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The Plumber's Come to Town by David Haberfeld
Untitled by Jennifer Pignataro

Richmond Girl by Bill Mousoulis

All I Want Is A Woman by Sandra Munro
Welcome to Fairfield by Perry Laird
Discovering Perth by Ian Poppins

The Card Game by David Haberfeld

Homage to Galileo, Wertmuller and Ostrovskis
by Peter Schuller

— e .T
s U P E R 8 s
RICHMOND GIRL (L9900, Super-8, 6 minutes)
Director: | '
W A BLE T TEN -FALLAL I (3 Tiell LSy  BASTE M@ L (e Nﬂl M;‘!‘R 11)36 Blll HDUEGUllE
These notes are Oy the film-maker.
EDITORIAL | '
; The Meiburse S.ser 8 Crous = s § Crows couid SEFiRe up & Iriend Hhﬂt 18 'RiEMDnd GaxL%7
s m U'w MNirst ovms of “ager 8 PTirst seeying/ Open Loress s | o iR wilh PFedievision snd ootain | lﬂ- a w d h .
U kel Ly g e 0f (e Swan A [he palr Fabpeeessd al [P | ann For (e oesbers & Siscoumted rate oL P E_E wﬂrd on my llPE at thE mﬂment;
R Tl e ——— honsse Fmeting Boom on ety = Mediavision » faciiitiss. sic JUJ-? 1990. Like "How Soon Is Now?" 1in March lggﬂ,
R i i S IDLh. The Lurnout was vers sood The seeting contimed =i tn like "Honey" in Dec 1989, etc, etc
Pl S ETWSrwesgE L ol e ey sheut I%. W peowies came sioma  For =vervons Briefly esationisy e r ¥ -
ey U oesewrlirsiy L0 Uerwresls aewd e firet heil of the evenine FArticular Lind ol ares ol file- Hhat 15 "thE' Wﬂrd" 2
Lhere wan an r & 4 Nl L= t FiALerest - -

Whindigyon Tl S Shomsi i | [ | (TRE T S K o sl e e word® is actually a subset of the "the word®
wial, il s LS e i - = =
T ent e e lfortabie start |becsuss | S | H-lt-l-.i arel] R P el E TR e EEﬂtlES - ﬂ ThE HD]’.‘d 18 lUVE‘ - ? /— .

actual ly prepaced amvinirg Al lotea af fijee wosid be ssse
e crests sl Balie & mie 50 Frovesl Suiils inLeresllng snd il M1 vear. asd TASE pocEle wossid Hhﬂ Speaks?
RN FREOSTe (Ue Cily o ofecn full =ip aach olMer oul wilh - i I E |
0 st | I ey U a8 s S i e kil I'__ :H e It P'E'ak, becuase I have Eﬂmethlng to say (a word. )
W 0 N e el e e sl reared (8 waly ead core anar s wol| A SRLTING OB wilh T3 1_5 Dnl}r mY gI'EEItEEt dreamr that 15 E:lll &
"0 Bt Ul can be recs feed iL vomesshal saddens s (o 5, me NeT SCLIVILI®S |1 Oreeninsne [ThE EPEECh ﬂﬂd 'E]"];E wﬂ-rd. ]
L - T e i e Lhal CHIN i9 the Fared thing on ICTEERINGE sl Ccan (unclion =8 @
DO LA UPws s peapile s mams. L0011 ' R IE B L3r R of proshact | onm coampany whﬂ nEﬂrE?
" P S — uile important Lo Cul Sows e wlerring peopie. providirs eeuip- EUEf}'bGdy 1N the Wﬂfldfwhﬂever liEtE 5
— P ——— i or La Ooltls. arma Sven Passah LSe = — — LET‘ld mE an E'a r n &
SRR WA P | LW e s §-8 Crous can’t set stocs ot ne ™ second rail of P evemirm L ITI}J" frlend' 1 hﬂVE d talE‘ to tEll.
e Lo fmar Irom e Colarl e =en S & vinimwer, n am - = e scremniae of several e whﬂt : 5 D
& Cros ot # D R o BElE (L awvailamie L Ew=[ires . — ; T roweced By ili 'T‘hE : S thE Cl n:Emﬂ .n.-
SRS i vons B i £ d IO oF s0 Fredactionl Lo s neset onll LASEY wat & Brief Serst it Cln:ma 15 thE rEIlECth, FI-L]L'E" Uﬂlnhlblted.
s AT ALy e | o ared - afvEeET IEANiEn a0 LRe Epea 5 t:‘ mE dnd aS 5 H k
P S L R RO L R it to say?” K Have you anything
e First file 10 b screaned was
STAY MEE yoOu et Bail % ivedl SaLTsvesanis Hhat is "'l-r f o
- S
ﬁiEé;mw O T4 RIS et Trip Lo Salmenes ; TfE_ Ve h.i.
AR - raleresd Tije Diesctsd §iils S t = Sﬂur‘:e’ puref Uﬂlﬂhlbltﬂd.

L--.Iill::- ifin Tilm haE got It alEG BpEﬂkE CO JTIE, but .ﬂ_ll thE tlmE - Lt

E ,,"_ |l AT W sl | ey dGEsnlt Stﬂp to ask.

- - re i & a=sfimite "It C

AU el merw Agaln' what -1-5 .Rl{:h : -
L= mond Girl"?
s T Y WPemesd Miy ijm : . '
TaEriseniy] Seimsied Corfgmn s J}?alﬂ, 1t a wordr the word.
: Py -.-: “:1:: -n;:.tu.r #l Ria I Saw nTr ]Ust rEEE’“tLF, I:}L'lt ShE pﬂSEE{i me bY R a
Ak il ey i i MRz s am

Iy TE vl a i -mabe el l_ﬂ l_'l:iln ?ve- I am ln lDVE' £ am ln leEr I- dm

R A G e e e aia ve, am 1n love, (continue forever. )

L lowd & "‘.':‘:.!H LI L R

tlE® wilh 8 Leanl af i sl dE &

contributors ror

FOr vour interest

ED,

look forward to s

Please note too, the new look ban
’ ner head. m - N
other work he has done for the e many thanks to [im Mansour ro

here 1s a COpYy or the front cover of the rirst newsietter,

r this and




Congratulations Nick O.

for the healthy injection of "editorial comment *

ln the last iss. Your piece titled "The Bony This whole music/film relationship which 7 ko
Cronies”" was eéspecially lucid and a genuline | Hﬂusnulls and La Rosa are Up to their necks
surprise entry to the usual newsletter format. ln 1s however, an interestlng one, and one |

I suspect my response won't be the only one, wish they would expand on. SO you can't have
1f the last storm in a teacup (Zenner vs. Melbourne's answer to Dinosaur Jr. then prod
Fronxman) and the ensuing peace-keeping forces the filmic version of jt. Populate your ?il -
of Big Daddy Bill are anything to go on. I'm with fresh-faced girls direct from wet—dreamms
bloody sick too of the "this is an attack/not land: sullen, lost, full of hope, naivet out

an attack®™ lame ®"critical” input to the news- there in the cruel crue] world. Uﬂfﬂrtuﬁatei
letter, and you're right to call Mousoulis/ I was (in Out) ang am (1in Zenner's current i
Tuohy/La Rosa cronies, except unlike real cronlies production) Privy to this ftantasy (but Bill
they're not involved in any kind of push or dqn't: take it that I don't want to be in your
conspiracy. 'Cos I'm a MIMA BigWig and haven't f1lms) of looking, looking or 1'4&;::1.-95.9,-rn';;Ln}r some
turned up to any screenings for a long time xind of femme‘fUCkEd-UD—fatale. Right tnggu hout
doesn't mean I haven't seen what you're on about. the filming Zenner Keeps raving about 'making e
Although Big Boy Bill can call Sarah Johnson Lt to Hollywood before those others. " Says ?t
hysterical for lampooning the Festival program, all really, Warning: Be SUSpicious of men with
On one level she's got a point, even though she ~dmeéras and record Collections instead of
obviously didn't manage 1t well diplomatically. girlfriends! Their Creative agenda is not t:

I think you could separate the program into be trusted! '
two distinct halves - original, self-determined

film-makers like Boeck, George Ray, Grant,
freeman, and then wannabes Tuohy, La Rosa, and
Davies. I don't know why Sandy Munro's waste
of time was included at the expense of say,

Zenner's film, but I get the squirmy feeling

Lt may be because she's a girl making naive little
"observation” films. This rather late development
of young turks making "little"” films about

young girls, of which La Rosa and Davies are the
MOSt frighteningly brash about, seems to be some
Kind of trend which even Mousoulis is promoting
with Precious, a film about a woman who ...

what? Wants to be in a State Bank lifestyle

ad or what? - You tell me. Too many Rohmer

films and some kind of deep seated problem with
"the feminine"” makes me desperately search in
these films for Something other than the subject,
which 1is probably off the mark as I'm fairly
convinced that things like "subject" and the
"individual” are what I'm Supposed to be refl-
€cting on, to get an aftertaste of "love lost”

Or "happy days"™ or some such other sentiment

I hear on the radio via some wussy indie pop

which is often featured as soundtracks to these
r1lms or even quoted in the news letter.

VIKKI RILEY July 8 1990.

THE 5TH MELBOURNE SUPER-8 FILM FESTIVAL

fes, the festival is only three weeks awavy,
punters. (August 31 to September <Z). At the
time of typing this, we're not even lU00% positive
that the funding of it 1is Okay. But our fingers
dre crossed.

Sspecial Nighlight of the festival will be rthe

sCreening of Simon Cooper's A Distant Relation,
which 1s a 65-minute transgeneric film funded
Oy the AFC, shot on Super-8, and blown up to
Lomm.

Simon will also be dttending the festival,

ind will be a part of a "FILM-MAKERS SEMINAR",
which will also feature film-makers Richard
fuohy and Marie Craven (formerly Anne-Marie
Crawtord. )

For more details on the festival, ring th
director Steven Ball on 531 B8145.

THE
!gﬂ-ﬂgkg

FRI 3Ist AUG 7-30 pm
SAT Ist SEP 5:30 & 7-30 pem |
SUN 2nd SEP 7-30pm

199 .

INFORMATION o 2318145 ||
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by Bill Mousoulis

"With India '58 I wanted to give the feeling
of a world. I would like the spectator to come
away with this feeling after Seeing it.*®

- Roberto Rossellini

"One must know meén 1n order to love them. "

- Roberto Rossellini

AS you can see. my penchant for quoting Jenniter Pignataro'sg Untitled wa;ks 1N another
Rossellini has not left Me. This month I want way however. It doesn't vresent a fesling, it
to apply it to four of the films I saw at the Dresents g world, the world of Australijian Rules
last Open SCcreening - Welcome to Fairfield Football. In Sandy Hunrn's_own footy film
0y Berry Laivd, ALL Tiant is a Woman by Sandy oot Or Footy), the match ig ,o€n through one
Munro, Untitled by Jennifer Pignataro, angd person s aves, but Jenny doesn't employ any
Homage to Galileo. Wertmuller and Ostrovskis such CﬂﬁdUlt._ Jenny's camera Plainly Captures
by Peter Schuller. the essence of the footy day, from drriving at
These films, in their own modest way, are the ground to tﬁe ]ﬂurneg home, 1N a remarkably
absolutely great fjiims. They are great because to Eiovay. HEta a)i iy the distance (cal)
they are Palpably true. Ang they are true L “hJ?CtlvltF LT you like) that_EhE Keeps -
because they either Create a world of feeling lare areino close-ups, no Aighlighted moments,
Or capture the feeling of a world. These £ilma NO direct sound. Fhe MUS1C soundtrack reflects
won't be winning any AFI] Awards, and they may the three Stages of the day: the build~up, the
Never get another Screening, but everyone knows jame litself, the Joing home. 1t'g 4] intensely
(éven secretly) their lmportance. Yes, that Mythical, and, “mportantly, jit's pot Patronizing
old thing: "the thjustice of the worid-". .. owards the masses Lt Shows. The film-maker
The first two films aré fascinating subject nas shown herself © be a generous ang open
and theme-wise to begin with, becauge they feceptor with this film, t€Straining from
Cxamine a somewhat neglected area: the crisis pbrojecting her personality or thoughts on the
that occurs in Péople in their late 20's/early materaal, “hus letting it SPeak for itself,
30's, as they reflect ang begin afresh. "Turning S bEﬂUtlf%l film ...
30" is a shallow way of descrlbing this crisig, Peter bCh?llerls Homage to Galileo, Wertmul ler
as 1t only focusses on dge. These two films ana Gstrnvaqu S quite a delight. We see
are also surprising because they Signal progress Peter and Laki frolicking about ln Italy,
on the part of the film-makers . dnd then Peter dl work in Melbourne. All the

tfamiliar themes are there, the familiar dich-

Otomies: wWork/play, fast/slow, etc. Like Jenny's

film, we see a world, we get the feeling of

. that world.
Not that Perry Laird has made heaps of films.

But Welcome to Fairfield is qulte different
from the querilla Sabotage of the Birthday
Party film he showed some months back. This

& _ To finish w1lth, a thought onp the two ¢t 2
new film is in the Known 'personal]! mode, but Of approaches and results I'ye described -pls
unlike other Super-§ self-portraits l've seen, think the Second type {shﬂwlng 4 world r;ther
' - : ' - y = 3 ] + N |
1t's rull-deled ﬂﬂf alive: Lthas €arnt 1its than a feeling) is a bit better because the whole
right to rerlECF. ‘he steady stream Of 1mages lmage, the whole trame, the whole film in other
match the Steadiness of the Soundtrack (a song words, is employed, [f you show the world vouy
by Perry's band). Nﬂthlng Stands out, but the will lnvariably show the feelings within jt -
€motion builds to a3 Powerful “rescendo, where vlCe versa doesn't qulite work Peter' fil
=Verything becomes focussed and whirlpooled. COmes closest to combining evérvtﬁlnr f' =
NOt only an nonest film, but one where the f1lm- talked about ) 2 =
maker exalts nimself (in a numble way, of Ah, but this 1S all theorv [ like al}
course ...) : 9 s 5
these films - what do degrees matter? Pper
_ ! . : Y
.. Sendy HUHFD'? All I :ﬂ"t I8 A Woman is her Laird, Ssandy Munro, Jenny Plgnataro, peter ;
L1rst 'scripted £1lm, but it Still retains SChuller - you are Australija's true film-mak
the spcntan31ty Oof her other work. It features You film thé truth FReCE,
4 Superbly grumoling Bill Jordan Checking the i '
beach for "female wildlife", A lot of it ig

played for laughs, but don't wWOrry about that:
this film €Xamlines a life, a set of feellngs,
AN anxiety or two, etc. Like Perry's film,

4 fi1lm full of feeling; a world of feeling.




Reflections of a super B8 nightmare
that never ends. I yourney down the
sound striped path of Hanimex
projectors that chew up film so
precisely. If one didn't know better
Yyou would believe it had been
designed for that purpose alone. I
climb i1nto a once majestic robe to
unravel from aslightly soiled paLlr
of pajamas, an i1mmaculate Pliece of
machinary. The camera which once
belonged to a woman who now firmly
grasps her white balance button
ticks over in my Palm. I clench my
hena teeth as rare as my 8splicing
Lapes, scanning gquestionable chemist
ahops for bargain bins laden with
out of date film that I do not
need. I have too many gloves, my
tripod will not fit into the glove
box of my car. I second the motion
of the first part, excluding all
others that Kodak don't glive a rats
arse about super 8. Everything here
18 black and white unless you're
trying to process a negative. As my
daughter blew out her birthday
candles, my editor viewer blew a
globe. As we meet on Tuesday night
I witneass a gathering of my fine
feathers ' friends. He whipa himself
Into a super 8 frenzy as his view
finder loseas 1t's view. Scientists
and doctors and TV reporters have
NO 1dea, do vou ? The gate 18 open
for suggestions, so are his morals. I
once Kknew a truck driver who
carried a grudge. I snap my heel
Logether and say there's no place
like home. A dog bites my leg. Is
thia the vellow brick road Ja wohl.
I wish I had a dollar for every
Cime I had a dollar, then I would
be twice as poor. The only saviour
1n this super 8 void is the video
Lranafer. Where doth one get one. My
HB doth runith over. "I think I have
Pixilated my pants !" a young man
from the western suburbs was heard
to say. Gaberdine 1s hard to clean.
When Supper was ended he took the
Cup again he gave you thanks and
praise. The raven wig of the son of
a Greek man hangs low as a defunct

pPresident alides her numerous hoes
under her bed. Buddy Love should be
nominated, he 18 the only one with

dny social graces. [ must 1 my
dirty washinag, nowever he
newsletter won't be published far

SOme Cime. Alas [ must force 1t 111
Dack 1nto the robe.

MELBOURNE UNIVERSITY FILM SOCIETY

MUFS 1s something that nappens most Tuesdays
\and some other days) at the Philip Theatre

1n Melbourne Uni.

films,

program.

They screen all sorts of
Similar to the Melbourne Cinematheque
The calendar for the second half of

the year has just come Oout, and the program
teatures a variety of film-makers: bodard,

?dsshlnder; Ruiz,

111 has five Yearly passes for MUFS
lonated by them for us putting a

—_—

G:ﬂenaway, McKenzie, Avery, etc.
(Kindly
super-8 program

S not a competition. Just ring
9 9847 and he'll gladly send you one.

RAOUL RUIZ UPDATE

'he Ruiz Appreciation >0clety has not met for
JVer a year, the last meeting being ar Bill's
tOImer residence with a sCreening of Roof of

the Whale. LdLer this year at MUFS at the Philj

Theatre

City of Pirates will De screened for

311 those who nave not seen 1t. .et's hope
the screening conditions wlill afford it more

LtesSpect

than that given Lancelot du Lac, which

was _Lﬁt?iﬂiEChLﬂq LL Oon my own fucKed-up TV
#Nl1le somebody uses the garbage disposal unit
N the kitchen. Latest update on Senor Ruiz
LS5 that he 1s alive and well In New York City
ANd makKking his some 60th teature - The Golden
doat - starring luminaries Lrom all walks of
-iné-llife: Barbet Shroeder, Jim Jvarmusch, all
working for peanuts JUSC to be in the project.
.€g€nd has 1t that each member [ N1s crew was
nanded a uniquely "Ruizian*™ instrument - the
DOP being f LISty Randed a llopter lens, the
-Ltress a TV reference and the editor some
DUzZzlling black and white Seguences nen Ruilz

S1LS back and anxiously wWalts ftor procedure
amok .



As a relatively nev member of the S8 group I found myself
experiencing culture shock at the open screenings. It was
not because of the venue or the casual nature of each
monthly gathering, rather, it wvas the very nature of the
S8 wvorks screened which required me to adjust my prejudices
and expectations. Having been raised on a diet of mainstream
cinema it was difficult for me to accept the often shaky
images of many SB productions. More to the point, the formal
qualities of some of the S8 films have their ancestry in avant-
garde, experimental or non-mainstream cinema. This was not
the problem, for I have no qualms about the validity of these
traditions as legitimate cinematic Practices. My problem
novever, was that I kept applying the standards or expectations
of mainstream cinema to the films I Sav at open screenings
leaving me frustrated for obvious Feasons. It was not until
I convinced myself that those expectations are to be left
at the door that I could be liberated not from dissatisfaction,
for there can still be dissatisfying S8 films, but from the
belief that what I was about 0 see had to conform to certain

standards informed by my mainstream viewing experiences.

It was at the last open Screening that I realized just how
inappropriate or downright wrong it was of me to be expecting
straightforvard narrative films of a certain type. I dis-
covered at that open screening just how liberating it can
be to not have to carry the burden of one's mainstream viewing
expectations into the screening room; and this is vhy S8
and the 58 group itself dre so lmportant for they represent

d completely different viewving and creative sensibilty.

This sounds mighty grand soc I had better wvatch my step lest

I badly articulate what it is that 1I mean. To put it another
way., the joy of S8 and of the S8 group is that it truly is

an alternative to the ordinary cinematic encounters we have

and more importantly, it has a flexibility which allows both

S8 and the group to be wvhatever the filmaker wants 1t to be

for the duration of his/her film. A film can belong to any

of the schools of filmmaking: avant-garde, documentary, poetic,
realist, essay, political, narrative, home-movie et al. and

still be S8.

EIGHT CONVERT

I suspect the phrase for vhat I am trying to say is simply
Super Eight Aesthetic. a phrase such as thig has implied
in it a mode of vieving and filmaking Fequiring of the par-
ticipant as much €arnestness and faith ag dnY other socialized
form of behaviour. An aesthetic is dccepted or abhorred,
it is social, or it 18 solitary. 1In mY case, my prejudice
towards specific kinds of films was getting in the vay of
Al acceptance of some SB films and of an acceptance of this
aesthetic. Personally, I like films which do not brutalize
the viewing eye with a bombardment of images and a succession
of near subliminal rhetoric dressed up as a discourse on
POsSt-modern angst. I like films to be gentle to the eyes and
ears of the spectator. I hate being made uncomfortable by
5uch pyrotechnics. More often than not I tell myself after-
wards that such films are but tales full of sound and fury

signifying nothing, and worse, are told by an idiot.

This attitude of mine (a defensive one I believe) is part of

who I am and what my tastes both critical and non-critical

are. I fall back on it as a wvay of confronting the con-
fronting cinematic experiences vhich a walk on the wild side
of cinema (SB) presents me with. All it means is that I will
just have to work harder at expanding my viewing preferences.
Perhaps my disdain is exacerbated by the prospect of
actually making a film in SB8. It is one of the fundamental
assets of the S8 group that anyone who joins it immediately
starts to feel a film welling up inside thenm just waiting

to get out. Certainly, part of the incentive and subsequent
excitement for me when I joined the group was the notion of
being part of an active filmmaking group dedicated to the
production and exhibition of 58: consequently the S8 group
brings out the director in all of us, as well as the critic,

and this is how it should be, for no one wvho is 50 close

to such creative activity as is apparent at the open screenings
can remain silent for long. My own habit during screenings

is to reflect on what I have seen and to think about what

I would have done differently which is probably why I had

difficulty with so many of the films I sav the first time

=

I attended an open screening as I had not yet made my

discovery of the Super Eight Aesthetic. With each passing

screening and nevsletter I find myself more at ease with what

[ seea. sgon, the Super Eight Aesthetic will be familiar

territory and all the films it embraces no longer such
journeys into the darkness of an abyss.

MICHAEL FILIPPIDIS

16/7/90
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Something that Mark C. Zenner
wrote in the newsletter has
haunted my mind; the POsSsibility
of consciousness being a social
practice. When one considers
consciousness from an artist's
point of view, and by that
I mean to include the role

of consciousness in the creative/artistic

process, the artist reflecting
upon their life and out of

that contemplation making
something cohesive, meaningful,
profound, insightful and truthful,
then one is inevitably drawn

to the question of for whom

do I (the artist) contemplate

my life for? When I think

about or meditate on the wvorid
there is something essentially
public happening in my mind;

the audience for these ruminations
inside my head being not just
myself but the person(s) to

vhom I may then wish to communicate
these mental Oobservations

to. That voice inside our

head is the product of a language
System which structures our
consciousness within socio-
Cultural terms, hence, any

kind of mental event wvhich

relies upon that internal

voice is necessarily a public
orientated phenomena as language
exists that we may communicate
between ourselves and make
Public the contents of our

mind. So that when to the
sessions of sweet silent thought
I summon up remembrance of

things past, it is with the

voice of a social being in

my consciousness that I label,
define, recall, and ruminate

on my life.

It is one of the defining
traits of art that it attempts
LO ensure the future out of
the remnants of the past within
the present. Beyond the desire
for immortality -but tied
to it- is the need to say
something to others that is

both true and beautiful.

If Beauty is Truth, Truth
Beauty, then all our attempts

At finding such truth and

its correlative Beauty via

YUr art, fall perilously close
L0 being an exercise in communa l
Solipsism.

We may divide consciousness
into two distinct categories:
the Linguistic (voice insidi
our heads) which is the domair
Of the intellect, and the
Primal(the Sensory impressions
which is the domain of memory .
Another wayvy of defining the
CWC categories is to say that
One 1is a digital signifier
Of reality and the other an
dnalog one. In the former
Category our thoughts are
the product of a language
SYstem which arbitrarily attaches
a digital sign label to the
Concept at hand (Saussure's
semiotics); an activity borne
Out of a public need for cnmmun1ca%%
which is related to the need ‘
for recognizing consciousness
Within a public d

the near faithful sensory
lmpressions of the past.
So that when Marcel recalis

L0 go to bed €arly and begins
nis flood of reminiscinces,

it is Precisely the visual,
aural, Olfactory, dermaj and
alimentary Seénsations of the
Past which he I'e-experiences

in his mind dpon tasting the
madeleine; the fact that Proust
Speaks of smell as the Sublimest
Of all senses Suggests that

in the act of Femembering

one i; NOot engaged in a linguistic
expe§1en:e but a Ppurely Sensory
oneé 1in which all the sensory
conditions which existed in

the past moment [eassert themselves
and enter the Present moment.
Hitchcock's VERTIGO is based
entirely on the Premise of
reality blurred Dy a psychopathic
denial of the present reality;
See for instance, the moment
vhen Stewart and Novak embrace
for the second time after

he has found her again wherein
the camera does a 360 turn
around the couple as the background
changes from the hotel room

CO the scene in the livery
stable and back again to the
hotel room; the effect as

Chris Marker knows, is that

t™< past manages to displace

the present within our conscious
minds: see Marker's SUNLESS.
Epiphany is a blurring of
temporal order as far as the
S€nses are concerned. All

the sensory impressions of

the past moment are focused

on to the point where the

memory of the past now filis

in the present moment making

it literally the reality of

the present.

I stress this point because
the act of remembering is
4 process of consciousness
vhich involves the senses
as signifiers of reality: |
the sense impressions forming
a total world based on the
experience of it in a certain
way in the past. And is this
not after all the aim of poetry,
of music, indeed of all art?
If we accept this then we
must also accept the idea
that memory is always about
the past (obviously) and that
linguistics or intellect is
always future centred. [t
strives to catch up with the
future even before it has
said anything. Every word,
every speech act is a hopeful
attempt to control the course
of the future even while it
is stuck within the limits
of the present and already




doomed to the past in its
enunciation. Language's forward
movement is both figurative

and literal. We think of
language as Progressing from
start to finish, left to right,
ever forwvard across the page

as though the inability to

Say everything in a single
word must lead to an incessant
movement somevhere till we
reach the end of what ¥e have
to say taking up both time

and space.

Art speaks to the future
about the past through memory .
Memory is the raw material
for language and art. Ideally
art is that place wvhere all

our personal
histories; the public and

the private Co-existing in

the work of art. Unfnrtunately,
& memory is too internai,

too personal for it to ever

be Successfully transported
from one conscious individual
to another. 2 meémory is always
of a particular moment of
Sensory perceptions which

only you within the limits

of your corporeal self as

a being of such and such a

from any pPsychic abnormalitijes

or idiosyncrasies You might

have that makes any artistic
impulse so difficult to express
successfully. Even ip the

Phrase artistic impulse there
exists a problem for us as

it is all too POssible to

argue that the Phrase is contradic
ln the light of what has just tory
been said; ag though in the

words artistic lmpulse we

are saying €Xactly what the

Word expression signifies

for Mr Zenner: does artistic
impulse Signify a mode of

behaviour endemic to those

we call artists or does it
signify the thing which these
SO0-called artists try to express,
the vision. Let us, for the
Sake of clarity, agrea to
define artistic impulse as
the wish of an individual
(the artist) to transmit or
fashion a meaning through

a4 chosen art form.

Given that the pPrimal world
Of our memories is alwvays
Our own possession and no
one else's, then how could
¥e claim to be expressing
something which is based on
our lived experiences and
the memories of those lived
experiences? Ultimately
¥e have to accept the fact
that we cannot simply because
the past cannot be recreated
Or rather, repeated to the
minutest detail except in
Our memory. In short, the
task which art seeks to
Perform is to reconcile our
Primal selves with our
linguistic selves in the
Process creating the great
battleground on which the
¥ar of expression rages as
our primal impulses strive
for the discipline of a
linguistic discourse.

T ———————

A quote from Woody Allen
is appropriate at this point:

For me, I'ye been dis-
dppointed uniformly
down the line. I con-
cefve the film — 1 sit
home and PAte 1T
dnd, when | conceive 1t,
ity brilliant. Every-
thing 1s true Chekhoy
OF Shakespeare: ft's great!
And then, you start work,
dand the truck with fregh
Compromises drives wp
eyery day. You can't
get the actor You want,
the set doesn't really
look the Way you en-

. vyisfoned 1t ... When
You safd in the script:
"He comes 1{n, hangs up

his coat
the guy’'s
ACross the
off and
forever. It

And kisses the grrl®,
got to come 4n, walks
room, take the coat
Suddenly, {t'e taking
doesn't happen on
the screen the way you Concefve
R 30, you keep Changing and
cunprnmising. And, when the
Picture Comes out, 1 SEITIN ifke,
Sixty per cent — §f You're lucky
-~ of what YU wanted
Tou don't
>0 they'pre
dPpointments. They're 5o far
Femoved from a21) the great
nasteruiices I felt 7 was cone-
cefving.

Such dic-

It is that inability 0 ever achieve
the one hundred PEr cent of onpe's
Creative vision which fascinates every
the fact that art
relies on media Which of necessity
abstract the memory or artistic vision
to the confines of musical notes, or
€anvas and colours ©tC. makes it a1j
OO clear to ys that the dttempt at
such a fendering of 1jfe Or experience
is all too Unlikely to Succeed, for
the simple fact Of the matter 1s that
We are not looking at life but at a
constructed artefact. Ppyre art only
€Ver occurs in the artist's ming at
the moment of inspiration when a11
is envisionegd 4S8 a whole, when the 100
what we encounter
the cinemas or

Yet, there are

moments when Somethinc
APProximating

AN eplphany or what we
might call the absolute POssession of

4 WOrk occurs. Those moments when a
Poem brings about in our minds the
Sensations and moods of a lived ex-
Perience, or of AN 1magined one,
signal to us 3 great artist at work;
One whose technical Yirtuosity allows
them to transcend the barrier of
Physical imprﬂbahilit?: the chasm pe-
tween the Primal andg the Lingquistic.
It is for those moments ¥hich we asg
consumers and critics of

dS-as8 artists must 4Splre to even if it
be doomed to near ‘mpossibility.

[1

centrates on the notion of ex-

Mr Zenner's discussion con-

Pression in the arts.
¥e may then ask, is being ex-
pressed? Wwhat sort of thing are
Ve speaking of when in discus-
sions about the artistic process
the wvord expression?
1f the idea Of expres-
any function in such
discussions it is as a3 way of

] to the intention of the
their specific purpose

in Creating the work. Intention,
be it a fallacy or not, is what
the word expression refers to,
that the artist intended to ex-
Press something in a work of art.

What sort of thing could thisg act
Of intention pe
it be meaning?

Meaning is the only hope an artist

What,

the

to express Something that is
unique or Particular to the artist.

expressing Something in 3 ¥ay not
Possible to language?

full well that we are leaving be-
hind for good all auteurist
dssumptions abouyt Our works.
Folluuing this Suggestion to jts
Next step would feveal that
because a}} POsSsible meanings

are limited by a
(language) then SO too are all the
meanings in a11 YOrks of art a




This is a notion which Stanley
Cavell writes about and if correct
must shed some much needed light
on the discussion, for if meaning
is not the domain of the artist,
then it must be the domain of the
art form, thus the ability to read
a certain film one way arises

not out of an artist’'s enscripture
Of it into the work but because
the possibility for that meaning
to exist within the particular
formal conmtext of the said work
of art is inherent in the art form
itself. On a small scale this

can be illustrated by our ability
to read fade-ins and fade-outs as
as ellipses of time. Or, on a
larger scale, the ability to
interpret the meaning of a whole
Work: PSYCHO as a statement about
the implications of cinematic
voyeurism, is only possible as
such things are part of the system
Or art form known as the cinema.

¥or us this means that all our
Cherished works of art are but
contributions to the ever in-
Creasing stock of signs and state-
ments which the cinema as a
language is capable of. Whenever
I make a film its significance
lies not in the fact that its
meaning is derived from me placing
it there but from the fact that
this work is another variation
on a possible statement or array
Of statements which the cinema
@S a language system is composed
of. My particular film, with its
meaning, is worthwhile only
because it serves to show another
¥ay in vhich meaning can exist
within the confines of the cinema-
tic language system. All films are
important here for their instruc-
tive value as to how the system
may create meanings, and since
these meanings can be expressed
within the cinematic language it
1s ridiculous to consider the role
Of the artist in putting that
meaning there out of a need to
€Xpress something as it does not
matter in the long run vho the
artist of a work was — all that
matters is that the system can con-
tain these meanings and variations.
It is not important that director x
made a film a certain wvay and in
the process constructed a meaning
dS sooner or later another director
will direct a film that wvay and
COme up with the same meaning for
the meaning is the end product
Of a specific directorial method
and that directorial method (style)
is itself a product of the system:
it is the system which owrs the
films not the directors.

Alternatively, we may continue
to vork vith some semblance of our
auteurist hopes by acknowledging
the lessons taught to us by Mr
Zenner and by attempting to express
our meanings not through any lin-
gquistic methods but by the pos-
sibilities available to us in our
chgsen art form. All the mise-en-
scene elements at our disposal as
vell as narrational and temporal
considerations must be utilized as
4 means of expressing a meaning.
As language is part of the Lin-
guistic half of our consciousness,
then the above listed mise-en-scene
elements belong to the Primal half
and it is through these that we
may have any hope of succeeding
in expressing a meaning that is
enduring.

In the previous paragraphs I
spoke of the cinema as a system, a
language with infinite avenues for
the construction of meaning through
the cinema's formal system. Let us
use those formal systems — which
resemble dreams and other wild
imaginings - to speak through
the language of cinema. I recall
at this point that in the 50's,
the Cahiers du Cinema critics
Spoke out against literary films i
favour of those films/directors
which used mise-en-scéne as
a4 language. This gave rise to the
Auteur theory as a critical doc-
trine — a doctrine which the
essay by Mr Zenner does all but
bury. Still, if we must hold onto
long cherished notions of being
the authors of films then let us
do precisely that by using the
cinema as our primal language
which does not require the spoken
word to convey meaning but shades
of light, gesture, timbre and
grace: let these be our alphabet/
vocabulary. Let us aim for the
sublime.

1"1l end this overlong piece
with tvo extracts which I believe
are worth bearing in mind as they
elogquently portray different
AsSpects of the expression debate.
The first passage is something
which Andrew Sarris uses to
preface his "Notes on the Auteur
Theory in 1962", that is, a small
paragraph from Kierkegaard's
Either/0Or and the other aa even

smaller paragraph from Parker
Tyler's Magic and Myth of the
Movies:

7

4

I call these sketches
graphs, partly by the desig-
natfon to remind you at once
that they derive from the
darker side of Iife, partily
because, l1ike other shadow-
graphs, they are not directly
visible. When I take a2
shadowgraph in my hand, it
makes no impression on me,
and gives me no clear con-
ception of 1¢t. Only when |
hold it up opposite the wall,
and now look not directly at
it, but at that which appears
on the wall, am I able to see
It. S0 also with the plcture
I wish to show here, an in-
ward picture that does not
become perceptible until |
see it through the external.
This external is perhaps not
quite unobtrusive, but, not

until I Yook through it, do

I discover that {inner picture
that [ desire to show yYou, an
fnner picture too delicately
drawn to be outwardly visible,
woven as it {s of the tendersct
moods of the soul.

shadow-

Extract two:

The function of art, however,
i1s generally accepted as com-
Bunication, not as inscrutable
syabol, and there's the rub...
ATl art in the final analysis
is to be subjected not only to
standards of plastic beauty but
21so to criteria of relevance
and intellectual clarity.

Long live the shadowgraphs!

NOTES

lwnudy Allen interviewed by Alexander

Walker in Cinema Papers, no. 58,

July 1986, pp.19-23.
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NEXT OPEN SCREENING Tuesday, August 14,

£990.

Glasshouse Function Room

Ao i Pl RMIT, Swanston St.

To warm people up for the screening of Simon
Cooper's epic film A Distant Relation at this
year's Super-8 festival, we present a selection
of some of the earlier films from this Canberra/

Sydn

and

AE B

SIMON COOPER RETROSPECTIVE

ey film-maker.

Trouble in Paradise (1985, 20 mins)
The Big Parade (1986, 6 mins)
Auto-Portrait (1987, 15 mins)

T Wa'lkecd With a8 Zombie (1987, 12 mins)
Shadow of a Doubt (1988, 8 mins)

a speclal screening of a very early film

Like This For Years (1981, 13 mins -

unrestored version.

40 p.m. -

OPEN

SCREENING - BYO FILM.

Editorial & Layout By: Matthew Rees

Contact Number: Bill Mousoulis 429 9847

This newsletter is published monthly by the Melbourne Super 8 Film Group.

Contributions are welcome (deadline 4th Mond
Membership of the group $15 ($10 concession

Super Eight

It ungeliverable return to:

Melbourne Super 8 Film Group
PO Box 1150

Richmond North

Victoria 3121
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