;s
and coming later, ccnstellate eround it es a Work 28 distinet ©rom octhews ":ﬁ::#ﬁa*:;”'}hi
circuler chein-n twork, reflecting its rzdiance, wiléd chance of its public éiilé*:gia ;*:?ruc—
borrowine ite lient. 2n¢ in e few cases casting turec and somehov necessarv cnsnce —— TRot op
oright drillient little beams of their owm. a fixed cestinetior F-recloses the destiny of

Gravitv-linked es this constellates svstenm 8 foctloose traveller, h
may be, it is 8 gystem first anc foremost, de— The Textuzl is the work's relztionehinp to
partiing from poesitilities subscribeé-to znd ed- +} o o . % S| s e .

5 : i T IE : 1€ Epecrvavor., crossing the pathk 0l its public
venteres-taken, formineg with this orbit thne ill- launch with that of its receptior in a b =y
usive celireation of a centrzlity, a canonical el e 2 & metEaat e

when the time between 2 creative response to
availeble materizls and the response created in
ithe result's receivers contracts to zero., Chance
transformed irto fate, The work exchanges with e
Epeciator — alwavs one — intersectins =t an ex-

place of preferment gziven to the work from which,
it is imagined, the subscrirtion-courone heve is-
sued. A "etyle", 5orn of consiellar interlinks,
begats in its coiline turn a "renre™, casting
pack & crrezdinr glow that envelops the surnosed tensionless point in place &and tim that dicfer
launch of the crcle, the "first" work, softening Foi' Wahy HEdh. oxe. ook o e PR SaZAEDS
1¢ . (2 & 2¢h: <2 One, each time, according to the
€ nerd ccntours of those newer elements once context oF mind., memorv qutinﬂa1 states., etc
founc to be g0 obtuse — ang crantinge it, alone (Aiwgvs eto u}uéric gl"érdm% :h:uft I : :
with the status of "origin", & retrospective i il Rt e g < ek cerEmDn—
acceptadility, €8 bpresupposed ir it ies &t the ceeinning of

. €sC. exrression, nct vice-verse, zné ie the true

end of every metrir: ¢

+11@ source end start alike

(=0 =




of el1 chenge involving interaction, in ert, in
politics, in science, language itself — every-
where that 2 "public" is involved. Change is al-
weys exchange, for something alreadv structured
into the eveilable cultural rerments == & future
possibility: their linfngs stretch, thev "take
out™, thev erxpmend. Exprbtitant to =2y they ex-
press, 2t least == hitherto understood: thev ex-
' erior circumference of the

hibit only the ext : m:
culture they ortit, circumscribe, and create...

-..mwhZch seems to meke futile the great pose
of "originelity": for it means that no context
for the work cen szturate its meaning, even el-
lowing for the cdifferences which are endemic to
arythine that goes public and begins forming re-
laetionships. Putile, the pose of the "subject"™
with e "unicue" content to exprescs? Let's not
cross cestinies before coming to them...let's
not crocss anythine., end instead choose & better
figure — on~ thet circumsecribes in the looping
coils of interpretation zn illusive center: =a
reinbow-edeged irridescence, continuelly shifted
and disrlaced with each new coil, each oscillet-
ing arzument and counter-argument, esch new dia-
meter of time extending and deepening the cult-
ural eprece agzinst which the work will be newly
received enc newly understood in the backward
glance of widenine memcry. Bach loop of time,
each chance encounter with en audience, multi-
plies the levels, the repetitions — including
past irxterrretations — by which work weas

(0

r=tend en

finglly we u e
e, bv the

< d n
"eroch", a moment of cultursl +
1T Toducts were interpret

%

o E 18 revercsitle: : _

1l — 2 *-cimensional, verticzl one
Z00 llustrative figure: understood
€8 movement or temporality, it is reversible,
infinite, it uses one element to create the
illusion of many, and i*s center or structur-
al support is an illusorv one, @ figmentarv
crection cf coile in continuos displacement.
An origin, point-of-departure, end essence is
lackinz, es it is in the Graphematic trans-
missions end ehifting perceptions of "a" work
of art, Each epectator produces, at each en-
counter with it, a different work, however
minimally; andéd only the encounter "produces"
the work (es we sav that the text is its
readings). There exists no work thzt remeins
hidden and unexhitited; there exists no uni-
form reception-levels within one gpectator or
between seversl. -

the e

T ‘;:"
i 8

o

On the other hand, every work czn have the
sour juice of a common referentizl meaning of
surface-literzliem scgueezed out of it: a story,
8 Ttune, colors, a face. To search this for the
Scurce of a work's meanines or intensity is to
mistake the stone for what ies inscribed on it.
Similerly, to examine the medium, the common
Substrztum shared by any number of works em-
ploying it, will vield precisely the common,
the surerficiel end oft-perceived en messe,
multiclyving zeros like pox-pustules on & skin
bacillated with hybrid memories. Taking thines
a8t their word— a purely Graphematic encounter,
examples of which include: uniform pupil-dilet-
ions to ziven intensities of lizht in a2 fixed
8na repeated seouence — in "Yertigo", in "The
f;l:nce". in a Godard film — &nd so much for

at.

Every encounter of &n ertist with preexist-
ing materiele is & unigue event; likewise every
encounter of a2 spectator with the newly-constel-
lated meteriels — there is no doubt of that.

But es =oon s we hzve the work before us, shep-
ed by our hands or given a verbal explanation,

it no longer seexs to be. Exactly es with dreams.
It may e tnat there is nothing in even our most
intimete end thrilling possessions that is not
reducitle to & referential clescsificaticn, in
Princirle and in fact. To words, in other words.
Do it only once, set a precedent — and the entire
creetive process =zppears to undergoe & sudden
transfusion. And this is in the nature of signs
in eny form. If a code or languege can only ex-
Press what is commonly apprehensible by everyone
using it, then it follows that mo signs exist for
the absolutely sincular, the unicue: inasmuch as
it ie expressed, it remaines inexprescible.

— R —— R R R s e ol

~ That is why a text, a work of art, or e
plece ol lenguage that survivee is never
closed, never seturated, never definitive;
tne circuletion that begins wit: 4+ cannot
close. but alweve lezves an overnang, 2 new
loop, as on & film spool. The repetition,
relay, and deferral structurzsllv built into
texte of enyv kind, indefinitely celaving a
"final" meaning, indefinitelv delavs expres-
sion, =T -

A form is exposed to a spectator. Perador:
the Text exists in each and neither; it ie
constituted by the relation: znd the infinite
cycle of interpretations and reexposures beg-
ins. The superabundence, the overhang, of
meanings deleye any finel mesning. We will
never be done with explaining end expounding,
explorins and expanding, the forms of eystem-
atic divieion given out into the world and
simultaneously comprising it. And this, if
you will believe me, is the very lifeblood of
art, culture, and languages., (A work we have
finished explaining is a work we have finished
with; a culture with no more secrets for us is

— very nearly so.)

Differences will be endemic: endé so the
Eternal Return of the Same erects in its very
utterence the structure o? repetition, the "Re"
thaet immecdiatelv divides and differentietes the
"Seme" as ¥WO or more objects to be compared and
pronounced the "same", sundering from itsel’? the
seal of singulerity. Exactly thus, a men's cig-
natures muct repeet and duplicete themselves be-
fore is signature can te identified. Same story
with the "new" and "unicue": it'll heve to be
multiolied, plagiarized, snd copied before we
recognize it ag fashionable "retro" now recogni-
zes the "stylishness™ of Breathless — 30
years late. Philistyles!

"AGeguation of the interior conitent to the
aveilable means"? But all that's said here is
thet a perfect etructure would be achieved in
recognizable terms.

"Adecuetion of the available means to the
interior content"? But how can one prove that
without knowing the interior content — which is
impossible? In fact, all that such criticel
strictures do is oblige us to assume thet =a
structure of conformity is taking plece, with
one of the terms invisible! And necesszrily so!

As for "intellectual"™ contents, e.g. in
Brecht, one might suppose t>2t no critical
ambiguity could teke place, since these, es
intellectual, were already exterior, Elrgady
formulebtle in other wayse — e.g. dialectics,
in turn ciphereble algebreically — &end ear-
rive in an slreadv-adecuated form; if not
knesxn, et least knowable to evervone: one
exterior form expressing another, as 1t were,
But thst ie precisely why it is not ar inter-
jor event, 2nd strictlyv epeaking,

not an expression. It msyv be evervone's
interior event, enc it is no one's. And

it has certeinly not eliminated ambigui-
ties, since one firet nes to be azsreesd on
what the intellect hes cormcludec, what it
ie calculating with, gnd what it hes form-
uleted its expression for: enc =

ment hes not taken nlace in ever a cinecle
instance of e Erecht rlay! What 1e one to
judge the "exprescsion"™ with?

But now, whzt about these contents? Given
the higzhly rituslizea formal sTruciure of e
cultursl exhibition, we zre certeinly entit-
led to 2ssume that the artist ic fully con-
scious of the things to be expressed., Let's
leave aside the cueetion of interpretations
for a moment: the common, referential cuzl-
ities that subsist in them are rerhens an
occupational hezerd of the art-codes ground-
on these, and do not give expression 1its
proper specificity. But it is even more haz-
ardous to ignore these repetitive, familier
and echemaetic elemente, since consciousness
of what to express is necessarily concerned
with whether and bv what means the contents
ere expressible, governec oy precedent means,
ageinst which or towards which they define
and frame themselves. Can an inference be




drawn from the aveileble languages to the
contents that fill the consciousness of an
artist's urge to express? We ere displecing
the onestion from after the "expression” to
before it, asking if the zreat variety &nd
exemplarity of cultural fields end usages
does not alreadv have an effect on wnat ac-
tuelly rises to consciousness — if, inneed.n
they co not form a good bart of its contente?

Is not conscioueness itself a mode of ex-
pression — cf relations within 2ni bhetween
our senses: the degrees of stimuli? Clearly
the notion of expression is sbsurd without an
autahor-subject, who is ecuelly sbsurd without
consciousness. The cuestion should rephrzse

tself to sk whether envthing at all of which
one becomes conscious can exist that hasn't
elreedy become a urnit of sense, s "thing™, 2
recognizably distinct entity...? We think of
consciousness 2s a matter of distinctneccses:
we define it es knowing that one Knows, as
well ac knowing what one knows: we relate 5 5
habitually, to clarity, sherp outlines, light
(the etymologicel source of ‘clarity'). All
thls bespeaks sharp distinctions, units, div-
igions of sense, & net thrown over sensation
and its chaotically contiruous swirl. And it
makes us poncer the identitv of the gluey
substance that kent the net in plece while
allowinz the cheos to corntinue swirlinr. What
1c the eniema that deenened the animzl mind
end permitted its articuletions to achere?

lemory. Or reztner., —nerosyne — tre
mere or less socielly eveclved technice
by wrich memory, ihne fecully ené procese
of re-cognition, was conszructed. It i€

quesiloneble whether anv svstem of recogni-
tion-irigegering, the irms-zrntaneous asvoc-
gilon ard control of memories. could

have evolvead w:trout e rucimentary soc-
lety in some form — i.e., egreement in

the ceremonies of living, a culture of
however primitive lineaments in which : K -

le likewise egreed that: "This recurs.”

In other words: this is something one needs
Lo know zbout. Excisions out of the sensory
continuum, units of sencse, = system of
trigeering recosnitions via spoken or in-
scribed labels within the cheoticelly-
chengzing field thney divide, end seem momen-
tarily to freeze and suspend for conscious
viewing — thics is where the divisions of
mnemotiechnics and the distincinesses of
consciousness draw together, seeming to
form one system as by moire-overlay end
%ith a similar illusion of livinz movement.

The zzreement by which 2 (primitive)
ociety first coalesces already presupposes
mode of retention: e preservation, a2 pro-
éction or a defense. There will heve been:
ggreemnent on what to retzin: end agreed-
upon forms of retention, wrether by artic-
uleted sounds or lyphicelly =implified
schemas 0f sence (ezsily copied, ezegily re-
procuced)., The repestzbilit> of sensztions
1s crested. To remember spmetning is to re-
cognize it: comsecuently, it is only to
those elements of sensory exrerience that
repeat themselves that e signel p* recogni-
tion, & lzbel, can he aprlied: for it muet
be ve2lid end oblicetory to 21l who use the
ledel to recognize the szme *hings by it,
referring it to erxperiences had in common
enc in average. Wie nave no lanzuege for that
which does not recur: the unicue., And conse-
guently no meens to express it: hard 7. even,
10 rememrer, without falsifying it. Por we do
not remember until there zre "things" to re-
memder, labels a2né schemzs of cence tret ev-
nﬁf and repeat in us whest seeme to repeat it-
self,

A Fociety is wnere tne reed 1o "kmow" one's
erreriences hcs erisen: 1o holid them uo before
Us in compact unite of cense thet cen be easilv
conveved, trizperine recoznition in otner
Coneciousness is perceiving wnat we rperceive as
Otners would perceive it. It recuires z uniform
gurliace-lever of screed-unon res ity, eceinst
woich Its truth or Talsenood CEn be caecked., If
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response, continuum in

Some nz2ve dzvred to call =k sGll orimal
awarereses”! A che2os of atome., 2z2n anarcky of
sensztions, ohenomenz without nomens enc
without memory, continuelly stirance, con-
tiruelly swellowing itself in e zero-durat-
ion present in pure reflex, pure reffect
(to coin 2 barbarism for somethinz barbar-
ous): th2t is life witnout lenguage, system
Or coce of erny kind: thzst is "living in the
present”! "Pull speech": "primszl conscious-
nees": the refuse and vomit of Perisien
word-gourmets!
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e can eav, from a temporal gsvect, thet
memory deepens sensation; ana ‘rom = epztial
aspect, that it mzkes it shallower, cesing
in it only the brozd, superficiel generzlities
of ferm thet recur. Or, switlching meteohors:
wnat the distance-ring of nest time focuses
for recogmition, it blurs for present censsi-
ion, zlossing-over a&ng grooinening-out the
porous texture of a moving constellzte of con-
tinuzl difference. Only to & surface does =
sensory unit-lerel adhnere.

ne perceive consiently, without realizing
it, thinkine faster then we reley our thoughts;
but only those percepis already tributarv to a

significant éivision resch consciousness, Here

anoiner secret about creams. ecuzlly vertinent
to cineme, discloces itself:-

»

Since recall can only work bv scipri®icant
Detierns of revetition, it is obvious thzt the
very elfort made to cell back :ihe exnerience of
a cream end to0 fix it in our minds will only
wicen the cap between what we wanti to exrerien-
€Cé =rZ wihatl 1n fect we succeed in reteiping. To
oécome conscious of whet we éreamt is 0 bleed
it dry: with the beet will in the world, we wil)
NNever rave done anything but skim ite communic-
able surface, c¢rainins iz o*® its color in the
process — and by 10am it esounds &ul] even to
you vno creamed, thest Tich, rorgecus or terri‘-
yins eyvperience: sni you find yourseld wondering
whegt el]l the fuss was aboui, 2 clue <o the over-
veluing of conecious, end undervaluing af cub-
corscicus, thenomers? In NV CcEfe, 3 puectim
that conlv zerelerates -ra “8Cins tones, rre-

Sance, arc reelitv of thet onee~vivid “wece
whose emotiorzl cnawrce You thoucht vou couls

capecitaze. '

Zxactly itrhe same trinpg MEY De Beid of a
film seor “or the “iwes time, in whnoce nre-
S€rce ve Tind ocurselves as heitless mas in
dreams: dsrimess cescends, & slumbering reptile
comes to life cné uncoil y CErrving u?halnﬁg in
the woirlrool of its wake while our susvende

f .
i a
se}f—awereness. in turn, slumbers -— ENnC ONn &
irip traversine placee argd faces, times znd
Spaces end twentv-four 24¥15mm frzmes ner geo-
onc, Or ninety Bnglish feet rer minute, we roll
in humkle eccuiescence. Ani on the Rich eng
Strance exverience Fiven ue by a few rare
masiers of ine cinemz, our woras ec¢t zs leeches,
our criiicel Ziecourse becomes egually humble
in ite incapacity to convey the wnzt or the why
Qf ceriein films, Or so it ehould., How blithely
1t skates over the constructive discontinuities
beiween frazmes =2ng within them, within shote and
betvieen trem, cetween and within Eeouences ang
8ceéres, seeinc in thne blur that this vproduces
the very imszge of g2 "lifelike" continuum — of
yh;:h ne Tilm ie supposed to De a concentroted
lm-<aiion, & "dramatizegd" dietillate] Ve come to
S€E ire vegue ouvtlines of our eirns' nonspecific
referents — 211 that our words can convey to

. R




those who haven't experienced the film — a8 a
faithful copy of life's bplurrea edgee, confusing
what we meen with whnat anvone will understand, and
hopelessly distorting the film we lived in the

ticulete: semi-literates in the art
oct releve, Perhzps this is excus-
ime we see an excertionallvy rich
our inarticulateness is even & cdiel-
governor o: ¢ value. Ko memories with their at-
tendant lebels intervene: and when we rezch for =a
few, what we find would, on clocse inspection, be
appliceble to any number 5f lesser works., In the
end, the onl real test of a work's velue is one
we cannot or neec nrot apply: time. If repeated
viewines confirm the velue and sirength of the ex-
perience, &na its construction doesn't seem to
weaken under the minutest 2n=lvses, the work will
survive — something whose confirmstion or deniel
time ctrines about anvwey, 2né¢ in whose ineffeble
face eny sinele critic cecomes sunerfluous.

film: perhsa

Accustomed as we a2re to viewine 2 film as =&
narrative exovression or gs 8 continuous flow of
action, we er 111l very far from viewing it es
a construction patizl (within the imare) and
temporal (between tne imares) discontinuities,
none of which retzin in isolation the force they
heve in structuration. A fine illusion, that in
the boun<erins of a discrete unit in art =sees its
totality! At env rzte. we 2re a little further
w2y by now from seeing it as an expression, at
leegst in the clessiczl édefinition of the term. At
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the fexr lipite ¢f tne concept. where it begins
t0 toprle over into epsuxrcitvy, either the neme
or ite @efinition will nesve t0 chanze. anC yet
these lirite were etteined only v following
throu~~ premisces witrir Tne concer: iteel®: ex-
pressior. cevours iteel” ir its verv utiterance —
ir uttersrce sc suchk. wrich it ir no weyv to be
underetoos =z 2 cerilel or rneretion ¢f it. To say
it once more: nothire o=zn be meesrincfully or-
poces to e ¢comcert wricx hae beer. shown to be
empty., The “act thet ertiets gnd whet thev ex-
press owe their stz2tus rs~lely to 2 nukblie die-
tincticr Fyor thoee whe remein silert doesn't
mean thet ervone cen be z2n artiest or that such
works ere mere spoutings of i-pressiornistic
relavy. To merely oonose sign to soul, or lang-
uage to ert, is to remein witkin the seme con-
ceptusl scheme, &t one en: of whose neradigmatic
gcale we find its name 22 g nositive cefinition
T o

i
(right-hzn3d =i e other end, the ex-
treme terr of necgtive definition: while ell
the rest =re cezrees of the perfection/imrerfect-

de), anad at
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ion of erxprescsion. Neration is a trap, granting
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to its term e petance it doesn't poesess, But
in terms of the ferercoing anelvsis we must ask:
culturzl coces 2= opnosed to whet? — mnemonic
precession =< opposead to wnat: — znd the genre-
ridden, the sutometic, the totazlly-formularized
Y o

o) [

In conclusion, five brief guestions to summer-
1ze the conceptusgl cérift of the forercoing ergum-
ents: vou can see them as the cdextersl digits of
a glove turneé inside-out, and silently droppec
in sinistrzl zhzllenre:+—
1ctions withir
between the
, aegcree of
ings": anc
e svnthetic
om these bricks.
exist unless =a

of the sensor-
ent in it had
ions being only
. (Consciousness
something, 2
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whether consciousness
sTructure that nes res
2. W"rnether consciousrnes
tecitly ecreed-unon
ium en:i the designeti
already teken rnlzce -
anotheyr neme for this
ie elways "conesciousne
grour of somethings,)
3. Wrether envthing thaet can reach conscious
ness, be it iceas or dreams, images OTr
augurs, memories or nossibilities, is not in
principle end in fact reducible to schemas or
words, implicitly communiceble (via the reley-
coces of more or less familier transmission-
channels: the more or the less sccording to the
zenerezlity or specizlity of the channels used).
4, Wnetner the neec to "know" one's mind and
orie's experiencees does not of itself imply
the communicebility o this Eroxledrey and
hence 1%f crigin in commonly-understood signs.
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5. Whether the belief that the contents
. of consciousness preexisted their
césignations (the fixed parameters of
cefinition multiplied by communicable
intentions) is not putting the cart
before the horse, the tote before all
oets have been pleced.

mi-

-nat glove froze in claw-formation, s
envone will discover who attempts to grap-
ple with these talons. Already I hear the
muffled gurgle of a compressed throzt.,...
shoula have chosen =z happier metaphor. How
about: fluid fate's fixed and immutsble
emn%e;a doing five laps around & table cov-
ered 1n bright, wvulgar,' neon-green felt?

Or: the dead 0ld woman's toothless smile
sometimes glimpsed in the welcome of varinal
lips? Or the dry cerp of a throat turning
into the warble of loosened phlegm?

Eeppier for some, enyway.

— Merk C. Zenner.
20/5/90,

.. CONTINVED  FROM
CeENTRE PHGES

David Coulton says that this realism debate sets
film theory back 40 years. I1'd say his contribution
sets the newsletter back 40 years (or the time it takes
to read his piece), because he has overlooked Damien's

sole contention to my article, and gone backwards

to give us a prep-school rundown on reality and illusior
misguoting Godard in the process. 'I haven't got the
time to go through his emntlnnalfst piece and respond
to it bit by bit; and I feel I don't have to justify
this dismissal. It's more important at this point,

in these fragile and tough times, to take sides. I

want to encourage Damien Grant, for 1 sense he believes.

Going to the 1990 SUPER-8 MAGAZINE (and this may
have nothing to do with realism, but don't fool
vourself...), I really enjoved the articles by Sandy
Munro and Ellen Maclennan especially. Sandy tells us
of her dream "for man to live by harmoniously if
gregarious”, whilst Ellen says that "all films begin
with a dream.” 1 don't care if this comes across as
sexist, but I reckon Sandy and Ellen's articles are
gentler and more loving than the articles wraitten by
the male writers.

Which brings me to David Cox's disappointing piece
in the Magazine. Disappointing because 1 expect more
intelligence from David. What's this stuff about
“growth", Dave? The Super-8 Group is open; anything
is possible. Where have you been? How could you have
seen new faces at the screenings Dave, when you're
not there yourself? Where is this "new push to
revitalize."? And how can Sarah leaving the group to
work on a 35mm. feature film be a part of that push?
You say "we must put our money where our mouths are.’
what money? (Or maybe you're speaking for yourself.)
How can funding possibly "sort itself out®"? You ask

i
if we're film-makers or office clerks. I ask: Can we

L]

risk not being office clerks?

All in all a pretty healthy last month, what with
the Magazine accompanying the newsletter.

I look forward to more wonderful (and not-so-

wonderful) articles. ©Oh, and films.
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