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Bolex announces the H16EL, 
with a new kind of meter that 
is ultra sensitive to light changes 
and built for hard use. 

A built-in light meter once turned even a 
ruggedly built pro camera into a delicate 
instrument. 
Enter the Hl6EL, with a silicon ceU instead of 
the conventional CdS ceU. Results: l .  Instant 
response to light variations. Shift from blinding 
light to deep shadow with perfect results. 2. No 
sensitivity to temperature variations. 3. No 
corrections needed, because of its straight 
response curve. 4. Equally responsive to aU 
colours from blue to red. 
Manual light measurements are made through 
the lens in the body of the camera so the 
camera can be fitted with any optics, including 
long telephotos, macrolenses, even extension 
tubes. For extreme changes of light, use a lens 
with built-in automatic exposure adjustment. 
Bayonet lens mount for quick and precise 
changes. So strong that you can carry the 
whole camera by the lens. · 

Film speeds IQ-50 fps, single frame, reverse and 
crystal control are electronically regulated and 
are coupled automatically to the meter, with a 
selector knob rated from 10 right u p  to 630ASA. 

The motor is electronically controlled. When 
you stop, it stops. And the shutter closes. You 
can use your original film without having to 
cut frames from both ends of each take. 
The viewfinder has high brightness and 13x 
magnification, plus built-in comfort with either 
eye. Two red light diodes in the viewfmder 
indicate correct aperture. No waiting for a 
needle to settle down. The diaphragm of the 
new Vario-Switar 12.5-IOOmm f2 lens is fully 
open for accurate focusing and closes down 
automatically when you squeeze the button. 
Power is supplied by a Ni-Cd battery. Take 
your choice of two power packs, two 
chargers. 
With the usual Bolex attention to detail, a 
full range of accessories is available, including a 
removable 400 foot magazine that is used with 
a take-up motor providing constant film 
tension. 
The whole unit is built like a tank. It is a 
rugged and relia\>le piece of  gear that is a.s fail
safe as Bolex know-how can make it, despite its 
light weight (about 71bs for body and power pack). 

H16EL 

The Bolex Shoulder brace provides 
excellent stability with good weight 
distribution, and frees the camera
man's hands to operate camera and 
lens. 

BC)L...E:>< 
Contact Photimport in your state for 
further information or a demonstration. 
Photimport (Aust) Pty Ltd 
Melbourne 38 6922 
Sydney 26 2926 
Brisbane 52 8188 
Adelaide L H Marcus 23 2946 
Perth L Guntburg 28 3371 



The Film, Radio and Television Board 

of the 
/ 
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AUSTRALIA COU IL 
(formerly Aust n Council for the Arts) 

will hold 

LIC 
in all states 

so that proposed new policies 
for its Creative Film and 

Television Production Funds 
can be discus.sed with 

interested parties 
SYDNEY 

April 7th 8.00 p.m. 
Austrahan Government Centre 

BRISBANE 
April lOth 8.00 p.m. 

Australian Government Centre Theatrette 
295 Ann Street, Brisbane 

MELBOURNE 
April 22nd 8.00 p.m. 

Playbox Cinem-a 
Exhibition Street, Melbourne 

, 

Theatrette 
Chifley Square 

Watch daily media for dates and venues in other capital cities 

The Board intends to abolish the current Experimental, 

and General Production Funds; to be restructured as: 

THE BASIC PRODUCTION FUND 
and 

THE ADVANCED PRODUCTION FUND 
incl. Alternative Production 

The SCRIPT DEVELOPMENT FUND 

will continue under different criteria. 

It is also planned that orientation seminars followed b( 
filmmaking workshops, and later, the provision of 8mm 
production equipment and film stock, will be offered-to 
.inexperienced persons prior to them applying to the Basic 

Production Fund. · 

All applications to the Basic Production Fund will then 
be supported by work previously completed. 

Copies of the draft policy may be. obtained prior to the 
meetings by writing to: . . 

The Secretary, . 
• Film, Radio and Television Board; 

Australia Council, 
PO Box 302, 
NORTH SYDNEY, 2060 

Quarterly Assessments for applications to Creative Production Funds in 1915 
-

. -

· CLOSE on- 24th March 23rdJune 22nd September 
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The South Australian Film Corporation 
is a total film enterprise involved in 

film research, production, marketing. 
distribution and library services 

established by the State Government 
and operating both nationally and 

internationally. 

In the first two years of operations, film 
of every type. total film, has been fJ 

produced (won Awards), and is being 
sold by the South Australian Film 

Corporation. 

If you want to talk film, total or in part, 
talk to us-soon. 

Conlact: The OirtaO<. 

Televi$ion 

South Austroian Am Corporation 
64 fullarton Road, Norwood, S.A. Telephone 42 4973 (S.T.D. Code 08) 
G.P.O. Box 2019, Adelaide, S.A. 5001. Australia. 

RUN BY FILMMAKERS 
FOR ALL FILM LOVERS 

SYDNEY'S MOST SELECTIVE LATE SHOWS EVERY 
FRIDAY AND SATURDAY AT 11.30 PM 

M U S I CALS AND NOSTALG IC FILMS EVERY ' SUNDAY AT 2 PM 

SUNDAY SPECIALS AT 7.30 PM 
SPECIALLY SELECTED QUALITY DOUBLE 

. FEATIJRES EACH WEEK 

THE MANLY SILVER SCREEN I S  
AVAILABLE TO ALL FILMMAKERS FOR 
PREVIEWS AND SEASON RUNS. OUR 
CINEMA IS A 650 SEATER WITH 16 MM 
MAO/OPT. EQUIPMENT AND JS MM 
PROJECTORS WITH 4 TRACK STEREO 

SOUND 

THE CINEMA ALSO CAN BE 
CONVERTED TO LIVE SHOWS • FOR INFORMATION PHONE OR 

WRITE TO US 

P.O. BOX 590 
oaAH BEAOI 

Pssssssl! wanna get your name on 

a A.S./.0. file ...... 1? 

I enclose $6.00{$12.00 for 13/26 issues of the four weekly Digger. 
Please make cheques or postal orders payable to Hjghtimes P/L 
and cross them not negotiable. 

Subscriptions, 
The Digger, 
P.O.Box 77, 
Carlton 3053, 
Victoria . 

Name .............................................................................. . 

Address ........................................................................... . 

................................................... Postcode ....................... . 

You can help DIGGER'S chances of surviving more than the 
next twelve months by paying now for the next two, three. four or 
however many years you're willing to risk. We w ould stress that 
these multiple year subs are speculative because we cannot guarantee 
to fulfil them! 



FI.LM MAKERS CO--OPERATIVE _MOVE 

OF AUSTRALIA 

NT 
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Brisbane Filmmakers Co-op 
"Coronation House" 

109 Edward St, 
Brisbane 4000 Q. 

Tel: 36 3859 

Sydney Filmmakers Co-op 
( St Peters Lane, Darlinghurat) 

PO Box 217 
Kinga Crou 2011 NSW 

Tel: 31 3237 

• 

. 

A
=�LM MAKERs CO-OPERATIVES 

SCREENING AND DISTRIBUTING 
THEM NOW·r • 

Catalogues and . • rn.ormatlon 
available at the C. o-op 

In Your state. 

Melbourne Filmmakers Co-op 
382 Lygon St 

Carlton 3053 VIC 
Tel: 347 2984 or 347 3450 

S.A. Media Reaource Centre 
(Union St, Adelaide) 

PO Box 33 
Rundle St 

Adelaide 5000 SA 
Tel: 223 1 6 00 

Hobart Filmmakers Co-op 
PO Box 1 

Kempton 7409 1' AS 

Perth (Embryo Co-Op only) 
c/- lan Mclay 

ct.- ,perth Institute 
'
of Film and 

· Television 
92 Adelaide St --

Fremantle 6160 WA -
Tel: 351055 or 35 1056 



EET-THE 

1Chris Newark. General Manager, 
Royce Smeal Film Productions. 
Complete 35mm and 16mm film 
production and creative services. 

Paul Harris, General Manager, 
Samuelson Film Services Australia 
Pty Ltd. Complete range of 35mm and 
16mm film cameras and accessories. 
Panavislon. In fact everything - from 
a battery pack to .a camera crane. 

PECIALISTS 

John Rowley, Manag_er, Enterprise 
Color VIdeo. Complete production 
facilities; mobile cameras, video tape. 
Plus post production facilities in
cluding film to tape (35mm and 
16mm), time code, editing and audio 
facilities. 

Allan Martin, Manager, Samuelson 
Film Lighting. Everything from a tiny 
little Inky dinky to a great big brute 
arc. Plus mobile blimped generators 

��---.. up to 1,000 amps. 
ROYCE SMEAL 

FILM PRODUCTIONS PTY. liMfiED 

NATIONAL FILM THEATRE OF AUSTRALIA 
Box 1780 GPO, Sydney, NSW 2 001. 

SEASONS FOR APRIL-MAY 

166 Wil 

Sixteen Japanese Directors (fully Imported) 
British Horror Films 

Guerrilla Cinema 

. . \ 
The Heritage of Expressionism 

Classics 
' 

COMING IMPORTED SEASONS 
\' Russian Classics of Dzlga-Vertov, Pudovkln, Dovzhenko 

American Classics 
Films frpm Austrian Archives 

Carl Dreyer 

\ 

USE 
.
FORM BELOW TO SUBSCRIBE NOW 

SURNAME($) . ... . ... . .. . ... lnlt. . . . . . . . . · 

.............................. I nit ....... . 
\ 

PLEASE PRINT CAAEFULL Y to ensure correct delivery of notices. 
Groups of two people at the one address may join on the same 
form. ' 

ADDRESS FOR NOTICES • • • • • • • • • • • • • • • • • 0 0 • • • • • • • 0 0 0 • • • • • • 

• 
I 

• 
• 0 0 • • • • • • • • • • •  0 • • •  0 • • • •  0 • "--. / • • • • • •  0 • • •  0 • •  0 • • • • • • • • • •  0 0 0 • • • • • •  

• •  0 0 • •  0 • 0 • • • • •  0 • • • • • •  0 ..... . .... . .. . . ... 0 0 0 • • • • • •  0 0 • • •  0 • 
.

' • 0 • • • •  • 
. 

1 declare that I (we) have attain&Q the- age of 18 years. 
1 enclose $5 each In payment of the joini ng fee . 

. 
SIGNATURE .. . . .. . . . . .. q • (date) • • . . . • . . . . . . . .  

New Mem,ber Renewing 

�1'\1'cf 'flo(�k(R� 
�VN6 1..-16# 1975 

For enquiries about �reenings open to the public, 
write to Box 4934, GPO, Sydney or Phone (02) 

880 3909. 
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FILMS COMMISSION 

The Australian Films Commission Bill 
was adopted on March 6. after a long 
and stormy passage through both 
Houses. But It has yet to receive Royal 
Assent. 

The Bill now provides for the establish
ment of a Commission aimed at en
couraging the promotion, production. 
distribution and exhibition of Australian 
movies. This Commission will: 

• Take over the Gorton government
Instituted Australian Film Develop
ment Corporation; 

e Incorporate a number of recommen
dations made by the Tariff Board 
report Into the Industry; and 

• Incorporate Film Australia, the 
Government's movie production arm. 
But as Liberal Senator Guilfoyle 

pointed out however, the Bill does 
nothing to remove the dominance of the 
prime exhibition outlets and restructure 
the industry to provide a greater number 
of alternatives and Inject the necessary 
measure of genuine competition. 

Much debate on amendments to the 
Bill concerned the need or otherwise lor 
the Commission to be autonomous In its 
decision-making processes. Senator 
Steele Hall from South Australia tor ex
ample, arguing for close supervision of 
the Commission by Parliament, noted 
that In his view the South Australian 
Films Commission. set up by the South 
Australian government, would be 
operating far more efficiently if It were 
under direct supervision by Parliament 
than It is at the moment. 

The red rafted version of the Bill 
provides for parliamentary supervision of 
direction to the Commission by the 
Minister for Media and enables either 
House of Parliament to disallow 
regulations establishing levels of 
Australian content In local cinemas. 
(Another Opposition pooh bear-the fear 
of socialist propaganda shorts being 
forced on cinema audiences was fre
quently expressed). 

The eligibility for membership of the 
Commission was also contentlous. The 
Interim Board of lhe Commission includ
ed such people as Hector c

'rawtord 
(Crawford Productions) and Graham 
Burke (VIllage Theatres). Clause 20 of 
the Bill restricted membership or the 
Commission to people who are members 
of an incorporated company with more 
than 25 members. thus restricting 
membership to those movie producers 
Involved In larger companies. This clause 
was negatived by a vote on October 23. 

With the Act about to g o  Into 
operation, large scale funding will be 
available for local production. Further 
the Act gives the Commission power to 
seek and obtain Industry statistical Infor
mation otherwise unobtainable and 
should give rise to a more informed and 
educated Industry. 

AG 

LES AUTEURS AUSSIE 

Australian movie and TV producers 
will beneflt !rom last year's exploratory 
trip to Cannes by Tom Stacey, executive 
officer of the Australian fUm Develop
ment Corporation. The AFOC has 
successfully lobbied the Department of 
Overseas Trade and this year bcth the 
TV Festlval MIP-TV (April 21-26) and 
Film Festival (May 9-23) have official 
status as trade promotion events. This 
means the Australian go vernmenrs new 
Export Development Grants Act (1974) 
applies and that producers attending will 
receive 85 per cent tax rebate on eligible 
eKpendlture. 

Further, the AFOC and the Department 
of Media have combined to provide a 
number of free or assisted facilities lor 
accredited producers. A stand In the 

8 - Cinema Papers, March-April 

Carlton Hotel and a hospitality suite in 
the Martinez Hotel. with cassette 
playback ·equipment and translators, Is 
being provided. A group of Australian 
producers i s  being flown to Cannes at 
the AFOC's eKpense. These Include 
Richard Franklin (True Story of Etklmo 
Nell); Tim Burstall (Peter .. n, Alvin 
Purple and Alvin Rides Again); John La
mond (Auotralie after Dark); David Baker 
(A SaMe to tha Greet McCarthy); Paul 
Witzig {Rolling Home) and Michael 
Thornhill (BelwHn Wert). 

The AFOC are following the Canadian 
formal and have hired the Regent 
Cinema for dally grind screenings of 
assisted Australian movies. A Sydney ad 
agency has been briefecJ tor publicity 
and promotional material production. 

The Australians will be on view lhis 
year more prominently than ever before 
and some International sales are likely. 
But there are some doubts and mis
givings. A number or other Australian 
participants at Cannes have. over the 
past few years, argued against the 'lump 
them a l l  together' effect of the 
bureaucratic umbrella provided by the 
AFOC-Medla-Overseas Trade joint ven
ture. Tales of audiences of 10 and 1 1 
watching reruns of some of the Canadian 
films, abound. Perhaps, the Swedish ex
perience should have been followed 
where government assistance Is strictly 
'back-up' and individual producers 
arrange their own screenings and slot 
their promotions to Ill in with the movie's 
feel. 

The absence of provision for 16mm 
projection at the hired Regent Theatre i� 
also causing problems. Certainly 
producers will be augmenting and 
sidestepping some of the 'free· facilities. 

Other visitors t o  the Festival  
accreditecJ t o the delegation but not 
funded by AFOC will include David Roe 
(director AFI); Terry Bourke (Inn of the 
Damned); Nlnk i Maslanskl (Pfugg); Tony 
Glnnane (CinemB PBpers); Silvie Ia 
Clezio (Perth Film Festival); and distribu
tion people like John Fraser (BEF), 
Andrew Gatty (Seven Keys), Robert 
Ward. Mark Josem and Leon Boyle 
(FIImways), Richard Walberg and Or. 0. 
Killen. A full report on Cannes in the next 
issue. 

PB 

WOMENS FESTIVAL 

A festival of women's movies made by 
or about women will be held In six 
Australian capital· cities later this year. 

Movies to be screened will Include the 
latest work of Susan Sontag, Agnes 
Varda and Marguerite Ouras as well as 
movies by Ida Luplno. Nelly Kaplan, 
Dorothy Arzner, Lenl Rellenstahl, Mal 
Zetterllng and Shirl ey Clarke. Almost all 
the materlal to be shown will not have 
been screened In Australia before. 

Also to be Included In the festival are 
video-taped discussions with Kaplan, 

Sontag, Varda. Ouras and Clarke as well 
as many lesser-known British, American 
and European women filmmakers. 

The Idea lor such an ambitious and 
wide-ranging festival was first mooted at 
the "Womenvfslon" conference early In 
1974, and Its purpose has been describ
ed .as a " . .. springboard (lor) an ex
ploration of female consciousness 
through movies. while at the same time 
celebrating the creativity of women". 

Raising finance for the festival has 
proved difficult. The Film, Radio and 
Television Board has offered a loan of 
$20,000 to cover some costs. and the 
International Women's Year Committee 
has promised the festival a $35,000 
guarantee against loss - however 
organizers are expected to raise the 
finance for movie purchase and hire, 
transport, publicity

· 
and administration 

from advance subscriptions. A raw deal 
from both bodies to say the least. 

Dates of the festival in each capital city 
and addresses tor subscriptions are 
listed below. 

SYDNI!Y - Auguot 9-17 
P.O. Box 245 
Broadway, NSW, 2007 
Phone: 660 7108 
MELBOURN! - Auguot 21·30 
175 Kooyong Road 
Caulfield, Victoria 3162 
Phone: 347 5902, Thurs. 7.30-10 p.m. 
HOBART- September 5·7 
239 Harrington Street 
Hobart. Tas. 7000 
Phone: 30 2435 {Robin Harrison) 
Office Hours 
ADELAIDE- September 12-14 
Media Resources Centre • 
Union St 
Adelaide, SA 5000 
Phone: 223 1600 
PERTH - S.ptember 20-23 
c/- Guild of Undergraduates 
University of WA 
Crawley, WA 6009 
CANBERRA- S.ptember 28-28 
14 Angus St 
Ainslie, ACT 2602. 
Phone: 48 5150 
BRISBANE - October 3·5 
c/- Video Centre 
Ground Floor 
Coronation House 
109 Edward St 
Brisbane. Old. 4000 
Phone: 21 0987 
RATES: Melbourne and Sydney: $16.00 

All other cities: $8.00 
PB 

NEW BOARD POLICIES 
. 

The Film, Radio and Television Board 
of the Australia Council {formerly the 
Austr alian Council for the Arts) is 
currently circulating a policy document 
which precis all discussions to date con
cerning the administration of the board's 
Creative Film and Te levision Production 
funds. 

The recommencJatlons maintain that 
they are based on the experience of the 
last five years of operation of the funds. 
Basically the policies will establish two 
prerequisites lor new candidates to 
receive monies from either fund. The 
new and Inexperienced applicant will 
have to participate In an orientation 
seminar to be conducted quarterly In 
capitals and country centres. In addition 
to providing applicants with basic ex
perience in handling of equipment. the 
board expresses the hope that 
applicants who might come Into the film 
arena without any real Interest or con
cern will be weeded out at this stage. 

Successtul 'graduates' of the seminar 
would be eligible to attend quarterly 
workshops for further experie nce - par
ticularly In the use or 8mm equipment 
and other facilities which the boerd plans 
to make available. 

Completion of both seminar and . 
workshop will also make them eUglble lor 
either Basic Production Fund grants or 
Advanced Production Fund loans. 

Meetings are currently being 
programmed In all capitals for board 
representatives to discuss these policies 
with Interested parties. Filmmakers who 
feet that: 
e The policies exercose unwarranted 

restrictions on would-be applicants; 
• The distinction the board draws 

between ·art' movies and 'commercial' 
movies needs to be challenged; 

• The boaro's monies would be better 
channelled Into the co-operaUve 
movement: 

or who have any gripe with the scheme at 
ail are urged to attend the meeting called 
In their State. 

All enquiries should be directed to The 
Secretary. Film, Radio and Television 
Board, Australia Council, PO Bo x 302, 
North Sydney. 2060. HG 

NOBODY'S PERFECT 

Over the last 12 to 18 months film ex
hibitors In Melbourne have been riding a 
cloud of gold-lined successes with 
movies like The Sting, Live and Let Die 
and Theft Entertainment chalking up 
extremely successful seasons. In fact, 
visiting American executive Jennings 
Lang noted at a press conference here 
that on a per capita basis Melbournltes 
go to more movies than people In any 

o ther city In the world. 
Moreover movies like Meme, Loot 

Horizon, The Great Oellby a n d  
Sunohine which have had mediocre runs 
In many instances overseas have ex
perienced better seasons here than most 
countries In the world. 

But as the famous last line from Billy 
Wilder's Some Like it Hot r uns: 
"Nobody·'s perfect". Everyone has their 
flops and a few weeks back now· 
Melbourne saw a monster. Th• Great 
Gataby on a Village Drive-In splash -
with a revamped advertising campaign 
- was yanked out of the multi-theatre 
release after only one disastrous night 
and replaced throughout the circuit with 
a hurried return of The Ditty Dozen. 

Nobody seems to have the answer for 
what went wrong but apparently opening 
night took less than $2000 which on a 
seven night splash has Qrossed upwards 
of $200, 000 on the circuit. 

At any rate don't try to blame the 
publicity man. As American Nat Segoloff 
points out in Film Comment's latest 
issue, the publicist has got enough on his 
plate. To give his comments weight. 
Segaloff fisted 50 reasons why a movie 
might fall - Here's a random 20: 

1. It's a shltty movie. 
2. It's a good movie - not a great 

one. but a good one - only the 
sh ltty reviews killed it. 

3. It'S a great movie with great 
reviews and audiences like It when 
they see it - only we can't get 
them to come to the cinema. 

4. The reviews were so great that the 
public got the Impression that the 
queues were too long, and so they 
walled. Meanwhil e it died. . 

5. lfs a fag movie. 
6. It's a kid's movie. 
7. It's a woman's movie. 
8. It's a men's movie and the women 

won't come. 
9. Black audiences don't want to see 

a white movie. 
10. White audiences don't want to see 

a black movie. 
1 1. The movie opened at the wrong 

time of the year. • 
1 2. The movie opomed at the right 

time of the year. but so did a tot of 
other good ones and It got lost In 
the crowd. 

13. The weather's so good, who wants 
to see a movie? 

14. The weather's so bad. who wants 
to see a movie? 

15. The weather's going to be so 
good, who wants to cancel a 

weekend trip just to stay home 
and see a movie. 

16. People are waiting until the movie 
hits the suburbs. 

17. They showed too much oil! In the 
coming attractions . 

18. Leads were better than the movie 
turned out to be, and word of 
mouth killed it. 

19. That bitchy critic kept pounding 
away. --

20. There's nothing to h um. (For 
musicals only). 



It seems the Industry still hasn't found 
a Delphic Oracle. But there'll be a swell 
Job waiting lor him when he comes 
knocking on someone's door. 

AQ 

GOLDEN REELS 

Presenting the 1974-5 Australian Film 
Institute Awards at the Sydney Opera 
House with Glenda Jackson presiding 
was a calculated attempt by the Institute 
to locus both local and International 
attention on t h e  now burgeoning 
Australian film Industry. 

Immediate local media response 
suggests the gamble largely paid oft. 
What the International trade press will 
think of the event remains to be seen. 

. Certainly the showmanship of the even
Ing was marred by early projection and 
compere gaffes. 

The awards themselves -(published 
elsewhere In this Issue) were the subject 
of much discussion, as might be ex
pected, but the only general thumbs 
down seemed to land on the choice of 
best screenplay which went to David 
Williamson's Peteuen. However there 
was general approval lor the awards 
given to the South Australian Film Cor
poration productions. particularly Sun
day Too Far Away. 

There was also some discussion sur
rounding Inclusion In the awards of 
movies made specifically lor television. 
and It was pointed out by some that the 
TV Industry already has Its own award 
system (Logles, Penguins and TV Society 
Awards). However with productions like 
Seen" from a Marriage, Duel etc. the 
boundaries between TV and movies have 
definitely become blurred. HG 

HOLLYWOOD PERUSES 

VIsiting executive vice-president of 
Universal Pictures, Jennings Lang, made 
some Interesting points on the size and 
Importance of Australia In the world 
market. 

Australia ranks third In Universal's top 
grossing foreign nations - with UK and 
France heading the list; Italy and Japan 
teklng fourth and flttn places. 

Variety gives us second place (moving 
up from fifth position In 1973). with a fflm 
hire of $21 million for the first six months 
of 1974. 

Asked 11 he felt that Universal had a 
responsibility to help support the loc;al 
Industry In view of the large amount of 
cash It took out of the country, Lang was 
evasive, preferring to comment on his 
company's Investments In local cinemas. 

Under the Income Tax Assessment Act 
·(Sections 137 and 138), preferential 

treatment Is allowed to foreign-owned 
movie companies, who have to pay only 
10 par cent ot their gross lnc;ome In tax. 

Lang said he was against any move tor 
compulsory relnvestmen! of a part of 
the film rentals. but expressed con-
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slderable Interest In 'International' 
productions. 

H e  pointed out, however, that In the re
cent co-production . Sidecar A•eer• • • 

Universal expected to drop a million. 
David Stratton's In-depth Interview 

with Jennings Lang appears In this Issue 
of Cinema Papers. HG 

GROSS TROUBLE 

Talk to a cinema manager or a dis
tributor unifl recently about the fllm In
dustry here and he would automatically 
assume you were referring to the exhibi
tion o r  distribution machine. Look 
through the pages of The Australasian 
Cinema until recently and you would be 
forgiven f or thinking the same. It's only 
now that prOduction has become a con
sideration In 'the trade's eye'. But the 
doors are opening ... slowly. 

For a producer to assess tne marKet 
he Intends to compete In he needs to 
know its size and comparative figures .. In 
the us. UK, France, Italy, Spain, Ger
m a n y  a n d  Japan a n d  doubtless 
e[sewhere, gross box-office figures are 
regularly published In the trade press. 
This is not done in Australia, but it is 
common knowledge that such figures 
are regularly swapped throughout the 
distribution-exhibition network. 

Here again the producer Is the odd 
man out. Until he has access to such 
material he Is unable to assess Jhe 
potential of this, hfs market place. and is 
at a disadvantage I n  dealing with dis
tributors and exhibitors. 

With a view to providing this Informa
tion Cinema Papers, over the last couple 
o f  months, has been approaching 
producers, distributors and exhibitors to 
draw up a continuing list of the gross 
box-office and gross film hire of 
Australian movies since 1950. By and 
large co-operation has been forthcoming 
and we hope to have the first listing set 
up in the next issue. One of the two 
largest exhibit.! on outlets. however, has 
so far refused to release any Information. 

The new Australian Films Commission 
Act has provision lor compulsory ac
quisition by the Commission of such 
Items as box-office figures. No doubt If 
this organization continues to refuse 
access to vital figures, local production 
groups, starved of marketing Information 
they have every right to share. will be lob
bying for this to be done. AG 

QUALITY ROADSHOW 

Roadshow Distributors' and VIllage 
Theatres' decision to market the first 
season of Ely Landau's American Film Theatre series all over Australia must be 
one of the most daring enterprises ever 
attempted In the history of serious 
cinema promotion here. 

At a cost of over $500,000 In up front 
payments and advertising, Roadshow 

have Invested In the seven filmed plays of 
lhe initial series: Edward Albee's A 
Delicate Balance with Katherine Hep
burn and Paul Schofield, directed by 
Tony Richardson; John Osborne's 
Luther with Stacey Keach, directed 
by Guy Green; Simon Gray's Sutley wlth 
A l a n  B a t e s ,  d i r e c t e d  by Harold 
Pinter; Eugene O'Neill's The Icemen 
Cometh with Lee Marvin, directed by 
John Frankenhelmer; Pinter's  The 
Homecomir,g w it h Cyri l  Cussack, 
directed by Peter Hall; lonesco's 
Rhinoceros with Zero Mostel. directed by 
Tom O'Horgan and Kurt Weill; and Max 
Anderson's Loat In the St.,. with Brock 
Peters, directed by Daniel Mann. 

The original American experiment had 
teething troubles, due largely to com
puler booking foul-ups and alleged 
problems with American Express, who 
wlth Landau and the French Canadian 
television were Initially partners In the 
joint venture. The series. In Its second 
season In the US w�h a children's season 
on the way, Is now run exclusively by 
Landau. 

Roadshow. whose links with the AFT 
organization are no doubt partially ex
plained by thei• vice-president Norman 

·B. Katz's previous position as head of 
Warners - whom Roadshow handle 
here - have options on the subsequent 
seasons. 

Initial reaction to the movies overseas 
has been varied but largely upbeat. The 
main criticism has been their often 
stagey reverence for theater with a 
capital T, but the massed talent on view 
makes them eminently Interesting to say 
Jhe least. 

There will be only two matinees, two 
evening and two school performances of 
the movies before they are returned to 
the US. 

Programs will be played fortnightly 
from 23 and 24 June. No individual 
tickets will be sold, but season tickets will 
retail at $21. 

The organizers say they will need well 
over 100,000 subscribers for the scheme 
to make a profit. 

AG 

THE BANKFATHER 

Up until the mid-60's a list of top 
grossing movies of all tlme would In
evitably have been headed by the 
blockbuster Gone With the Wind, with a 
few newcomers like The Ten Com
mandments and Ben Hur trailing behind 
In second and third places. That was until 
movies like The Graduate, Love Story 
The Sound ol Muaic and more recently 
The Godfather came alona. 

In fact the latest Variety li sti n g of "all 
time box office champs" shows !nat the 
new super grossers have taken as much 
In one or two years as It took Gone With 
the Wind 20 years to run up. 

Alter only three years The Godfather IS 
now at t�e top having grossed upwan�s 

THE QUARTER 

of $85 million In the US and Canada, 
followed by The Sound of Muelc (1965) 
with $83 million and Gone With the Wind 
(1939) wlth a mere $70 million. Close 
behind comes The Sting (1973) with $68 
million, and The Exorciat (1973) with $56 
million. 

Other "champs" at the top of 'this 
year's listing are Love Story (1970), The 
Graduate (1968), Ai rport ( 1970) . Dr. 
Zhiv!'llo (1965), The Po �eidon Adven· 
lure (1972), Butch c ... idy end the Sun
dance Kid (1969) and The Ten Com
mandment• (1956). 

PB 

GAMMA RAYS AND SEX AIDS 

Melbourne has acquired two new In
dependent cinemas In the last month 
bringing the number In the greater urban 
area to 41. This is at least nine more than 
Its northern neighbor Sydney, where 
restrictive licensing regulations have, un
til recently, kept a closed door on "the 
market. Melbourne's high cinema stan
dards have contributed to the Increasing 
popularity of local movie going. For com
fort and modernity, Melbourne cinemas 
are world standard, unlike Sydney where 
old barns still stand tall. 

The larger of the two new cinemas, 
The Total, conceived as a live theatre by 
Its owner, millionaire property tycoon 
Gordon Barfield, was converted to a 
cinema afler a disastrous premiere run 
ol Guya and Dolle. I nltlally programmed 
by Dendy Theatres as a matinee house 
for the day release of Benji and The 
Winners, the cinema Is now being 
programmed and controlled directly by 
Barfield on a 'quality movie' plan. The 
first movie in under the new policy Is the 
1973 Cannes award winner, Effect of 
Gamma Ray• on Man in the Moon 
Marigolds. 

Screenings at The Total are In 16mm 
(wiltl the sound quality In need of Im
provement) but this new cinema could 
well fulfil a need II It puts Into release 
some of the major movies never screen
ed in the town. 

The other new entry - also 16mtn -
Is at the opposite end of the scale. An 83· 
seat shopfront operation run by Sydney 
entrepreneur Dave Gondall, the Barr ell 
Theatre will screen essentially sexplolta
tion products. Their opening attraction Is 
the controversial Australian sex educa
tion movie Sex aida and How to UM 
them, directed by George Schwarz -
which by dint of Its education tag In
cludes some of the most objectively 
hardcore material ever seen on a cinema 
screen In this country. 

Although the Barrell had early teething 
troubles with the Health Department 1 1  
now seems to have settled comfortably 
Into the dally grind. Management's Inten
tion is not to attempt any form of 'club' 
structure but operate within Com
monwealth censor controlled limits. This 
may of course mean that subsequent 
attractions will be less 'hot' than Sex 
A ida. AQ 
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At the end of the film, after the last flame has 
been doused, Paul Newman surveys the ruined 
hulk of his skyscraper. He suggests allowing it to 
stand as "a monument to a// the bulls hit" of our 
age. Probably "The Towering Inferno" should be 
placed on permanent exhibition at the Smithso
nian for the same reason. 

- Richard Schickel, Time, 6 Jan 1975 

Poseidon Ad�enture, The Hlndenburg The Towering Inferno, Jugcernaut, Airport '1975, 
Earthquake . . . apart from total nonsense what 
do these recent film subjects have in common? 
Disaster. Catastrophe. Death. BOX-OFFICE 

These films re present "commercial" filmmak
ing at its peak of cunning. They have been con
structed with the cinematic equivalent of 
Machiavellian precision. They exude a 
remarkable C·Onfidence in their almost total 
mastery of mass audience manipulation. The 
audience is placed in the stance of a car accideht 
voyeur eating popcorn. 

But maybe this is taking things too seriously. 
Perhaps it is  the glossy kitsch which is  
appealiog. For example, the climax of Earthquake 
is Charlton Heston and Ava Gardner being 
drowned in a sewer. That's entertainment! 

Cecii.B. de Mille, when asked why he continual
ly filmed biblical subjects said: "What else has 
2000 years advance publicity?" A reasonable 

.answer would have been: "human disaster." 
Hollywood has discovered this answer and is 
feverishly milking it. In the process, a new genre 

(hot on the blistered heels of Kung Fu) is born: 
Disaster films. 

In an orgy of flood, fire, earthquake and 
collision, God has suddenly become a Hollywood 
star. God created the tidal wave that sank the 
Poseidon. God created the Los Angeles earth
quake in Earthquake. God starts fires, crashes 
planes and generally creates havoc. But then, 
perhaps I've got that wrong. Maybe its the Devil 
creating all this catastrophe. After all, why stop 
with Linda Blair when you can try and kill Gene 
Hackman, George C. Scott, Paul Newman, Steve 
McQueen, Charlton Heston, Charlton Heston 
and Charlton Heston . . . 

Hollywood has been obsessed with evil ever 
since virgins were tied to railway tracks by wicked frotteurs in silent serials. But now, after 60 years 
of murderers, perverts, sadists and rap ists, 
Hollywood has discovered the non-human villain. 
Whether this villain is God on an off day or the 
Devil on a good one, the basic element is the sheer 
terror of catastrophe. . 

However, Hollywood remains confused about 
all this. ·One produ.cer angrily denied that his film 
was a disaster. "It's making millions'' he said. 
Some connoisseurs of the new genre claim that 
Deep Throat was the first disaster filrn. After all, 
what greater disaster could befall one than being 
born' with a clitoris in one's throat. But whatever 

the origin, the genre is here to stay. 
There have always been film subjects based on 

catastrophe. For example, San Francisco ( 1936), 
War of the Worlds (1953), Titanic (1953), A Night 
to Remember (1958) etcetera and ad infinitum. 
The difference between the latest crop of "Ark 
pictures" (as Variety calls them) and past disaster films is the clear formula running through the re
cent products. No training in mathematics is re
quired to understand it. 

Big star names + Absurd accident or 
Outrageously improbable catastrophe + Big 
budget + Soap opera = Disaster film. 

Sophisticated film critics have always found it 
difficult to rationalize the relationship between art 
and money in the film industry. However, recent 
disaster films leave no room for ambiguity. They 
are quite clearly made to make money. Thus- an 
unexpected result of the new genre is a worldwide 
flowering of abusive languge in film criticism. 
Here is a tyl;lical example: 

"Movies hke Airport 1975, with their furious 
mediocrity and- their manifest cynicism about 
their own mediocrity, represent American film-

D1SASTER FiLMS 

The physiognomy of disaster: These people arc under stress for 
ou� entertainmenl. Disaster films,· ahhough not exactly an 
actmg challenge, do require their stars to perform amazing 

contortions of facial muscle tiS5ue. 

m 

Movies like Airport '75 (above) have provoked a worldwide flowering of abusive language in film criticism. 
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making at its shabbiest, most unimaginative, most 
exploitative."* 

But once a particular film subject becomes ex
tremely popular and prevalent and is in effect, a 
new genre, then the critic's role is radically 
diminished. What is the point of criticizing a 
James Bond film, a Carry On film or a Kung Fu 
film? Likewise, disaster films are carrying on 
regardless. 

Violence has always been a popular ingredient 
of films. In Bonnie and Clyde ( 1967) , Arthur Penn 
introduced a new technique in screen vocabulary 
to handle violence. This was violence-in-slow
motion. Faye Dunaway's slow motion writhin�s 
as she was hit by scores of machine gun bullets m 
the film's finale signalled the beginning of the 
' ultra-violence' of the last seven years. Sam 
Peckinpah stepped in with the Wild Bunch in 1969 
and blood and guts in slow motion reached a new 
high. In 1972, Stanley Kubrick, obviously tired 
with chastity after years of working on 200 I, 
leaped to the front of the ' ultra-violence ' race 
with A Clockwork Orange. By 1972, j ust about 
• J ay Cocks. Time. 4 November, 1974 . 

Ltft: A scene from Clarence Brown's The RaiJos Came (1939). 
Another precursor to contemporary disaster films, it starred 
Tyrone Power and Myrna Loy in a dull romance set against 

spectacular Indian monsoon and earthquake sequences. 

. . �-------------- ------------

every human muscle and organ had been stomped 
on, cut, bashed, mauled and bloodied. 

Disaster films are the natural extension and 
development of the screen violence of the last 
years. There is nothing more violent than the con
vulsions of a hostile fate in the form of fire, earth 
and water. The violence of the clenched fist has 
been dwarfed by the bursting dam. Slow motion 
shots of flying intestines pale into insignificance 
when compared with the spectacle of thousands of 
people being burnt, crushed or drowned. Herein 
lies the 'appeal' of the macroviolence of the new 
disaster films. 

Of course, filmmakers have not entirely 
neglected the human dimension. Most of the dis· 
aster films are careful to include "human in
terest" in the form of puerile characters worthy of 
True Confessions. A foreground of banal 
relationships heightens the impact of any extraor
dinary disaster. In this regard, one recalls Alfred 
Hitchcock's The Birds, where the banality of 1be 
human relationships, by virtue of their realism, in
creased the horror of the 'supernatural' attacks 
by the birds. 

Perhaps the most obvious precursor to the 
macroviolent films of today is San Francisco (1936) starring Clark Gable and Jeanette 
MacDonald. A reconstruction of the 1906 San 
Francisco earihquake, it emphasized the relative 
triviality of human affairs when humanity or 
Jeanette MacDonald is confronted with the 

Modern litis can be dangerous. However, do not � alarmed. These seen�. are make-believe from Fox-Warner's $14 
million Towerlna Inferno. Hollywood s most laVJsh c,ontnbut•on to cornball catastrophe. 

DISASTER fiLMS 

destructive power of chance, God or the Devil. 
However, let Hollywood have the last say in the 

form of these words by Jennings Lang, executive 
producer of Earthquake: 

"Take a picture like Sunshine, which is going to 
outgross Earthquake in revenue. It's about two 
kids with cancer - you could call it an internal 
disaster, I guess, hut it doesn't fit any trends." • 
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Jennings Lang: I got a report from 
a friend named Paul Monash who I 
worked with on Slau�hterhouse 5. 
Paul had seen the Nat1onal Theatre 
version of The Front Page in London 
and raved about it. He asked if I'd 
like to turn it into a movie using Joe 
Mankiewicz. I knew Joe Mankiewicz 
:;o I called him up to find out if he 
was ready to write a script. He was 
interested in· the material, but 
because of his faithfulness to Charley 
MacArthur and Ben Hecht he said 
he wouldn't dare write it. At which 
point I asked 1 oe whether he'd be 
offended if we went elsewhere for 
somebody who'd write and direct it 
and he said. "Not at all". I then told 
Paul Monash I would try to get Billy 
Wilder to do it. 

Why did you pick Billy Wilder? I 
think he is a great director, but his 
last two films - "Avanri!" and 
"Sherlock Holmu" - haven't been 
commercially successful. 

Well, there are certain things one 
is proud of. And one of the things 
I'm proud of is that I really don't 
think a guy is as I(,OOd as his last pic
ture was successful. Take Coppola 
for example . . .  The Conn�rsation 
was a disaster at the box-office and 
although we don't know about God
father II, I can assure you it will be 
very, very successful. I know of no 
filmmaker who has made more than 
two movies that hasn't had an un
successful one. If you go through the 
course of any successful director -
whether it's George Stevens or Willy 
Wyler or Billy Wilder - you'll find a 
certain amount of unsuccessful 
movres. 

I picked Billy Wilder because I 
thought he was the best fellow to do 
it - and the best fellow is not often 
the one who was involved in the most 
successful movie. 

"The Front Page" was produced 
by Universal. Was there any indepen
dent company or separate company 
involved? 

· No. 
So in a situation like that you are 

execuliYe producer of the moYie. 
The answer is 'yes', but in this par

ticular instance, Paul Monash is 
listed as a producer, although he is 
an absentee producer . . . it was 
through Paul that I got the idea of 

• 

' 
• 

Universal Studios'executive vice-president Jennings Lang was 
recently in Australia to promote The Front Page, and take a 
first-hand look at one of America's most profitable movie 
markets. 

For many years Universal has maintained its reputation as 
one of the world's most shrewd and aggressive movie producing 
giants. 

The following interview, conducted by David Stratton 
provides a revealing glimpse of the methods and attitudes of a 
powerful Hollywood executive. Lang begins by describing how 
The Front Page was set up. 

doing The Front Page - it's a kind 
of finder's fee. 

In other movies where he is labell
ed 'producer' he does far more work 

than he did on this one. In the movies 
that I 'm labelled 'executive 
producer', the amount of effort I put 
in generally depends on whom I'm 

Co-star Jaek Lemmon (Hildy Johnson) 1alks wirh Jennings Lang on the set of Billy Wilder's 
The Front Page. 

Opposite pace: Producer-director Mark Robson and execurive producer Jennings Lang hold a 
meeung agaonst the background of a devastated .Sireet during the shoaling of Earth<juoke. 

• 
• 

working with. There are certain 
producer-directors who enjoy func
tioning in all areas including costs, 
checking out advertising and hiring 
draftsmen. There are some who con
centrate on the actual directing and 
are more interested in the script 
preparation and the casting . . .  and 
there are others who are less in
terested in the script preparation and 
more interested in the post produc
tion. So the labels overlap and the 
duties change and vary. 

On The Front Page I advised Billy 
Wilder and did anything he wanted 
me to do that he didn't want to d.o 
alone. Billy and Izzy Diamond did 
the writing of the movie. Needless to 
say he allowed me to read the script 
. . .  listened to certain suggestions . . . 
then took some and discarded others. 
He was in final creative control. But 
he was a listening creative director. 
And when he disagreed he gave me 
his reasons for it. 

How is "The front Page" running 
in the US? 

I was trying to look in Variety. I 
would guess the movie has grossed 
about $6 million domestically 
between Christmas and now -
which is very good although not in 
the class of Earthquake, Towering 
Inferno or Godfather II. 

What did the movie cost? 
I would say around $4 million -

which includes an overhead of ours. 
And I would say that if the movie did $10 million it's a success - from 
that point on everybody makes 
money. 

You're talking about the United 
States and Canada? 

o, I'm talking about the world. 
If I was to guess I'd say that it would 
do $15 million in the world, before 
television - which is a very 
successful movie. 

We have become very. very spoilt 
in the days of block-b usting hits. 
There are very few minimal hits . . .  
there are failures and there are some 
that just go through the roof like The 
Sting, Airport 75 or American Graf
fiti. But we have hopes for Waldo 
Pepper, H indenburg and Jaws. 

I am interested in the relationship 
between independent companies like 
Clint Eastwood's Malpaso Com-
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Malpaso director Clint Eastwood with Donna Mills on the set of his first movie Play Misty for 
Me. 

pany•, The Filmmakers Group and 
Universal. How do things work on a 
project like "Earthquake" - which 
was produced by The Filmmakers 
Group - or some of the movies that 
Clint Eastwood has made for Univer· 
581w' 11 · e , you're not gomg to be very 
happy with the answer because the 
movie industry cannot be over
sim plified. If somebody says. "Whal 
the hell do you do Jennings Lang?", 
I'd say, " l  don'! know. I do 
everything." You know, if necessary 
I'll direct a test on rhe lot - if !he 
unions will allow me to do i1 -or I'll 
write a srory. 

Your actual position though, is 
•ice-president in charge of production 
at Universal. 

No, that's not quite true. We don't 
have a vice-president in charge of 
production. We are very careful not 
to have it. If there is a so-called head 
of production, he constantly in· 
fluences the creator and restricts his 
freedom. 

We have tried, for the past several 
years, to create an image based on 
transferring controls - particularly 
the creative controls - to the film
maker. Some guys work more with 
the creators and others just work as 
liaisons. I am the executive producer 
on The Front Page because I'm the 
only one who functions that deeply 
with people. On the other hand I 
don't function as an executive 
producer or the head of production, 
for example, with Hitchcock or Hal 
Wallis. They may ask me to help 
them on a certain thing or I may 
offer a suggestion, but I am not in
volved deeply in the production of 
the movie. 

The Earthquake situation was uni
que because It was my idea. I func
tioned much more deeply in every 
detail, including selection of the cast. 
I got Heston, went to England and 
talking to Ava Gardner, suggested 
George Kennedy, transferred the 
parts and argued about the ending of 
•The Malpaso Company is Clint Eastwood's 

produciion entity through which - on 
movies in which he is eiiher actor or actor
director - he joins with other backe,. to constilute a film production compaoy. 
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the movie. I was there in the actual 
making of the movie as a creator, not 
only as an executor. 
In connection with Hindenburg, 
I brought the property to Bob Wise. 
I disagreed with the writer he 
selected, but he was in the creative 
role and he took the writer. I 
suggested George Scott and Anne 
Bancroft who he agreed with, and I 
helped him get them. I had much less 
to do with the day-to-day production 
of Hindenburg although I could have 
been used if Wise wanted to use me. 

Now with George Roy Hill it's an 
entirely different kind of function. 
With The Great Waldo Pepper I 
served very, very closely but didn't 
make as many of the creative 
suggesrions as I did with Earthquake. 

Would that han anything to do 
with the fact that George Roy Hill's 
track record of late bas been good, 
while the first couple of movies made 
by the Filmmakers Grolij) - Mark 
Robson's "Happy Birthday Wanda 
June", and Robert Wise's ''Two 
People" - were such flops? The 
Filmmakers Group must have needed 
some hits like "Earthquake" and 
"Hindenburg". 

That's not quite true. My dear, 
darling, lovely. talented friend 
George Roy Hill has had some flops. 
As a matter of fact, Slaughterhouse 
5, the first movie I made with him 
was not a commercial success. The 
second movie 1 suggested was The 
Sting, which he thought was a pot
boiler and didn't want to direct. 
Conversely I had less to say abeut 
the making of Hindenburg after 
I gave him the property. 

This is the same point as you made 
before, that it doesn't influence you 
what their last mo•ie was like. 

Not at all. Mark Robson bad four 
or five dry years before Earthquake 
but I selected him for a specific 
reason: There are very few film
makers in the i.ndustry who could be 
secure in making a movie with that 
many special effects. Mark is one of 
them and so is Bob - because they 
come from the editorial department 
and they know about the handling of 
film. 

Universal in a sense then suggested 
"Earthquake" and "Hindenburg" to 
the Filmmakers Group. It doesn't 
work that way with Malpaso. 
Malpaso must be a different set up. 

:-lot true, Let's take the movie that 
Malpaso has just finished - The 
Eiger Sanction. The history of 
this movie, in the shortest ver
sion I can give you, is that David 
Brown, a partner in the Zanuck 
Brown Company - another in
dependent company working under 
Universal - came across the book 
The Eiger Sanction and suggested it 
to Universal, who in turn financed 
the purchase of the book without 
ever contacting me directly but con
tacted Clint Eastwood's agent. Clint 
Eastwoqd read the book and was in
terested in it but would not commit 
until he'd seen a screenplay . At 
which point Zanuck and Brown 
made a JUdgment not to make a com
mitment with Clint Eastwood on the 
basis of his a pp roval of the 
screenplay, but made the decision to 

i.e. Clint Eastwood - to take 
over the project. 

I'd like to move onto another area 
which "�<·ilf interest people here. Hare 
you seen any recent Australian 
movies? 

No, the only movie I saw was one 
we made here - or at least our com
pany made here - Sidecar Races. . 

It's felt in some quarters that 
American companies take a lot of 
money out or the box-office in 
Australia and don't put· any money 
back io through production. I noticed 
in your li.st of credits that vou were 
involfed in "Act of the Heart" which 
was a Canadian movie with a Cana
dian director and actors, and which 
was a big flop. Did you make it 
because or similar pressure in 
Canada? 

No. We made Act or the Heart 
because a girl called Stevie Phillips, a 
very good agent with CMA, came to 
me and said: "You've always liked 
Genevieve Bujold and it would be a 

• 
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veorge Roy Hilt wilh Robert Redford on the set of The Great Waldo Pepper. Lang served 
closely with his "dear. darling, lovely talented friend George Roy Hilt" on this movie. 

go on their own. So they contacted 
Newman. Newman was interested in 
the bcok but convinced Zanuck and 
Brown that if the book and the script 
were rewritten and it satisfied him, 
he'd make the movie. 

Now after Newman, Zanuck and 
Brown had scripts and scripts and 
scripts written, it became an impossi
ble venture. Newman withdrew and 
there was $700,000 spent in develop
ing scripts that nobody wanted to 
approve. The studio was ready to 
shelve the property and go onto 
something else. I had heard this and 
I said: ''Now wait a minute, there's 
something wrong because at one 
point a man called Clint Eastwood 
was interested in The Ei$tr Sanction 
- whatever the provtsos. So, if 
Zanuck and Brown would withdraw 
as far as participants in making the 
movie. I will see that they are 
protected because they purchased the 
property. We will call them executive 
producers of the movie and they will 
get a certain rroportion of the 
profits, and I wil try to get Malpaso 

great favor to me, to Genevieve and 
to the Canadian movie industry . . .  " 
And I said: "Let me see the script. 
We're not in the favor business, 
we're in the movie business." I read 
the -script. It had some very, very in
teresting dramatic values and it had 
something to say thematically that 
interested me, I.t was a kind of con
troversial subject. 

But when I finally saw the movie it 
was dreadfully long and boring - it 
covered up so many good things. I 
thought 1t could be measurably 
helped by taking 25 minutes out that 
just didn't belong. 

At this point the director, Paul 
Almond, accused Universal of ruin
ing movies, from a contractual point 
of view and even a moral point of 
view, because we had final control. 
So after. thinking about it very carefully and talking about it with 
my esteemed chief executive officer 
Mr Wassermann, he said: "Look, 
pay the $2. I'd rather have them very 
happy and lose some money "than 
have them scream and yell �n-



necessarily." So, unfortunately we 
came over to Paul's version of Act of 
'the Heart and it was very un-. 
successful - but we didn't have that 
much money in it so it wasn't a terri
ble loss. 

Has that experience colored your 
attitude or the company's attitude, 
towards backing completely in
digenous motles in other countries for 
local distribution and the option on 
international release? 

We have had bad luck with movies 
that have been made away from the 
supervision, or at least the contact of 
home office eltecutives. The most 
serious one was done in England, 
where we lost over $30 million. A 
marvellous guy from MCA got so in
volved with the excitement and tradi
tion of English moviemaking that he 
had forgotten about the international 
market, - and consequently he 
made movies that had a very restric
tive kind of audience potential. They 
never made any money . . .  none of 
them. 

You're talking about movies like 
"Charlie Bubbles?" 
1 Charlie Bubbles, Countess from 
Hong Kong, Boom, Love is a Fou.r 
Letter Word and on and on and on. I 
thought Privilege would have been a 
very successful movie had it been 
released two years later. I think it 
was ahead of its time. 

I think "Charlie Bubbles" is a 
magnificent movie. 

Are you likely �o be looking at 
scripts or being given scripts, while 
Y.OU are out here? 

I 

We're given scripts all the time. I 
haven't received any here and if I had. 
I wouldn't have the time to read 
them anyw·ay. But there's a 
marvellous story from an Australian 
book about an older woman who is 
in love with - or at least cares for
a young retarded man . . .  that could 
make a fantastic success. But it 
would need a grown man to play the 
retarded person, to sell the movie to 
the international market. It would 
make an exciting project using 
Katherine Hepburn and Robert Red
ford. 

But then the point that would be 
made here is that it would no longer 
be an Australian movie. It would just 
be one made in Australia. 

Well then it's the wrong subject. 
You'd have to find if the making of 
an Australian movie requires all the 
cast to be Australian - then get a 
subject. 

What would your company's at
titude be to a project which had a 
good screenplay, an Australian 
writer, director and cast; one which 
had been properly budgeted for 
Australian conditions and which had 
the support of the AFDC! If such a 
project was put to you with a view to 
CIC* distribution in Australia - and 
first options on international distribu
tion - would you be interested? 

Oh yes. But I'm not an authority 
on what would happen. ·I presume 
the judgment would be made on 
whether or not the movie would 

It's a marvellous movie and it got 
�reat reviews, but nobody went to see 
1t. These days we're taking a more 
primitive stand. We're looking at 
scripts, working out the best place to 
do them and then making them. •universal distributes through CIC in 
there. Australia. 

I 
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A thoullbtful Walter Matthau. play ina the managing·editor of a Chicago newspaper in Tile Froat Pqe, listens to director Billy Wilder explain a story point. 

appeal to Australians; how much it 
would cost to -make; how much of 
that could be recouped in Australia; 
and how much potential it has for the 
rest of the world. 

Well, as you probably know 
feature films are being made here at 
the moment from anywhere between 
$250,000 and about $400,000. 
Currently there are a lot of scripts 
that have been partly financed and 
producers are looking for the rest of 
the money. In this sort of situation 
how much control do you think 
Universal would want? Presumably 
they would want to put in an ex
ecutive producer. 

I really don't know. I think 
Sidecar Racers could probably 
provide the answer. The only 
difference was that there were two 
Americans involved as performers 
the rest were Australians. 

But it had an American director. 
An American director and an 

American executive producer. 
And it was finished in the US. It, 

was edited and s<;ored there. 
Yes; it was edited and scored in the 

US although there was some editing 
done here. The first cut was done and 
then it was sent back - which is not 
unusual even if it's made i.n England. 

Would you consider i t  an 
Australian movie? 

Yes, I think it's 90 per cent 
Australian. We make mov1es in the 
US and Hollywood with Vanessa 
Redgrave, or with an English direc
tor - for example Karer Reisz made 
The Gambler recently with Jimmy 
Caan. 

There's an interesting situation 
here. A lot of talented filmmakers are 
lobbying very strongly for the Govern
ment to take action to help the in
dustry get going. The feeling on a 
project like "Sidecar Racers" is that 
the Australian filmmakers themselves 
- directors, writers, crews - don't 
really benefit although the movie is 
made here. 

A very big problem exists in not 
understanding that movies are made 
for . the world. I think that as 
chauvinistic as we all are if our major 
objective isn't to make movies for 
people all over t�e world then we're 
1n the wrong busmess. 

Now if in order to secure your jobs 
you have to threaten us - the out
side world - by not allowing the 
Australian people to see movies that 
are made 'else where, you're 
retrogressing . . . going backwards. 
That's building a wall around 
yourselves. If I was a filmmaker in 
Australia I would say: "How the hell 
can I make Murder on the Orient Ex· 
pres� in Australia?" - then it 
becomes an Australian movie. Just 
the same as even though Sidney 
Lumet, an American director, 
directed Murder on the Orient Ex· 
press, it's predominantly an English
made mov1e. It was made·in England. 
and had an international cast -
Vanessa Redgrave, Albert Finney 
and many other people including Sir 
john Gielgud. It was predominantly 
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an English movie, but in order td 
have an internationa.l audience in
volved they used the best. 

Now if I was to make the movie 
we're talking about, based on an 
Australian nove.!, and I went with an 
Australian director, there'd be 
nobody in Australia that I could sell ' 
internationally the way I could sell 
'Robert Redford in that role. 

I'm for protecting the Australian 
filmmaker. I think the best way to 
protect a filmmaker is by letting him 
make a very successful international 
movie. Of course, he must not be told 
that he can only use Australians to 
make it work. That's restricting him 
much more than we do in the US. If 
we think the best guy to play a cer
tain role is Jean-Pierre Belmondo 
then we try to get him to make that 
movie. Or if we think Mastro ianni is 
a better person to play a role then we 
try to get him. As a matter of fact I 
thought Ava Gardner was the best 
person to play an old movie star in 
Eart�quake . . .  and she hadn't work
ed in years. 

I think the goals you have are 
great. I'm for that. If there is some 
Australian talent let's get it going. 
Let's invest money in this guy to get 
him going. Let's get the right proper
ty so it'll be not only a hit here but a 
hit internationally. Rather than 
saying, "Well, we'll show them -
the only way they can get The Sting 
to play in the Australiarl theatres is if 
they guarantee to put up $8 million 
to make eight movies with only 
Australians, from 'top to bottom." I 
think that's going backwards - in
tellectually, culturally as well as 
economically. 

In your position at Universal you 
are able to predict where American 
movies are going. Universal is, at the 
moment I think, the most successful 
producing company. Where do you 
go from here? 

Well, l think the motion picture 
industry is in the �osition where it 
has to compete with other events . 
For many, many years the motion 
picture was a habit. Now that habit 
has been removed and substituted by 
the television habit, and along with 
t e lev is i o n  t h e r e  a r e  v e r y  
sophisticated forms of audio enter
tainment - which are also habits. 
The movie now has to be a special 
event. Consequently in selecting the 
i ngredients of a movie you have to 
ask what it is that will draw people 
away from other entertainment. So I 
think the future of movies lies with 
the ability of producers to make 
judgments rs,nging from the basic 
!piece of mater ial to the way the' 
movie is made: To use stars that 
can't be seen on TV and to employ 
techniques - like Sensurround -
that can only be experienced in a 
cinema. These judgments have to do 
with timing and the need to appeal to 
a broad audience. 

A m ovie has to have an identity 
that people will want to get out and 
spend some money to see. And that's 
what we're looking for in our line up. 
All our movies will have, we hope, a 
special event and an unusual image 
that will make pc:ople want to see 
them. And I thmk that's the only 
future of the business. • 
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"I recall first arriving in Los Angeles to take up a life in the 
movie business. I was 19. I had driven down with a friend and as 
w� came down over Santa Susannah Pass, we could see the vast 
acres of the San Fernando Valley, which contained millions of 
poles with flags fluttering, and below them real estate men 
waiting for suckers in their little hutches. One of the big sugarloaf 
rocks near the _pass must have been 300m high, but its top was 
swarming with little figures moving small squares around, which 
turned out · to be reflectors. We later learned that this was 
Douglas Fairbanks on location for 'The Man from Painted Post', 
one of his westerns and among the more successful films at that 
time. 

"More or less star .. struck, more or less naive, I had the insular 
and provincial attitudes of a San Franciscan about 'Hollywood', 
where I . knew that on every street corner they were smoking 
opium. In fact, the very first party I attended here had a bowl on 
the dining room table full of papers of cocaine". 

" 



The Australian crew of Byron Haskin's Long John Silver (1954) recall that their director worked with unflagging dedica
tion against what at times seemed insuperable odds. Among 
these were financial insecurity, the forsaking of two years' 
development of a well-established career in Hollywood, and a 
leading actor whose drink problems continually threatened a 
halt to the production. Against these were set Haskin's immense 
skill as a morale-booster and an undisputed expert in the field of 
special photographic effects. Dedication indeed, in a film 
climate which had not emerged from its eclipse by war. Haskin's 
directorial career at that time was only seven years old, and still 
in the ascent. He had moved to direction in the late forties after 

· a decade and a half in special effects; and now, unlike many who 
left Hollywood for a year or more, he was able to return and 
build his reputation as one of the most original, albeit stylistical
ly variable, directors of the fifties and sixties. 

Including the two years on Long John Silver, the career of 
Byron Haskin spanned almost 50 years. Beginning in 1919 as an 
assistant cameraman for Louis J. Selznick, working variously 
with Allen Holubar', Marshall Neilan, Allan Dwan, Sidney 
Franklin and Raoul Walsh, Haskin progressed through the 
Metro and Goldwyn studios to become a leading cameraman for 
Warner Brothers. In 1927 be had his directorial debut with 
Matinee Ladies, followed closely by Irish Hearts, The Siren for 
Columbia, and Ginsberg the Great, again for Warners. After 
photographing John Barrymore in The Sea Beast, Doo Juan and 
When a Man Loves, he accompanied Herbert Wilcox to England 
as a production executive and an expert on multiple-camera 
sound. With Tom Walls he brought several of the popular 
Aldwych Farces to the screen, but reaping few of the expected 
financial rewards, he returned to Warner Brothers in 1932. 

Beginning afresh as a special effects process photographer, he 
shortly afterwards succeeded Fred Jackman as department head 
and held the post for eight years. In this period he worked on the 
company's most costly productions, including Captain Blood, 
The Sea Wolf, Air Force and Action in the North Atlantic. In 
1947 he accompanied Hal Wallis. in his move to independent 
production and went back to direction with Wallis' I Walk 

BYRON HASKIN 

Alone, Too Late for Tears and The Crying Sisters. Over the two 
decades that followed, Haskin directed a number of films now 
regarded as minor classics. Among them were War of the 
Worlds, an updating of the H. G. Wells story combined with 
superior visual effects; The Naked Jungle, climaxed by the 
destruction of Charlton Heston's plantation by soldier ants; and 
Robinson Crusoe on Mars, an effective transferral of the Defoe 
original to a loneliest imaginable outer-space. · 

Sin�e 194�, Byron Haskin has had very little personal involve
ment m spec1al effects. Yet the influence of his work in this field 
has had strong bearing on many of his own productions , and the 
most recent of these has been his last prod uction to date, The 
Power. While not able to recall in detail many of his own in
novations, his claim is that after eight years' retirement he is still 
equal to any problems put before him. 

The following interview was conducted at Byron Haskin's 
home in Los Angeles by Cinema Papers Contributing Editor 
Graham Shirley during a recent study tour of the US. 
Byron Haskin: I was top cameraman 
at Warners, shooting the Barrymore 
films and all of their specials, and by 
then in my late twenties when I 
should have had the break, I did. I 
talked to Jack Warner and he assign· 
ed me to a picture called Matinee 
Ladies, with May McAvoy and 
Malcolm McGregor. The writer, 
who was also in charge of produc· 
tion, had only given me half a script, 
and with half lhe film and a rough 
cut completed, I said to him: "Look, 
unless we change the stride of this 
thing, we're going to have the dullest 
film ever made. And I'm inclined to 
think the best of it". 

"Oh don't worry - we'll have it", 
he replied and the script he delivered 
was duller than the first half. I, 
sneaking fink that I was, knew that 
I'd have to save myself and went to 
see my personal friend Jack L. 
Warner. He was sitting on the can in 
his office and said: "I see what you 
mean. I've alwavs had an idea about 
a party on board a houseboat that 
breaks loose and floats out to sea". ! 
jumped at that and said: "Let me 
have a writer and I'll develop it". 

"Who are you going to get?", he 
asked. I said: "There's a little guy on 
the third floor of the old building 
back of the laboratory called Darryl 
Zanuck. He's full of ideas". So 
Zanuck rewrote this thing , we shot it 
and it was a successful silent film for 
all its confused, inept handling. 
Mechanically, I was a good 
director, but at this stage I really 
hadn't the foggiest notion of what to 
do with actors. 

The aftermath of this was quite 
amusing. T-here was a guy called· Roy 
Del Ruth directing for Warners at 
the time who had been a powder 
fiend at Mack Sennett's. He would 
chuckle for 10 years if he could see 
the biggest hotel in town blown four 
miles into the air. A weird sense of 
humor. Now the guy that I'd com-

. plained about had been fired and 
Roy said to me: "I've got a great 
idea. We've got no executive 
producer at the moment, let's put 
Zanuck i n " .  H e  roared a n d  
chuckled, it was like blowing up a 20-
storey building. 

The two of us talked to Warner 
and worked it around that Zanuck 

had saved the day with my film and 
so' forth. And - boom! - suddenly 
Darryl Zanuck was announced as the 
executive producer of Warner 
Brothers' film. And he came up from 
t h e  third floor back · of the 
laboratory, writer of dog storie·s for 
Mal St Clair and the other directors. 

At this point in time, Darryl 
Zanuck, flushed with success, in
itiated what must have been one of 
the first Hollywood economy waves. 
With Warner always screaming 
about money, Zanuck decided that 
the first section he should land on 
was stories, and among these was my 
second film as director, Irish Hearts. 
He chopped the middle out, so it 
made no sense at all. It was com· 
pleted, became a dog, and Warner 
took Zanuck on, He said: "You 
bastard, you do that around here 
again and you're fired. Maybe you're 
fired now". And Zanuck - my 
friend - sticks a sheath this long 
into my shoulder blades hy saying, 
"That dumb Haskin is the guy who 
ruined it". So we've been less than 
friends ever since. 

The Siren I did over at Columbia, 
with Dorothy Revere and Tom 
Moore, a famous old silent star. 
Then I made George Jessel's first 
film, called Ginsberg the Great. It 
was snake-bit right from the start. 
Jesse! has been playing in a thing 
called The Jaz� Singer with great 
.success on the New York stage. 
When Warners signed him up, he 
was under the impression that they 
had · signed him to do The Jazz 
Singer, but not so. He didn't read the 
fine print. They put AI Jolson in T� 
Jazz S inger and put Jesse I in this 
crappy, cheap little story, to be made 
as cheaply as possible. Now Jesse] 
was the original wooden Indian, and 
he couldn't react to anything. You 
could face him with four tigers and 
nothing would come out of his face at 
all . 

You couldn't build him up as 
another Keaton? 

No, Buster Keaton needed special 
tailoring and knew how to time this 
deadpan thing. But Jesse! was com· 
pletely uncontrolled, and all he'd de· 
pend on in The Jazz Singer was a 
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trick he's made his living on for years 
- he'd talk-talk-talk-talk, and peo
ple had to break in on his lines. They 
thought that was great in New York. 

Moving to a more technical 
approach, how did you become in
terested in effects? 

I don't know, I just had a bent for 
it. I remember driving by cliffs as a 
kid aod knowing that the rills left by 
water were a scaled-down reproduc
tion of the Grand Canyon. I had a 
basic understanding of scale. 

When I returned from working 
with Herbert Wilcox in England, I 
photographed two or three pictures 
around town and went out to work in 
the  Warners special effects 
department,  doing  process 
photography. In other words. they 
needed a lighting cameraman and it 
was something to help recoup my 
broken fortunes. I started in the 
Effects Department under an old
timer called Fred Jackman. Fred had 
had much to do with the develop
ment of the ·yellow key' travelling 
matte process, and I confounded 
Einstein ' with this damn thing. I 
photographed him and his wife in a 
buggy, and half an hour later he 
came back by and I said: "Now I 
have you Professor, come in". We 
took him into the projection room 
and screened Einstein and wife in 
horse and buggy travelling down the 
street of a small town. He thought it 
was greater than relativity. 

Back projection was just coming in 
at that time and was replacing the 
old yellow key process. Jackman had 
it so arranged that the company 
cameraman would gel the day off 
and our cameraman would take over 
ror the process scenes. 

When did you take over the 
department? 

Jackman quit after I'd been there 
for about a year. I didn't particularly 
want the thing. and I tried to get 
Hans Koenekamp to take the job. 
He was a genius with special effects 
but he was very shy, and while he was 
hiding rrom the studio people they 
said to me, "You take the job", and I 
did. 

Warners, like most other major 
studios at the time, repeatedly used 
rather familiar footage. 

You bet your life. I made the mon
tage for Twenty Thousand Years in 
Sing Sing (1935) which they used 
time after time. It was an illustrative 
montage that they were going to use 
on the main titles, but they didn't 
know what to do with the end of the 
picture, so that's where it  wr;nt. The 
chase' I made for a pict� re called 

San Quentin ( 1937) was used in 25 
pictures after that. God, it  was the 
chase to end all chases - under 
railroad trains and off cliffs, ex
plosions, dynamite, everything. All 
the stunt guys 'in Hollywood got rich. 

What scale did you normally use 
for miniature work? 

This was a thing I established in a 
picture called Air Force ( 1943). Peo
ple at that time generally built 
miniatures on a scale of � inch to a 
foot. This meant that one guy had to 
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bend over them and tie tiny knots 
and .it was a case of time meaning 
money. If we opened out to the 
bigger scale, five guys could work on 
it  and you got the thing finished in a 
week instead of a month. Besides. 
you can't go below an inch with 
water action and have anything that 
looks legal. 

This is even using high-speed 
photography? 

Yes, of course, and you become in
stinctive about speed. In the Bobby 
Jones golf series we photographed 
eight times normal speed and burned 
up every Mitchell camera we used. 

So with Air Force we had a 
Japanese plane aaack at sea, and to 
have any reality with the water we 
had to move up tO an inch scale. We 
could have done this in our tank but I 
heard that the Santa Barbara harbor 
had a very reduced scale of tur
bulence and an unbroken horizon. 
We got permission to use the harbor, 
and by rigging wires to fly the planes 
across the battleships, we shot the 
entire sea action of Air force. When 
we came to Action in the North 
Atlantic, I knew exactly where to go 
with our full convoy. 

Action had started in Hollywood 
under Lloyd Bacon. who's since 
de;id. Lloyd Bacon had reached one 
of those disagreeable points in his 
career where he'd made lots of 
money. but as an option was due on 
his new contract, Warner didn't want 
to take it up at an increased figure. 
Bacon could have gone on at the 
figure he was earning. but choos.ng 
at this point in life to have a lot of 
professional pride. he decided to give 
the studio the goose. The picture. 
which was to have been a big convoy 
epic, was no longer the biggest thing 
in the world, and Bacon dtdn't help 
by blowing the entire $500,000 
budget on the first sequence he shot. 
It was the big fire scene and he 
hadn't even got into the story. It  was 
completely out of control. Jerry 
Wald was producing it. He called me 
over and said: "My God, save my 
peck!" The editor didn't know what 
he was doing. The fire sequence was 
all chopped up, you couldn't tell who 
was burning or what was happening. 
So when the film, which by then cost 
several million, was finished, we fired 
the cutter and employed George 
Amy to take the film apart and com
pletely re-edit. 

The cutting in that fire sequeo ce is 
very impressive. 

Well it was a joint effort. Amy was 
really good at .this and I wasn't too 
bad myself. 

As department head I was in 
charge of budgeting and the choice of 
erfect to be used. I picked anything 
up to six alternative ways of doing 
the effect and judged the value of 
that effort upon the story. r actually 
had five special effects directors 
working for me. If anything liecame 
tough on the set, they'd immediately 
say, "Forget it, we'll have special 
effects do it". I had a big expansion 
deal going, everything that goes into 
making pictures. I had a laboratory, 
generators, a whole staff of 
cameramen, soundmen, grips and 

electricians. And as I told Don 
Siegel, a friend of mine that I started 
as montage director, "lt would be a 
great joke on Warner Brothers to 
send my assistant onto the set and 
say ! needed Bogie, or Cagney, or 
Bette Davis. and make the damndest 
film you ever saw". There was no 
questton about what I was doing. I 
had the authority you wouldn't 
believe, and I was putting through 
literally millions of dollars a year by 
salvaging time from the set. It was an 
ideal situation. I was finally given an 
office up front to tell the producers 
what could and couldn't be done. 
which way to go, and wh\ll 
backgrounds to chose. 

Did you strike trouble with the in
troduction of color to effects work? 

Yes I did. The back projection was 
very limited and you were confined 
to shooting in front of a 1.82m 
screen. As a rebellion against this 
limitation, I invented and built and 
received an Academy Award for the 
triple background projector. It 
enabled you to film on anything up 
to a 5.4m screen. 

What was its pri�ciple? 
It  was built on a wedge principle, 

using three projectors. Two of the 
lamp-houses faced each other, the 
ot.her shot straight ahead, and you 
had adjustments to ensure that the 
tltree images stayed superimposed. 

Didn't Farciot Edouart, from 
Paramount, have something to do 
with its invention? 

Yes, he did. By this time we had 
reached a point or disastrous patent 
brawling, and Herman Beatty, a 
Warners attorney, had engineered an 
agreement between the 12 major 
studios to enter ioto a patent pool. 
The terms of the pool stated that all 
signatory studios could share in one 
studio's invention if they supplied 
money toward its development. As 
far as this project was concerned, I 
had a breadboard model built with 
the three projectors bolted to a piece 
of wood. I needed to build a preci
sion instrument on a single stand, 
with the three projectors as units 
variable by tightly regulated con
trols, but when I approached Warner 
he laughed in my face and told me 
that the application of such a device 
would be limited. Having now made 
a few pictures with the old model, I 
called up Farciot Edouart to have a 
look, and he persuaded Paramount 
to split the cost of the machine's 
development. However, he also per
suaded Paramount to finance his 
building of the machine and, eight 
months later, the head of our sound 
department, who was on the 
Academy Research Council, called 
me up and said: "Didn't you get 
together that triple head projector?" 
I said: "Yes, why?" And he replied: 
"There's an application from Farciot 
Edouart for full credit of the inven
tion". I told this guy that it was all 
nonsense, and they issued the 
Academy Award to me'. 

You moved from Warners in the 
late forties to work with Hal Wallis. 

Yes, I made a couple of films for 

him. one of them r Walk Alone 
(1947). And then he loaned me out 
for a thing called Mao-eater of Ku
maon ( 1948). which was a hell of a 
gooq picture. I went over to England, 
did Treasure Island ( 1950) for 
Disney, then I came back. I did a 
western and I did a Tarzan, which 
every director should have to do. Sol 
Lesser had acquired the 'Tarzan' 
rights from MG M and this one 
starred Lex Barker, with Dorothy 
Dandridge as the queen of an 
African village. 

"War of the Worlds" (1953) was 
your first science fiction mm. 

George Pal and l collaborated on 
that film and r rewrote half of it with 
Barre Lyndon. A recent writer on 
science fiction films• has said that 
it was bad to have removed the story 
from its identifiable background. It 
was identifiable to Americans, and 
that's who we were making the pic
ture for. In making our choice, we 
did as Orson Welles had done. We 
transposed it to a modern setting, 
hoping to regenerate some of the ex
citement that Welles had with his 
broadcast. UCLA asked to screen it 
as a film definitive of its category, 
and of course they laughed at tlje 
girl's costumes and at Gene Barry 
who in his first film was dreadrul. 

H. G. Wells' conception of the 
Martian spacecraft had been an old 
tin-can wtth walls like a weather 
tower and long legs mechanically 
jointed. This was not what the 
Americans were up to, so we created 
an evolution of the Oying saucer and 
had it supported on luminous anti
gravity legs. The craft had two 
weapons - a ray which would dis
solve anything into names, and a 
blue dot-and-dash disintegration ray 
which brought about the destruction 
of Los Angeles. I'd originally intend
ed to use many more creatures, But 
Charlie Gomorrah had tied up more 
than sufficient time and expense with 
his one Martian. 

We spent six months building that 
Martian. We called him Louis 
Lump-Lump. Charlie Gomorrah 
worked him from the inside and 
could handle any number of  
movements, including veins that 
pulsated and eyes that nickered. He· 
was on the screen for 18 seconds and 
was very important. Technically, 
War of the Worlds had a very am
bitious itinerary. We had a technical 
advisor called Werner Von Braun 
and it was like a streetcar ride for 
him to chart up figures like the 
quarts of nuid required by the 
spacecraft. 

What scale were your models? 

An inch to a foot. 
What about actual photography? 

One of the biggest problems we 
had was in and around the space 
station, which was built in the shape 
of a three-spoked wheel and travelled 
at 4.2m a second to· crel!te a 
perimeter gravity equivalent to the 
Earth's. Much of the miniature w.ork 
involving space vehicles_docking and 
sky jeeps heading from the centre of 
the penmeter had to be done through 
matting. The central axis was sup-
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Conqu<'lt of Space was Haskin's second film with George Pal, a producer who had considerable experience working with 

Hollywood's top speci al effects men. 

Conqu<'lt of Spaco (1954): Superior visual effects achieved by clever 
model work and high-speed photography. 
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Conqu .. t of Space ( 1954): " . . .  the whole film was a series of impressive 
funerals.,. 

Above: Lone John su ... (1954): Shot i n  Australia purely for economy 
and the English-speaking background. 

Left: Byron Haskin demonstrating the hula to an actress during the 
shooting of Long John Sih·er (1954). 

BYRON HASKIN 

posed to be weightless and was 
revolved by studio hands concealed 
behind blue backing. As he leapt 
from the axis the guys in the jeep had 
to grab him, and it became quite a 
deal. 

But the whole picture was a flop, 
because the personal story was far 
too intrusive. There wasn't sufficient 
balance between this and the internal 
effect we were striving for. 

"Conquest of Space" (1955) was 
another one for George Pal. 

Yes, and our co-producer was 
Macrea Freeman Junior, who in
sisted that we involve this incredible 
father-and-son neurosis. In our 
story, the father is in charge of the 
Martian expedition and the son is 
one of the crewmemhers. When they 
strike groundquakes on Mar5, the 
father loses his cool and his son 
threatens and kills him, thus saving 
the expedition. Now a person chosen 
to be an astronaut is not going to 
blow his stack. He's long since been 
tested to prove that he's not the kind 
of guy that would succumb to that 
kind of pressure. Another crewman 
is lost in the lift-off toward the sun, 
and if anything the whole film was a 
series of impressive funerals. 

I'd like to talk for a moment about 
the two years you spent shooting the 
feature and TV series "Long John 
Silver" (1955). Why was this shot in 
Australia? 

Ideally, we needed a reduced 
economy for making motion pictures 
and wanted a locale with an English· 
speaking background. Our producer 
Joseph Kauffman travelled down to 
Canberra, gave the politicians a load 
of bullshit and then approached the 
Commonwealth Bank, who said 
"yes" with a 100 per cent collateral. 
We had American finance which we 
added to the Commonwealth's ad
vance, and also investment from 
other Australian contacts. 

Having found the Pagewood 
studios unoccupied but in fair con
dition, we refurbished them and 
started out with the feature. I used a 
great number of the people I had 
used on His Majesty O'Keefe in Fiji. 
Ross Wood and Carl Kayser' were 
two cameramen who seemed to have 
all the technical knowledge there was 
left in Australia, while on the per· 
forming side we had Grant Taylor 
and his son Kit, who played Jim 
Hawkins. As Israel Hands we cast a 
young radio actor called Rod Taylor. 

Now it wasn't a good film, but as 
an adventure film it wasn't too bad. 
It ran into the general ill-fortune that 
beset the wh ole project. Our 
producer's chief neurosis was that he 
was ill-satisfied with life unless it was 
at the uppermost point of a destruc· 
tive climax, that we were going to 
lose everything - today! He made 
deal after deal, and one day one of 
his financiers reneged - a since
inmate of a US penitentiary called 
Louis W.olfsen. We could never hang 
it on our producer, because all of his 
deals were made at 9,140m over in· 
ternational water, and we ran up a 
whacking overdraft with the Com
monwealth Bank. That was the 
beginning of their taking the thing 
over. We figured out later that hav· 
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A lone U.S. astronaut pitted against 
all the odds beyond this earth! One adventure 
in a million that could ha - tomorrow! 

STII.P.P.ING ...oo«•• • ., 

PAUL MANTEE· VICTOR LUNDIN ... MONA THE WOOLLY MONKEY · AUBRlY SCHENCK 
Olou!C:'fll1t .... • $ 1..tPili'VI'I • ., BYRON HASKIN IS MELCHIO� ,.,JOH!I HIGGINS A SCHENCK·ZASE!.-

- -

Original poster for Byron Haskin's Robinson Cn�soe on Mars, an effective transferral of the 
Defoe original to a loneliest imaginable outer-space. 
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Captain Sinbad (1936): "For this I engineered over 300 special effects in the camera on Eastman· 
color original negative." 

ing started with a budget o f  
$476,000, we had spent almost a 
million dollars on the feature and the 
26 half-hour television shorts. It was 
a case of mortgaging the mortgages, 
or like building a bridge and having 
to mortgage the first half'to build the 
other. We never did get to shore with 
it. 

In spite of this, were the conditions 
favorable at that time for production 
in Australia? 

Anybody could make pictures out 
there. All you needed was a good 
professional guiding hand and to 
know where you were headed. Kauff. 
man, who was never intended to be in 
on the triumvirate/artistic side of 
this deal, muscled in and dissension 
set in among the rest of us. Robert 
Newton started on the juice again 
and was irrational. For the first few 
months we were there, he was on the 
wagon and we made some time. But 
then he knocked a chandelier out 
into Vaucluse Bay and would dis
appear whenever I'd be trying to 
work with him. The studio was very 
close to the airport and when he left, 
the whole crew stopped without 
direction, looked at hts plane rising 
.above the city, and prayed that it 
would not abort until he got to Fiji. 

How much optical camera work did 
you normally handle yourself? 

Anything that was necessary. In 
September Storm (1960) we went 
over to Majorca and were on our 
own. I did any effects required in the 
camera and as we didn't have a roll
ing platform for the yacht, I rolled 
the camera and cued the actors to 
lurch this way and that. We used the 
same thing on Captain Blood and if 
the actors react accordingly, it looks 
real. l did it on Treasure Island and 
had a rear-projected horizon in the 
background. 

I did a film for the King Brothers 

in Munich called Captain Sinbad 
(1963). For this I en gineered over 300 special effects in  the camera o n  
Eastman-color original negative. 
While I was working with the art 
director in Vienna, the King Brothers 
hired the Academy Award winning 
cameraman from The Hustler, 
Eugen Schufrtan. Now this rang a 
bell and I remembered we had sent 
effects work across to a German guy 
called Schufftan in the twenties. I 
thought, "This guy's probably 
related to the old man", and when it 
was time for him to arl'lve, it was the 
old man himself. Eighty-something, 
and he had long shoes and he looked 
like the balding professor from 
Stuttgart: "Arrgh, vat ve got 'ere?" 
And he didn't understand one thing 
about special effects, hadn't the 
fo�giest notion of what the hell I was 
dotng with this mirror. "Vel, dat's 
vundervul", he said, and when I pan
ned he was standing in the shot. "Get 
out of there!", I yelled. . 

A number of effects that I found 
difficult to matte together I had Tom 
Howard' complete in London. There 
was no outstanding incentive for 
special effects because the King 
Brothers always made cheap films 
and 1 don't thtnk our effects budget 
went much beyond one million 
dollars. However, there weren't 25 
per cent of them that I would have 
approved as head o f  Warner 
Brothers' special effects department. 
I would have called them a first test, 
something we'd develop and .run to 
see what improvements were needed. 
With Sinbad, all my so-called first 
tests were in the picture. 

So your shooting effects on loca• 
tion and in tbe camera was a reYer· 
slon to the old silent method? 

-

That's right. Shoot your first ex
posure, then back it up. Count/our 
footage to the nearest fr ame an roll 

(_ 



His Majesty O'Kttft (19S3): Action packed pirate story about the derring-<lo of a brave adven
turer, Burt Lanc:aster. 

it forward again. But a great many o! 
the composites were done through 
the mirror. The hurricane that howl
ed into Galgo's laboratory I bad 
reflected in the minor from a projec
tion screen. Wind scattered papers 
all over the set, so there was no need 
in this case for a back-up. 

What about "Robinson Crusoe on 
Mars" (1964)? 

I consider that film the best thing I've ever done, because it had 
basically one of the soundest stories 
ever written - a man conquering a 
hostile environment but finding that 
when the pressure's off he can't con
quer his own loneliness. Unfor
tunately, the film did not become a 
hit because of the bad jud!Sment of 
the producer and the re leasmg com
pany. I fought like a tiger to get rid 
of that silly-ass title. Robinson 
Crusoe on Mars immediately brings 
up a picture of Robinson Crusoe un
der a broad umbrella, being enter
tained by dancing dames on Mars. 
And it wasn't in that category . I 
wanted it called GPI Mars, wh i ch 
means Gravity Pull One - Mars. 
We had John Glenn interested in 
preparing the way in 12 major cities 
around America, and the sales 
manager at Paramount said: "Aw, 
they'll think it's a documentary". 
And he hadn't even seen the picture, 
let alone knowing what the story 
was. 

Larry Butler, who did the effects 
for Marooned over at Columbia, has 
an optical printer that you wouldn't 
believe. He's fantastic, he can put 
anything together, and I had him do 
Robinson Crusoe's special effects as a 
favor to me. He removed all our 
skies. 

You see, we had to convince an 
audience dramatically that they were 
not on Earth. They were on a planet 
out in space somewhere. A blue sky 

• 

would be a quick giveaway, so he 
matted in an orang e-red color. The 
skies up in Death Valley were very, 
very blue and gave us good travelling 
matte outlines. So that was shot 
provided its own matteline and we 
simply added the orange-red. 

Death Valley has been shot 1 0  
million times in movies. It bas 
always been the scene of westerns, 
camel caravans and God-knows
what, and has always been shot from 
the bottom of the valley . I never got 
to the bottom of the valley at all, but 
did all my shots across the ridge 
tops, where there was no weather 
erosion. The crew pulled out all the 
weeds in sight, and there wasn't a 
thing you saw in the whole film that 
was alive. So there was the clement 
of suspense and fear that this guy 
was under. He had conditioned 
himself to go half an hour without 
the oxygen mask, be had little pools 
that he could bathe in, plants he 
could eat, and oxygen he could ex
tract from the rock. Then he yelled 
and the echo came back to him, and 
be became aware that this was the 
only voice he was ever going to hear 
again, and a hallucination of his 
dead comrade only increased his 
loneliness and sense of frustration. 
Then he found beings from another 
galaxy who had come over to do 
some mining, and it seems that he 
and his 'Man Friday' - the ape -
would become their slaves. The 
beings were in the same category as 
the cannibals in Defoe's original 
story. 

So the format worked out 
beautifully, and it worked out in a lot 
of other ways. I've not forgotten this 
format. 

One of the most critically popular 
of your recent 811115 has been "The Power" ( 1968). 

Continued on P.86 
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Story by 
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Author of 

"AROUND 
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WORLD 
80 DAYS" 
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"20,000 
LEAGUES 
UNDER 
THE 
SEA" 
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ITACRING TECHNICOLOR· 
0£BRA DON 

. ��fl·ouBBI�S LDWVN-MAYER RELEASE 
Fro,. lilt Earth to the Moon ( 19S8): A seienliJt discovers a new source of energy and plans to 

send a rocket to the moon - predictably the special effects take top honors. 
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AUSTRALIAN FilM AWARDS 
E•U�blished in 1958 to provk:fe il stimulu-s to Aumalian film producers 

and to c-all public atttnllon co the lat"t achlevemenu. of the l'l•tion.s 
flfm industr'i. the •nnu;,! competitkln ha� be� the mo:n imr»rumt 
film event for Au stralia's film makers. 

CASH PRIZES In the 1974-75 Film Awards total $11,000 comprising:-
• $5.000 from d'l• Australi-an Film OeveCopment Corporation for th.t 

best ttorv film <woe si)(ty·f ilo'e minutes 
• $1,(X)() from Seven Kevs Oittdt>ution tAttul Stout Awards) tor tht 

three tnOSt creative entries in tht <»moethion 

• $1,000 from Village Cinemas and Villagt Thutrn fl)( the Best 
Direc-tion 

• $1,000 Hovts Prizes for best performances. 

• $1,000 from the Department of Media for the mOft irNgirMtive use 
of fihn techniques to depiet an J$P9Ct of Avstral�n life or erou ... our 

• $1.000 from Gr.eater Union for Best Screenplay 

• $500 from Filmwa';'S Olstri.butlon for Best Orig,nal Musk; 

• $500 from Kodak tor the Best Photography 

• 

• 

1974-75 AUSTRALIAN FILM AWARDS 

FINAl JUDGES' COMMENTS 

An unprecedented s-ixteen future films W$ft among th• 213 etltriel 
for the 1974-75 Aus-tralian Film Awards. 

Prix was awarded by the jury because no film attained 
internat)onfll standards. Oes.pite lhis. we feel that the 

Avstullel'l hJt re.ached a most ewchlng nagt In Its devetopmem. 

T !ChnicaUy. quality 
standard of 
p;wdculiliJIV ll'f'C)I"cufvt.. 

and 
Th• 

was at an international teYel. The 

the � of original music were 
ltvtl or acting has also rl$tr'l. 

Scriptwriting remains- the most o t""''4! 
making today. though there were ,. ,,l'"l"tab,le exceptions to the 

gent(ll mldloc:flty. 

The judges noted a continuing prderence for "'"""''�._<!!'0!0'90nitu 
and mal� problems. Entries provided few significant roles '"'""�'en 

W• wert impr� by the r�traintd and succinct us• of ccm'""'"•rV'in IN non·fiction s-ubjoclS. The doc::ument-ory l)r't'lelecton. dettetcd a 
new- mMSure ol assurance in WOtks- dNIIng with current. and often 
contentious, social iS&tJes. It seems- that Australian docum.,tary fitm 
makers can now be relied upon to punue a commitment wi�out 

stridency and heavvhandedn m . 

However, dw short ti.ction felt that the subjects • 
'expfored in this 5ection we..e 

Advertisi-ng film preselectors reported that 
maintained their usuillt standard. Final selection prowd 
btc:aus.e ptoductlon values were of a unlfCIN'Riy high q�llty. 

The judges of lh.t 1974-75 AWJrds conel\lde that Government support 
of the Australian Film Indus-try has r..,italised fet�ture production: it 
now remains foi- more AurtraH.an films to reach an intetnetionel 

audlenoe. 

• 

Aod8hllop 

Cefenino EU.a 
O>ris Mcc..llough 

J.,.Oetw 

Tony 8ucl<lov 
John Ftau;s 
Joh.n c. Mucny 
Tim Reid 

Colin Sennett 

Brute Beresford 
Pa1ric:i• Edglr 

T�Ogden 
8rf11n Robinson 

R .. o.,_ 
TomJolfrey 

ScOtt Murray 
-E<ISdwllorto 
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GRAND PRIX 

Not Awarded. 

FE••�IRE CATEGORY 
Golden Reel: 
Silver Award: ' 
Bronte Award: 
Honorable MendOi'l$: 

01 0 

BET>l/EioN WARS 
THE <\RE:ATI MC.�RTIHY 

TAE STORY OF ESKIMO NELL 

Spee.ial Chation for the first , .. ,,.,, film lhot in Pitpua New Guinea with '" all·indigenou:s eut :'.C)K••Bll!fr Bl • LONG TONTEN 

DOCUMENTARY CATEGORY 
Gokten Reel: MR SYM•BOL MAN 

A STEAM TRAIN PASSES 

STIRRING 

BILLY AND PERCY 

r-----.;s!!H�
O�R�T

�
FICTION CATEGORY 

Bronte Awl!rds: MATCHLESS 
WHO KILLED JENNY LANGBY1 

Honorable Mention: LOVE IS HATE 

·- ADVERTISING CATEGORY 
Golden R�el: DRUM MATC>IES 

Sii ..... Award: JOHN WEST SLIDES 
Honorable Mentjons: HILTON 79en LEAP 

• METIERS SUPER 10 

• 

AUSTRALIAN FILMp!VE1L0t'MioNT CORPORATION 

SUNDAY 1;00 AWAY 

VILLAGE PROLcrvn THE BEST DIRECTION 

John Power 

GREATER Uf1•1 0N PRIZE FOR BEST SCREENPLAY 

David WH!'faro"'n for PETERSEN 

HOYTS FOR BEST PERFORMANCES 
Shared: Jtck Thompson in and . 

SUNDAY TOO 

. ' 

Martin Va�an in BILLY AND PERCY------Actress: Julie Dawson in WHO KI LLED JENNY LANGBY? 

Honorable Mentions for SupportWlg Roles: t B¥rie Humphrits in THE GREAT MACARTHY ' Reg Lye in SUNDAY TOO FAR AWAY 

DEPARTMENT OF THE MEDIA AWARD 

Ken Hannam for SUNDAY TOO FAR AWAY 

FILMWAYS PRIZE FOR BEST ORIGINAL MUSIC 
' ' 

Bruce Smeaton tor ;rHE CARS THAT ATE PARIS and 

THE GREAT MACARTHY 

KODAK AWARD FOR PHOTOGRAPHY 
SJiver Medallton and $500: 

Vincent Momon f01 THE· TRUE STORY OF ESKIMO NELL 
Bronze Medallions: 

ALAN STOUT AWARDS 

Geoff Burton for BILL AND PERCY 
Brian Ptobvn fOr INN OF THE OAMNEO 
Dean Semler for A STEAM TRAIN PASSES 

First Pritt of $500: John Papadopoulos for MATCHLESS 
Equal Seoond PrizH of $250 each: • 

lan Macrae for LOVE IS HATE 
4 Olris Noonan for BULlS 

AUSTRALIAN TOURIST COMMISSION "JEDDA AWARD" 
KANGAROO ISLAND 

' 

I I I I I I I 
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Oppoolte P•a•: Gldaet Goes H .... u ... (1961): Hollywood 
cashina in on the sixties surfing craze. 

• 

• The Quiet Industry 
By Albie Thoms. 

Research material by Rod Bishop, Phil 
J arret!, Graham Shirley and Sue Adler. 

There are currently about 1 5  surfing features being exhibited around Australia, half of which �re 
Australian productions. Four of these were produced last year with investment from the Australtan 
Film Development Corporation. In backing them the AFDC has acknowledged that the producers 
are among the most experienced in the country - responsible for 24 features since 1960 - and

. 
the 

only ones to have created an independent, vertically integrated film economy to control production, 
distribution and exhibition. 

It was from California that the first surf movies 
came, brought here in the late fifties by Bud 
Browne at the invitation of local PR man Bob 
Evans. 

Evans had been a surfboard rider from an early 
age, and through a visiting American surf team, 
he had heard about Browne's movies Hawaiian 
Memories ( 1945) and The Big Surf ( 1943). 

Evans paid for Browne's visit and arranged to 
exhibit them in beachside surf clubs. For most 
Australians it was their first glimpse of the giant 
Hawaiian waves that have made 'The Islands' a 
mecca for surfers. . 

Evans soon found that he was attracting as 
many as 800 people a night to see Browne's 
movtes and realized he had discovered a large and 
expanding market among the thousands of 
kids involved in the surfing culture. By renting 
what licensed halls he could, and making an OC· 

casional rental or percentage deal with an in· 
dependent cinema, Evans discovered that for an 
outlay of around $200 on rent and publicity he 
could pocket as much as $1,000 a night. 

From a surf movie exhibitor it was a simple 
step to become a producer. Evans bought some 
equipment, established a contra deal subsidy for 
air tickets' and took off for Hawaii where he shot 
the first all-Australian surf movie, Surf Trek to 
Hawaii ( 1960). 

Back in Australia, Surf Trek was put onto the 
circuit that had been established with Browne's 
movies. Evans further expanded his market by 
producing a magazine called Surfing World. 

This was all at the time of the surfing craze in 
California when the Beach Boys and Jan and 
Dean began to top the charts with their songs 
about surfing lifestyles. and Hollywood came up 
with Gidget Goes Hawaiian. Evans capitalized on 

M .. cte ..., .. Porcy (1964): a manif .. tation of !he fad popularity of the surfing •ubcullure oft he si•ti .. w!tich eventually 
grew into a multi-million dollar industrY. 

Gidget and made Midget Goes Hawaiian (1961), 
featuring local surf champion Midget Farrelly . 
who the next year went on to win the World 
Championships in Hawaii. 

Evans eventually quit his job as a PR man and 
went into full-scal�surf movie production, turning 
out a feature a year between \960 and 1971.' 

Today, Bob Evans shares the bitterness of other 
Australian producers over deals where dis
tributors take all their expenses off the top and 
leave the producers with nothing. He is equally 
critical of deals with foreign-owned exhibition 
groups and would prefer that the Australian 
Government channeled its efforts to establish a 
film industry into assisting producers gain access 
to the large number of public halls that cover the 
suburbs and coastlines. 

Local surf slllr Terry Fitzgerald. 

. J"  . . 
;Y' 
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Poster for Rolling Home. An example of a hard·sell campaign 
inspired by the success of C rystal Voyager. 

This view is shared by Paul Witzig, another 
force in the early surf film industry, and was the 
basis of a submission to the Tariff Board enquiry 
into the Motion Picture Industry in 1972. Witzig 
told' the enquiry of screenings in halls being 
stopped after complaints from local cinema 
owners, who initially refused to exhibit a movie, 
then later wanted as much as 60 per cent of the 
gate. 

Witzig was introduced {o surf movies by Bob 
Evans. Like Evans he became involved in.distribu
tion and exhibition. After meeting Bruce Brown in 
California he brought Barefoot Adventure and 
Slippery Wet to Australia. He also helped Brown 
shoot footage for the Endless Summer which 
became a world box-office smash, grossing over 
$ 1 0  million in the US alone. 

Witzig distributed the Endless Summer in 
Australia and went on to make his own feature, 

· l;ife in the Sun (1966), which was released for a 
year, then re-cut, added to and re-released as The 
Hot Generation - with just as much success. 

In 1969 Witzig again trod the international sur
fing path and came up with Evolution. The movie 
was a success around the world, grossing more 
than $150,000 in tbe US. 

Since then Witzig has made Sea of Joy, Islands 
and recently Rolling Home which takes a Leyland 
Brothers-type expedition around Australia. 

Albert Falzon joined Bob Evans' Surfing 
World as a photographer and layout artist and in 
1967 went with Evans to South Africa to work on 
The Way We Like it. 

· However, Falzon had ambitions to publish his 
own surf magazine and produce his own features. 
In 1970 he founded Tracks with Paul Witzig's 
brother John (a former editor of Surfing lnter

.national) and Go Set editor David Elfick. 
Following Evans' example, Falzon and Elfick 

-used the magazine to help prQduce and promote 
their first feature Morning of the Earth - the 
biggest grossing Australian surf movie to date ' 

' With Elfick as producer, Falzon as director
photographer and a gold award winning sound 
track by G. Wayne Thomas, Morning of the Earth 
had a production slickness beyond anything 
previously seen in surfing movies. . 

• Opposite: Moral•a ol the Eortb: Chris Brock (top) and 
Stephen Coony (bottom). 

The success of Morning of the Earth , made with 
$20,000 from the AFDC led to Crystal Voyager 
(1973). 

Initiallv intended as a short to support the 
summer i'elease of Morning of the Earth, Crystlll 
Voyager has since become the most hig�ly 
acclaimed surf movie ever produced m Austraha. 

Since Crystal Voyager, Da�id Elfick has sold 
his interest in Tracks to move tnto the production 
of non-surfing documentaries and features. 
However his brief stint as a surf mov1e producer 
revolutionized the Australian surf film industry, 
and has forced other p roducers to adopt higher 
standards and hard-sell promotional campaigns. 

In the past, Australian producers h�ve dis· 
tributed their surf movies internationally through 
reciprocal arrangements with their production 
counterparts overseas. But foiiO\\ing the disap· 
pointing run of Morning of the Earth in the lJS. 
Elfick took. Crvstal Vovager to Cannes', s1gned 
an agreement with Hemdale, (the British com
pany) and secured the release of a new 35mm ver
sion in London. 

Paul Wit1,:ig is also heading for Cannes this year 
with Rolling Home, and it seems likely that Bob 
Evttns will follow suit with Drouyn. 

Evans' $50,000 budget for Drouyn (half of 
which came from the AFDC) is a long way from 
the maximum cost of his early movies. but today 
his grosses are smaller and he notes that distribu
tion and exhibition costs now consume some 80 
per cent of his total box-office compared to about 
50 per cent 10 years ago. 

Evans is currently involved in the production of 
40 half-hour programs for a TV surfing series. 
However, he is uncertain about making another 
surf feature. 

While Evans managed to sell his first nine 
features to TV, he is bitter about the low prices 
paid, particularly in the light of repeated 
screenings in popular viewing time. Witzig, on the 
other hand, held out on TV sales. Given the pop
ularity of surfing movies on the cinema-roadshow 
circuit he is probably right in assuming that they 
could draw big audiences on TV. However, the 
maximum price paid so far for a surfing feature. is 
$5,000 - low for a color feature. 

-· 
--

·-

SURF MOVIBS 

Several non-surfing filmmakers have also made 
surf features for TV. Peter Thomson and Bill 
Fitzwater for the ABC in the sixties; Tim Burstall, 
who covered the 1971 Australian Championships; 
and John Phillips who covered the 1971 Smirnoff 
Championships in Hawaii. None of these have 
rated highly with the surf movie audience in spite 
of the fact that they are highly crafted. 

It is the personal involvement of the filmmakers 
that has accountea for the success of surf movies 
in Australia. The commitment of the producers 
exceeds anything known in the rest of the industry and has parallels only in the dedication of so cal l
ed 'underground' filmmakers who have used 
similar production 1echniques and marketing 
procedures. 

While most Australian surf movies have not 
revealed sophisticated approaches to the craft of 
film. nor made any technical advances that could 
be consid.;:red innovatory (with the exception of 
George Greenough's work)', they h ave 
greatly extended the range of picwrial images in 
Australian film. and closely observed Australian 
lifestyles ignored by other filmmakers. 

It ts not enough to see one surf movie and to 
JSsume one has seen them all. They must be look· 
ed at a" a body of work. and the evolutions and 
changes in them seen as part of the general growth 
of both Australian surfing and Australian film
making. They are, without doubt, the most 
significant indigenous film development in this 
country for many years. 

Footnotes 
I Contra deals have accounted for more than 50 per cenc of 

production expenses on Evans' and or her Austtalian· surf 
movic:s. 

2 With the exception of Ride A White Horse (1967) - a <Om· 
pilation from his earlier movies, scripted by Ted Roberts. 
Ridt A White Horse was enlarged to 35mm and distributed 
by BEF. 

3 Morning of the F.arth ha; grossed $200.000 in 16mm on the 
local market. 

4 Crystal Voyager grossed 5120.000 in its initial 16mm run in 
Australia and was re!e�tstd in London wiih Fastastic Planet. 
In the lirst three months the mol'ie had grossed 50,000 

pounds and is expected to go as high as 100.000 pounds. ll  has also been sold for dislribution in Germany, Canada, 
Spam and South Africa. 

5 Refer John Flaus• review of Crystal Voyage<, Cinema Paper<. July 1974. 

• 

.:..;:.. . 

-·-

·--lfJIMUi;:;... 
. -

Nat Young in Falzon and Greenough's Crystal Voyoger: the most highly-acclaimed surf movie ever produced in 
Australia. 
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Restrictive Trade Practices Legislation 
. 

and the Industry - Part I 

• 

By ANTONY I .  GINNANE 

In a two-part article Antony Ginnane examines the Australian exhibition and distribution system, its 
ownership, attitudes and practices. The local industry is found to be a giant duopoly fiercely anta gonistic to 
competitiOn. Legislative attacks on the vertically integrated film industry are already history in th e United 
States and the United Kingdom. Attempts have been made in Australia in the (last to break up the industry 
status quo and i�deed the Tariff Board Report recommended divorcement of dtstribution and exhibition in
terests and the divestiture by the chains_ of some of their theatre holdings. These proposals have been shelved. 
Finally, Ginnane considers the new Federal Restrictive Trade Practices Legislation and the effects it may have 
on the industry. 

THE AUSTRALIAN FILM INDUSTRY • A DUOPOLY IN 

DISTRIBUTION AND EXHIBITION 
The Australian film industry, like film industries 
all over the world operates at a three-tier level -
production, exhibition and distribution. 
Traditionally these three branches of the industry 
have tended to operate as a vertically integrated 

ifnit until courts or legislature$ have chosen, for 
reasons which will be examined, to intervene., 

In Australia the production side of the industry 
has, since World War 2, been virtually non
existent until recently when it has begun to 
reappear quite spectacularly in a fit of 
government-led sponsorship and tentative private 
financing. It is thus only marginally relevant to 
this introductory section, but it will be argued 
later that the ongins of the ownership of the dis
tribution and exhibition sections o( the industry 
have in fact been responsible for the non-existence 
of production; and that the absence of a visible 
production industry until recently is one major 
result of the exhibition - distribution duopoly. 

Two overseas-owned companies in effect con
trol the exhibition-distribution scene in Australia. 
One, the smaller of the two, Hoyts Theatres Ltd is 
65 per cent owned and controlled by Twentieth 
Century Fox Film Corporation of America. It 
thus has exclusive access to Fox films in this 
territory and has distribution arrangements with 
Avco Embassy Pictures and control of the library 
of the now defunct ABC Films and the largely 
defunct (at least as a production entity) Cinerama 
Releasing Corporation. It maintains exclusive 
franchises for el(hibition with United Artists and 
Columbia Pictures, which latter, Twentieth Cen
tury Fox handles i n  Australia since I, January, 
1975. It controls over 60 cinemas and drive-ins in 

the Commonwealth and books for another dozen 
or so. 

Tbe other, the Greater Union Organisation, 
w�s originally an Australian theatre group, 
known as Union Theatres. It is now 50 per cent 
qwned by the British conglomerate, the Rank 
Organisation, and is the largest distribution
exhibition group in Australia. Directly or indirect
ly it controls the release in this country of lilms 
from Paramount Pictures, MGM, Universal Pic
tures, Walt  Disney Productions,  EM I 
Distributors and the Rank Organisation. Through 
its subsidiary, BEF Film Distributors, it main
tains an almost total monopoly of English lilms 
imported. 

In Victoria, it is associated with the indepen
dent Village Theatres Group (who, incidentally, 
control the output of the only two other produc-

TABLE 1: DISTRIBUTOR-EXHIBITOIR 

Major distribution companies 

1 .  CIC (distributing Paramount, 
MGM and Universal) 

�2. Twentieth Century Fox 
(distributing Columbia 

3. 
Pictures) 
Warner Brothers (Roadshow 
Int.) 

. 4. BEF Film· Distributors 
(distributing Disney 
Productions) 

5. Road show 
6. United Artists 
7. Seven Keys 
8. Film ways 

tion sources - the major Warner Brothers and 
,the mini-major American-International Pictures). 
GUO appears to hold only 33-l/3 per cent in the 
Village Group, but many of Village's exhibition 
outlets are ope�ated on a joint venture basis with 
GUO. Village maintain close top management 
liaison with GUO, but state that they regard the 
latter as their day-to-day competitors. 

Victoria, too, has the small Dendy Group, as an 
independent outlet, but of late they have been in
volved in joint ventures with Village Theatres. 
Until the Tariff Board Report, there was no in
dependent activity of any sort in NSW. Even 
Village, much to their chagrin, were prevented 
from breakihg in. Table I sets out the major 
distributor-exhibitor links: 

. 
LINKS 

Links/agreements with . 
GUO 

Hoyts . 

Village and GUO 

GUO 

Village and GUO 
Hoyts 
Hoyts . 
Dendy Th�atres 

• 
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RESTRICTIVE TRADE PRACTICES 

LOCAL PRODUCTION: 

Australia had a substantial production industry 
in the silent era. and in 1900 made the first full
len$th film. During the 1920's the industry ex
penenced difficulty in raising finance for larger 
scale and then sound productions. At the same 
time it found itself faced with more and more 
competition from imported productions, notably 
from the US. The 1928 Royal Commission 
Report on the Motion Picture Industry in 
Australia' referred "to the lack of success of most 
Australian pictures; the limited return available 
from the local market, and the need to secure in
ternational distribution". The Commission found, 
however, "that although most of the distributing 
companies in Australia were connected with 
American producers, there was then no combine 
in existence exercising 'a stranglehold' over the 
local industry''. 

In the early thirties Australia ventured into 
sound production and the Australian production 
company, Cinesound, enjoyed a unique 
relattonship with the major Australian theatre 
chain, Umon Theatres. Cinesound produced a 
series of continuous features - a string of tightly 
budgeted, largely folksy dramas hnd comedies 
and ·union Theatres gave them a guaranteed city 
release and suburban runs.' 

In 1937, however, the production oriented head 
of Union Theatres. Stuart Doyle, retired and was 
replaced by Sir Norman Rydge, who in one of his 
reorganization moves closed Cinesound (osten
sibly for the duration of the War, in fact for 
good). • Union Theatres began its accumulation of 
theatre real estate, and over the next decade the 
Rank Organisation bought up i(s issues capital. 
The same year saw Fox acquire their interest in 
Hoyts Theatres. 

For the neJtt 20 years or more, both companies 
abstained from any major filmmaking in
vestment. The industry staj!nated and ossified. 
Both Hoyts and Greater Umon now had not only a guaranteed source of exploitable foreign box of
fice product for their theatres, but moreover a 
duty to protect the box-office potential of their 
overseas owners' productions. Thus, not only was 
there no incentive for the exhibitors or associated 
distributors to invest in further local production, 
but there was a positive incentive to keep the local 
industry nonexistent. 

Thus, if local production is in the public in
terest' then some modification to the present 
exhibition-distribution structure must be under
taken. 

OTHER EFFECTS OF THE 
STATUS QUO: 

Another disturbing effect of the present in
dustry structure is the fate of exhibitors (and, to a 
lesser degree, distributors) outside the net of the 
two major concerns and the business dealings 
which they must, perforce, have with the giant dis
tributors. The distributors till the central role in 
the film industry in that they obtain the product 
from filmmaking sources and hire it to exhibitors 
for screening in cinemas. 

Overseas, a distributor is generally deeply in
volved financially in funding film producllon. In 
Australia, as the majority of films screened are 
from overseas sources, the distributor is virtually 
an agent, and little more. for the foreign 
producer-distributor. Only Roadshow in 
Australia has, since the Tariff Board Report, 
become engaged in a full-scale production 
program, although Filmways and BEF have now 
ventured into funding. There are about 30 dis
tribution companies in Australia but only seven of 
them provide a si�nificant now of 'product' to the 
commercial film tndustry. These distributors and 
the product they handle are set out in Table 2: 

*Cinesound's tast film was Dad Rudd MP (1940). 
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T A B L E  2 :  A U S T R A L I A N  D I S T R I B U T O R S  A N D  

T H E I R  PRODUCT 

Distributor Product distributed In Australia 

Fox 20th Century Fox, Columbia 

United Artists 
Pictures, Avco Embassy Films 
United Artists 

BEF Film Distributors The Rank Organisation; EMI Film 

Road show 
Distributors, Walt Disney 
Warner Brothers: American 

ere 
International and Independent product. 
Universal, Paramount, MGM 

Seven Keys 
Filmways 

Independent product 
Independent product 

Of these seven, Filmways and Seven Keys are 
totally Australian operations. The Roadshow 
organization comprises the locally,owned 
Road show · Distributors which handles American 
International and independent releases, and the 
joint venture, Roadshow Inte�national, which 
handles the Warners releases, and accounts for 
some 75 per cent of Roadshow's output. ..., Filmways is run by a small group of indepen
dent Victorian exhibttors who own or control at 
least six cinemas in the Melbourne area, and who 
are still developing their outlets.' 

Seven Keys is a privately-owned venture which 
has recently branched into theatre operation in 
Melbourne and Sydney and operates closely with 
Hoyts Theatres Ltd. 

Roadshow was initially started by the Village 
group to provide them with direct access to 
foreign product and has been spectacularly 
successful. Although the local industry does not 
disclose its figures, it is believed that overseas con
trolled distributors (including the international 
division of Roadshow) account for over 80 per 
cent of box-office takings in Australia. 

When dealing with independent exhibitors (i.e. 
exhibitors not operated or controlled by their 
overseas owners) the foreign distributors use a 
"Standard Form of Contract" which is, to say the 
least, an imposition of grossly inequitable terms 
on the exhibitor party to the contract. This con
tract is too lengthy to be reproduced, but the 
clauses referred to in this article are reproduced in 
Appendix A. . 

Clause I purports to set up an offer and accep
tance for formation of a contract, but it seems tn 
reality that an exhibitor is presented with a short 
list of films available at a certain rate of hire and 
his signature obtained to the contract schedule im
mediately. The deeming of the signing of the 
schedule as an offer is a fiction that is belied by 
the wording of a typical letter of acceptance from 
a distributor which is set out along with the rele
vant contract schedule in Appendix B. The ex
hibitor has no choice in the films or terms offered 
him, as he will only be able to obtain similar films 
at similar prices from other distribution sources. 

Clause 3 and 4 refer to termination or suspen
sion on breach by exhibitor and distributor 
respectively; but there are no reported examples 
of the latter, although a number of controversies 
concerning alleged exhibitor breaches are on 
record.' 

Appendix C contains correspondence dealing 
with one exhibitor-distributor controversy from 
the standard form of contract: the right to check. 
Further clauses concerning deficiencies in the 
number of films imported, substitute films, prior 
runs, switching film at exhibitor's risk, inspection 
of equipment, freight charges, stamp duties, dis
tributor's right to check; all are heavily biased in 
favor of the distributor. Some exhibitors had in 
fact never seen the full standard form of contract, 
and some believed the schedule (Appendix B) was 
the whole contract form. 

. 

Further, film hire terms (i.e. the amount of 
gross takings payable as hire by exhibitor to dis
tributor) between independent exhibitors and the 
distributors are excessive as opposed to deals done 
with associated theatre groups. BEF may sell a 
film to a GUO theatre on a 90/10 deal, which 
means that after the theatre expenses (which in
clude a built-in profit to the associated exhibitor) 
have been deducted, the film hire is to be split 90 
per cent to the distributor and I 0 per cent to the 
exhibitor. There would, of course, be a minimum 
percenta�e payable, say 25 per cent, with a rising 
formula 1n th e event the theatre expenses were not 
equalled by gross ticket sales. On the other hand 
the same film may be sold to an independent sub
urban or country cinema for a minimum film hire 
of 50 per cent. 

The independent exhibitor has no allowance 
for profit, and must pay an exorbitantly high film 
hire regardless of how the film performs. The dis
tributors have attempted to justify this situation 
on the grounds that independent exhibitors have a 
tendency to 'cheat' in their film takings returns, 
but the independents argue that many of them 
have been forced to understate their returns to 
stay in business.• (See Appendix C). 

Further, the distributors have frequently 
provided long clearance periods after which a film 
has been played by the chains, before it can play 
the independents. Fox or UA may release a film 
to Hoyts city theatres .where it mar run for 10 
weeks. At the conclusion of the run m the city, it 
may transfer immediately to a suburban-Hoyts 
cinema. or wait until it is programmed there, 
which may be up to six to 10 weeks. Follow
ing its run through the suburban theatre or 
theatres, it will then rest for three to six weeks 
before it plays an eight drive-in Hoyts sylash for 
one week. Then a further period o weeks, 
generally four, must elapse before it is available to 
an independent exhibitor; by which time, of 
course, Jts money making potential is severely 
diminished. 

The Tariff Board Report' commented as 
follows: "Evidence was g1ven by the MPDAA 
(Motion Picture Distributors Association of 
Australia - no Australian distribution company 
has membership) that, bad debtors apart, no ex
hibitor is ever denied access to ·a film. In theory 
this may be so, but other evidence shows that in
dependents often have little chance of exhibiting 
a film within a reasonable period of its first 
release. One owner of an independent suburban 
drive-in quoted the example of the film Tbe Secret 
of Santa Vlttorla which he contracted for after 
seeing the initial previews. It was subsequently 
played for three months in tbe city, and was 'held 
over' for a further si!' m�nths befo re beins releas
ed to the suburbs (m this ease to Hoyts). After 
that suburban release there was a further delay of 
eight to I 0 weeks before it was releasiil to the i.n
dependent for showing at his drive-in." (A:pp.D) 

S ince the Tariff Board Report a number of dis
tributors, notably CIC, Roadshowt'Cofumbia and 



• 

• 

UA, have relaxed this rule to the extent that many 
independents are now granted access to a film 
prior to its drive-in splash. Only Roadshow, 
however, has allowed access of independents to a 
title while it is still playing its first city run, the 
normal pattern in the US and UK save for 'hard 
ticket'• releases. 

Further distribution sales methods to in
dependents include the procedure known as 'block 
booking'. This is a method used to 'move' the less 
successful films on the distributor's books along 
with the more successful ones. It is defined as 
"where the right to exhibit one feature is con
ditional upon the licensee's taking of one or more 
other features". 

Cinema Center Group, a Canberra independent 
exhibitor comments: "Conditions frequently in
clude a requirement for 'block booking' or the 
acceptance of a 'package'. The 'package' in
variably consists of one or more successful box-of
fice films grouped �ith another product which has 
an indifferent to poor rating at the box-office."• 

Independent city houses are m a similar 
situation. The tyin$-UP of virtually all available 
product for the maJOr chains means that there is 
m fact virtually no competition for films in the 
Australian market. As I stated in my evidence to 
the Tariff Board concerning the Capitol Theatre, 
which was then a Melbourne independent house 
with a prime location and an excellent box-office 
record: "Subsequent to the amalgamation of 
MGM with B EF (in July 1971) it has been im
possible for this theatre to obtain first release 
MGM products any longer. It is impossible in fact 
for the Capitol Theatre to acquire any product 
from any source. Four weeks ago, Capitol 
Theatre did not know what film it would be show
ing next. Fortunately it chased up the Australian 
film Barry McKenzie and now it has a film to go 
onto next." 

In the past 12 months Prudential Theatres, the 
Capitol Theatres o�rators , were forced to tie 
the1r interests to V1llage Theatres in a complex 
deal which gave Village a 50 per cent interest and 
booking rights. Another independent Melbourne 
city theatre ceased to exist. 

Discriminatory terms and indeed outright 
refusal to deal have been reported by various in
dependent exhibitors. Many Victonan indepen
dent exhibitors have, for example, built a sizeable 
business in the past few years by screening, either 
in theatres or in school premises, film versions or 
texts prescribed for upper secondary English and 
other subjects. Recently one of the major chains 
ha.s bought into the school screenings market and 
have attempted to secure exclusive use of various 
text movies. Documentation concerning two ex
amples of such practice are provided in Appendix 
E. 

As a result of such activities, the number or 
Australian-owned cinemas has decreased rapidly 
as Table 3 indicates. Table 4 com�ares the present 
ownership of those Melbourne c1nemas indepen
dent in 1966-67 with their ownership in 1971-72 
and their ownership in 1974. The trend in 
ownership plltterns is similar in other capital 
cities. 
•tnduslry 1erm ror an anlicipaled high arossing rcloase. 

RESTRICTIVE TRADE PRACTICES 
• 

TABLE 4: PRESENT OWNERSHIP OF CINEMAS INDEPENDENT 
IN 1966·67 (MELBOURNE) 

1966-67 1971-72 1974 

Albany 
Century (now Swanston) 

All now operated All now operated 

Australia (now Austraiia 1 )  
by City Theatres, by City Theatres: 

Curzon (now Australia 2) 
a subsidiary of a subsidiary of 

Palladium (now Eastend 1 
Village Theatres Village . 

and Eastend 3) 
-Embassy (now Eastend 2) I ndependent Operated in I Capitol ' Star 

Operated In association association with 
with VIllage 

Tbe three main Australian chains in fact con
trol over 75 per cent of the city locations in 
Australia and as these account for the vast ma
jority of first release houses, they have a strong in
fluence in the exhibition field. In the past three 
years Melbourne has acquired three new indeoen
dent first release houses, Sydney two, Adelaide 
one and Hobart on�. The three major 
chains have acquired three each in Brisbane, 
·sydney and Perth, two in Melbourne and one in 
Hobart. This 'trend towards an increase in the 
number of city locations controlled by the three 
major companies appears to be further on the in
crease if plans already announced for 1975-76 
come to fruition. Table 5 shows the actual number 
of cinema seats controlled by the majors and is a 
further indication of their strength. 

TABLE 5: C I N E M A  SEATS I N  

THE MAJORS -

City Total Seats 

Melbourne 20,125 
Sydney 21,068 
Adelaide 7,331 
Perth 6,678 
Brisbane 6,242 
Hobart 2,300 

Further, it is claimed that the effects of the 
Theatres and Films Commission in NSW 
(allegedly to be abolished in 1974) and in 
Queensland - the former run by a former ex
ecutive of Greater Union, Mr Hayward and the 
latter run by the Queensland Lands Minister, Mr 
McKechnie - has aggressively supported the 
status quo. Both these bodies admmister the 
licensing requirements of the Cinematograph 
Films Acts of their tespective states. They are 
concerned with the requirements for cinema 
operation (in Victoria, SA and W A the field is 
wide open). The notorious example of the propos
ed cinema in the Oxford Square Develooment. 

Village 

> 

Sydney, which was vetoed after Greater Union 
lodged an objection with the Commission••, is an 
example of their alleged bias. They operate in vir
tual secrecy, and do not make annual reports. 

One major effect as a result of the duopoly 
programming policies is that much less choice is 
available to filmgoers in a particular week than 
would otherwise be the case. Village's blanket 
release policy in Victoria - virtJ!allv one 
program a week on its drive-in circUit - has, 
perforce, been followed by Hoyts (which used to 
provide a choice of three different- programs). 
Thus, instead of the choice of six to eight 
programs which the public had to choose from in 
an average week when the independent Bix 6 
Chain" were competing with Village or Hoyts, 
there is now a mere two or three. 

CAPITALS CONTROLLED BY 

Total controlled Percentage controlled 

18,911 93 
20,318 96 

7,011 95 
3,865 58 
6,242 100 
2,300 100 

Further, the power of the duopoly has forced a 
continuous stream of reactionary thinking con
cerning cinema activities on the Australian public. 
They used every means at their disposal to prevent 
the introduction of the 'R' certificate legislation; 
they fought against the introduction of dayli�ht 
sav1ng; and they fought against the introduction 
of Sunday screenings (till 1971 Victorian cinemas 
were unable to open before 8.30 p.m. on Sun
days). They have resisted moves towards 16mm 
installation. In short, they initially opposed many 
of the progressive moves that have been mooted in 
recent years in the Australian (ilm industry. 

TABLE 3: NUMBER OF SUBURBAN INDEPENDENT CINEMAS . 
1966-67 1971-72 . 1974 Decrease 

VIctoria 29 24 16 13 
NSW 28 21 1 6  12 
S. Australia 12 10 8 4 
W. Australia 20 8. 6 14 
Tasmania 0 0 0 0 
.Queensland 36 27 21 15 

•• ,. 
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RESTRICTIVE TRADE PRACTICES 

OVERSEAS REACTION TO FILM INDUSTRY MONOPOLIES 
• THE UNITED STATES 

History of Anti-Trust in the US 

The Attorney-General's Committee Report in 
1955 stated that the general objective of the anti
trust laws of the US is ')romotioo of competition 
m open markets". Dunog the second half of the 
nineteenth century the emergence and growth of 
large industrial trusts and combines led to increas
ing demands for legislative intervention to restrict 
the ever increasing concentration of economic 
power and the resultant restraint of trade, produc
ing higher prices, production restrictions and 
other market controls detrimental to the public 
interest. · 

The original anti-trust statute introduced to 
meet these demands was the Sherman Act of 1890 
which prohibited inter alia: (I) Every contract 
combination or conspiracy in restraint of inter
state or foreign trade or commerce of the US; and 
(2) the monopolization or attempt or conspiracy 
to monopolize any part of such trade or com
merce. 

Offenders faced equity and/or criminal 
proceedings at the suit of the Attorney-General 
and private treble damages suits. The Sherman 
Act was supplemented by the enactment of the 
Federal Trade Commission Act and the Clayton 
Acts of 1914. The former established a new ad
ministrative body with wide investigatory powers 
and the authority to issue orders directing 
offenders to "cease and desist" from indicted 
practices. The latter Act enumerated certain prac
tices which were outside the scope of the Sherman 
Act, but would be prohibited if their probable 
effect was "to substantially lessen competition or 
tend to create monopoly". Federal Trade Com
mission could enforce the Act and again private 
treble damages suits were provided for. 

The growth of huge chains (not just in the film 
industry, but also in retail selling) in the thirties to 
the detriment of the smJ.Iler, independent 
operators led to the enactment of the Robinson
Patman Act of 1936 which tightened the price dis
crimination provisions of the Clayton Act. The 
Act prohibited unjustified price discrimination 
whose effect may be substantially to Jessen com
petition or. tend to create a monopoly in any line 
of commerce, or to injure or destroy or prevent 
competition with any person who either grants or 
knowingly receives the benefit of such discrimina
tion or witl1 customers of either of them". 

Defences ·to actions could include a cost 
justification for a price differential or an attempt 
to show that the lower price was made in good 
faith to meet an equally low price of a competitor. 
Again enforcement rests with either the Attorney
General and the Federal Trade Commissioner and 
private treble damages suits are maintainable. 

The motion picture industry 
and Anti-Trust: 

The motion picture industry in the US has 
provided the courts with some difficult exercises 
in applying the above acts and in distinguishing 
mere similarity of action on the part of the major 
companies from collusion between them. There 
are, of course, sound reasons for not treating all 
cinemas alike. At the same time there are power
ful incentives, too, to indulge in restrictive ac
tivities. It is proposed firstly to examine the struc
ture of the film industry in the thirties and then to 
overview the pre-Paramount cases before ventur
ing onto the consent decrees and. US v. 
Paramount Pictures.'1 

During the 1930s there were five major com
panies which had substantial interests in produc-
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t10n, distribution and exhibition in the US. They 
each had their own studios which they used largely 
for the production of their own films, and they 
maintained their own 'stables' of artists, 

. producers, directors and technicians. They each 
)lad important circuits of cinemas, the smallest of 
which contain(((! over 100 cinemas and the largest 
well over 1,000. There were also three other com· 
panics of importance, of which two were engaged 
in production and distribution, and the other in 
distribution only. The five integrated companies 
have commonly been referred to as the majors 
and the other three as satellites. 

Various attempts were made, with limited suc
cess· in tke thirties, to curb some of the excesses 
of the majors. Concerted refusals to deal save on 
certain restrictive terms were discussed in 
Paramounz Famous Lasky v. US" in 1930. The 
defendant film producers and distributors agreed 
that they would contract with exhibitors only un
der a standard contract requiring exhibitors to 
submit all disputes to arbitration or to post a $500 
deposit with each distributor. An exhibitor's 
failure to comply with any one contract with one 
distributor is grounds for all distributors' 
suspending service on all their contracts with the 
exhibitor. Holding that a violation of the 
Sherman Act had been proved Mr. Justice 
McReynolds said: "It may be that arbitration is 
well adapted to the needs of the motion picture in
dustry, but when under the guise of arbitration 
parties enter into unusual arrangements which un
reasonably suppress normal competition their ac
tions become illegal". 

A precursor to the Paramount case was Inter
state Circuit v. US" in which there were two 
groups of defendants - eight motion picture dis
tributors in one group, and two large cinema cir
cuits operating in Texas and Mexico in the other. 
The two companies were affiliated and run by the 
same people. The Interstate Circuit had an almost 
complete monopoly of first run cinemas in six 
Texas cities. The Consolidated Circuit operated in 
various cities of the Rio Grande valley and 
elsewhere and ip most of the leading cities had no 
competition for first runs. 

In 1934, the manager of both circuits sent a 
letter of demand to each of the eighi major dis
tributors asking that they should set a mmimum 
admission price for subsequent runs of those pic
tures which the two circuits took on first runs. A 
second demand was that these pictures should not 
later be exhibited as part of double bills. The pur
pose of the demands was to protect the box-office 
potential of the first runs as the public would 
�now they would not be able to see two programs 
together later at a lower price. The letter was 
worded so that each distributor knew the others 
had received a similar letter. After some dis
cussions the demands were met. The Supreme 
Court held that a conspiracy by the distributors 
could be inferred from their course of conduct: 
,Justice Stone said: "It taxes credibility to 
believe 'that several distributors could, in the cir
cumstances, have accepted and put into operation 
with substantial equanimity such far reaching 
changes in their business methods without some 
understanding that all were to join, and we reject 
as beyond the range of possibility that it was the 
result of mere chance." 

In 1938, the US Department of Justice began 
litigation under the Sherman Act against the ma
jors and the satellites. I t  sought to compel them to 
abandon various allegedly unfair and 
monopolistic practices. Also in the case of the five 
majors it sought to divorce their exhibition in
terests from their production and distribution in· 
terests, as well as to divest the successor exhibi-

' 

ti.on compames themselves of some of their 
cmemas. 

In 1940, the case was halted as far as the majors 
were concerned, by consent decrees under which 
the companies undertook to abandon a· con
siderable number of the contentious practices, 
provided the Department of Justice dropped its 
demand for divorcements of production and dis
tribution from exhibition. In 1944, however, the 
Government revived its demand for divorcement. 

Oppenheim and Weston" trace a number of 
cases that occurred virtually simultaneously with 
the crucial Paramount case. In US v. Griffith" 
four corporations that controlled various cinemas 
had 62 per cent of its circuit in closed towns (i.e. 
towns in which there was no competing theatre). 
In negotiating films for the circuit from the dis
tributors, the corporations lumped to�ether towns 
in which they had no competition and those 
generally licensed first run release for their 
theatres of all films to be released by a distributor 
in a year, and they frequently included second run 
towns rental in their first run film hire. 

The complainant charged "that certain ex
clusive privileges which the agreements granted 
the appellant exhibitors over their competitors lUI· 
reasonably restrained competition by preventing 
their competitors from obtaining enough first or 
second run films from the distributors to operate 
successfully". These privileges included first 
choice of available fl.lm. It was claimed that the 
use of the buying power of the entire circuit in ac
quiring these privileges violated the Act. 

Mr Justice Douglas commented: "Monopoly 
rights in the form of certain exclusive privile$es 
were bargained for and obtained. These exclus1ve 
privileges being acquired by the use of monopoly 
power were unlawfully acquired." He further 
noted: "It is not always necessary to find a 
specific intent to restrain trade or to build a 
monopoly in order to find that the anti-trust laws 
have been violated. It is sufficient that a restraint 
of trade or monopoly results as the consequences 
of a defendant's conduct or business 
arrangements." 

The matter was remitted to the District Court 
which ordered an injunction restraining the ex
hibitors from licensing films for their closed towns 
and competitive towns in a single contract. 

The companion case to Griffith is Schine Chain 
Theatres. v. United States•• where the court held 
that a. theatre circuit and subsidiaries conspired to 
restrain trade. The court upheld the view that the 
circuit's monopoly p(>wer, represented by combin
ing the buying power of its theatres in open and 
closed towns which enabled it to deprive cqm
petitors of first and second run films and to main
tain long-term film rental agreements, had been 
used. Schine had threatened to build or open 
theatres to force sales of theatres or prevent 
entries and obtained covenants not to compete 
from competitors it bought out. Further it bad cut 
admission prices and engaged in other unfair 
practices. 

Mr Justice Douglas commented: "The com bin
. ed .action was a conspiracy." 

Paramount and beyond: 
• 

The final 1948-52 consent decrees were brought 
about via United States v. Paramount Pictures" 
in which the major and satellite distributors were 
held guilty of a conspiracy to - restrain and 
monopolize trade in the distributioii:-o"f films. The 

' 
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Top: Rider on tbe Rain: Women are 
presen l as background extras to forbear. be ignored, slapped or raped. 

Centre: The Mean Ma<hlne: exulting the all-male world of mythical rugged 
creatures who are either indifferent or 

hostile to women . 
• Below: The Lost Detail: celebrating 

'manhood - mateship and man against 
the elements. 

For the past eight years the Academy Award for 
the 'Best Picture of the Year' has gone to a film 
without a major female role: A Man for All 
Seasons, In the Heat of the Night, Oliver, Mid
night Cowboy, Patton, The French Connection, 
The Godfather and The Sting. 

To this list could be added another series of 
successful films which exalt the all-male world of 
mythical rugged creatures, who are either in
different or hostile to women. They are: Easy 
Rider, The Wild Bunch, Butch Cassidy and the 
Sundance. Kid, Deliverance, The Candidate, 
M .. A •s• H, The Friends of Eddie Coyle, 
Scarecrow, Pat Garrett and Billy the Kid, Five 
Easy Pieces and The Last Detail. . 

Then there's the super-cop series - The French 
Connection, Dirty Harry, Magnum Force, The 
Stone Killer and McQ. Film policemen have 
become' very popular subjects in the 70's. 

There are several themes included in this 
cinema celebration of manhood - mateship, man 
against the elements, the search for meaning in 
life, competition, stability in a lawless society -

By Patricia Edgar 

PPE D, 

AND IGNORED 

all of which are worthy themes. But they are all 
being explored without women. The key 
relationships are between men. Women, if they 
are included at all, serve only as whores, mothers, 
sisters and inelevant wives. Women are present as 
background extras to forbear, be ignored, slapped 
or raped. 

There are, of course, a few exceptions. There 
have always been popular songbtrds in films 
which are built around their talent - like Barbra 
Streisand and Liza Minnelli. They dominate their 
films and their male co-stars are simply foils for 
their vitality. As a result, Michael York's perfor
mance in Cabaret was much underrated by the 
critics and, in praising Liza Minnelli, they failed 
to recognize that her accomplished stage perfor
mances were quite out of keeping with the inept, 
struggling performer Sally Bowes was meant to 
be. In Funny Girl, On a Clear Day You Can See 
Forever, and Hello Dolly, Barbra Streisand runs 
rings around her male co-stars. 

But these films are no substitute for the 
matching of minds that occurred when Katherine 
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Hepburn met Spencer Tracy or Cary Grant and 
Bogart met Bacall. In fact the prostitute seems to 
be . the . only typ� of contemporary woman 
scnptwnters and dtrectors are now comfortable 
with. She is the only female who has been allowed 
to become the romantic interest in film roles with 
some depth - Jane Fonda i n  Klute, Barbra Strei
�and in The Owl and the Pussycat, Julie Christie 
m McCabe and Mrs. Miller. These women are the 
remnants of the tough heroines of the thirties and 
forties. 

Until now every period i n  cinema history has 
had its female heroines such as Mae Marsh and 
Lillian Gish, Mary Pickford, Theda Bara, Gloria 
Swanson, Garbo, Constance Bennett, Jean 
Arthur, Carole Lombard, Jean Harlow, Claudette 
Colbert, Katherine Hepburn, Bette Davis, Joan 
Crawford, Lana Turner, Barbara Stanwyck 
S_us�n Hayward, Rosalind Russell. They played 
vtrgms, vamps, adulteresses, neurotics and 
murderesses i n  parts that would not be 
appropriate today, but they were worthy of a 
competent actress. Today's actresses are not so 
fort� nate. They are not even today's sex: symbols. 
Stre1sand drools over Redford's body i n  The Way 
We Were and Jack Nicholson has the centre of 
the screen, while Faye Dunaway's head lies ad
miringly at the edge of the frame in the bedroom 
scene in Chinatown. 

Abofe: Barbra Streisand, a popular songbird. 
Top: Liza Minnelli in Cabaret: a foil for the vitality of her 

male CO·st.ar. 

T has become fashionable to make the 
claim that women are neglected in current 
movies. Joan Mellen, Marjorie Rosen, 
Molly Haskell, Margaret Walters, David 
Denby and Colin Bennett' have all done so 

relatively recently. 
It has become unpopular, too. It's always been 

easier to send up the feminists' claims than to con
tribute further analysis which might add some in
sight. 

This commentary on modern films doesn't stem 
from a desire to have screen roles with 
women winning all the points .. It doesn't assume 
that the filmmakers automatically endorse the 
values represented i n  many of the · films men
tioned. It doesn't see a conspiracy as the ex
planation. 

The fact that male roles outnumber female by 

. 
12 to I in current American films is worth deeper 
stud¥. Ho� can we explain the dominance of men 
and the disappearance of women i n  American 
films today? 

IOLENT adventure films have always 
been popular with audiences. Our 
tolerance of screen violence has un
doubtedly increased over the years. One 
of the popular myths has been that 

women and violence don't, or should not, mix:. So 
is the increase i n  films of violence part of the ex
planation? The Western and Gangster genres have 
usually treated women as ornaments but they are 
now being written out of these films altogether -
unless of course they are needed to be murdered 
or raped more viciously than previously. 

Are women slowing down the action in such 
films? According to David Denby, women are be· 
ing written out to "avoid any slowing down of the 
slam-bang stufr'. Such an argument doesn't 
wash. Not today when we have the Rose 
Qugdales, the Price sisters, the Leila Khaleds, 
Ulrike Meinhofs, the Symbionese Liberation 
Army and _ _ Patricia Hearst: hi-jacking, kidnap
ptng, robbtng banks and art galleries, throwing 
bombs. There is ample evidence for scripwriters 
that women in Western society can hold their own 
and get to the top in crime. 

If the 'women-don't-commit-violence' myth has 
not been shattered yet, other myths have. 
Conventional relationships, happy endings and 
marriage are definitely out and since women are 
usually associated with all those things. they're 
out too. Romance is gone but sex is in. Sexual 
liberation makes conversation unnecessary, so all 
the wit and wisecracks of the old romance films 
have become redundant. A Touch of Class tries to 
revive romance with a realistic modern touch: the 
liberated woman takes on a lover for her own con
venience and satisfaction. While the film is enter
taining in parts, it is unconvincing. We are ex
pected to believe that the vicious confrontation 
betwe�n Glenda Jackson and George Segal, and 
what 11 reveals, ts forgotten once the two fall into 
bed. 

HIS so-called new realism in films is 
simply a new myth. It is more 'honest' to 
make films about dtHeriorating 
relationships than fulfilling relationships, 
because that's the way it is. It is more 

'honest' to make films about corruption, aliena
tion and the complexity of life, for that's the life 
about us. But the 'realism' portrayed is just as 
fake as the myths that have long been shattered. 
The America of Easy Rider, Midnight Cowboy 
.and other male epics is 'nowhere land', where men 
are sublime when they are pathetic and noble 
when they are absurd. The increased blood, 
obscenities, grubbiness. sweat and tears in these 
films provide a cloak of neo-realism, but it's simp· 
ly covering a new myth. Part of the myth is the 
depiction of a world without women: a vacuum 
where women can't intrude on the essential 
masculine intimacy: where men are somehow 
more divine than women can ever be. 

Why is this new myth so popular? It's hard to 
believe that women's liberation can be respon
sible, that it "has paralyzed the film com
panies"' as David Denby claims. Looking from 
Australia it's even more difficu!l. to accept that 
claim. No one has proposed here thai Barry 
McKenzie, Alvin Purple and Petersen represent a 
backlash against the rising militancy of 
Australian women. Australian women haven't 
done anything. 

Yet it is ironic that at a time when many women 
have seized on a more productive and self
actualising life style than ever before, the film 
industry has turned away from reflecting it in any 
constructive or analytical way. On one level we 
have the sick chauvinism of Policewomen, The 
Female Bunch and The Doll Squad. On another 
we have the masochism of Diary of a Mad 
Housewife, Play It as It Lays and Such Good 
Friends. 

RAPED & IGNORED 

Today's films provide no substitute for the matching of 
minds that occurred when Bogart met Jlacall. 

�hile some women are pushing strongly for 
soctal ch�nges which will alter profoundly the 
relat10nshJps between the sexes and having some 
success, men and women are uneasv. Whether it is . . a consctous or unconscious response by film-
makers it is a most opportune time to promote 
masculine mythology. The myth represents the 
fantasy some men want to retain. Whereas once 
we believed firmly in marriage, motherhood and 
tl!e. fa",'lily, now we believe i n  rugged in
dtviduahsm, man against the world and . love 
between men. 

The cinema reflects social trends. The dis
appearance of women and exaltation of men is no 
doubt another passing phase. There should be 
much to look forward to, for when the filmmakers 
turn their attention to women there will be so 
much virgin territory for the creation of new 
myths. 

One area is the Western. Jenni Calder in her 
new book • on the realities and myths behind the 
women of the Old West discusses the potential 
legends that have been overlooked i n  the Western 
genre. 

The modern Western heroine has become more 
versatile. She does as well as the hostess in an 
evening gown as she does on a horse and she's 
socially at ease with State governor; and cow
boys. But when the crunch comes she's the symbol 
of community and conformity. 

The hero, fighter and drifter, has to ride off 
womanless to retain his integrity, for the effect of 
the Western heroine's influence can only be 
paralyzing. ln the history of the West, of course, 
there were women who did not negate their men. 
Their stories are untold on film and they must 
provide a bonanza for filmmakers. They are 
necessary to regenerate the Western and only 
women who share the mythic potency will protect 
the legend. 

HEN more women filmmakers 
with a knowled�e of their own 
history and a political sense of the 
present become integrated into 
commercial filmmaking, there will 

be a change. But the change will not come without 
effort. Women need to articulate and establish a 
claim to what is also rightfully theirs. If this is 
done we can look forward to a new screen iden
tity, and with it, perhaps. some fun will return to 
films. 
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JANUAAY 
1. Tho llol>J (T. Pool) 
2. L• lllfftOVUI (The Godton) (J.P. MefYite) 
3. LeQtnd ol Kellhou .. (J. HCJ&9'1) 
•. -(A.8o) 
S. Udr o .. (T. On.t) 
8. Tht Neptw.ne '•etot (0. Petrle} 
7. Kid ..... :JJ· c..w!oy) I. Leoend r.-.�hlw King (C. Jacque) 
9. A ou"flol'lt (L Jol'lneon) 

10 llv...omt (\.. Belle) 
11. Man from tM 11 .. 1 (Ciuc:her) 
12. f"NftCI'I hJJ Oo Round (FI.ury} 
13 ••• In ttle Offtc:t 

F18AUARY 
14. C•mer. llby (A. M etz ger) 
\5, VIrgin a Tht -Vemplte (CAged Vlrglnt) (J.P. Rollfnl 
HI. Horr•�• IIJC)' Ytmt»'rl (Oevid&On) 
17. 1 •m Curl out YtUow (V. Stomenl 
18. Wtttworkl (C f1chtOnl 
18 . Lid)' Kung '" (Kieng) 
20. Oultl OtYt In Clk:h)' fT'horten, 
21 . T1w A.ruaont (A. 8redlty) 
22. Hiked Decemwon (P, Vl'Varettl} 
23. - u .. ,. ............. (Bartl.cl) 
24. 11M M�klntoth Men (Hu.aon) 
25. The l«•o.,t.t (Vtr�) 28. - Wor Wow ... (S. Pollod<l 
27, Kll C:- V- IS'O!Jol) 28 EMp lfot ol h Ncwth (Aidlach) 
2S. r.- c-30. • oa., ... ,. of ·atMa (Walk•• S1. - Dirt 0..,. 
32 - -y r,.,. C D. A¥0<)'1 
33. Lo•• (Mark) 
34. o.., hr.,.t. (Sattrno) 
35. lchooi Oir1-

M.AfiiCH 
38. Tomb!� of h 1111'\d OMct t" .. Oe Ossorlo) 
37. DftG411t "'•on.r of ,,.,..,.,,.. (C. Btown) 
38. ltock Ctr Htto (L.. Jol'msont 
39, M,.. ttom o .. p Ptt.er (U. Lenz.l) 
40. v.,.ue In ''"' IOeml•no} 
4, , The Exorallt (F'rladJdn) 
•2 . lrt•n'e lor.g (Kv llk) 
.-3. Tht Olh., Ctnterbwy Ttl•• {Guerlnl) 
..... ... on WhMII 45. Ooh You Ar. Awfui 
• a . er•uor <t.•rwoocJ> 
•1. Oty for NIOhl (T t utt ul) 
48. Cent�tbwy Te-. (Pttollnl) 
ct. commuc., HU.O.I'Mh (Ford) 
50. Mtn Who Lcwtoel Ctl D.ncl.ng (Satall.an.) 
51. Le ••• Shop (S.rrf) 52. Heny Trdfc (8ukhl) 

APRIL 
53. - ..... (O,R. H1l) 
so. ,......, os.•o"-l 
SS. Svteelleh 'Wlkf Cttt (S.,no) 
se. 8llck 8tlt .lonM (A. Ckwae) 
57. 0.""' Who'• 11-.pfng In my Bed 
S.S. LOI Otvkrtteioe (8\tnuel) 
59. Th1 Don le Dltd (FI•Itcl'lor) 

eo. M111101 P1t�t {E Schroedet) 
81. 81nlf'IO IMkflft (8rooka} 
62. Owllaw fUdtr• (T, Houlton) 
83. COf'P'" QrlnOtre (T.V. Mlkelt) 
64. Alh WldnttdiJ (l. Peeroe) 
65 . Mamt (G . Slkl) 
68. Stvt tht Tiger (J.O. Avlldaen) 
&7. McO (Sturgtt) 
68. Don't Look Now (Rotg) 
&9. SClt'IOOI 0.,.. Rtpor'l, P1rt 2 

MAY 
70 Ollllng�t (MIIIul) 
71. Dar of 1M Dofphin (Njchols) 
72. Thlt'U M tiM Oar (C. Wttham} 
73, Amtrk:W'I Grlrffitf (Lucas) 
74. Leo lf'lt �t (Boorman) 
75. Bodle- (MOIIII) 
78. liMp ThtOOI ,_, 2 
n. c ... r et ,...,,._ (Stv.et} 
11. 0.... Oft a H.,.. (Pwonl) 
7t. H- (C..,.) 

JUNe 

eo. Tho .._ c:- (Br�<�Q••l 
$1. �IRI.., (Golot) 82. IIKtra Ql�a 1ft llw (GWfCk);) 
83. Uot Dotoll IAinoy) 
&4 . I AM Ft .. ld. Wl'ly7 (Peeu} 
8!5. Ttl" T".t WltMH MldMM (!="t&nClt) 
86. Tho Anery Dr._ 
87. l:1po..ci (G. Wicklund• 
88. Long lwlft I word of Sfeotrl� (.4,, Ho.,.n) 
811. lilY" of 811 
;(1 , l:w"' Angeta lit a .. nt (Ciueftttl 
91. Summit' Wlthtt Wht\er .,, .. .,... (G Ce.tts) 
9'2. � Midnight Mtn (K1bb" and Lancaste!) 
51·3; LOYI In ID (9001) 
9•. Dorfl Jutl Ua lbw. 8t� Som•lftlng (8, K•llett) 
9S. Netrtlt and O.trttl 
H. ft.. lutc:htr (CNbrot) 
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In 1974 well over 300 movies were released in Melbourne and Sydney 
many of which have never been seen anywhere else in the world outside: Lon
don's West End, New York and Paris. A large proportion of these were 
cheap skin flicks. In fact, 1974 saw a number of well established cinemas 
switch to showing exclusively "R" releases and a record was set for the 
number of soft and medium core movies on our screens. 

Last yeat cinema attendances were once again oo the increase and the 
latest ligures from overseas indicate that Australia is now America's third 
most important market after Britain and France (moving up from fifth place 
in 1973). 

As the number of entries in this year's Australian Film Awards vividly il· 
lustrates (see pages 24 and 25) 1974 saw a dramatic increase in the production 
of Australian feature movies, documentaries and shorts. Although some of 
these have been released both theatrically and on television - with varying 
degrees of success - the real spotlight will fall on the achievements of the 
new industry in 1975. 

In this special feature Cinema Papers has invited Australia's leading critics 
to make a selection of the top 10 movies of 1974 from a listing of all theatrical 
releases as well as through festivals and other non-theatrical screenings. 

This list has been reproduced below. It should be pointed out that because 
of erratic release patterns, many of the movies on th1s list may not have been 
released in some capital cities. 

• 

NOVIMIE.flt 
tt7. �••lu va.w (Pakula) 
1H. The ... 1lHf (M. Carilbell) 
1H, Ftvltraled WiVM (Arnold) 
200. �kiUt'ee .. ... bNbition 201. v • .., ,. (Oonn<t) 
202 . Dirty Mory c:. ruy LAITJ IJ. Houvfl l 
203. •ui« (L J..,_) 
204 , Kamovr..U (J utra) 
� A itpo<l '7 1 ( SmOg .. ) 
201.. CPtoten t ..,...on (RolltY ) 
207. Dirty Money ( MeMIIe) 20fJ Trot! ( V , S joman) 
209 W•J of the Dreeon (B. let) 
210. Wide Op.n tO . Wicklund) 
211. Cam)lle 2000 (MtU:Qer) 
2t2. Hot led ot ... 
21 3, MoMr, Mon•y Mon•r (lelouch} 
21•. Lon n ttl• 8ubu� 
215, llack ltll (Shlng) 
218. Oht from P .. rovka (EIIfa Miller) 
217 H.,ror Hoepl:tll (81.tch) 
218. WCH'kl lt.a ,_.,ort 
218. Pelt 
120. Iunny Ctper (Arnold) 
221 • .....,..,.., Ltw (Heffron) 
222. � tw Swinttra 
223 - llo �d C:o .. (HIIQ 
224, Wondlo; WOI'Mfl (O'Nelf} 
225. - Wl- (110101) 
221. Leogrtnd tA 7 Qokten Yemplr• (Baket) 227. T� a...d (Edwarda) 
221. c:-... ....., !_) 
221. ,.,. ...... '*" ol Murder ( Aotel'lberg} 
m. Irick ... Hot 8:1.1mmt,. (Novak) 
231 • ..., .. ., Laol (Novak) 
232. TN M•MJUe CCN'Itract (Panlth) 
233. hech of lhrt W• Oode (Lo Waf) 

iiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiii._. 2,_., Dob«MM Otng: (Oavlda) 
235. IJ:orcltm't OeugM• 
23e. O.Wofl 1000 

JULY 
Q7, lton• (8. H&rbut1) 
93. My Hal'nl l1 Hobocty 
$19, Lo\'1 Hottt 

100. 81ddhttthi' (Aoot\t) 
101. Ctazy Joe (Un:lant) 
102. Ou,ntana (Harrll) 
103. Pl•aM Don'l Tou-ch mt l�m a Viroift 
104. TM Doll lqutld (Mikets) 
105. T-N Female lwnch (Lewis• 
106. TM Tl-.chet {A�t) 
107 21A (SWWm) 
coa Whlco u ,...lnlng ! So'90M) 
1ot. Aerou 110th Str .. l (ShNt) 
110 T'iw c,on..,.Ndon (Coppell} 
111. TM Otltflt (Ftynn) 
112 WHk.nd M wcMu llvoo) 
, 13. Ltdy Ood1n fllkhe 
11• Tht �OHCIWOfnln (Avt.)l'-'t) 
115. flhlft Aftiglt Avn 

AUOU&·T 
118. Mtdii'M l'n (Ortt"�•) 
117, Carry on Olt1t (ROQfltll} 
118. lonel, WI•" (f!rtnk) 
1 \9, Ollty ot a Nymphom1nie� (Brown} 
120. Cleopatra Jon .. (SI•r rtlt) 
121. Strpl.co (Lumet) 
122. Tht OOYI (JtrrOt1 � 
123 . Mald In lwtden 
124. Tht Wlckttman (Herdy) 
1 25. Marianne'• T•mplltlont (leroH 
126. Sch,oc:k (Yndlt) 
,27 . Sunth ln• (Str gen t) 
128. llkhard 
12t. Optltnlltt ot I E:tma (Simmons} 
130, a.. I the other WoNn (long) 
131. a.cret Alt.• 
132. ·- Ood (McE-vl 
1». AMOteot<l ( F .... ) 
13-4. n.. Mtfhlflioent (De BrocaJ 
135. � ..... of Ot. Oeedt (J. Clark) 138. No. N (P. Batnodoo� 137 . ...... Wilt t T .. lbl •t """' &bltion1 (O'Aeilly) 

• 138 . ..... OIMI Oolobt {J. loyton) 
138. "-'«t Olrlt 
144. - -u. ... (C.sotll) 
1•1. o-,uey Untit P,Oftft IMOCMt (loy') 
1.2. thtM Mu.kt,..,_ (R. Lflter) 

SIPTIMIIPt 
t•3. Oll lt)' Mllt.r (P. 8ogdanovltch) 
••• Erotic Ad.,.nturH of Zono (Fr1edman) 
145. All Tt'le WtJ Bort (Cluch•tl 
U&, Jory (J, For el 
1•1. ltdwctlon Of Mimi fWertmuller) 
'"" Yaktwty Ya'-: (Jonos) 
14 9 W•t Dt .. mt (M u !tlple) 
150 Iuper Cops (PIIh•) 
151 Tht l l..,etde ... • (SUi m an Jnr.) 
152 lutl-,1 (Hyem•J 
J$3. The fl'awnbtollfl (J. Lindsay. L S•mett) 
154 K"P It up Jeck (FOfd) 
155 Soft l.clt Hll'd 81ttiM (SouJtingj 
IS& TNCII llop WM'Iet� (t.U. Lester) 
IS7 O..th WMih (Wlnnet) 
158 Mr. Ml,..ty\ ( Ft .. Khei' ) 
tst Man Cll� Hoon (Collnson) 
110 ,..._ Ona Armtd Swordlman 
181 TM Oewtlt Angtll {HIUtt} 
1 82. Anttl Uncf'YiMd 
163 llacll; WJnd·mtn (Siegel) 
16-4. Match!"' (ftap.adopoulos) 
OCTOI!R 
1&.$, MlriJvene; PoeMtalon 1: The llw jCarty) 
1M, lpya (KtriM•r) 
167, 1111 or lenny Hill (J. RoblM) 
168. HoiiCIIY on th• lwtN (luaro) 
1&9. lex Clinic 1• (Sch r oeder) 
170 . Aoomm•tM (A Me r k.s) 
171 . 01, .. or 11 (A. Me.rks) 
H2. C•rt Tt'let All P•rlt (P. Welf) 
173, ,0. Pel•'• Sth (P, YltN) 
174. s·wglfllnel Ex pr ... (S. SpeNWO) 
175, Mtn on a 8•int {Pwry) 
pe. Warhol''• ,._t'l lor Frank�n (,MorrtsMy) 
177. Q'*Mn NHdJ .. (f\. Clouse) 
17L hrufft lrkft ('Ttotll} 
17t. ·- , ... ,.,, 
1110. •;,oy TWo H ... (1<04>_, 
111. Ooodbp IIOrtl Q� {Sunvner) 
182. •-W._ (Tho<n) 
113. Andril f1h ..... (TIIIlO"ISky, 
114. '«01'1 � .. ,.. (Thomas) 
185. -T·Upo COo Mlonl) 
Ul8 Honor 'T'hf htiMf 
181. u..o.r ... c� (�rnotrl.lm) 
188 . ............ (LUIOI) 
t89. '-ilf'Mn (T. 9«Kttllf) 
S90. Lltt .. M ... lrwtoc.nct (Warfield) 
181, Hot Upe (Kalfon) 
1$2. Zlptta 
193. A Clty'e Child (Kav•negh) 
19 ... DoU't Ho""• 
1915, 81.ughter'• lkl Ai5) Ofl (Douglas) 
18&. PMII a Ml chtit (GIIb.n) 

DIC:IMBE� 
237, Th•t'• lnterttlnment {Ha)ey Jnt.) ue. war OOdd ..... (YoonoJ 
239. lh• Long Ooodbre (Altman) 
2•0. Girl• Wfth Open Up1 
241, Thl ltoc:.khoull (Reeve} 
2•2. Raw MHt (Shttmtn) 
24·S. Frlthl (Cofllnaon) 
24 •. ••ny Mcken&il Holde Hie Own (8etM1orCI) 
2"5• 8•nfl (T. C1mp) . 
2.•& .. FuU nme �� .. 
2.-1. TM ,.,... ""pon" (T. Kincekn 
248 ltwthqw.ake (Rot>eonJ 
2•9. flobM Hood (Ptttherman) 
250 Kwt.t. Rhtlte AO•in (A. StoYet'IIOn) 
251. Ltd''- a a .. � n. RoMine atone� 2S2. Tt.undefbort 6 UghlfooC (M. Clmlno) 
253. AIYin - Apo (- & �) 
2S4 Tht 0.... Rtf (R. Hearne) 
2SS ,,_, IC:UO"II 
268. HWMI llepott 

FIITIVAL.: 
M!L80URNf a SYDNEY 
Adult ,..,,. (S«tt) 
Atyll.lm (Rob!n:ton) 
lell• (Otlvaux) 
h twetn ,,...,.d , (SI'Ieblb) 
l&ac k H olldly C L•t o) 
•� Wadding (Ch•brol) 
Cht.�I'IO K1.10: China (Antookml) 
co� D'lttt (Voshtcla) 
o.,. of l•trar•l (Vavrt) 

• Dlttant TtMinder (ftly) 
l'arttt. Our Sinful lor.g (Mollberg) Olron (Hen.,t) 
cao.a ... , ,.., 04' Penllty (W•r.dert) 
HMrt'• O.W. (Dru�nln•) 
...,. e.... l"""fttoccy (Whltmora) H-, ol ......... - ( ...... litO) ..... a.. (bnuuJ) 
.. _ (OOrotlaj 
Low ... 1M Afttnlooft (Aohmet) 
- - �--� 
OM ..... ._ W• (J.w) 
........... (T-) 
, ........ , ... n.. (Sc:hel) ,.,....,_ (ZOINiy) PlrototfMIIftl (SMng•lryt) 
Ae�Mnnt Pado,.N (Arcand) 
,...n fforn Al'ricfl tlann6() 
llnbecf (HUiltrlk) 
lplril of lho 1-0.• (£rice) a ... t Olmtt of U.t lw1'1'Mn•r (Herzl 
Themroc (Firtldo) 
ThM IWMt WDI'd Llbtrty(Jac&kVIVk:hus) 
T1mon (Popiel 
Traitor•, Th• (Gieyler) 
Vitllgt fttrform snct of Hamlet (Paplc) 
WarMMNN, Tht (Ichikawa) 
Wtdding, Th• (Wefdl) 
Anel rlfml ,..n •t tM Pertt\. Adelaide. Ctnberra or 
8rltbllnt FettiVIII IM N.F. T .A. 

• 

-



Andrew McKay 

Amarcord (Fellini) 
Day for Night Truffaut) The Last Detail (Ashby) 
Save the Tiger (Avildson) 
Don't Look Now (Roeg) 
Tbe Long Goodbye (Altman) 
Electra Glide in Blue (Guercio) 
KUl Charley Varrick (Siegel) 
Serpico (Lumet) 
27A (Storm) 

Mike Harris 

Mean Streets (Scorsese) 
The Pedestrian (Schell) 
Kill Charley Varrick (Siegel) 
Day for Night (Truffaut) 
Los Olvidados (Bunuel) 
Blazing Saddles (Brooks) 
Do.n't Look Now (Roeg) 
The Conversation (Coppola) 
Amarcord (Fellini) 
Three Musketeers (Lester) 

Mary Armitage 

Don't Look Now (Roeg) The Last Detail (Ashby) 
Save the Tiger (Avildson) 
Optimists of Nine Elms (Simmons) 
Pilf (Casaril) 
Cries and Whispers (Bergman) 
Return from Africa (Tanner) 
Sinbad (Huszanik) 
The Wedding (Wajda) 
The Spide.r's Strategy (Bertolucci) 

Tim Pigott 

Discreet Charm of the Bourgeoisie 
(Bunuel) 
Los Olvidados (Bunuel) 
Mean Streets (Scorsese) 
The Conversation (Coppola) 
Chinatown (Polanski) 
Ladies and Gentlemen: The Rolling 
Stones (M. Spector) 
Themroc (Faraldo) 
Andrei Rublev (Tarkovsky) 
The Wedding (Wajda) 
Flesh for Frankenstein (Morrissey) 

Scott Murray 

The Mother and the Whore 
(Eustache) 
Coup d'Etat (Yoshida) 
Black Holiday (Leto) 
Spirit of the Beehive ( Erice). 
Death of a Flea-Circus Director 

(Koerfer) 
Andrei Rublev (Tarkovsky) 
Land of Silence and Darkness 

(Herzog) 
Blood Wedding (Chabrol) 
The Three Musketeers (Lester) 
Belle (Andre Delvaux) 

Bill Howie 

Slddharta (Rooks) 
Badland.s (Malik) 
The Cars that Ate Paris (Weir) 
Amarcord (Fellini) 
That's Entertainment {Haley Jnr.) 
Discreet Charm of the Bourgeoisie 
(Bunuel) 
The Sting (Hill) 
American Graffiti (Lucas) 
Duel (Speilberg) 
Happ iest Days of your Lire 
(Launder) 

AustrarJan Broadcasting Commission 
John O'Hara 

Love (Makk) 
Day for Night (Truffaut) 
Don't Look Now (Roeg) 
The Conversation (Coppola) 
Amarcord (Fellini) 
Seduction of Mimi (Wertmuller) 
Andrei Rublev (Tarkovsky) 
Goalie's Fear of Penalty (Wenders) 
Love in the Afternoon (Rohmer) 

. ... 

T H .E A G E  
Colin Bennett· 

Uay for Night (Truffaut) 
Love (Makk) 
The Last Detail (Ashby) 
Los Olvidados (Bunuel) 
Discreet Charm of the Bourgeoisie 
(Bunuel) 
The Adversary (Ray) 
Company Limited (Ray) Serptco (lumet) 
Don't Look Now (Roeg) 
Duel (Speilberg) 

® lV\11011 Qe\fftvv 
Jack Clancy 

Day for Night (Truffaut) 
Los Olvidados (Bunuel) 
Don't Look Now (Roeg) 
The Last Detail (Ashby) 
Le Boucher (Chabrol) 
The Conversation (Coppola) 
Amarcord (Fellini) 
Andrei Rublev (Tarkovsky) 
Cinderella Liberty (Rydell) 
The Long Goodbye (Altman) 

THE BULLE liN 
Sandra Hall 

Don't Look Now (Roeg) 
Day for Night (Truffaut) 
The Last Detail (Ashby) 
The Conversation (Coppola) 
The Pedestrian (Schell) 
The Sting (Hill) . 
The Long Goodbye (Altman) 
Blazing Saddles (Brooks) 
Blanche (Borowczyk) 
Kill Charley Varrick (Siegel) 

UISTENER IN 

TV 
Jim Murphy 

Day for Night (Truffaut) 
The Sting (Hill) 
Don't Look Now (Roeg) 
The Last Detail (Ashby) 
Love (Makk) 
The Exorcist (Friedkin) 

TOP TEN 

Daisy Miller (Bogdanovich) 
The Great Gatsby (Clayton) 
The Three Musketeers (Lester) 
The Parallax View (Pakula) 

)ev(n Colo T�evilion. 
Ivan Hutchinson 

Badlands (Malik) 
Don't Look Now (Roeg) 
The Conversation (Coppola) 
Electra Glide in Blue (Guercio) 
The Seduction of Mimi (Wertmuller) 
Kamouraska (Jutra) 
The Paper Chase (Bridges) 
Day for Night (Truffaut) 
The Exorcist (Friedkin) 

INDEPENDENT. 
• 

Antony I. Ginnane 

The Samourai (Melville) 
Kid Blue (Crawley) 
Emperor of the North (Aldrtch) 
Kill Charl.ey Varrick ( Siegell 
Day for Night (Truffaut) 
Badlands (Malik) 
Le Boucher (Chabrol) 
Truck Stop Women (Lester) 
Sugarland Express (Spielberg) 
The Long Goodbye (Altman) 
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Charles Chauvel stands with Raymond Longford 
and Ken G. Hall as one of the three great 
Australian directors of commercial entertainment 
films. Although his body of work was relatively 
small and spread over a period of nearly 30 years. 
Chauvel emerged after World War 2 as the only 
director of any note to persevere with production 
in the repressive context of increasing foreign con
trol of Australian cinemas. He maintained this 
struggle until his death in 1959. 

Chauvel was born in 1897 in rural Queensland. 
He spent most of his boyhood on country proper
ties before going to Sydney to study art and 
drama. In Sydney he found work as a stable hand 
on two Australian 'westerns' - The Shadow of 
Lightning Ridge and The Jackeroo or Coolabong 
- made by Snowy Baker. 

When Baker went to Hollywood, Chauvel 
followed him and spent two years writing articles 
on Australiana and doing m inor jobs in 
Hollywood studios - as an extra in Fly by Night 
and The Man From the Desert and as a hand in 
the property department at MGM. Eventually he 
became assistant director to fred Niblo on 
Strangers or the Night. 

Chauvel returned to Australia in 1923 and 
resolved to direct his own films. By 1925 he had 
completed his first feature, The Moth or Moonbi. 
This and his next film, Greenhide, were produced 
under makeshift conditions in the Queensland 
bush and in a small Brisbane studio. 

After developing his skills on three more 
productions, he reached maturity as a director 
during the war with Forty Thousand Horsemen 
and The Rats of Tobruk, both dramatically tight 
and visually spectacular productions. 

Probably Chauvel's finest achievement was 
Sons or Matthew ( 1949). an epic story of a 
pioneering family. Workin� against the enormous 
physical odds of locations tn the wild rain forests 
of the Lamington Plateau in south-eastern 
Queensland, the film took him several years to 
complete. His next and last feature, Jedda (1954), 
again set his characters against a spectacular but 
hostile environment, this time with a story about 
the aborigines in central Australia. 

With these last four films. Chauvel expressed 
an intensely romantic epic vision of Australia. He 
sought to present Australia �o. the world as a ric�. 
exotic land populated by spmted sons of the so1l 
- a sincere vision, vigorously realised, which es
caped the worst excesses of jingoism or 
senlimenlaJity. 
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Th• Molh of Moonbi (1926): A romantic melodrama in which 
a )oung counlry g!rl sets off 10 discover life in the city. Afle� 
man)' biuer expenences she returns 10 her lover al Moonb1 
Stall on. 

Produced. directed and wriuen by Charles ChJ.uvel: b1.sed on the poem"Th• Wild Moth" br, M. Forest: Photosraphy. AI Burne: ?resented by Australian F'tlm ProduCtion' ltd. Acton: Manden 
HasuJJ (Tom Resoolt), Doris Aswin {Dell l-'enb), Arthur Tauchen 
(Jad Bronson). Michael Dwyer (Rodger Down ), Charle5 O'Mara 
(Ferris), Darla Townen<l (Lilli< Dell). Jac� Reed (B\11 Devine), 
Colleen Richards (Margery Daw), Edward Lyon (Mar1m Brook s ) . 
Bille Stokes (Josephine). 

Greenhide (1926): A romantic melodrama which is almost the 
reverse of The Moth of Mocnbl. A city socialite visits her 
father's property in the bush and falls in love with the manager 
'Greenhide'. 

Wriuen and direc1e<1 by Charles Chauvel. Photography, AI Burne. 
Assistant Director, Edward L)·on. Titles an.d Att Titlc1. Funk 
White:. Aft Furnishing.t. Arabian Art Salun. Presented by Australian 
Film Productions Ltd. Actors: El.sie Syhancy (Margery PliiOn), 
Bruce Gor<lon {Greenhide), Frank Thorn (Tom Mullins). Alrrcd 
Greenup (Sill Mullins). Gerald Bariow (Sam Paton). Jules Murray. 
Prior (Slab Rawlins). Phil Mackin (Joe Mack3way). Irma Dearden 
(Polly Andrews). Billy (himsell). 

In the Wake of the Bounty ( 1933): Partly a narrntive 
r=nstruction of the mutiny against Captain BliCh on the 
Booaty, and partly a documentary on life on Pitcaorn Island 
where. the descendants of the mutineer.s still live. 

Oir«l� and written b)' Charles Chauvel P�oto�:raphy. T�mlft 
H1uins. MonokJjue. Arthur Greena•a). Mupcal Director. l 1onel 
Han. Film Editor, William Shepherd. Sovnd cnainc:ctt. Arthur 
Smith and Clive C«M- Cincsound reeotdlft.l. Presented by E.a· 
�itionary Films� Actors: Mayne Lvnton (Lieut. Bl1,P). Errol Flynn 

• (Fletcher Chrisajan) VK:lor Gourid (Michad. Byrne, tbc 'Bounty's 
blind fidd1cr). John 'waf\litek (M1dsh1pman Youn1) 12 mins. 

Huirage (19JS): An llislori<:al r=nstruction of the early 
settlement of Sydney. 

Directed by Charles Cbau"·d from blS o•rn novel. Photoa.raohy, 
T�man Higgins and Arthur HiMin s AS$1Mant to Ouutor. Chkk 
A mold. Sound record i ng, AllJn Mill Fdm Eduress. Lola lindu y. 
Script. Ann W)'on. $C'ttiog5. Jam« Coleman. Researth. Ray Ljnd· 
�ay. Modem froc·kinR. bv Yvette. Mu.\>ical score. Hanv Jacobs. RCA 
Photopt\one rooording. Presenled by EApedhionary Films (19ll) 
11mncd Actors: Frank Han·ey (Go"trnor Phillip). Franklyn 
Bennett (James Morri.son/ Fra n k Morrison), Maraot Rhys (Jane 
Judd;. PC@&)' Maguire (l!iddv. O'Shca/Uiddy Parry ) , Harold 8. 
Meade (Frank Parry). Joe: Va(h ('Shori" J , Norman French (Ciover· 
ncr M<�cquariel. Ann Wynn ( M rs MOJc::quarie), Leonard Stevens 
(Grc:cnw:ay. Mac::quane·$ �rchitect), Austin Milroy (Major Ro.s�). Victor Ficzhc:rben (William Charles Wentworth), Gertrude Boswell (Mrs Judd), Dora Mostyn (Mother Carey). Goorrey Cus \HIIrding), Florc:nce E!imond ().1rs lJoggs). Victor Go\lriet (Artisl). F1ckl Fi�hc:r 
(Gerold Cracknell). Rita raunceron (Mrt Cobbold). David Ware 
('Long'), Kendrick Hudson (Mo1ris.on Jr). 96 mins. 

Un<ivilise<l (!936): The story of a white man Jiving wild with 
Jborigines in northern Queensland and his relations with a 
woman journalist who emers lhe unexplored junj�j:lcs. 

Direcced and wriuen by Charles ChauYe1 rrom a story b)' Chuuvel in 
c::o!Jaboration wtth E. V. Ti.nrns. Photo&raeh)', Tuman Higgins. 
Assistant directors.. frank Coffey and Ann \ ynn. Sound recordi:n, 
Denni.s Box. film Editor, Frank Coffey. As$i.$tant Editor. Mona 
Donaldson. Musical arrangement. Lind ley E\·an.s. Seuinas. James 
Coleman Dance d�rcclion. RichMd White, Special effect$, Ocora.e 
D. �akolm. Gowns, farmers ltd. Hosiery, Prestiae. Btitish 
Acoustic So1.1nd Recording. Presented by EAptdit1onary Fitmt. 
(1933) Ltd. Actors: Dennis Hoey. Margo1 Rhys, Ashton Jarry, 
Ktnntth Brampton. Marcella Marney. E. Gilbert Howell. ViC1or 
Fitzherbtrt. John Ferns-ide, Edward Sylvcni, Norman Rutlcd&e. and 
m:bori&1nd fr<lm Capt Yo:k Peninsula led b)' Hart1 Wei� and 
'Booya'. 93 mins. 

Forty Thousand Ho�-• (1941): The adventur .. of the 
Australian Light Horse in the Sinai Desert eampalan durin& 
World War I. . 

Proouocd and di=ted by Charles Ch•uvd rrorn a otory b)' C\auvd 
in collaboration with E. V. Timms. Continuity, Elsa ChtU\'t'l 
Photography, George He:atb. Film Edi1or. William Shepherd 
Sound. Arthur Smir,.b and Qiwe Crou. Art Dtrcctor. Enc Thompson 
EAterior An DirectOr ud Special Effecu. J. Alan Xcn)·on. Musical 
Scofc. Lindley Evans irt collaboration with Wtlly Red.stone and 
Alfred Hill. Additional Exterior Photoanpfty. Capt. Frank Hurky 
a.nd Tasman Hig;ins. Military advison. MaJor G H. FerJuSOfl and 
Sgt. Roy Manrux. Assistanl Oireaor, Ronald Whdkn. Location 
A5.siua.nl, George Hught5. Opt ical Errects. Garnett Lowry, Make· 
up. Alec Ezard. Production r.·tanager, Joha Soutar: D1ncc Routinu, 
Genrud BOOenweiser. Stunt Shooti n.s, Lionel Sibby: Turkish Ar· 
mame.nl$ supplied by E. J. �illetl. Prcsenl cd by Famous Feature 
films: produco:l V�ith the co-opua1ion of the Department or Defence 
and offtcers and men of the. 1st and 2nd Australian Cavalry 
Divisions. A(.10C'S; Grant Taylor (Red Gallag.her), Bell)' Br)'lnt 
(Juliet Rouget), ·chips' Raffeny (Jim), Pat Twohill (Lorry) , Harvey 
Adams (Von Hausen), Eric Reiman (Von Schiller), Joe Valli (Scot· 

Compiled by Andrew Pike .. 

!JI, Alben C. Winn (Sheik Abtl). Kenneth Bramp<on (German Of· 
f�C<r), John FlKtint (Cop<ain Gordoa), Harry Abdy (Paul Roo get). 
Norman Mu.v.·c:ll (l�mtt), Pat Penny (Captaia Seidi), Charles ZoJi 
(Ctre Propridor), Claude Turton (Oth man). Theo liaOQ$ (Abdul), Serct. RO)' Manni• (Li&ht Horse Se�eant), Edna Emmdt, Vera 
Kan<ly. Ins Kennedy. Joy Han (Danetng Girls). 99 mins. 

During the war, Chauvel directed four short propaganda 
r.Jn1s under contract to the Department of Information: 
Soldiers Without Uniforms, The Po,.er to Win, While There is 
Still Time, and ,\ Mountain Goes to Sea. He also as.<embled 
another short film, Russia AOame, from Russian newsreel 
foota&e. 

'11te Rats ofTobruk ( 1944): A tribute to the Australian fighting 
spirit. 

Produced and directed by Charles Chauvel. Screenplly, Charles and 
Elsa Chauvcl. Ph lltography. George H�th. Sound, Jack Br\lce and 
L. J. Stuart. Edilor. Gull: Lowry. Musical Direction, lindley Evans in 
"ssochuion with Willy Rcd.stone and Charles MacKcrras. SeuinRS. 
Edmund Barrie. Filmed at the Studios of Commonwealth film 
Laboratories Pty Ltd, Panophonic Rayeal)hone recording. Special 
Designs, Eric Thompson. Assistants to the bircctor, Harry Freeman 
and Roy Sebastian Unit Management, George Barnes. Commen
tary, Muwcll Dunn. E1tra Photo,raphy. Army Film Unit. Army 
Li11ison, Mtjor G. K. }\uslin. A$11Sta;nt Army liaison. ll. A. F. 
Dunbar, M.M., and Lt. G. Woods. Miss Garrick's Costumes. Cur· 
zon's., Home rurnis hing.s. Bebarfakls. Presented by Cbamun Produc
tions. Ac1ors· Gr-ant Taylor, Peter Finch. Chip5: Rafferty, Pauline 
Garrick, M1ry Gay, Gcora:c Wallace. Joe Valli, John Sherwood , 
Wahcr Pym, Noonan Bladder, Gilbert Ellis. Robert Carlyle, Joe 
Anderson, Toni Valla. lOS min$, 

Sons of MaiiMw (1949): An epic story of a pioneering family. 

Produced and directed by Chulcs Cbauvd -orisiaaJ sctcalplay by 
Chade.s and EtA Clu.w"cl, inspired by the boots Gr«�� Mou11taiJU 
an<l Cull•'��>••b<>"6 by Beman! O'Remy; Cotlabon.tioo by Muwdl 
Dunn. DirectO<s or Photography, Bert N'tc:bolu aJld Carl Kay>«. 
Film Editor, Tc:rry Baaks. Art Director, Ocor,c Hu:r1t. Record.i.n& JUptfYlsion, C1ive Cross. Sound Rccor-dina. AJ!yo Ban:les. Assoc:iate 
Proou .. ,. Elsa Chauvd, Wes� El«tric ruordiog. Musial Oirec:lor 
and Composer, Henry Krips. Assistant Ditec:tor, JuJian Sarieri. 
Narrttor, Wilfrid Thomas. SpeciaJ Effoc:cs. Willia.m Symonds.. 
Business Man•s.er, William Broun. Unit Man.aaer. Jim Donohoe. Sc4 
cond Assistant, Ben Carlon. Period conume:s by Rockman's from <ki11n• by 'rltelma Afford. Presented by Greater Union Theatres Pty 
Ltd 1n associa1l()n with Univcnal Pictures Pty Ltd. Acton: John 
O'Malley, Thelma Srott, Tom Collins, Mk:bae.l Pate. Mu Lemon, 
Ke.n Wayne, Rodney Fieldc:r, Tommy Burns, Doug Smith. John 
Un1comb, Jimmy White, John Ewan, Marion Dickson, Baby Lawson, 
Oorolhy AlliJon, Diane Proctor, Jack Fegan, Robert Ndson. Jean 
McAIIiller. Charmian Young. Marr,aret Young, Barbara ArmstronJ. 
Wendy Gibb, Laurel Young, Nonnie Peiffer, lktty Orme. R�teasod m 
1949. 105 mlno. 

J«<da (19S4): A story about the aborigin .. in central 
Australia. 

Produced Bnd dirccced by Charles Chauvel. Screenplay, Cberles and 
Eba Chauvel. Pholography, Carl Kayser. Color. Gevaoolor. Process· 
ed by Otnham Laboratories. Special Photography, Eric Porter, 
Oiotoaue Dlreccion, Elsa Chauvel. Editors, Alec Ez.ard. Jack <Jar· 
diner, Pam Bo�worth. Sound, Arthur Browne. A$sist:ant Director, 
Philip P1ke, Unit Manager, Harry Closter. MUliccomposed and con. 

dueled by Isadore Goodman. Special Aboriginal RCC<>rding by 
Professor Elkin, Art Director, Ronald McDonald. Research, Bill 
Harney. Costumes. Mcndel.s. Western Elect.rtc recording. Presented 
by Charles Chauvel Productions. Aston: Np:da Kunoth (Jcdda), Robert Tudowali (Marbuk), Betty Suttor (Sarah McMann), Paul 
Reynall (Joe. a half-caste), George Simpson-Little (Doualas 
McMnn). Tu Fitzer of the Northern Tcrritory·Mounted Police 
(Pelcr Wallis, PoHce Officer). Watson BY"" (felix Romeo, !lou 
Drover), Willie Farrar (liuJe Jot), and aborigines or va.rious tribes of 
north and central AuJtttlia. 96 mins. 

In 19S7-8, Chauvel and his wife produced 13 half-hour 
episodes for a BBC television series on the Nonbem Territory, 
Walkabout (later screen«! by the ABC). · 

' 

A bote: Charles Chauvel (centre) poses with visiting American 
producer Fred Niblo (right) and Lloyd Nozlcr. 
Ldl: Charles Chauvcl. 



Above: Outdoor script conference in southern 
Queensland for Sons of Matthew (I 949) . Left 
to Right: Gwen Meredith {writer of Blue 
Hi/i.r), Chauvel, Maxwell Dunn and Elsa 
Chauvcl. 

Right: A script session on Forty Thouun 
Hol'$emen with E. V. Timms (right), Chari• 
Cbauvel. Elsa .Cbauvel is seated in t' 
foreground. 

Errol Flynn as Fletcher Christian in The Wake or tbe Bounty ( 1933). 

Pat Twohill, Chips Rafferty and Grant Taylor as Australian 
cavalrymen in Forty Thousand Horsemen (1941). 
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G R EA T E S T  E P I C  O F  
HEROISM EVER FILMED! 

CHARLES CHAUVEL'S 
GLORIOUS IMPERISHABLE TRIUMPHS .. 

OF THE FAMOUS A. I .  F . !  
�' 

' 

GRANT TAYLOR ·CHIPS RAFFERTY 
PETER FINCH · PAULINE GARRICK 

JOE VALLI • MARY GAY 

and G £ 0 R G E W A l L A C E 
Below: Publicity still from Jeddo (1954) with Ngarla Kunoth and Robert Tudawali. 
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A Matter of Fact 
Ken Han======== 

The December issue of Cinema Papers carried an interview between Bill Shepherd, 
veteran Australian film editor, and Graham Shirley, which simply must be 
challenged. • 

I am concerned only with the sections relating to Cinesound where there are so many 
inaccuracies and gross distortions of the truth that - with very genuine reluctance - I 
am compelled to endeavor to put the record straight. Individually and in the sum total 
Bill Shepherd's statements leave a totally incorrect impression of the Cinesound 
organization of the thirties and forties, who was in it and how it worked. There are in
stances also where some individuals - and I do not include myself among them - got 
no credit at all for the work they did and are not even mentioned in the recital. This 
must be adjusted. 

· 

Anything I have to say is not intended as pointless criticism of Bill Shepherd. I have 
always had, and still have, a genuine regard for him and a full appreciation of the work 
he did for Cinesound as its chief film editor on all features, except Smithy, and after 
Squatter's Daughter. 

But if what Shepherd, now in his eighties, has to say is left unchallenged it will go 
down into the history of film production in this country as fact. And so much of it is just 
NOT fact. 
' Cinema Papers is now the only record, to my knowledge, of film /roduction in 

Australia. Many of the still surviving members of the original Cinesoun people of the 
thirties have reacted to Shepherd's interview and would want to have the facts on the 
historical record with credit fairly apportioned to those who earned it. 

I propose dealing only with major matters, discarding many minor incorrect 
statements. 

Squatter's Daughter 

Shirley: Malcolm gets a co·editor's credit on 
Squatter's Daughter. 
Shepherd: I know but he didn't cut a foot of it. 

That is an uritrue statement. Malcolm got 
first editing credit on that film because that is 
what he ·was. I worked with them both right 
through the editing period, as I did on all my 
films, and there i� no doubt that Malcolm did the 
major job and more. He went right through to the 
fine cut, with Shepherd doing the sequences 
allotted to him of course, and was engaged with 
Shepherd and Phyllis O'Reilly, cutting assistant, 
in matching the negative to the edited work print 
when he was stricken with a serious respiratory 
problem which troubles him to this day. Sl]ephcrd 
and Phyllis. O'Reilly went on to finish the neg. 
matching, made very difficult by the absence of 
edge-numbers, especially in some bush fire scenes 
shot without slate markings because of difficulty 
and sometimes danger. 

B!ll Shepherd. was still findmg his feet. in film 
editing at that time. He had had no prev1ous ex
perience of feature sound film cutting. He 
developed, I believe, into a first class film editor 
and eventually became probably the best in the 
country in the thirties. But he learned his trade at 
Cinesound as we all did. And surely there is 
nothing shameful in acknowledging the truth of 
that. 

I endeavored to give George Malcolm, whose 
pioneering work in so many branches of 
Australian film production has not been suf
ficiently recognized, full credit for his work on On 
Our Selection and Squatter's Daughter and on 
matters like building up from scratch the first pro
jection printer in the country, in a previous issue 
of Cinema Papers. 

• Cilft ma Pap�" - Dt: cembu, 1 9 7 4 - p . 297 . 
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Sound 

Shepherd takes a side-swipe at the efforts of 
Arthur Smith and Bert Cross to get sound on 
film, at the besinning of the thirties, by talking of 
them disparagmgly, as "mucking about" with the 
problem. Their successful wrestle with the dif
ficulty made it possible to found Cinesound and 
make more than 25 feature films - 18  for 
Cinesound, three for Cbauvel, two for Harry 
Southwell, one each for Beau Smith and Joe Lipp
man, besides innumerable 'shorts' and 1,300 
weekly newsreels up to the time I left Cinesound 
in 1956. 

All said and done that seems to me to be a 
satisfactory piece of mucking about. 

Shirley: WHat was your feeling about the use of loca· 
tlon sound? 
Shepherd: With all due respect I think you lose a lot of 
atmosphere by trying to use an alternative. Tall 
Timbers (1937) had the best outdoor sound we ever did. 
In fact it's probably the best outdoor sound that's c1•cr 
been done anywhere. 
Shirley: Why was that? 
Shepherd: Because it was done in the clear blue yonder 

This, apart from the obvious over-statement 
that it was "the best outdoor sound ever done 
anywhere". overlooks the fact that all Cinesound 
outdoor sequences, with the exception of a 
Wallace musical, were recorded in the clear blue 
yonder. Looping or post-syncing were at that time 
not '3vailablc to us or to anyone else I should 
think. The major factor in the recording of Tall 
Timbers was the brilliant and frightening sound 
on the Timber Drive. This was a manufactured 
sound made, not in the clear blue yonder but in 
the studio and environs through the resource and 
ingenuity of Clive Cross and his assistant, Alan 
Anderson, riow of Film Australia. The sound unit 
operated, of course, under the ove.rall control of 
the Chief Engineer, Arthur Smith. Credit where 

' 
credit is due - these people made tremendous 
contributions to the success of Cinesound on all  
its films. Their most notable achievement, in my 
view, was the splendid recording of the operetta 
sequences of Broken Melody. There they controll
ed - in one operation - more than 50 members 
of the Sydney Symphony Orchestra jammed into 
a space underneath the first floor dressing rooms 
with the studio lavatories on one side and the 
generator room on the other. The orchestra was 
there because we could put wooden rostrums over 
the concrete floor and the dressing rooms provid
ed us with a wooden roof. The Sydney Male Choir 
of about 40 voices was in the studio proper and the 
soloists in another section of it, all walled in by 
three-ply flats. 

It was an incredible, almost impossible set-up. 
But it worked. They made it work, recording all 
three - orchestra, soloists, choir - together, 
finding balance, light and shade and the real beau
ty of Alfred Hill's original music. 

Shirley: Were there any special demands on you with 
Broken Melody? 
Shepherd: Only in getting the playback tracks ready. 

Clive Cross brought Playback and all the 
details of how to use it back to Australia in the 
mid-thirties. He was in Hollywood (at his own ex
pense) in 1935 while I was there seeking back
projection. Clive was able to work for months at 
MGM, in the sound department, and of course 
every Hollywood musical, including those splen
did examples now showing around the world in 
That's Entertainment, were made on playback. 

It was the fact that, through Clive Cross, we 
now had all the necessary gen on Playback, in
cluding rhythm-punching,** that influenced me 
greatly in deciding to make Broken Melody. 
Looking back, it was quite a shocking risk to take 
back .in 1937 - to make a film with a major 
musical sequence upon whi.ch it was entirely 
dependent for its climax. If the musical section 
did not work we ha.d no film. It bad not been 
auempted in Australia before nor has it since. 

Clive Cross marked up all the playback tracks 
on Broken Melody. If that film had failed we 
would have been dead ducks. But it did not fail 
due to the work of the whole team and especially 
Arthur Smith and Clive Cross. 

Pre�preproduction 

Shirley: How involved wcre,ou with pre-production? 
Shepherd: l usually estimate the footage and we had a 
pre-production conference of all concerned. There"d be 
the director, cameraman, soundman, myself - all the 
key members of the crew - and we'd talk about the 
script and the film as a whole. 
Shirley: Were the shots planned before Hall went out to 
shoot? 
Sllepherd: Oh yes, we all had a rough idea to start with. 

Now .let's have the facts. !here were NO pre. 
production conferences at Cmesound on any pic
ture with the single exception of Smithy, and that 

••(footnote) Rhythm-punching is the method under which the 
sound engineer marks out the positive musical playback 
tracks wtth a set of three, or four, punches equally spaced in 
order to get rhythm so that the clapper sync marks can be. 
made exactly on the last punch. The placement of these 
punches, and there can be six or even more1n onC number is 
worked out with the director and put into the places wh�re 
he expects to change angles. 



A MAITER OF FAcT 

Production stills from Ken HaO's Orphan of the Wilderness (1936) • . •  the real 
bone of contention between Hall and editor Bill Shepherd. 

was abortive. The general conference idea just 
does not work. The discussions invariably get 
side-tracked up a dozen blind alleys. Inter
departmental rivalry is almost always injected -
like the never ending war between camera and 
sound departments that has been going on in 
studios all around the world since sound films 
began. Instead of time-wasting big conferences I 
had frequent talks with the heads of the creative 
departments during the pre-production period. 
Sometimes heads of two departments - like set 
design and camera for instance. The film editor 
was given the script to time- as far as any script 
can be timed - and two or more staff men. ex
perienced actors like Alex Kellaway, Frank 
Harvey or Ron Whelan, under the direction of 
whoever was going to be dialogue director, sat in 
to read the dialogue scenes at the right, or at least, 
likely to be used, tempo. 

Orphan of the Wilderness 

The real bone of contention is Orphan of the 
Wilderness, where Shepherd's complete lack of 
acknowledgment of others involved, let alone 
appreciation, is painfully obvious. 

Shirley: You've often said that your favorite film at 
Cinesound was Orphan of the Wilderness. 
Shepherd: Yes, it was. J'v� always cons.idered it :my' 
picture because I took particu la r care w1th the an1mal 
sequences. For weeks we filled the studio with trees, 
ferns. streams, kangaroos, rabbi�s. snakes and koalas 
and let them settle in. Altogether we shot between 6,000 

Ken Hall describes rhe "bushland" <ets for Orphan of the Wilderness as so 
realistic that the animals behaved completely narurally. making it possible ro 

get ·•authentic'' shots of Australian fauna. 

m and 7,000 m, and I didn't re3ily know how it was go
ing to work until I'd run the footage and decided how to 
cut one shot with the next (sic). I wouldn't say the first 
two reels we:e without a story but I certainly hadn't 
beerl given a storyline for that section beyond kno wing 
the way it was going to start and end. We had footage 
or a frog. 
We had the ostrich being anacked by the kangaroo, the 
rabbits being frightened by the hawk•, and while there 
was n othing preplanned it all worked out 
magnificently. 

This is sheer stuff and nonsense. All films are 
the result of a combined effort and a film editor 
cannot be better than the material provided him 
•It was in fact Chut, the joey menaced by the hawk and by 

preplanning, not accident. 

by the production crew. That must stand as a self
evident fact. 

If I were asked 10 nominate the technical star of 
the film I would certainly name George Heath 
whose photography stands up as really splendid 
right to this day. I am sure I would be supported 
in this by all living members of the old crew -
with apparently one exception. Close behind 
Heath would come George Kenyon, who, with his 
staff in the Art and Special Effects Department, 
created a bushland setting complete with waterfall 
and pool, which was so realistic that all the 
animals were completely taken in by it. They 

Continued on P.90 
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Firm IHft. TM 35�cr) 
FitS\ Natlon&t Studios 212 
,., .. ....... . The 1ft 
,..,., .. Ghot.t 5t(Cf} fttlg.tortJcl F $coft 26C 
Ftzpattk;lll. t<att 18. 204 
"'" 1 .. , '*'" $3 ,. • .,, ,,... 154 
AAf 34241; 34&-7 
n .. n .. AC-tOM tM A.Utic 39 
Plawt�ne voueh 78 
Pteehpolnl 201 
Fltut, JoM 1::19,339, 371 
F11v1n. Jamea 212 
FlttC"tf, J.C:k 297, 298 Flyine Doctor• or IM1 Africa, Th.a 320(er) 
Flvnn. euol 299 
rroghOrn, Tht 13 
For Anothe.s Guilt 31 
fl:orbldcMn O.C•meron toe (st) 
FOI'd. JOM 84; 338. 339; 340 
Pori AptoM 33� 
Fort1 fhouaand Honemen 73, 86: 297: 301 
For lhl Term Cit Hia Nlltvral Lh 77, 8C 
Pow Nwa ot • OtNmer 303 
Fo1, JttnH 56 
r, lnd t F rtekl tt 38 
Frenk.enMI"* JOh-n t$4. 1SS. 17l 
Fttnlllt�M�.sn 21 ', 313 
FrtniOin, A.ichlld(dl 24S4{1t, and \lllonton 2'SJCIJ Frtcktl Jall!'t ne 26t 
FftlnCh C ord.ctioft. TM 2'6J 
P'rtfteh Cw..wction • 1SA 
Frlt!Crt. NOI"N"'' 129 
rri4Mt�tn Wi'��M fell 263·88 OJ Fn.clf't\11\, Ot'l'ld 3t3 



lfr'-tldt Of ldd .. co, .. , T"M 57 
Fry, Ron 33 
F�. Northrop 339 
hell efll krreu Pt'Of'l'l Anlend 307 
F\flw, hn,amiD $.it 2'11 -·- 20< 

G 
r.r.,. """"""" on tho Woy to t11o For .... A 1 n 

���ey Pe'ler 11 a.�>wy. no t& 
ca... In the 1-nd 3-20(«) 
Gantttlr fUm genrt 33t, 341, 330 
Oardtn of the lfiru:J-Contk11e, The 18 8 
Gerdn•r. Bob 251 
Gart..,ld , Johf\ 288 
Garland, Jl.ldy 319 
� . ........... 39 
Ge'lln, Jottn 152 
GMt . Will 1 56 
Generll ExhlblbOn clanUicat!on - t02·3 Otntt•l ldi Amln Ditd1 23�.307 
Genre - A Rtvlew 338·41 
OenUt .... TM 335 
Gan.1� Stra,.gec-.s 16. 11; tOt 
O.nttMten of tfle RoN - e..,._ lt.,lit .. t, A 51(crl Georg• 0 MaScolm PtOdUc'tloM 80 
Gtl'illltftOU NlkQS 205, 2'0$ 
Gerana, Phil 1 11 
Gtrt'- th• Oino .. �o�r 29 
o..t•o VIctim 21 e 
Gt blon, Buzz 214 G.lltor<t. J tck 1 5.5 
Gllet, Mu 2.a 
c._, Mlclt S 1C«l 
Glnnane, T ony( ds) 38-43 (I) 
Qlt1 from tht Famil y of Man, Tht 138 
Girt of th4t lu1tl, A 165(Cr� 
Qirt wleh the Oo!OM IJMrt The 379 G-ofP., Arlhw,lho :!99 
G"'-t of ·� MotM .. Jn. T'fo•t 212 G ..... etor .. Tbt 39 
GoeRIMptr't FH.r of Pent�hy, TM 234 
Cott"t Horn. Tht �6.8 
Godard, Jean�tuc 9; �· 
Ooctlath.,, The 330 
Oockon, The 56 eo;,g H...,. 3ll � 31i """' "- T .. 387 
G�crwyn, Sernuel 70 Gone to ltlt Dog• 86. t1(Ct'} Gone Wltl'l tht Wind 84 
Good ... 163 OOOdbYt "orma .,.,n 33-4 
Good F\"1, lMQVe Of HSW 117-8; 12C)..I 
ooocs Timet 283 
GOOCIIII'nn El'l!etprlt" 171 Goopr .nc� leg.ha 233�• 
Gow, Kt1t h 1 0, 19 
Gttde Organization 171, 172 
Otancfdtcf "'** 84. 89 ICr'.; 134; 300 
GrMd HeUoneJ .....,....,." 31: 
GtMd ....... 1$4. 156 
Gray. zane 131 
Oretl !cetny of tn. Seu,ptor lteolnet, Tl'le 320(et} 
Great l•c�, TM 378 
Greet Oett.by, The 333: 370(r): 370(ct) 
OrNt NOf'thr.-kl, Mlnn�totl Reid 3.t.O, 3-41 
Green_ Bllty 145 
Groen. Cli!I( K) 21: 31)6..311(1), 311{0 Greenough, a.otge �77 Grate� 41 
Grlththt, Howard 309 
Guerra, Tony 375 
Ouil'etta Degli Spirili 31& 
Gloftlty Until Pronn lnl'loc..-.t 335 
Gunrl.lhtlf. TN 340 
von Gun1en. Peter 304.5 
GClllt in thtt A� lrCO 
Guy, GOO<go 259 
Gu�man, Patricia 169 
Gypty Moth• 1S4 

H 
Hackmen. Gene 15.& 
Haddtlek. Ron 205 
H,;kl, Wtl- {dlr. Bf!labong(thortU 111  
lfail tht Womtn 1A 
Ha.•. Ken Q (I> d) 71·91(1), 88·91(t); 135. 2"; 300· 
Hammttll, Relph 212 
Ha�. Ken(U 11. �. ll. 25·26(1). 201 252 
HMUH of C·otmeek .Joyce 20. 22 
Huuficapoecr Fltlura J20fc:r) 
Hanl Sututr�v 1151 
Hanna, Pat 128�9(a); 130(1} 
Hannan. Btlan 11 
Hannant. Br'lal'l 16 
Hansen. Qilh.an 16 
Hart>U11. Sandy td. p. •l 1 .... es c t 273 
HMdy, Ftt-nlil 7 
Hlf<ly, Sam 212 
Hannon. Cath 14.4 
HMtnotiJ Ill ow 51 (Of) 129 
Htrokf 1nd Meude 152 Harrvn.use.n Ray 12-15, 70(1); -wfth w O'&rla.n 13-15; 

Puppet� 13 .tth W Scl'l-9er ,,._,5, Dyne.l'NIIIon 
13. f4, 70, seep "'oton 15; bad:ground 15. 
tUC*tmpot;llfQtll 15;- modes 15, 70, mutlc 70 (f) 
filf!K�Qraphy 10 {I) 

Harvey, Fr•nJt ao. 83. 8S 
H1untect lern, The 118-18(11); 221 
.. .,....., Tht 51 
Heath Errol 313 
Heath. a.Gr041 287 - Wolo:J'O(a) 
Hell-C ... .. the Nny t3 
Heller 8 
Hepburn. t<atherln• 378 
... ,..., .. 320(cr) 
Heritage II 
HermM. AJ 213 .. fT\e!'\, 8em.tcf 70 
Henog. Wllfnor(d) 3CM; 314-�; 320(� 
HeS11er. Gordon lS 
Htxagon - ettab. ot 12-3·24; 203; 33A 
Hlbbltd, Jaok 9 
Htgg4H't, Arthur 134; 298 
Hlggent. Tat 298 Hirlft e• e Kltt 350(cr, 
..... -331. 33<1. ,.., Hill, Alfr-ede 15 
Hill, George Aoy 172 
Hille of Hele 51(a) 
HII'Nko 101 
Hit ROJtl HlthneN 51(cr); 259 
Hiltoir• 0' A 307 
HlsaOt)' L-.o"'* 305-6 
Hilcheoctc. Alted 18: 137·2'84 
HolfwDd I• U .. Tl'lie 187 

Holmes, C.cll 18; 6• 
Home of lhe 8 Ua.nl 33 
Homud• 16, 17; 20; 201 
H.._ Ool 0..., tht 238 
Monoun .,..."'• 11M 18 
kooCI, Ctyde n 
Hopgood, Alan 179, 248 
H"'""'onj Tho 155 
Hound "' he Doop 33 
How Mc�al Topped the lc:ore 2'59 
H .. w•tnglr You SM; 350(Ct) 
-... Joy  133 - OII"'t 18 
Hud$01'1, E111 J 212 
Hudson. Aocfr( 154 
Hugt�••· LlOyd 300 
Hugl" .. t, Wendy 369 
Mull. Aon 131 H�dc ot Notre OaMe-. Thlt 76-
Hunsetotllrn 154-.5 
Hunter & I 84 , 65 
Hur1ty , Frll'!k 33; 74, 81, 83 
Hu•btrwJI 370 
Hulton, John 154 
Hutch1nson. Bll (t) 1A6 (It 

I 
1 'ound Jot INton 134 
I Wllk Tlle Une 155 
I. F. Stone•a WMkly 239: 307 
1 - ns 
lATSE 302 
leo le.man Comtlh, Th• 1$4, 155 
lchlk&wa, Kon 163 
lconoo,epny 33�. 341 
l�o Tran•fer 239 
tf . • •  208 
It I Hed: A Mtlllon 224-4{$1') 
ttlumirtlltion 232 
lltulionoe ol a L.acfJ 23i 
fmport ence of leing Em .. l. TP!e 379 
tmpo•lbte Oblect 155 In His Prime 8A 
In Old Arlaone 132 
In Production Surveys 1St· 2.t.2 • .U: 34-S..SJ 
In the Vlllaln�t Poww 21 1 
In 1M Web Of the 8oW!tfJ M, 299 
Jn Which We Senoe 75 
InCident •• Owl Creek 207 
lncredlbte 'lorldu 17 
lndependenl Ol•lrlbvtlon 36-.t.e, 331·35 
lndltln Fiatlt•, TPI.e 152 
lnf•rno ol F1r .. Lo'N 161 
IM of the DIMMCI 203, 2$2. 2:54 34SI(er) 
lnnoc:•nta. TM 370 
Into AuatreJte•• Unknown 33, 3• 
lntoler•r�e• e.a 
1nvl cta ftlmt 2S9 
Iron Horee, TM 137 II Ceme lrom l•l'l .. lh the lee 13, 70 
It 1111'1 Done &4 8-S. 90(er); 't7 
Its a t..ong w.., -., � 51(ct) 
Ire Not fnouQh To Prey lit 
lwnhl�a. Sn1,.,e 161 

J 
Jec*el of Nlh�o�ttloro 167 
J.ehroo, The t 15S(crJ 
JecOb$, Ken 381 
Jlfle Agency 171 
Jagger. Mlcl( 66; 175 
J. Arthur Aank organisation 87 
Jt� tnd tl'le AtQon.uts 13. 70 
.lau sm,..., The 76. 132 
Jedde 87 
...... JetMtt 340 JeWs-lied Night• 220 
Jc:�tn of Arc of loo•. Tl'la t8&(cr} 
.1041 168; 261 
Joo'• Trot 208 
Johnny Got Hi• Ovn 332 
Jol'!nson Hobte 212 
--205 Jones. Oavt 371 
Jones.. Jol'ln C 75, 76 
Jordan. Larry 38 f 
JoMm. Mar� 332 
Jwd)' 1 6 J�,�gg�($ ,,., •• 1. e 
JvnltplnQ J•wt� of lntnctM a.,, n. 246 
.IUt'lgle Wonw�n 33 
Jwsqu'eu Cotut 131 
Ju•t Cric:bt 131 

K 
tcaeJ. PauMe 2$3 l<tg.-1. Mavr•co t5t 
Kamoureaka 333 
KtntJ, f<IJLSU 183 
K•nthu 163 
t<11elnan.1 lcnttoku 161 
K•vftmen Urner AsSOQiifl'll 111. 172 
�allfman. Pt'lllp 340 
KN:ot�. Oiant 38$ 
Keays..Syrne. H'-tQI'I 1BA 
KMt\IP. Hayd"(p) 154-5{1) 
KeiiJ 3S1l(cr) 
K tJiaway . Coc:!l 85 
l(fH'nedy, Madoe 7• 
ltt'\nerda!e. Rotel/rtd 85 
K...,yon. Gecwo- 83 
Kid. 1lM 13 
KJII•rs. The 67 Kitlino ot sw.r George, The t 11 
K5nd Heart• el'ld Coronett 33, 
K.ln-g's Henry 340 
Kt ng Rost 45 
K_i"'J Kong 13 1$. OtOCIUttJOft. -'Teets etc. 211-15 
"'""' Kong ... ...,. OodU .. 15 
Kit�g 01 ltln,_ 213 
King ot M«-win Otrd•ns 93. 341 
Klngsforo�Smllh, Jac:.'l 300 
�lnak£, Klau• 320 
Klrsanvo.. 0Jmltr! 381 
KilNs. J 340 
Kl"?' . .U.....�r 314 
Kfvte 271 
Krtocl(. Oon 131. 132 
Know Tlly Child 10$ 
Know YCKir A!t1: Autttaflt 301 
Koerttr. Thomat 304 
Ko*:od.t 'ront Line 815. 13• 
KOfd& AleX 70 
Koyt no SuroNrtt 111 
K1.0bt!ka. Pet- 381 
Ku�lck Stanley tS2 159 

L 
labs - VFL 52� 
Lad_. Ibn, TIW 307 
Lafont. Sern.tctttt• 303 

Laln9, R D. 372 
l.encatt.,.. Burt 156 
�otdu Uc 237 

• 

Llr'ld of Sileftct Mod Oarl:l'ltN 314, 315, Stt. 320(Cr) 
&.and...,. sa..e 1e1 
lanoiOis, lierwt 34� 
Ltnguag-e of Loq; 109: 333, 3-34 
L•rtlnaga. Milito 212, 14 
Latt DeleH, llle 239 
leet """"- The 57 L.._. SU!ftNl. Th>e 1S3 
L.-1 T•t�QQ In �..- 106: 101; 263 '--t WonDet. Tht 110. 18t(at) 
Lett Word• 320(Ct) 
t. .. t Ytlf At Mtrlenb•d 29 
lltttog.el, Abt 171 
Leug"ton. Cl\llrl .. 162 
LtU1!t, E 1J9e-nt 131 
lli'Wn!nee.. C"..ttt l>t 78 
L'Anenture 263 
l.aur. ffVf"'9 t$4 
lugu• of Natton't 1nd oen1orshlp 121 le-ar, Oavld 76 ltat, Jlm&S 16 Learn to Swim 220 
luucJ, J ean .. Pifrr• 303 
ltONn. FttneoiH 303 le Clos. Waynt 16 
lte-l'tf, "-t t.t. 1, 13-t(st) 
ltnd M• v-., lteble 202 ta.) 
leon Arlit Produedont 201 
l•rey . Jacquet SG(et) 
&..t Oeorp Do It 83, 86, 90(c:r), 301 
LitH., to Jene 33 
l .. 'J FP.m:i 203 
L- E....,o Cp) 152�) 
l ..... ll . Jetty �7 379 
Ltw'ts, Mill e 152 
t.ewton. Val 154 
libido 7: 10-11: (tt) 53: 201; 356 
Llebe1ton Sandy (agenl} 17.0.73(1) 
Ute end �ntvr .. _. .Johft Vene. Tbt Au •tt .. .l.an 

I...Wiftfjlet S , fc:r} 
Ltt. end Fnotat o4 the l'la .. .,snd lucbt.ohe.. The 18. 17 lite Ol I'IUful 0 .. " 51 {Ct. 
Llmetigt'lt 331 
Lind. Gta.nam 201 
lindon Ectwerel 213 
Line. Tbe 16 
l POre-11 Pic:rurtt 173 
u.t ol Adrian Me•M1108f • TM 1 $4 
U.Cen to 1he Lion 349(ctJ 
l.ttten, M gueJ t 69 
l.ittl• c .... , 333 
lorn. Herben 152 
L.on.elint .. of • Lone Oia1enee Aunnw, Tbt 202 
lon.tr Are The arne 1 S2 Long Ann. J'h.e 114 
Loft-a Goodbye. The 238 
Long Voy-a• Ho.mt 2AS 
l.onglord, Raymond 51 (I); 129; 187 H te'\1Sofd); 281 
loot, Ann• 37t 
LOftl'l, SoohJa 3'19 
1 •. cwa1ne. Mttle 281 
Lot Oli'ricfado.s 211(st) 
Lost H«izont n 
L01t World. The 14, 2ta'. 213, 214, 215 
Lon Atl•ir 261 Lovt Epidemic, Th• 124 
Lov• tn the Afternoon 227: 230.1 
Lcwe Me Tonlghl 23A 
Lowe P .,._�, The 13 7 
Loyto SIOfJ 370 
lo-wtbl• Cheal tU 
Lo-wtng end bUQhlne 333 
l.ovelace, Otklt W 212 
lover• end l.ugcaett 300 
luctwlt It - Aequt•m fOr • Vbgln King 229: 308 Ll.tdwio V�159 
lure of 1M Bush, Th t IM(ct) lye. Len 3!1 

M 
M Ctrtlflc:ate 102 
M• Hogan't H.w eonler S1(cr) McCabe and Mts Mil:ler 102:; 341 McCI,.re. Brie 244 
Mc:Oarra. Roben 84, SS 
McOonegfl lsobel 2t1 
McDonagh Pll)l11tt 2$1 
McOon•gh. Pauletlt 281 
MeOonagh S tters, lho a;o .. 1te); 2'81(1'); 299 
Mc.EI•Oy, Hsi(Dl20·21(i). tU-203(1) 
Mct!ooy • .Nm/�1 20-21. 2'·221·� 203 _,c:Go•an. Jock 261 MICGra�. A!t 370 
MIC-Intyrn Pictur" 73 
Mcla!n.e. Christopher 381 
Mct.•ttn. Terrenct 3'. 35 
MCLMn .John (Cl 21 12·24{1) 
""'-... Johnny ... M cHert. COrt5 214 
Me-Qu--eer.. Sb!Ye 173 
Macbeth and toundfrte.ks 159 
MIChine Gun, Tnt \38 
MNhiM Qun McCeln 39 
Mecon Counarr lfne 2'38 
Mtd Oogt 8nd bflithmen 6$ 
Mtfit 3i 
MaNet 231·239 
M¥1omet. C.S5trn Ia' 
Ml9tCi8n, The 283 
MtgnUicent $evan 253 
M-vnum Force .26A 
Mtgw. TM332 
tltn<A.Je;!Jtlghe"'lt, Beltt 314 
Mt!CGtn. Georg-e 80. 81. 299 
......... �,..,. 184fot) 
\4elone Geoff 16, 17 
Men end H� M•l• 1 S 
M1n and • Women, A 264 
M•n from Oe•p Rlnr 109, 11 4lsl) 
lilian rrom Ho"t Kong 348 (cr} 
Men ol An-en 31 Matt of tM WH1 3AO 
Man They Could Hot Hene. The SI(CrJ: 'l5t 
J��•n WM Died, A 227 
Mtn Vtnlth .... A 181 
Mtn Without • Stet 3l9 
Menc:ht.n'-n Clndid.t•, Th• 1 � 
MHfi M•id't lo-we. 4 $1(g) 
Mann, A/1:�-y 152. 3"0 

Meftr ol lhl Oev .. 109 
MltkOPQUIOS, Gregor 381 
Mttoct, Warter 211 
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.. ,_ (TV play) *· 310 
Mlf'll\d. AJen q 
Marentl. Bill 299 
Mattl"lalt, Vau gl'l,tn 220 
MtNin, lee I S .t. , 155; 32:2 
Meaqwe of lht' A.cl Detll'l, TM 11'7 
Metat.t)i 162fat). ,_, ... �--· ...... in the Wikf• 2t7 
Matt...tmoto 111 
M .. lt, Alch;&I'CI 21 
Mun Str-eett 277; 23.t..S(r): 239; $.41 
Mtdlum Cool 111; 341 
Meltntt. Ounthtr 141 
Millet. Jonas SSt 
Meilbour,._ FirM F•..uvat 197A 221'·238 
Me�Y!tte Jean.Piefr• M 57 
MemotO.. Withltl MI .. Aggie 239 
Menace, � 2M 
MenlhMntant 381 
Mtrch1nt or Four lettont 306 
t.' errtck. David 370 
.._ .. ...,. ltom Matt. A 165 (cr) 
.. .,_ 219; 223(ot) 
Metty, Al..ssel 354 
MIC'kty Dna 34 � 
Mlchfl Neughty Nlgl'lt mar et 211 
Mldnlgl'll W•dding, Tht St(cr) 
Mldnfghl CoWboy 332 
MIF ED Fllon f'eatfval -41 
UJ1iU�t. TosNro 111 
.. ....,. ... ....... 13. 70 
Mille MOb J03 
MIU!or, Oa'lid 1S3 154, 158 
MltCht". Lex 273 
Mll®um, Robert 1$ 
t.tr Chectworlh Sll9t Oul 73, 7•. 85, 81. Q1(cr); 301 MobJ OleiC 35$ Woaift lhobn 163 ),,OIOI'Iey, Kt'tfn 29 
Man Dnete A.nloif'le 168 
ttfCN'llit Met tM Wom&��. Tho 165 
Monkman, N�l 88 
M ontiQt 28 
Monter. Mtrta 70 N.onton. Vl-.ce {C) 24t•50 (J); 253 
Moo.t It Blw, The 3.J1 
Moot. Col t� 76 
MOOfe. Slan 300 
MOOthO\ott, Frank(JC) 7, 138-·40(1): 307 
MorlfY, Roben 171 
Mornll'lf Clt•• Schedule t6t 
Morocco 361 +63(11) 

� Mlto 211, 12 
Monk Ju6o, '.( 1 
MON Jemes 205 
Mot.t D•ng•rcut Game, Th• 213 
Mother end The Who,., TM 227, 303�4, 315 
Moulton MileS H4 MOVIe Journal The AJ1t of the New Amorican Clneona 

,., 
Mi41fvetauto 1&3 Murder ol C•ptein Pry.tt 16$(Cr) 
Murphy Steo,·en (9ti1ltl'l Censor) 102� 109 
Murp hy gf Anu�; 18S.ort 
Murtly, Oan 259 
J.tuttay, Or JoM 113 
Murrey, John 55; 2.51 357 
t..tu-'c ¢<Mport6oft Oi Amtne:a 171. 171 
Mutic L....,. 332 
Music wtlh Ben. 1$1 
Mutiny on Th• Bounty, The (1916). 51(ct); 164(51) 
MJ Dtrling CMimeniTn• 338 
My Nl Qht AI M1ud'a 231 Mpt lr•cklnridg• 378 
M,-.terio�o�s fsl•nd 13 
Myth - (.n genre 4 v.et•ernt1 33i 

N 
Nok•d 8ut1yip, The 53, 54, 55: 2St; 357 
HHect Spur, Ttl• 339 
N.mlng the Feder�l Cepit .. of Au:strtde $1{cr) 
Narit8f\'Q, Debbie 1().11 (11) NMttJ, The 332 
N�t� o1 "'• North es 
Nash, Wyfl 259 
Nttlona� CovnciJ ot Women ·� e.naon�nlo 120. 121 
NFI 138 
NFTA - organization, �Oble.ma tnc. 134·7 
fl.&:tion• Ubrary 137 
He .. fottot, The 1 25 
"H•aet. Austr aiM SIC... 51 f crJ 
Ht<l k•Ny 20. 66 
Nsoalf'ttf 332 
Nel&on, Rot::•tt 381 N�w Lint Cinema Coti)Otatton 38 
Newrnaft Paul 172 
Nldcet Ql,loMft 202 
-... ...... n.. m N_igM alld Dey 332 H.ipt T'-1 Rtlded Mlnek(-., TM 263, 2M 
Nine Ll-wea of Fritt Tht Cit 239 
Nippon Chlnbolau 1 0 1 
N o Name on the Bulet 341 
North WHI Horizon 302 H onbetn 4tlari 33 Not""" lut tha Bnt 171 
Notoriou• Cleopatr• !34 
Not Sull&bfe lOt Chltdr•tl - Ctt\&Orthlp 117·21 
Hc:�ltie dl Cabiria, Le 37$ 
NO\'arto, Ram o n 379 
Noyce , Phil 16 
Nu4Qlnt Cw.IM'a ShOCk l50(et) Numbw H 272(r) 
Nutty Ptoftot.IOf', TM 317 
Nykviat, S-vtn 24i 

0 
O'Bre��, W lla 13. 14, 15 e'\l"r!�techn.qw .. o• 210-15 
O"Donogftuo, Aory 11 
ORetlfy, Creswel 7A, 8t 2t1 
Oft'k• �lcnfc, Tl'le 201, %03. 204 
Otf•rlng. Tt.. 207 
0 Koku 163 
Old Dad 220 
Otd MM end Dolil 46 
OfJ..-'Ier, lewr� 152 153 OiYet Twist 117 
Oft Ot�t S.t.ctJor� Sl(cr). 72. 77. 78. 80, 11. 88, 89(Cr): 

132(11), 133 259. 298 
On tt1oe Tt�ck Of Unknow" Al'llm•l• 151 
One• �3e 
One H�.tndred A Oey .t!. AS; 4f(terMnPlt'(), •a.-49lsH 
100, 000 Cobbert 9�fCt). 135 
One N en .. ka 6<1 

Mttoaret Fink Produc:t.anJ 201 
Mw l n L.on 56 

O-ne M.-n'• W• 232. 307 
o". MlfliOft v..,. a.c. 13 1$, 10 
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One MJnut• to Zwo 18 
1001 N)ghtl 238: 240..1(11) 
Orphan of the Wilderne11 84, SIO(cr), 281 
Orphane lt1 the Wlldlfn ... 134 
OrpMe 57 
OehltM 155 
Oswald, Gerd 152 
Oswald. Richard 1$2 
out of Alriu 1 n 
0vt or Mind 207 Ovttaw Rld..-w 34 
o., Mother"• HouN 324, 370: and 'tlolonee 328·30 
o.... ro Ctilb nv. 301 
O"Y«tlftd:••· n. 81 
o • • ,eo w l�nt. n.. 338, 340 

p 
Pacific Set..,. Pllys 258 Piddington Lee. 1$ 
Pal, Geofge 13 
Pa!lotnb� Mta M 
ParagiiOtoooutot. Jltn 206 
Plnde:m011Jura 1&1 
PMOreme Blw 239; 334 
Papadopoulos, John(G) 207·9. 2ot(.r) Pt"as, Irene 204 
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"'THE NIGHT PORTER' 
IS ROMANTIC 
PORNOGRAPHY . . .  
a hectic love affair. Among 
the film's various definitions 
of decadence is a strong 
preference to do on a floor 
what most other people would 
do on a chair, table or bed . . .  
what a kinky turn-on!" 

-V.ncffl Car.by N.,..., Y01k T,_,.s 

THE 
IGHT 

PORTER 

e Joseph E. Levine 
film being released 
in Australia by 
United Artists. 

Directed by Liliana Cavani 

Starring Dirk Bogarde 
Charlotte Rampling 

With Gabriele Ferzetti 
and Philippe Lerot. 

0 



CHINATOWN 
Mark Randall 

At the end of Roman Polanski's Chinatown 
Faye Dunaway is shot in the head while escaping 
from the police down a dark street in a flashy 
yellow convertible. A warning shot is fired, then a 
shot at the car. The car slows to a stop, the born 
starts to blare. 

Held in a wide-shot that seems to last a long 
time. It is the best moment in the picture -
simple, clean, and powerful. It is complete, liut 
Polanski moves in to mop up. 

He directs our attention to Dunaway's minced 
back of head, then, not satisfied, he turns her over 
for a close-up of an exploded eye. A lot of scream
ing and breast-beating accompany what we see. 

None of this is new. It's all very fashionable to 
bleed a lot in action movies these days, but like 
anything fashionable it has become obligatory 
and boring. Physical violence is fast losing its 
heart-stoooinl! value. A slieht iolt - what Pauline 
Kael calls 'zapping' the audience - and 
everyone settles down- again to the story. 

To combat their loss of 'zap' power - and 
Polanski has used it many times in the past - the 
director pores lovingly over the human meat left 
behind. Long after the 'zap' we are still being in
vited to app reciate blood-caked close-ups. We are 
asked to find entertainment values in it. Enjoy, 
enjoy ! We are encouraged to watch with the am
bivalent, 'voyeuristic attitude of, ''Oh, isn't it aw
ful - yummy - look, isn't it horrible :.._ oh, 
yummy, how gory!" 

Humor, or rather, cynicism passing for wit, is 
often added as a palliative - a spoonful of sugar 
to make the medicine go down; something to 
render our feelings toward what we see even more 
ambivalent. No matter, just detach and enjoy. 
Fr.om the director, all it takes is cynicism. art1stic 
myopia, or no faith in the dramat1c content of his 
story. 

Polanski's handling of Dunaway's death is ar
tistically indefensible. He destroys his best mo
ment in Chinatown for a bloody head. Why? It is 
maddening, but then so is the whole film. 

Chinatown has a script by Robert Towne. He 
was special consultant on Arthur Penn's Bonnie 
and Clyde, so we assume he knows something 
about the thirties. Unfortunately, he doesn't seem 
to know enough about films and the exacting 
genre he has chosen to work in. 

The basic story of one man controlling a city's 
water supply, turning it off, and buying up land at 
bargain prices, is both interesting and timely. 
Where Towne gets himself into trouble, and ul
timately sinks his script to the level of the average 
television whodunit, is in his dogged attempts to 
be both 'entertaining' and 'meaningful'. His script 
is so obviously a salute to John Huston's The 
Maltese Fal�n. but Towne wants it to be more . 

. He wants to make points - about men and cor
ruption, men and women - which is fine if you 
can do it, but he can't. He tries hard, and it shows. 
The script remains a thing of parts. 

Chinatown - the film's metaphorical title for 
all the evil in the world you cannot beat 
(Chinatown = Catch 22) - does not crackle like 
Hammett, Chandler, Furthman or Hecht. It lacks 
polish, style and wit. The script is alternately 
banal, bland, turgid and often plainly derivative. 
One has an uncomfortable feeling of deja vu when 

• 

• 

a few good lines register, and the customary red 
herrings of the genre frustrate your involvement 
rather than demand it. Towne is outclassed by his 
predecessors. 

J.J. Gittes (read Sam Spade) played by Jack 
Nicholson, and the poor little rich girl (read 
Brigid O'Shaughnessy) played by Faye Dunaway 
are the Bogart and Mary Astor roles from Tbe 
Maltese Fal�n. 

As an actor, Nicholson has some of the tension 
Bogart could generate on screen, we feel things 
working deep inside the man, so many things not 
shown, just echoes. He commands your attention 
when he is on. We watch him closely in this one, 
but he walks through it. A great deal of personal 
magnetism, but still a walkthrough. The script 
gives him nothing to play till the very end when 

Faye Dunaway, the poor linlc rich sirl in Roman Polanski's 
treatment of a th irties detective lhriller Chinatown. 

t 

Dunaway is shot. He is a defeated man, beaten by 
an ineffable and all-encompassing corruption. 
"It's no use. Nothing you can do. It's 
Chinatown," mutters an associate as he leads 
Gittes away. 

Everything and everyon<; is crooked, we must 
lose. The element of choice has been removed, we 
don't stand a chance, we give in. Sam Spade says: 
" I  won't because all of me wants to, " and he 
preserves his integrity, he makes his choice, he is 
resP.onsible for himsel f and others. Likewise, 
Ph1lip Marlowe when he shoots Terry Lennox at 
the end of Robert Altman's film The Long Good· 
bye. But J.J. Gittes is told: "It's Chinatown", and 
he walks away. No choice, no integrity, no 
responsibility. ll is the ultimate pessimism of our 
age and this is the script's and film's bleary-eyed, 
maudlin message. 

Faye Dunaway is an actress with a capital 'A'. 
She is always 'turning it on'. Nicholson's 
economy and Dunaway's actorish, badly controll
ed shifts in emotion - "Which gear am I playing 
in now?" - sit uneasily side by side. Nicholson 
always just is . . .  Dunaway acts. It just doesn't 
jell. 

When Huston finally appears in the film, you 
know things have r.eally gone wrong; that no one 
- least of all Polanski - really knows what sort 
of film they are makin!l. It is Polanski's ultimate 
self-indulgent concett to cast Huston as 
Dunaway's father, an embarrassing in-joke, and 
damaging to the film. 

Huston is everybody's grandfather - a jaun
diced Walter Brennan with a knowing twinkle in 
the eye - and no one can believe for a moment 
that here is a man denying water to hundreds of 
orange farmers, shaping the destiny of a city with 
City Hall in one pocket and the police department 
in the other, and that he had made love to his 
daughter. Dunaway tells Nicholson that her 
father is a dangerous man One look at Huston 
and we begin to doubt Dunaway's sanity. 

The film is set in 1938. Sure enough, there are 
the suits, the hats, the dresses, the limousines with 
their white-wall tyres, but it is all so unlived in. 
Nicholson is so dapper he looks like a pimp. The 
cars are so clean. The decor so 'right'. The reality 
of everyday objects is made faintly ludicrous by their pristine glamor. The art direction is self
consciously 1938, but it could be 1968. Polanski's 

Clllnatown: J. J. Gitt� (Jack Nicholson) dcrends his proression against an anack by a bank employee. 
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direction does not create a mood, does not evoke 
the period for us (compare it with Bertolucci's 
superbly evocative The Conformist). In ChinatOI''n 
the trappings are there, but not the skill or inclina· 
lion to utilise them as anything more than proper· 
ties. 

Polanski's direction is functional. He is content 
most of the time just to keep the thing moving 
from one incident to the next. There is no feeling 
for pace or rhythm. The film just seems to plod 
on. Where the scri pt seems to falter or flag - too 
many talking heads speaking soggy dialogue -
Polanski seizes the opportunity he can to 'zap' the 
audienc.e back to full alertness with violent sound 
and/or violent visuals. 

It is also a great way of giving the imoression 
that the film is really starting to zing along. 
Polanski himself (playing a small uncredited sup· 
porting role) cuts a spurting slit in Jack 
Nicholson's nose with a flick-knife. This 
guarantees him at least another 1 0  minutes full 
concentration from his audience while they wait in 
vain for something memorable to happen. 

Chinatown is no advance on Polanski's earlier. 
n.ore inventive. and visually richer work. It isn't 
memorable as -a detective thriller or as a serious 
drama. It has elements of both. but it fails to be 
eithe(. The film is a hybrid, a bastard child with 

· no co-ordination. You remember the violence, 
you remember the bits that didn't work 
(Nicholson telling his associates a dirty joke while 
they try to tell him Dunaway is standing behind 
him), and you remember the ruined, phony 
'significant' ending, but very little else. 

When we finallv make it to Chinatown in the 
last five minutes of the film we are a little disap
pointed. It looks like Little Bourke Street or Dix- . 
on Street, only twice as wide and not as well lit. 
After the countless ominous references to it 
throughout the film we feel cheated. 

Anyway, Dunaway is shot by a crooked cop. 
Nicholson walks off into the darkness, Huston 
God bless him - walks off with a fat cheque for 
his next project, and Roman Polanski walks off to 
accolades and applause from quite a few critics. 
Just goes to show how subjective criticism really 
is. There are no truths - just opinions. 

Oh, well, that's Chinatown. 

CHINATOWN. Directed by Roman Polanski. Produced by 
Robert Evans. Associate Producer/Production Manager, 
C.0. Erickson. Production Company, Long Road Produt· 
lions. Screenplay by Robert Towne. Director of Photography, 
John A. Alonso. Edited by Sam O'Stcen. Sound Recordi<t, 
Larry Jost. Music by Jerry Goldsmith. Costumes by Anthea 
Sylbert. Set Designs by Gabe Resh, Robert Resh. Ployers, 
Jack Nicholson (J.J. Gittes). Faye Dunaway (Evelyn 
Mulwray). John Huston (Noah Cross), Perry Lopez 
(Es<:obar), John Hillerman (Yelburton), Darrell Zwerling 
(Hollis Mulwray), Diane Ladd (Ida Sessions), Roy Jensen 
(Mulvihill), Roman Polanski (Man with Knife), Dick Bakalyn 
(Loach), Joe Mantell (Walsh), Nandu Hinds (Sophie). 
T echnicolor. 131 mins. US 1974. 

THE TRUE STORY OF 
ESKIMO NELL 

John Tittensor 
A womper, as any self-respecting male 

chauvinist will tell you, is tlze ace root, the number 
one shit-hot shag, the one you'd cross the world 
for, because when you've fallen for a womper 
other women are nothing and your life becomes a 
holy thing - a pilgrimage at.the end of which lies 
the apocalyptic screw that will make it all 
worthwhile. Especially if you've only got one eye, 
a perpetual week's growth, underwear that is 
rotting on your body and an encroaching case of 
middle-aged virginity. If, that is to say,, you're 
Deadeye Dick, the anti-hero of Richard 
Franklin's western-outback tragi-comedy, The 
True Story of Eskimo Nell. 

The false story of Eskimo Nell, of course, is 
enshrined in the ballad named for its voracious 
heroine, an epic renowned throughout the 
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Eskimo Nell: Dead Eye Dick (Max Gilles) hesitantly approaches a prostitute in one of many adventures during his search 
for Eskimo Nell. 

English-speaking drinking world for the subtlety 
of its suggested modes of sexual foreplay (Nell's 
capacious vagina can be readied only by a 
preliminary gunshot) and for the bent Baron 
Munchausen implications of lines like, "The men 
grew sick as Deadeye's prick uncoiled along the 
bar',. 

Those were the days (whenever they were) when 
men were men many times over, and a woman's 
place was on her back; and when, for such a fear
some and darkly romantic thing is sex, you could 
never be sure that lurking somewhere in the future 
was the womper who, in giving your life a pur
pose, might destroy you altogether. 

But all that is mere legend. The truth, it 
appears, is to be found somewhere in a nineteenth 
century Australia that has odd overtones of the 
Wild West; and it will be revealed to us by 
Deadeye Dick (Max Gillies) himself and Mexico 
Pete (Serge Lazareff) in the course of their travets 
from town to town, from brawl to brawl, from bar 
to bar, from brothel to brothel until, in some 
remote and sleet-ridden mountain township, they 
reach the longed-for goal: Eskimo Nell's Saloon. 
Irtakes them 80 minutes or so to �et that far, and 
what follows is a bit of an anticlimax all round; 
but for a number of reasons, and it's gratifying to 
be able to say it, Eskimo Nell is not the utter waste 
of time that, say, Alvin Purple was. Although, it 
should be said, its virtues reside more in  what it 
promises for the future than in what it delivers 
now. 

In itself the story neither promises nor delivers 
much at all, pointing up once again what is 
probably the most nakedly obvious single 
weakness in local commercial cinema: the un
abashed thinness of the scripting. There is no plot 
as such: the womper waiting at journey's end is no 
more than an excuse for a series of escapades, 
whose only connection is their chronological 

·order. This is a perfectly legitimate technique, hut 
· to succeed it needs, as a substitute for conven· 

tiona! dramatic or comic unity, a spirited and 
tireless bang-bang-bang impact which this script 
never looks like attaining. Too often there is a 
reliance on the time-tested and the obvious; too 
often is an incident extended far beyond the 
sustaining power of its material; too often is 

nashback used to pad a narrative already 
hampered by having its resources spread too 
thinly. What was needed, as script collaborators 
Franklin and Alan Hopgood should have realized, 
was more body or a shorter film. 

As it stands Eskimo Nell's inadequacies in this 
regard have the double effect of creating longish 
periods of tedium out of episodes that would have 
responded well to crisper treatment and of robb
ing the film, as a whole, of the necessary buildup 
to its final extended sequence in the saloon. It's 
rather like watching a man earnestly stepping 
sideways when his goal lies straight ahead because 
he doesn't know how he would cope if  he actually 
reached the goal. (This in  fact is precisely 
Deadeye's reaction when he finally claps his eye 
on Nell; but it's doubtful that the film's structure 
is meant to prefigure his dilemma as narrowly as 
this.) 

For years Australian television has got away 
with inflating five-minute plots into hour-long 
shows, but this is a gambit w1th a limited future in 
the cinema: a I 00-minute film that you get. off 
your backside to see is expected to give a hell of a 
lot more. Quite apart from which there is no 
reason at all why commercial cinema should not 
be good cinema; and good cinema owes an obliga
tion to a craft of which sound scripting is an essen
tial component. 

Integral to the scripting of Eskimo Nell, too, is 
a brand of more or less juvenile humor which, 
while never especially illuminating or open to in· 
novation, has already been done to death in local 
films and drama: anality and debased eroticism 
are no substitute for real wit, least of all when pur-. 
sued to the virtual exclusion of all else. 

It's no ·longer i'nherently funny, if indeed it ever 
was, to watch people taking a piss or threatening, 
i n  the most unambiguous terms, to · cut each 
other's balls off. Being funny, as distinct from be· 
ing vaguely daring i n  a popular idiom, calls for 
something more than this. A film like Eskimo 
Nell can survive all sorts of defects, but bad jokes 
on top of a weak script make the going that much 
harder. --

Its structural problems notwithstanding this is 
still, in many ways, an enjoyable piece of work, 
and one that gives cause for a fa'ir degree of op-



' 

tim ism. On the professional level it is undoubtedly 
the best local feature of its type yet to appear: the 
direction has an assurance, and the cutting a 
smoothness that augur well for their application 
to more substantial and more deserving material. 
While Vince Monton's color camerawork is a 
continuing high point, revealing an ability to get 
the most out of every shot, without ever slipping 
over into the facile or the cliched. Even the music 
(by Brian May) is good, which in itself must be 
some kind of miracle. 

Yet, if the film belongs to anyone, it must be to 
Max Gillies as Deadeye. The role is hardly a dis
tinguished or original one, with a script that gives 
as little assistance as the gracelessly laconic per
formance opposite by Serge Lazareff, so that 
Deadeye in more ways than one is going it alone. 
Gillies' handling of the part is not faultless, but it 
is he, of all the gallery of more or less stereotyped 
characters, that really comes alive: fantasizing, 
reminiscing, sulking, JOyously overplaying, a kind 
of Long John Silver combined with Gabby Hayes, 
he shows a verve and a versatility that go a long 
way towards rescuing Eskimo Nell from the worst 
of the perils to which it exposes itself. 

We need more of Max Gillies, more of Richard 
Franklin and Vince Monton because we need 
more' good films that the public will pay to see, 
films that offer something over and above skin 
and fucks and farting and expanded polystyrene 
plots. A culturally valid commercial cinema, in 
other words. Hopefully they'll be able to do it for 
us. 

-

THE TRUE STORY OF F.SKIMO NELL. Direct«! by 
Richard Franklin. Produced by Richard Franklin, Ron 
Baneth. Production Compan�, Quest Films Pty. Ltd. 
Screenplay by Alan Hopgood, Roch•rd Franklin. Photograph
«! by Vincent Monton. Edi ted by Andrew London. Art Direc
tor, Josephine Ford. Sound by John Phillips. Costumes by 
Aphrodite Kondos. Music by Brian May. Players. Max Gilles 
(Dead Eye Dick), Serge La.ureff (Mexico Pete), Paul Vachon 
(The Alaskan Kid/, Abigail (Esmeralda), Kris McQuade (lill, 
t::l he Mac turc (Et y), Graham• Bond (Boggcr), Max Faircholo 
(Posthole Jack), Anthony Bazcll (Professor 8rayshaw), Ernie 
Bourne (Bannan), Paddy Madden, Victoria Anoux (Eskimo 
Nell). Color. 104 mins. Australia 1974. 

FLESH FOR FRANKENSTEIN 
and YOUNG FRANKENSTEIN 
Sue Adler 

I wouldn't go as far as to say that Morrissey 
has taken Boris Karloff. cast him in a six-inch 
plastic mould and for the sake of discretion 
slapped a fig leaf over his nuts and bolts - the 
same way that purveyors of fine kitschware have 
vetted Michaelangelo's David - but there is a 
parallel. 

The David's more recent multifarious 
appearance in leprechaun form is, however one 
may feel about it, an attempt to graft something 
which reaches a popular modern sensibility onto a 
classic. In the same way, Frankenstein (James 
Whale 1931) represents a high point in the 
cinema, and although Paul Morrissey has taken 
this all-time great and updated it in a similar way, 
in doing so he demonstrates rather more art. The 
result of this transmutation is haul kitsch. A 
modern sensibility, however, is not enough to con
stitute kitsch. The magic ingredient is good old
fashioned bad taste - the more awful the better 
- and Flesh For Frankenstein absolutely abounds 
in awful taste. Yet Flesh, although its humor is 
definitely noir, is a very funny movie - kitsch 
with panache l rather think. 

We find the Baron Frankenstein (Udo Kier) in 
the process of working off that supreme anal fix
ation: "Ze creation of ze perfect race" - or 
perhaps he's just being teutonic . . .  look at Hitler. 
Actually Udo's performance is not without its 
Hitlerish overtones. Throu�h most of the movie 
he shouts as he delivers hts dialogue (or as he 
makes it up- it is, after all, a Warhol movie) and 
he definitely. moves with a pronounced goose step. 

The story follows along these lines: Herr Baron 
is disgusted by the degeneration of the human 
race, and his own private version of Genesis starts 
with the creation of a male and a female -
�rfect, blond, aryan embodiments of "ze serbian 
tdeals" (Serbians of course being directly descend
ed from the classical Greeks) who "vill mate and 
haff babies". 

' 
' -

t :Ji't 

Frankenstein (Udo Kier) examines his 'perfect creation' (Dalia Di Lauaro) in Paul Morrissey's Flesh for Fraak...r.oin. 

FRANKENSTEIN 

Fronkcnstein's monster (Peter Boyle) out making friend• in 
Mel Brooks' latest comedy Young Frankenstein. 

The title reads Flesh For Frankenstein, and it is 
this 'flesh-getting' that constitutes a lot of the ac
tion. The Baron and his assistant Otto trip about 
the countryside, snipping off perfect specimens 
of people's bits. One of the very funny but 
dubious scenes shows them tracking down the 
owner of the perfect nasum-needed to complete 
the male monster-with a large pair of scissors. 
We are then treated, in colorful detail, to the 'big 
snip'. It's this 'colorful detail' (spilling entrails, 
dismemberments) which seems to have put a lot of 
people off the movie; but it's all just too ex
aggerated to be taken seriously. After a while the 
outrageous becomes the norm and a dark sort of 
humor evolves - one finds one's self chuckling as 
the blood spurts. 

When asked early in production what the movie 
would be about, Morrissey said it was going to be 
one for the family. Well, so it is: the Baron is 
married to his sister (Monique Van Vooren) and 
they have two beautiful children who, it would 
appear, have a lot of their father in them. The 
Baroness is a nymphomaniac, which explains 
what Joe Dallesandro is doing in the movie - but 
narrative-wise be actually plays a role as well. 
After being engaged as a member of the Baroness' 
household staff, he starts to suspect something 
fishy when he sees his best friend's (the one with 
the nasum) head on someone else's taller 
shoulders. Apart from playing 'resident stud' and 
just being in the movie for no reason other than 
he's always in Warhol-Morrissey productions, 
Dallcsandro is used as a sort of Everyman figure. 
His reaction to all the gore and guts is what I im
agine ours is supposed to be if we could take it all 
seriously. · 

The end of Flesh For Frankenstein looks 
how the last act of Hamlet would have if 
everyone had used real swords. Otto tries to 
'enter' the female zombie as we had seen the 
Baron do it earlier . . .  "To know life, Otto, one 
must first fuck. death in ze gall bladder". But Otto 
is too clumsy and bungles it- ripping her entrails 
out. Well, that really starts the ball rolling. Blood, 
guts, lungs, everyone's everything everywhere! 
The really interesting thing is that nobody dies in 
a normal 'movie-type' way. They seem to just 
break up or spill open. The male zombie, mortally 
anguished at being trapped in a strange body, ends 
it all by unpicking his stitches and letting it all 
hang out. 

Thinking about it, the corn.parison with Hamlet 
is quite strong. Remember how Hamlet keeps 
talking long after he should be well and truly dead? Well Udo, considering he's run through 
with a barge pole and has what looks suspiciously 
like his heart impaled on the end of it, a full 
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two feet away from his body, keeps talking too, 
and takes a positive age to die. 

The final effect, visually, is rather like a Rubens 
grouping with too many red tones. In fact there is 
a strong sense of composition and grouping 
throughout the whole movie. Unlike the hand
held cinema improvise of • earlier Warhoi
Morrissey, this movie is beautifully made (shot at 
Cinecitta, Rome). Great attention has been paid 
to decor and artifact, the score - yes there is one 
- is quite haunting and beautiful. 

The old Morrissey stamp is still there though 
improvised dialogue, effete characters etc. The 
beautiful look of the movie does have a sort of ex
quisite preciosity about it which, though definitely 
camp, ts not unpleasant. 

While M orrisscy is preoccupied with the more 
unnatural, biLarre aspects of the Frankenstein 
legend, Mel Brooks is interested in it as a 
Hollywood icon. Young Frankenstein was shot in 
black and white and has been treated so it has that 
Hollywood 'sfumato of the thirties' look. Much 
attention has been puid to recreating the at
mosphere of the James Whale original - the 
laboratory scenes for example. 

Brooks, when doing a movie, seems to skirt 
maniacally around the edges of Hollywood, look
ing at its legends and, rather like Frankenstein 
himself, he exhumes apd snatches the images and 
kudos he likes and with them creates his monsters 
- his films. The humor of Young Frankenstein, 
like that of Blazing Saddles, comes from parody 
and filmic 'injokes'. The spontaneous craziness of 
Blazing Saddles has given way, however, to a con
trolled, cohesive, more thought-out sort of humor. 
It is obvious through his meticulous reference to it 
and his faithful recreation of its mood, that Mel 
Brooks has a great deal of affection for the thirties 
masterpiece, but he just can't resist the temptation 
to crucify it. The character of Frankenstein, in 
this case played by Gene Wilder, is Freddy, a 
noted young American neuro-surgeon who, 
professionally and socially embarrassed by his in
famous background, insists on being addressed as 
'Fronkensteen'. It's interesting to note here that 
of the three Frankensteins I've mentioned, Freddy 
is the only one to have got through medical 
school. 

Storywise Young Frankenstein is, in a tongue
in-cheek way, in the tradition of the Son of 
Frankenstein genre. Freddy, as the grandson, 
goes to Transylvania to claim only his inheritance 
to the Frankenstein estate, but is drawn into 
carrying on with his grandfather's work. He 
creates a monster (Peter Boyle) with an abnormal 
brain - traditionally Frankenstein's assistant is 
always sent to snatch a brain for the monster and, 
traditionally, he blows it and brings back an ab
normal one. Instead of stitches and the customary 
monster neck hardware, Brooks' monster is fitted 
with zippers. The movie is full of these exquisite 
touches. When the monster seduces Freddy's 
simpering primpin$ fiancee (Madeleine Kahn), 
her Marcel wave fnzzes up into a streaked 'Bride 
of Frankenstein' spectacular - a Ia Elsa 
Lanchester, and they even smoke cigarettes in the 
dark ·afterwards. Yes, madness will out. 

There is a scene of sublime insanity where Fred
dy, in demonstrating his achievement to the 
Bucharest Academy of Science at a glittering 
soiree in top hat and tails, goes through a song 
and dance number with the monster to 'Puttin' on 
the Ritz'. Marty Feldman as the hunchback 
assistant Igor is supposed to be funny, but apart 
from the running gag on his hump changing from 
one side to the other, the only remarkable thing 
about his performance is that his goitre condition 
has got much worse. 

As in the original, there are an,ry villagers, led 
by a police inspector (inspired, I m sure, by Von 
Stroheim in La Grande Illusion) with a 
mechanical wooden hand which he uses as a 
cigarette lighter, and whose German accent is so 
comically gutteral that when he makes speeches 
the typical German folk crowd, uncomprehending 
and stupefied, roar back in chorus: "What?" 
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The significant 'new' thing that both these 
Frankensteins of the seventies have in common, 
apart from being funny, is sex. Undeniably there 
was a tacit sort of sexuality about Boris Karloff, 
but in the thirties it just wasn't done to be graphic 
about it or even to explore it. Whether or not the 
demystification of the sexual mystique in the 
cinema is always a good thing is another question 
altogether, but the sexual possibilities have always 
been there and Mel Brooks has brought them into 
the open. Although there is a lot of fucking in 
flesh For Frankenst�in, none of it is done by the 
monsters - in fact that's the big joke of the 
movie. Instead of the traditionally mistakenly
used abnormal brain (i.e. criminal brain). the 
Morrissey version of the abnormal brain ts one 
with no sexual drive. That, for him, is the 
deviation. There are, of course. brothel scenes and 
those depicting necrophilia and sadism. They are 
there not for commercial value or for shock or 
titillation value, but simply because decadence is 
to Morrissey as Death Themes is to Bergman, 
Catholicism is to Pasolini and Great Composers 
are to Ken Russell. But Brooks brings out the sex
uality of his monster in a way that is fascinating 
and titillating. And once it's revealed, you almost 
feel naughty for thinking about it. 

Doctor Freddy and his assistants are sitting 
round discussing how the monster's components 
must be much larger than normal for the experi
ment to be a success, and Inga, his pretty young 
assistant, exclaims that ("oh my gosh") he would 
have an enormous schwanstucker. That really 
fires something in the imagination, and from the 
moment the monster is animated he really does 
have a strong sexual presence. The scene where he 
seduces Madeleine Kahn, although not sexy in the 
usual way, really is electric. This, I think, is due to 
the fact that the Frankenstein's monster (Brooks' 
monster, unlike the beautiful-but-vapid creatures 
in Flesh For Frankenstein, has the traditional look 
based on the Boris Karloff prototype), has almost 
come to be regarded as a sacred institution, in
violable and solidly there. And to have it revealed 
to one that he's got a big dong is rather like being 
a convent schoolgirl discovering that Mother 
Superior eatS babies and drinks her bath water -
but the idea excites you. 

FLESH FOR FRANJ<ENSTEIN. Directed by Paul 
Morrissey. Produced by Andrew Braunsbers. A CC
Champion and Carlo Ponti-Jean Pierre Rassam production. 
Screenplay by Morrissey. Photograph ed by Luigi Kueveillier. 
Edited by Ted Johnson. Music by Carlo Gizzi. Players: Joe 
Daltesandro {Nicholas), Udo Kier (Frankenstein), Monique 
Van Vooren ( Katrin), Arno Juerging (Otto), Srdjan Zelenovic 
(Man Monster), Dalia Di Lazzaro (Girl Monster). Eastman· 
color. 3D. 95 mins. France !974. 

YOUNG FRANKENSTEIN. Directed by Mel Brooks. Produced by Michael Gruskoff. A Twentieth Centu r y-F o x 
production. Screenplay by Gene Wilder, Mel Brooks. Based 
on characters created by Mary Woltstonecrafl Shelley. Photograph ed by Gerald Hirsebfeld . Edited by John Howard. 
Sound by Richard Portman, Gene Cantamessa. Production 
Design, Dale Hennesy. Set Decoration, Bob De Vestel. Music 
by John Morris. Players: Gene Wilder (Or Frankenstein), 
Peter Boyle (Monster), Marty Feldman (Igor), M•dcline 
Kahn (Ehzabeth), C!oris Leachman (Frau Blucher), Tori Garr 
(lnga), Kenneth Mars (Inspector 'Kemp), Richard Hadyn 
(_Herr Falkste�n), Liam Dunn (Mr Hilltop), Gene Hackman 
(lllind Man). Black and white. 108 mins. US 1974. 

THE MEAN MACHINE 
Antony Ginnane 

' 

The Mean Machine (original American title: 
The Longest Yard) is Robert Aldrich's first major 
studio-backed production since 1968. After the 
phenomenal success of Tbe Dirty Dozen, Aldrich 
bad become the first American director since 
Griffith to own a studio. Associates and Aldrich 
- partly funded at first by the ABC TV network's 
production feature arm, ABC Films -turned out 
five intensely personal movies: The Killing of 
Sister George, Too Late The Hero, Tbe Grissom 
Gang, Ulzana's Raid and Emperor of the North 
(the latter two for Universal and Fox release 

respectively). Regrettably - and to some degree 
incomprehensibly - all were box-office disasters. 
Aldrich sold his studio and temporarily retireq 
from the field, badly in need of a project to 
resurrect bis fa Hen star. 

The irony of the seventies for major American 
directors of the fifties and early sixties is that 
while many younger filmmakers have been given 
their heads for the first time in the wake of in
dependent production and the partial demise of 
the studio system, the established. group have 
been, in a large number of instances, unable to 
make use of their new found freedoms. Directors 
like Minnelli, Ray, Vidor, Boetticher and Fuller 
have been in the main unproductive since the mid
sixties. True, some like Don Siegel managed the 
transition with aplomb using the new openness of 
the studios to his advantage. Robert Aldrich, too, 
appeared to have bridged the gap and with The 
Legend of Lylah Clare (1968) and Ulzana's Raid 
( 1973) presented arguably two of the greatest 
movies of the sixties and seventies. 

But the box-office is a stern ·mistress and 
Aldrich must have been more than pleased when 
he managed to team with Albert S. Ruddy 
(producer of The Godfather) for The Mean 
Machine. Initial results in the US and elsewhere 
indicate The Mean Machine may well reestablish 
Aldrich's 'bankableness' with investors, but as a 
movie it is disappointing. 

The problems are not evident at the straight
forward level of surface narrative. Burt Reynolds 
plays a former American pro-footballer thrown 
tnto prison on a short-term sentence for a series of 
acts of typical Aldrich hooliganism. The prison is 
a complete social universe with a neatly defined 
power structure. The football-crazy warden (Ed
die Albert) encourages his Guard's football team 
to seek ever more acceptable results; and in new 
inmate Reynolds he sees the key to his team's 
success in the upcoming competition series. 
Under threat of a longer prison sentence for a 
triflin� misdemeanor (he's provoked into 
assaultmg a guard) he is persuaded to coach the 
Warden's team and then to field a team of con
victs for a pre-season warm up match against the 
Guards. 

The preparations for the match and the match 
itself make up the second half of the movie. 
Here Aldrich is offerinj! us upon reflection his 
archtypal situation, albett somewhat modified. If 
The Dirty Dozen and Too Late The Hero stood 
for the proposition that the only type of person 
who can effectively operate and succeed in war is 
the criminal, then The Mean Machine, using the 
football match as a metaphor for western 
capitalism, says that only criminals using 'dirty' 
techniques (Reynolds has his players check out 
the guard's X-rays and medical reports for details 
of easy to break bones, weaknesses etc; and uses 
sex and bribery to obtain information) can exist 
successfully therein. 

This is Aldrich's post-Watergate cynicism. Of 
course, this core meaning (as in most Aldrich 
tilms) is hidden beneath a superficial surface plea 
for the rights of the individual. Reynolds may 
decide not to throw the match at the last, depriv
ing the Warden of his cherished win, but his abili
ty to be in the position to make that choice is 
totally the result of his dirty tricks preparation. 
The Guards and t·he Warden's prison system are 
the rules machine. Without Reynold's band of dis
sidents their system would grind to a halt. Yet, 
these very dissidents use the Warden's own techni
ques - only more successfully. 

The movie's first main problem is the casting of 
Burt Reynolds. This is the second Aldrich movie 
of late to be partially wrecked by inappropriate 
casting. (Cliff Robertson, forced on Aldrich by 
ABC for Too Late The Hero, was the other ex
ample). Admittedly Aldrich manages to pull a 
better performance out of this beefcake sta� than I 
would have thought {>OSSible, but Reynold's pinup 
cover bol status pomts the fmger- at The Meao 
Machine s underlying fault. . 

Critics have rivetted on Aldrich's skill at in-



The Mean Machine: Burt Reynolds receives first aid during a break in the final moments of the football match - a 
bloody clash between prisoners and guards. 

Paul Crewe (Bun Reynolds) wrestles in the mud willl a fellow prisoner in a scene from Roben Aldrich's The Mean 
Machine. 

jecting personal violence and nastiness onto the 
screen. It was that viciousness and gut hurt that 
burned off the screen in Attack, Kiss Me Deadly 
and simmered beneath the surface in The Big 
Knife. This violence of style has reiterated 
Aldrich's cynicism; given substance to his com
ment, his critique of the 'win at all costs' syn
drome of American populist philosophy that 
permeates patriotism, crime, war, se� and death. 
Here Aldnch has copped out on nastiness. His 
usual no holds barred treatment has been sub
merged in an attempt to prop up the mo�ie's 
superficial capital 'S' significance: the rights of 
the individual and the dignity of the human spirit 
- real Richard Brooks or Stanley Kramer 
material that. Capital letters choke The Mean 
Machine. 

By downplaying the violence of the situation, 
hinted at,. promised, but never shown, Aldrich's 
prisoners and guards both become basically nice 
guys and the audience couldn't care less about the 
struggle, save at a basic 'Will Reynolds win?' 
level. Thus the amazing response in all quarters 
labelling the movie as a comedy. There has alway s 
been a caustic hip existential . flavor about the 
dialogue and behavior of Aldrich's characters, but 
never before have his acts of aggression had 
audiences chuckling with hilarity, as do most of 
the maimings during the climactic match. 

Sarris notes Aldrich's violence even in genres 
that subsist on violence. Not so here. Thus it is 
harder than usual to follow the distaste with which 
local Aldrich detractors have put the movie down. 
Aldrich's concern has always been hypercritical of 

IMMORAL TALES 

, violence and bloodshed. Long before Peckinpah 
began rubbing our noses in gore, Aldrich has been 
hitting audiences with heavy doses of violence as a 
deterrent par excellence. . 

Attack was the foundation for Aldrich's anti
war feel. An early sequence has Jack Palance, 
who has failed in a bazooka attack on a tank, 
sprawled on the ground screaming while the tread 
runs over his arm. He then drags himself along the 
ground racked with pain, trying to fulfil his 
promise to his dead psychottc Captain Eddie 
Albert who sent Palance and his meo to the front 
with unfulfilled promises of support. The climac
tic sequence has few of the platOon left alive 
pumping bullets into Albert's body which now lies 
over Palance's corpse. The uselessness and insani
ty of war has only rarely been more excruciatingly 
visualized than in these scenes. 

The classic sequence in Kiss Me Deadly, where 
Mike Rammef wakes after a vicious working over 
to hear the screams of his girlfriend being tortured 
and her naked legs flaying in the background, 
presents an edge of futility peculiarly original in 
the normally laconic Hammett-Chandler milieu. 
The mania of waf to total insanity comes over to 
ihe conOict between Cliff Robertson and Michael 
Caine in Too Late the New and permeates 
Aldrich's most famous anti-war movie to date: 
The Dirty Dozen. This movie, loaded with 
animalistic behavior and gratuitous vicarious 
violence, pummels home the nastiness of killing 
most effectively. Aldrich's purgative use of 
violence spans his career. 

Perhaps now reestablished on the commercial 
scene, he will be able to retum to the bleak, 
scarred lifestyle that his characters have until now 
endufed. 

THE MEAN MACHINE. Directed by Roben Aldrich. 
Produced by Albert S. Ruddy. Production Company, 
Paramount Pictures. Screenplay by Tracey Keenan Wynn. 
From a story by Ruddy. Photographed by Joseph Btroc. 
Edited by Michael Luciano. Sound by John Wilkinson. 
Production Design. James S. Vance. Music by Frank DeVol . 
.Players: Burt Reynolds (Paul Crewe), Eddie Albert (Warden 
Hazen), Ed Lauter (Capt Knauer), Michael Conrad (Scar· 
boro). Jim Hampton (Caretaker), H arry Caesar (Granville), 
John Steadman (Pop), Charles Tyner (U nger), Mike Henry. 
Joe Kapp (Guards). Pepper Martin (Shop Steward), Ernie 
Wheelwright (Spooner). Tony Cacciotti (Rotka). Richard Kiel 
(Samson), Pcrvis Atkins (Mawabc), Dino Washington 
(Mason), Anirra Ford (Melissa). Technicolor. 121 mins. US 
1974. • 

CONTE$ IMMORAUX 
(IMMORAL TALES) 

Meaghan Morris 

The most controversial point about Conies Im
moraux appears lo be whether Charlotte Alex
andra, in th e second of the tales, masturbates with 
zucchinis or cucumbers. After serious consulta
tion with a friend wbo knows both films and 
vegetables, I vote for the cucumber. 

These fine distinctions assume an unusual im
portance when you see a film which, in a most dis
concerting manner, combines an extraordinary 
visual beauty with a thematic content of sheer 
corn, it is jarring to even think of corny movies in 
connection with the work of such a determinedly 
regal director as  Walerian Borowczyk. 
Nevertheless, I'm afraid this time artistic perfec
tion has fallen flat on its flawless face. 

The film is a set of four stories, each the kind of 
. tale that is the stuff of rumor, myth and folklore. 
They are linked only in that the film as a whole 
leads us through the conventional gamut of oral 
sex, masturbation, lesbianism/sadism (a persis
tent equation, that one) and then group sex com
bined with incest. There was originally a fifth tale 
along the lines of Beauty and the Beast, but that 
was suppressed by Borowczyk himself. 

The first tale, "La Maree" (The Tide) is 
adapted from a story by the French novelist, 
Andre Pieyre de Mandiafgues, and is the onlv 
deviation from Borowczyk's normal preoccupi-
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tion with the past. A youn$ man tal<es hiS 
younger - and therefore submissive - cousin to 
a deserted beach. He tells her that he is going to 
honor her with some 'instruction', which turns out 
to be that she must suck him off while the tide 
rises. He has elaborately engineered the situation 
so that they are caught by the tide, but are on 
some rocks where they will only be splashed when 
the tide reaches its peak. While she sucks him off 
- lengthily - he gives her a lecture on the 
motions of the tide. He exerts self-control to 
release his life-giving liquid at the very moment of 
high tide. He has a watch placed on the rocks to 
be sure. This is what they do for the rest of the 
segment, and at the vital moment the young man's 
shouts of ecstasy mer�e, appropriately and predic·
tably, with the crashing of the waves. 

"Therese Philosophe" (Philosopher Theresa) 
takes an I 890 newspaper report of a request for 
the canonisation of a local girl who was raped by a 
tramp, and imagines how she spent the time 
before the dreadful event.· She has been in church, 
is turned on by the seductive voice of God who 
wants to "enter ber", and fingers the organ pipes. 
She is late home, and is locked in a room with 
only a couple of cucumbers for sustenance. Left 
alone, she produces a pornographic book and 
proceeds to masturbate heartily with a cucumber. 
She splits it open in her passion, but quickly sets 
to with another. At the moment of climax, she 
abandons the cucumber for fervent gazing and 
clutching of a portrait of a man (no undiluted 
solitary pleasures for Borowczy k). Refreshed, she 
wipes the stains of cucumber from the eiderdown 
and wanders outside, only to be seized by ugly 
reality in the form of the tramp. 

Tale Three is "Erzebet Bathory", and the 
Hungarian countess of that name is visiting the 
villages of her subjects in 1610. She rides around 
on her horse rounding up young girls to take away 
with her. When the girls are assembled the 
countess - played by Paloma Picasso - pulls 
aside their .dresses one by one to examine their 
pubes. She promises the distressed villagers that 
the girls will be looked after, and once a month 
they will be permitted to toucb the pearls on her 
gown. 

Back at the castle, there is much bathing, giggl
ing and preparation of bodies, supervised by the 
countess's page who is probably supposed to look 
androgynous but doesn't. The countess enters, 
naked beneath a gown on which are sewn the 
promised pearls. The village girls are overcome 
for a moment; then the countess lies down and the 
girls not only stroke the pearls but also her, un
derneath. They start to tear the �own apart, shove 
the pn;cious pearls in their vag10as and mouths, 
then turn viciously on each other trying to get 
more. As it begins to get hectic, th·e countess 
leaves and the page draws her sword. Flash to the 
countess in a foam in)! bath of blood. The page Jets 
down her hair and reveals her femininity and the 
two women retir.e to bed. Then comes the 
heterosexual salvation; the page-girl calls in the 
police, the countess i� arrested, and the girl falls 
into the arms of a soldier who seems to have been 
in the cupboard all along. 

The last tale is "Lucrezia Borgia", and con
forms to the usual version of the ways of this in· 
teresting woman. Husband Sforza is summarily 
despatched early in the piece, by being snatched 
from behind a bust of Lucrezia 's mother. Scenes 
of Lucrezia enjoying herself with both her father, 
Pope Alexander VI, and her brother, Cardinal 
Cesare Borgia, alternate with scenes of the monk, 
Savonarola, making speeches of denunciation, 
attempting to stir the . populace against the 
decadence of the high clergy. He, too, is carted 
off; then there is a christening of Lucrezia's 
dubious baby. 

It is all too easy to be flippant at the expense of 
this film; but one of the serious problems with 
Conies Immoraux is that in itself it IS not amusing 
at all, though the tales have obvious comic poten
tial. There are one or two exceptional moments, 
particularly a very funny scene in the beginning of 
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Conies Immoraux: The Pope (Jocopc Bcrinizi) and his daughter, Lucrezia Borgia (Florence Bellamy). 

"Lucrezia Borgia" when Sforza, suspicious of tbe 
family's famous habits with poison, refuses some 
biscuits which the Borgias proceed to eat under 
bis hungry nose. But on the whole, the film 
collapses under a weight of solemnity which the 
tales can't carry; and in spite of the visual perfec
tion and the glorious music, the pomp and 
ceremony of Borowczyk's filming, so successful in 
Blanche, works to just ahout destroy the film. 

A clear case of this is Borowczyk's conception 
of the visual images of sexuality used throughout 
the film. He has drastically overdone the ob
viousness of his imagery, beginning with the first 
tired equation of sexuality and the sea. However 
beautifully photographed, waves breaking during 
an erotic scene are still waves breaking once again 
in another erotic scene. 

After the first tale, the film is virtually a stately 
procession of conventional phallic objects and 
sexual symbols - organ pipes, crosses, 
cucumbers et al; the page-girl wields both pen and 
sword, the countess a riding-crop. From horses to 
stallions, specifically in "Lucrezia Borgia" where 
the familv laughs over drawings of stallion erec· 
tions. Therese wears a white dress, but fondles a 
scarlet religious sash - she also wears a necklet 
with a red jewel, as a close-up makes sure we 
notice. The wicked countess is wearing black 
when we first see her, but sports a scarlet boot. 
The girls in the countess's bath-house scribble 
obscenities on the wall; and she, with all the 
serious grace i)Tlaginable, scrubs them off in 
stereotyped lesbian distaste. 

It is mainly this imagery which creates the cor
ny dimension of the film. Contemporary French 
artists of all kinds are fond of makmg collections 
of cliches deliberately, but if irony is intended in 
Contes Immoraux, it bas not been· permitted to 
peep through properly. Too many close-ups are 
devoted to these 'sexual' objects - most of them 
quite desexualised now through long usage. The 
camera dwells too long and lovingly upon them, 
and they are always carefully placed in a total 
design laboriously created to complement them. 

Contes lmmor�J.UX is also a very cold film, and 
its titling raises some peculiar questions. In an 
early interview in Cahiers du Cinema (No. 209, 

February 1969), Borowczyk talked about his at
titudes to the medium in relation to his first long, 
non-animated film Goto l'lle d'amour; and neither. 
Blanche nor Contes lmmoraux show much 
evidence of a change in his ideas. He sees no fun
damental difference between his animated films 
and films with actors; people, dolls or paper are 
all material to be worked on and controlled to 
achieve total precision and coherence in the finish
ed product. He achieves that all ri�ht, but his forte 
becomes almost exclusively catenng for the pure 
aesthete's delight in composition in the most 
abstract sense. But why, then, "immoral tales"? 
How can a set of beautiful objects, exquisitely 
arranged, and beautiful people, harmoniously 
placed or faultlessly moving on screen, have any 
ethical content of any kind whatsoever? 

Borowczyk's technique worked brilliantly in 
Blanche, since the motivation of that film seemed 
to be partly to create an exercise in composition 
geared to an aesthetic polemic. Blanche sets out as 
though to defy all the books ever written this cen
tury on the death of western tragedy, and com
poses what might be a classical five-acter (with 
just a tinge of gothic), complete with fatal flaw to 
tip off a perfectly traditional tragic denouement. 
Borowczyk succeeds because. Blanche is a con
sistently and superbly irrelevant film. It doesn't 
really bite at anyone's immediate social or 
political concerns, and it certainly isn't the kind of 
film that performs itself an obvious social func
tion or fulfils a need. It exists in a grand disloca
tion from everything else but the inevitabilities of 
its own form. 

Unfortunately you can't really bring a sense of 
tradition and the eternal to explicitly sexual 
matters and get away with it at the moment. In his 
interview, Borowc7.yk expressed a dislike of art 
focussed around contemporary issues; tbat Is the 
province of the journalist (like Godard), not the 
artist, because only in interpreting the past c.1n the 
artist avoid mista�es. This time Borowczyk has 
taken on a current issue in his cinema, and using 
mainly period settings and music and 'timeless' 
tales cannot disguise the fact that it is a current 
issue; but the attempt at disguise weakens the 
film. • 



IMMORAL TALES 

... Young virgins swarm around the countess Er1..�ebet in a scene from Walerian Rorowcz.yk•s Conu�s lmmoraux . 

It could be argued that the titling of the film is 
ironic; that its effect of the-irrelevance-of-ethics
to:statues empties the word 'immoral' of all 
meaning. But there is a seriousness about it that 
defies that hopeful suggestion. Part of what I have 
called the coldness of the film is created specifical
ly by the camera which is immobile for a con
siderable amount of the time, while people walk 
around it or perform assigned tasks in front of 
it. There are very few tracking shots: otherwise, 
the camera zooms in to examine at length a 
selected object or area of flesh, or there are close
ups connotmg 'examination' in the film itself, par
ticularly of portraits which are placed staring 
down everywhere, and of eyes (especially Paloma 
Picasso's beautiful brown ones). The overall im
pression this creates is that there is a specific 
phenomenon called 'immoral behavior', of fixed 
definition, and this behavior is being clinically 
surveyed and recorded. This is emphasized by the 
immense seriousness with which all the characters 
in the film take themselves and their activities; 
also by the gradual build-up during the film, of the 
relation between religion and sexuality. A confu
sion of the two in "Therese Philosophe" becomes 
a flagrant contradiction, which is more or less 
condemned in "Lucrezia Borgia". 

Contes lmmoraux could have a purely formal 
meaning; the stories all have the form of the con
ventional ribald tale. (Borowczyk enjoys both 

folktales and the work of Pasolini.) But here again 
we come up against the problem of the lack of 
humor. Clearly the film is interested in the ritual 
side of the traditional immorality - from the 
careful timing undertaken by the young man in 
"La Maree", to Lucrezia Borgia's considered 
positioning of her body across a couch shaped like 
a crucifix. But any decent sexual ritual worth the 
name has two sides - a traditional scheme of joy 
and sorrow, humor and solemnity, sin and 
redemption. What's a sense of wickedness worth 
without a sense of how much fun it is? This film is 
just too earnest and over-awed by its own beauty; 
in filming a set of folk stories as though they were 
high tragedy, Borowczyk converts his own 
mastery of ritualistic style in Blanche into just a 
highly mannered technique. 

It's curious that BorowClyk does this, because 
in the short that goes with the film, "Une Collec
tion Particuliere". he makes fun out of the official 
sense of wickedness involved in censorship. The 
short is especially funny wben pornographic pic

tures flash onto the screen, only to be 'censored' 
by the equally swift intrusion o f an official finger
tip to obscure the vital parts. 

I wondered after seeing the film whether Conies 
lmmoraux is taking a sly dig at the films of 
Rohmer. Except for the seriousness, which is as 
all-pervasive as that of Contes Moraux but 
without the same basis for it, Borowczyk 's film is 

the opposite of those of Rohmer in almost every 
respect. There is none of the ang uished mulling 
over of morals, none of the difficulty at con
ceiving, let alone performing, an 'immoral' act 
that marks Ma Nuil Chez Maud or L'amour 
l'upres-midi: and instead of taking six long films 
to examine aspects of human sexual behavior, 
Borowczyk does four in a film. It's an interesting 
idea, if onl y Contes lmmoraux itself had succeed
ed internally. Besides, Borowczyk certainly seems 
to share Rohmer's sense of the temptations of im· 
morality, being firmly located in female flesh; and 
while there is no psychic block about immorality 
in any of the characters, they cenainly have to go 
to enormous trouble in their physical preparations 
to get themselves worked up. 

In spite of everything, there is a repressed aura 
about this film that begins in the first tale, when 
the young man walks ahead of the girl so that he 
can forget her and will be correspondingly more 
excited when he sees her again. He also com
mands her to come to him over the rocks on all 
fours. 

Conies Immoraux has been mainly praised as a 
film about sex which is not pornographic. This is 
probably true, but unfortunately it is not really 
erotic either. There is none of the skin-flick 
technique of endlessly photographing mouths and 
genitals dissociated from bodies, or of giving you 
a quick look, leaving you to imagine the rest ac-

Cinema Papers, March-April - 51 

• 



I I  HARROWHOUSE 

cording to fancy. It's all very tasteful, etc; but 
after an hour or so of lovely angles, you start to 
feel just as jaded as if you had watched a dozen 
identical skan-Oicks in the same time - because 
the whole thing is so unmitigatedly joyless. 

I wonder whether it's possible any more to 
make a positive film about sexual behavior, which 
doesn't humiliate women and doesn't reduce 
human sexuality to one or two key organs, but 
which is more than a classical exercise in form, 
line and color. If there is such a film Contes lm
moraux isn't it; it's beautiful, but just awfully, aw
fully dull. 

CONTES IMMORAUX (IMMORAL TALES). Directed by 
Waleri•n Borowctyk. Produced by Anatole Dauman. Produc
tion Company. Argos Films. Screenplay by Walerian Borowc
zyk. With the first of four sketches based on a story by Andre · 
Pierre De Mandiargues. Photographed by Bernard Daillcn· 
coon. Guy Durban, Michel Zolat. Noel Very. Edi ting and art 
dircc;tion by Walerian Borowczyk. Costumes by ,Pict Bolsch<r. 
Mustc by Mounce Le Roux. Players: La Maret (The Tide): 
Lise Danvers (Julie), Fabrice Luchini (Andre): Thirbt 
Pltil0$0pht: Charlotte Alexandra (Therese): Erutbtt Batllory: 
Paloma Picuso (Ensebtt), Pascale Chriitophe (Istvan): 
Lucrezia Borgia: Florence Bellamy (lucretia), Jacopc Berini:,i 
(Alexander VI), Lorenzo Beriniri (Caesar). Eastmancolor. lOS 
mins. France 1974. 

1 1  HARROWHOUSE 

Mike Harris 

The vagaries of Australian film distribution 
resulted in Aram Avakian having two films con
currently in release - I I  Harrowhouse and Cops 
and Robbers. Tempting though it might be to 
make a comparison between the two films, he did 
after all make them sc;parately for two different 
masters, and honestly, any one film should be able 
to stand on its own: it's really only the critics who 
inflate a series of jobs into that ghastly collective 
pretention, "oeuvres". 

11 Harrowhousc gives the impression of being a 
rather pleasant conceit (in the Jacobean sense), 
and it en$enders in its initial sounds and images, a 
receptivtty that is seductive. Gently wry 
narrations are rare enough, when at the same time 
they are witty and pertinent (as they are definitely 
not in Frankenheimer's 99 and 44/100 Per Cent 
Dead), then it seems worthwhile, and perhaps ul
timately rewarding, to pay attention. 

The li t st clue that all 1s not going to be well with 
the film comes in an early sequence. Avakian and 
Charles Grodin (who stars and did the adaptation 
of the Gerald Browne novel) have set up the fact 
that Chesser (Grodin) is persona-barely-grata at 
the denominative London address, headquarters 
of the Consolidated Selling System, which 
appears on the face of things to have a virtual 
global monopoly in the sale of diamonds. 

There is an economical, but fairly amusing, se
quence which sets up the pecking order very 
neatly. Chesser lights a cigarette which is evident
ly non de rigeur. The security guard (Jack Wat· 
son) engages him in a war of wills that Chesser, an 
American diamond dealer and part-time 
schlemiel apparently, of course loses to the 
other's impassive insistence. Either through a 
stroke of totally brilliant subtlety (which I doubt), 
or through incredible fortuitousness (which I 
suspect), Anthony Mendleson, the credited 
costume advisor, has Grodin nattily attired in a 
decent lv.Y League, Brooks Brothers' gear, but 
with a Bngade of Guards tie which he is patently 
not entitled to wear. What more awful way could 
there be to get the backs of the Brits up? 

John Gielgud plays Meecbam, the ruthless 
head of the Harrowhouse syndicate. Meecham 
and his advisors maintain total control of the dia
mond traffic and make sure that the supply is suf
ficiently' in arrears of the demand to keep up prices. So Grodin is one-upped by some deft 
Lifesmanship, and retires hurt. A multi-multi· 
millionaire, Clyde Massey (Trevor Howard) con
tacts him and the intrigue we've been e�pectmg all 
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James Mason (Watu) e•ccutes an ingenious robbery in Aram Avakian's II Ham��. 

along begins. By this time Grodin has met up with 
his mistress, Maren (Candice Bergen). Maren, a 
rich widow, drives extremely badly. That she is at 
the wheel of a Ferrari doesn't mitigate how 
recklessly she handles the car, but evidently the 
filmmakers thought that hair-raising thrills and 
near-spills were needed at this point to enliven the 
exposition. It is clearly stunt driving, and at no 
frame was I convinced that Ms Bergen (for whom 
I harbor delirious fantasies in spite of having met 
her and found she lives up to her forename) ac
tually was at the wheel o f the car. 

By this stage the flaws are becoming more fre
quent and insistent and can no longer be ignored. 
All one's hopes that the film will remain a bit of 
attractive whimsy are being systematically 
attrited - although 'sy�tematically' might 
perhaps be too generous a word for what goes on. 

And the real story hasn't yet begun. Trevor 
Howard of the fiery visage, looking and acting 
more than somewhat liverish, hires Grodin to 
purchase a diamond worth a million. Grodin and 
Bergen go to Amsterdam to carry out his bidding. 
Complications ensue and the end result of a lot of  
talk is that Trevor Howard blackmails Grodin 
and Bergen into setting up The Incredible Dia
mond Theft Caper - which is what the picture's 
all about anyway. 

It is at this stage that we are made better ac
quainted with James Mason. 

lie plays a terminal cancer patient named 
Watts, who is being treated badly by his 
employers who own "II  Harrowhouse" and the 
fortune in diamonds under its floor. Watt.s is a 
trusted employe. His emP.Ioyers are stingy about 
pensions, so his family wtll be going a bit short if 
he doesn't join in the scheme. Grodin offers him $250,000 and he agrees to help. He accepts the 
offer and the gem snatch is on. 

The film then takes another directional veer. 
Bergen and Grodin are transformed into deft and 
crafty professional thieves, apparently with years 
of commando training and a knowledge of 
electronic security systems, architectural wiring and the habits and gastronomic preferences ol' 
8/ate/la Germanica, the European domestic 
cockroach. 

If you still have disbelief to suspend, prepare to 
suspend it now: Grodin sends a cock roach down 
the electric conduit to where Mason is waiting 
with a piece of chocolate cake. 

Having determined which conduit leads from 
the roof to the vault, the men are free to substitute 
for the electrical wiring, a large diameter rubber 
hose which is introduced down the pipe into the 
vault at one end. The other is connected to an in
dustrial vacuum cleaner in a van parked in the 
street. This method of stealing is as ingenuous as 
it is ingenious: my own slight knowledge of 
electrical wiring leads me to believe that wires 
lead from the mains via a fusebox to a wallplug, 
not from some convenient junction box located on 
a roof. But, I guess, that's their story and they are 
stuck with it. 

Candice Bergen, snappily attired in workman's 
overalls by Halston, is in the truck. She turns on 
the motor. Mason then moves around the vault 
with the nozzle end sucking up $20 million in 
diamonds. The daring duo get away but when they 
rendezvous with Trevor Howard, they discover 
that he's going to double-cross them. There is the 
obligatory destruction derby (though here it 
resembles more a steeplechase) and, with the 
villains bested, your happy ending. 

What the film overlooks soon after the start is 
the intelligence of its audience. What makes this 
more offensive is that for the first few minutes the 

• audience is led to expect adult treatment. 
Originally the film was longer than the 95-

minute version shown here. What went with the 
deleted 13 minutes one can't even guess, but I 
doub� it contained anything to make me modify 
my VICWS. 

It is a very average film both technically and in 
its dramatic performances. Gielgud disgu1ses any 
distaste for h1s role by acting it out as his distaste 
for the Grodin character. Mason is called upon to 
be a dying man, and his performance reflects it. 
Howard strides about the place and shouts, but he 
never gives one the impression that he is paying 
attention to what he is saying. It is almost as 
though he is acting irritable because he feels 

·irritable, not the character. Ms Bergen appears to 
have decided to relax and try to enjoy it, but her 
mind seems at times to be wandering to other, 
more pleasant, experiences. 

There arc many things that can erode a Jilm
maker's original tntentions, and if Avakian had 
the kind of stars to deal with who were reputed to 
b e  wilful, unprofessional, demanding or 
troublesome in some way, I could readily unders
tand how 11 Harrowbouse got out of hand. And 

• 

• 

• 
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Emmanuelle (Silvia Kristel) on an air-trip to Bangkok in a scene from Emmuuelle, directed by Just Jaeckin. 

Emmaouelle: Emmanuelle and Bee (Marika Green). 

since Jeffrey Blo?m d.id the screenplay from 
Grodin's adaptatiOn, tt seems unlikely that 
Avakian bad script problems to harass him. 
Who thi:n - other than the director - must take 
the blame? 

_ It's my guess that the fi�m �en� 'funny' becau�e 
of Grodin. It's only Avaktan s thud film and h� s 
star-struck. Who else has he had to work wtth 

before? Shepperd Strudwick? 
So gradually, Grodin the innovative actor, 

Grodin the former director, Grodin the author 
and Grodin the pain-in-the-ass combine to usurp 
the helm and the film loses any direct course it 
might have been on. Add to this the irresistible 
impression that by the time everybody got 
together to make the picture they were fed up with 

EM MANUELE 

it - and you might as well have named the 
production company Titanic Limited. 

Still, I hope the el(ercise is a salutary one for 
Aram Avakian. I hope it has taught him not to 
listen to advice from his writer. 

Art Murphy's review in Variety has this amus
ing note: "It is fortunate that Grodin has some 
non-performing credits built up in showbiz, for it 
would be cruel to think that an acting career lay 
ahead based on this infantilism." · 

II HARROWHOUSE. Directed by Aram Avakian. Produced 
by Elliot Kastner. Associate Producer, Denis Holt. Production 
Company , Harrowhouse Productions. Screenplay by Jeffrey 
Bloom. Based on the novel by Gerald A. Browne. Adapted by 
Charles Grodin. Photographed by Arthur lbbetson. Edited by 
Anne V. Coates. Set Decllration by Jack Stephens. Sound by 
Danny Daniel. Special Effects by Roy Whybrow. Music by 
M1chael J. Lewis. Players. Charles Grodin (Chesser), Candice 
Bergen (Maren), John Gielgud (Meecham), Trevor Howard 
(Clyde Massey), James Mason (Watts), Peter Vaughan 
(Coglin), Helen Cherry (Lady Bolding) , Jack Watson (Miller), 
Jack Watling (Fitzmaurice), Cyril Shaps (Mr Wildenstein), 
Leon Green (Toland). Joe Powell (Hickey). Color. 95 mins. 
Original running time 108 mins. Great Britain 1974. 

EMMANUELLE 

David J. Stratton 
Emmanuelle isn't so much a film as a very 

trendy and rather el(pensive-looking set of images 
that look as if they've strayed from Viva, directed 
by a former fashion photographer (with the un
likely name of Just Jaeckin) and starring a limpid, 
baby-faced heroine called Sylvia Kristel who is 
apparently a former Miss TV of Europe. 

Once upon a time, France had a reputation for 
making sexy movies. Along came Roger Vadim in 
the mid-50's and introduced the world to Brigitte 
Bardot, and the impression was intensified. Then 
somehow France lost its reputation first to 
Sweden and Denmark, then to Italy and finally 
even to Britain and the US. French censors 
would never allow Deep Throat or High Rise. 

Emmanuelle has been a bol(·Office success of 
monstrous proportions in France, probably 
because it is sufficiently 'artistic' to fool a lot of 
people into thinking it's something it isn't. Just as 
Tim Burstall with Alvin Purple managed to per
suade vast numbers of mums, dads, aunts, uncles 
- even granddads and grandmas - that the film 
was funny and naughty, so Jaeckin has provided 
such pretty photography (by Richard Suzuki) and 
el(otic locations (Thailand), that audiences are 
able to justify to themselves that they're not really 
going to see a sex film. Those cheerful souls who 
need no such justification will go anyway; get the 
others and you'll make a fortune. 

If one is to believe 20th Century Fox's handout, 
the project started out rather differently. Jaeckin 
apparently set out to make·a ·genuine I 00 per cent 
'art house' film, but once he got to the Far East 
and el(perienced at first hand ho,w erotic life can 
be in Bangkok, the film became somewhat more 
uninhibited. If you'll swallow that you'll swallow 
anything. 

The film opens in Paris. EmmanueUe waits to 
join her new husband Jean (Daniel Sarky), who is 
in the French diplomatic service and has been 
posted to Bangkok. Once the credits are out of the 
way, the film cuts abruptly to her arrival in 
Thailand. According to the film, diplomatic life in 
the Thai capital consists mainly of screwing 
around, so the lissome newcomer is welcomed by 
males and females alike. Before we get much 
further th�e's a quaint flashback in which we're 
regaled with Emmanuelle's in-flight activities en 
root. Soon the tarnished innocent is introduced to 
the mad social whirl, and quickly forms a strong 
attachment to an archaeologist named Bee 
(Marika Green). Bee eventually spurns her, and 
she returns to Jean who in the meantime has been 
dallying rather forcefully with the aggressive 
Ariane (Jeanne Colletin) who had already seduced 
Emmanuelle after a nimble game of squash. 
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Above· Rapist·murdcrer Bi5caync (Robert QuiJlcr) is a prize quarry 
ror American bounty hunter Cal Ktnc:aid. After 1 osinc his stOieft 
horse in a creek crOS5ing. Siseayne beads ror a watu(aU. unaware 
lhll I rrie:nd bas l urr.W him in tO the bounty hunter and a trooper. 

Above; Stmnded at an overnight inn by a storm, and without their 
bug� and driver. Andrea Millington (Oi:tna Dangerfield) and her 
s 1e aua h t e r De\lcrly (Carla lioogevccn) are compelled to spend the 
ni g t .-. wliy rrom home. lazar Straulte (Joseph Fu rst) and his wife 
Caroline (Dame Judith Anderson) hii\IC. "spcchd" plans for the 

Millington�. 

Bdo,., Cal Kincaid (AJex Cord) and &oodthne &lrl Peaches (Unda 
Bro'-'n) are interrupted by the irrival of a police party seeking the 
body or a cr1minat sho1 dead by Kincaid. The police troopc:rs break 

in1o Kincaid's hotd room. 
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Above: Caught in a storm on a lonely road. Bcvc:r1y Millington (Carla Hoo&eveen) and her stepmother Andrea Millington (Oia.na D•n,ern�ld) are forced to cross a creek and 5eek refuge in a coachhouK run by a linister oJd couple. 

Inn of the Damned 

Director . . . . . . . . . . . .  Terry Bourke 
Producers . . . . . . . . . . Terry Bourke 

. . . . . . . . . . . . . . . . . . . . . . .  Rod Hay 
Script . . . . . . . . . . . . . Terry Bourke 
Director of 
Photography . . .  Brian Probyn, BSC 
Editor . . . . . . . . . . . . . . . . .  Rod Hay 
Music . . . . . . . . . . . . . . .  Bob Young 
Production Manager . . Pat Clayton 
Production Design . .  Gary Hansen 
Cast: Dame Judith Anderson, Alex 
Cord, Michael Craig, Joseph Furst, 
Tony Bonner, John Meillon, Robert 
Quilter, Carla Hoogeveen. Diana 
Dangerfield, Josie Mackay, Colin 
Drake, Louis Wishart, John Morris, 
Graham Corry, Phil Avalon, Lionel 
Long. 

STORY: I n  1896, an American 
bounty bunter sets out to investigate 
the mysterious disappearances of 
travellers on a lonely stretch of 
Gippsland coast. An eccentric old 
couple operating a Cobb & Co over
night bouse provide the bi:tarre 
events that follow. 

.8tlow: T<IR)' Bonner aJ an Ill· fated trooper in lno oftht Otmotd. Unable to stup a 
bounty hunter ! rom shoot ina 1 handcuffed pr1son�r. Troopc;r �oore spends the 

Dlght at a nearby COithhouse. and l5 soon mtsstng. 



SUNDAY 
TOO 

FAR 
AWAY 

Director . . . . . . . . . . . . . . . . . . . . .  Ken Hannam 
Executive Producer . . . . . . . . . . . . .  Gil Brealey 
Associate Producer I 
Production Manager . . . . . . . . . . .  Matt Carroll 
Script . . . . . . . . . . . . . . . . . . . . . .  John Dingwall 
Director of Photography . . . . . . .  Geoff Burton 
Supervising Editor . . . . . . . . . . .  Rod Adamson 
Production Manager I 
I st Assistant . . . . . . . . . . . . . . .  Malcolm Smith 
Cast: Jack Thompson, Ma11 Cullen, Robert 
Bruning, Jerry Thomas, Peter Cummins, John 
Ewart, Sean Scully, Reg Lye, Graeme Smith, 
Laurie Rankin, Lisa Peers, Philip Ross. 

STORY: Outback drama depicting events 
leading up to the 1956 shearers' strike. 

Abo,..: Foley (Jack Thompson) centre, enjoying a brief period of rclaxa�ion between shearingjobs. in 
a game of "Unders and Overs", 

Abo•e right: Arthur Rlack (Peter Cummins) front. looks coofident when he and Foley (Jack Thomp · 
son) prepare to add another sheep to their 'tally' in the race for honors as top shearer in the shed. 

Abo•t left: Moments of comic relief are few and far between '" a shearer's life . . •  Tom West (Rebert 
Brunina) prcparcs to give 'Basher' (Jerry Thomas) a 'shon back and sides' with the sheep shears. 
Ldt: Shearing contractor Tim King (Max Cullen) waots for a young rousabout to open one of the gates lo::ading to lhc sheading shed. 
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THE FRONT PAGE 

However, .Jean is off to Vietnam and he leaves 
his lonely wife in the safe keeping of the venerable 
Mario (Alain Cuny) who tells her that "it's the 
erection not the orgasm that counts" and takes 
her out for a typical Saturday night's entertain
ment which proves to be both humiliating and 
fulfilling. Here the film ends rather abruptly, 
almost as though the director had said, "a Ia Dick 
Lester, hold on we'd better not let them have too 
much first time around; let's save something for a 
sequel." 

I can't say I found the film boring, not for one 
moment. Others have found it so. Maybe they 
weren't turned on by Ms Kristel's winsome 
charms. It's certainly a silly film -not one worth 
wasting much time and effort on. l t  really is like 
flicking through the pages of some glossy soft· 
core magazine. The heroine seems to turn on 
everyone she meets, male and female, and she in 
turn seems perfectly happy to enter into any kind 
of sexual combination. Brigitte Bardot would 
never have dreamed of that! 

The moment in the film that reached my libido 
most strongly came early on when a baby-faced 
young lady called Marie -Ange (Christine 
Boisson) pulls out a photo of Paul Newman and 
then masturbates - in public, too. Hope 
Newman gets to see the picture. How fantastic it 
must be to rate that kind of immortality. Being 
masturbated to (or at) in a French sex picture. 

EMMANUELLE. Directed by Just Jaeckin. Produced by 
Yves Roosset-Rouard. Production Company, Trinacra Films/Or�hee Productions. Screenplay by Jean·Louis 
Richard. From the novel by Emmanuelle Arsan. Photograph· 
ed by Richaed Suzuki. Mari e Saunier. Edited by Claud•ne 
Bouche. Sound by Andre Hervee. Art Director, Baptiste 
Poirot. Music by Pierre Bachclot. Playeu, Sylvia Kristel (Em· 
manuelle). Alain Cuny (Mario). Marika Green (Bee), Daniel 
Sarky (Jean), Jeanne Colletin (Ariane), Christine Soisson 
(Marie-Ange), Samantha ( R eceptionist) , Gaby Brian. 
Gregory. Eastmancolor. 92 mins. France 1974. 

THE FRONT PAGE 

Virginia Duigan 
One should say at the outset that anyone who 

has ever served time as a journalist or wandered 
into the deranged, grime-encrusted world of a dai!Y newspaper, will fi nd this movie irresistible. Ben 
Hecht and Charles MacArthur's play The Front 
Page is one of the few attempts ever made to 
capture this uniquely bloodshot atmosphere, and 
Billy Wilder has transferred their inspired version 
to the screen with a tact and finesse comparable to 
Michael Blakemore's stage production-seen in 
Australia during the recent tour of Britain's 
National Theatre. 

Finesse is, strictly speaking, misleading. From 
the opening titles, set against a frenzied collage of 
newspapers belting off the rollers, the movie ex
plodes with brute physical force, manipulating it� 
captive audience with all the ink-stained guile of 
the men it purports to satirize. 

But my thesis, suitably seductive and insidious, 
will be that the movie is not so much a satire as a 
brilliantly distorting mirror, fastidiously em
bellished, on an enclosed and incestuous world 
which to the uninitiated (represented here by the 
wet-behind-the-ears new boy) depicts all the un
trammelled chaos of hell. The Front Page, for all 
its exaggeration and namboyance, ultimately 
wickedly enshrines the truth. 

Well, such will be any ex-journalist's view, and 
journalists are always ones to jealousy guard their 
reputation. As Hecht and MacArthur 
appreciated, it is a curious fact that the status of a 
newspaperman in any country, though low, is in
variably endowed with a certain frisson. 
Reporters, in the public eye, are faintly risque, 
disreputable characters, hard-drinking, venal, 
profane - or in the words of Molly Malloy, the 
big-hearted whore in The Front Page, 'a lot of 
crummy hoboes full of dandruff and gin.' It is an 
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The boys in the criminal court pressroom have a final drink with Hildy Johnson (Jack Lemmon) after he has announced his retirement from the newspaper game in Billy Wilder's Tht Fron« Page. 
image that every self-respecting journalist 
cherishes, nurtures and encourages brazenly. 
After all, without it and its deep tap-roots. the 
pressman would be just another hack. 

The causes of this purple reputation are set out 
in the movie with a raunchy, copybook elegance. 
1\'ewsgathering by its very nature is grubby, com
petitive, irreverent of people and places. It is also 
an occasionaUy cut-throat affair. The slow but 
steady decline of the printed word as a source of 
hard news means that Wilder's Front Page is. to 
some extent, a reconstruction of a world that has, 
unhappily, faded from its former grandeur. 
Television and radio have cruelly usurped the 
newspaper's preserve. His movies enable us to see 
it how it was and still should be - paunchy, 
ruthless and crafty. 

But in the Chicago of 1928, with its prolifera
tion of daily papers, the newspaper business was in 
its element. It was spectacularly devious, sec
tarian and predatory. This is the blackly comic 
scenario of Hecht and MacArthur, and ll is one 
which Wilder has respected splendidly and in
terpreted with a tactician's ingenuity. 

One has only to look at two mam sets in the 
movie - the magically disordered press room at 
the Chicago Criminal Court, and the main news 
desk at Walter Burns' Chicago Examiner � to 
realise that reporters put up with some of the 
worst working conditions in the world. And to 
realize that it doesn't matter, because they never 
notice. To put a journalist in a creative adman's 
office, with its deep-pile carpet, shiny pot plants, 
artfully contrived chic sophistication would be 
heresy. 

Necessarily, the biggest items of furniture in a 
newsroom are desks, typewriters. liling cabinets 
and rubbish bins. The supporting props arc equal
ly indispensible: smoke, screwed up paper, 
phones, old poker scores, empty coffee cups full of 
cigarette stubs, glasses with solidified whisky 
dregs. 

Again, in any press room - especially this one 
at the Criminal Court where the messenger
carrion are �tathered to reoort on the imminent ex
ecution of cop-murderer Earl Williams.- there is 
a deceptively languid, wisecracking atmosphere. 
Below the laconic surface the subsoil crackles with 
intrigue. This movie architects that slovenly, 
shambling allure. It also captures the cramped in-

toxication of a reporter's life. Anyone who has in
habited the newsroom attached to a major story 
knows that the genial, jokey companionship 
masks a very real and potent rivalry. To get onto 
something the other fellow misses . . .  the heady 
smell of a scoop; the new angle; the unscrupulous 
knavish tricks of the Judas sitting next to you. 

Thus Hildy Johnson, managing editor Walter 
Burns' longtime ace reporter, is a man to be 
guarded, and if he seems like getting away (to 
become an adman in his future father-in-law's 
bluechip agency in Philadelphia. for crissake) then 
all manner of scoundrelly skulduggery is in order 
- provided it is done with style. And if nothing 
else, Burns' fairy godmother endowed him with a 
plethora of that at birth. 

As the rascally Burns, Walter Matthau finds 
himself at the end of the shr�wdest piece of casting 
he has had the good fortune to come across for 
some lime. His towering bulk, his malignantly funereal and intimidating pomposity, his small, 
sneaky shifts in expression . . .  all are breathlessly 
accurate. His maniacal lust for an exclusive is 
matched only by Johnson's fanaticism, the kind of 
single-minded devotion to duty in the face of dis
traught fiancee's pleas of which only the truly big
time reporter is capable. 

To suggest that these men are unnatural, 
rapacious or blatantly untrustworthy is to miss 
the point mulishly. In the newspaper half-light the 
great operators are born, and rarely made. Like 
Western heroes, they are a race apart; for whom 
talk of morals is a patronising irrelevancy. As 
such, Jack Lemmon's Hildy Johnson becomes 
every journalist's wistful dream - a swell guy, 
one of the boys - and when it comes to the nitty 
gritty, a swauering, swindling bastard.· 

The true VIllains of the piece are neither Burns 
nor Johnson, and certainly not the unfortunate 
waifs Williams and Malloy. They aie, naturally, 
the Sheriff of Chicago (Vincent Gardenia, with a 
marvellously contorted, eyeball-popping visage) 
and his Mayor (Harold Gould, suave and 
Machiavellian), who are as collectively bitter and 
twisted as their folklore archetypes. Hecht and 
MacArthur were certainly getting.at corruption 
and their tribe of artlessly ingenuous reporter� 
provide both a focus for the action and a slippery 
smoke screen for the real targets. Screenwnters , 
I. A. L. Diamond and Billy Wilder have had the · 



wit to see this, and their additions to the original 
unobtrusively place the ambiguity while sensibly 
retaining the claustrophobia of the play, where the 
action takes place entirely in the press room. 

The screenplay is studded with gems- fast, 
freneti c and v1sually-inventive. The merger of play 
and movie has been achieved with such 
smoothness that it is almost impossible to guess 
where one starts and the other leaves off. Hecht 
and MacArthur's outrageous use of coincidence 
(the innocent Earl Williams' cannonball entry 
into the press room when Johnson, about to join 
his fiancee, is the sole occupant) has been matched 
with the occasionally wildly exaggerated extem
pore sequence (Earl's wounded psychiatrist slides 
out of the back of an ambulance and hurtles along the street on a stretcher, dodging a phalanx of 
police cars, for example) but the excesses, as a 
rule, are forgiveably in character. 

But if all this is inclined to make one maudlin, 
nostalgic for a past where ethics are in no danger 
of triumphing, there is solace at hand. T oday's big 
stories may not quite compare with the florid ex
travaganza of a han ging, but for the encircling 
newshounds there is the same scene of blood, the 
same sleight of band. All is not lost. And in its 
g lorification of such essentially human 
fascinations, The Front Page may finally be view
ed as a tranvestite romance, a flagrantly apposite 
paean of praise in the guise of a devilishly sly dig 
at the forces of evil. 

THE FRONT PACE. Directed by Billy Wilder. Produced by 
Paul Monash. Executive Producer, Jennings Lang. A Uni•er· 
sal Pictures production. Screenplay by Billy Wilder, I. A. L 
Diamond. From the play by Ben Hecht, Cbarles Mac:Anhur. 
Photographed "/ Jordan S. Cronenweth. Edited by R alph E. 
Winters. Soun by Robert Martin. Art Dire<:tor. Henry 
Bumstead. Set decoration, James W. Payne. Music Super· 

vision, Billy May. Player5: Jack Lemmon (Hildy Johnson), 
Walter Mallhau (Walter Burns), Carol Burnell (Mollie 
Malloy), Susan Sarandon (Peggy Grant), Vincent Gardenia (She.rifl). David Wayne (Bensinger), Allen Garfield (Kruger), 
Austin Pendelton (Earl Williams). Charles Durning (Murphy), 
Herbert Edelman (Schwartz). Martin Gabel ( D r 
Eggelhofer), John Furlong (City Editor Duffy), Cliff Osmond 
(Jacobi), Dick O'Neill (Mc Hugh), Jon Korkes (Keepler). Lou 
Frizul (Endicott), Doro Merande (Jennie). Techmcolor. lOS 
mins. US I 974. 

ANDREI RUBLEY 

John O'Hara 

One of last year's outstanding commercial 
releases, Andrei Rublev, las� just one week in 
Melbourne, and according to its distributors, was 
a total box-office disaster. Even so, it's 10 years 
late comin� to Australia. Made by Andrei 
Tarkovsky m 1966, it was shelved by the Soviet 
government for several years because it was sup 
posedly 'unhistorical'. When it was released by 
Columbia 'in the US, nearly a quarter of the movie 
was cut, although even at this length, it runs for 
142 minutes. 

Andrei Rublev is the greatest of the Soviet icon 
painters, although very little is known about him. 
He lived in the early fifteenth century under bar
baricconditions of plague, famine and Tartar in
vasion. The movie, of his life and times, is made in 
eight episodes, which fall between the years 1400 
and 1423, with the four central stories taking 
place in one year. It's not a documentary, a 
biography or a tribute to social realism, but con
centrates on moments in the life of the artist in 
order !o understand his art. Tarkovsky illustrates, 
at the most profound and moving levels, the kind 
of bitter personal experience, the suffering that's 
necessary to faith, the inner life of the artist that 
issues in the most finely achieved painting. 

It's difficult to account for the overwhelming 
authority of the movie, its power to evoke com
passion and pity and to order these feelings into a 
sense of desuny. unless the movie is related to the 
icons themselves. 

Tarkovsky has created a work of art on screen 
that reproduces the rhythms and composition ol 

the icons. His movie reflects the transparent 
simplicity of the icon painters' world: the sacred 
figures, the horses, birds, rocks and mountains; 
the chalice, bread and crucifix. It brings to life 
and dramatizes, through one fable after another, 
the inner experience of su ffering, faith and joy 
that gives significance to these figures. And it's 
clear why the Soviet government for so long bann
ed the movie, It explains, with frightful clarity, the 
essentially religious nature of the Old Russian art. 
Tarkovsky shows us the suffering and personal 
anguish that gives stren�th and authority to those 
marvellous faces in the tcons - many of them il
lustrations of scenes from the New Testament. 

The film is shot in an epic style that immediate· 
ly brings to mind Eisenstein, although there are 
significant differences as well. Characters are shot 
against empty space, the wide plains, endlessly 
flowing rivers or stark white church walls. The 
black and white photography stresses the simple, 
everyday materials like timber, rock, snow, paints 
and brushes - even apples. You're not so much 
aware of these things as objects, but in a more 
deliberately artistic way, Tarkovsky captures 
their texture, as though concentrating a richness 
of experience into the most simple materials. 
Peasants munch rotten apples (the only food they 
have); monks chop down wood and stack vast 
walls of timber; an artist slowly extinguishes a 
name by wrapping his hand round a torch - all 
these momentary shots create a complex impres
sion of a simple, yet profound urgency, of lives liv
ed close to the bone. 

The contrasts in lighting reinforce this sense of 
a spare, yet dramatic, existence. Much of the 
movie is shot in grey half tones, against drifting 
smoke or falling snow or rain. But there are 
moments of brilliant clarity, of sunlight dazzling 
across snow or lighting up the interior of a 
cathearal. These contrasts echo the startling 
luminous quality of the icons themselves, and es
tablish a visual and pictorial tension. The camera 
returns often to long close-ups of deeply ex
pressive faces, and these pauses break up the 
restless sequence of violent and barbarous events. 
Similarly many sequences give way to long. shots 
of water nowing or rain swee,P.ing over the 
countryside. This is quite unl1ke the sharp 
rhythms of Eisenstein's editing, and the effect is to 
dissolve each episode of Rublev's life into a more 
abstract and com plete reconstruction. These 
photographic and editing rhythms, together with 
sudden richly toned black and white colors, help 
tp unify apparently random and often chaotic ex
perience. 

Slowly, throughout the film, Tarkovsky draws 
together different influences and incidents in 
which Rublev's own religious faith was forged. 
His rival is the icon painter, T-heophanes the 
Greek, whose work emphasizes the justice of God, 
an overbearing, relentless, even cruel figure. 
Rublev, though, comes to centre his art on man 
and to stress qualities of love and forgiveness. His 
struggle is to break down the rigid traditional 
pieties and artistic conventions that stand between 
his painting and his experience of Soviet history 
and society. 

So the movie constantly recurs to scenes that 
are highly dramatic or even tragic, and yet very 
formal. When the Tartars, for instance, raid the 
town of Vladimir, the people flee to the church. 
The Tartars swing a battering ram against the 
door, while inside swarms a throng of d1straught 
men, women and children. The camera slowly 
pans across the crowd, picturing them in attitudes 
of supplication and terror. The massed horror of 
the scene makes formal, for a moment, the kind of 
grouping that might remind you of Brueghel. The 
doors then burst open and the camera picks up at 
ground level the charging horses as the Tartars 
sweep into the cathedral. Abruptly the carefully 
composed scene is broken down and several in
dividual threads in the epic are taken up again. 
Rublev kiUs a Tartar attempting to rape a 
woman; a peasant is vilely tortured after the in
vaders melt down a .crucifix into boiling lead. 

ANDREI RUBLEV 

This sort of rhythm in the movie's composition 
works in two ways: it lends a formal strengt.h and 
gravity to the narrative, as tho.ugh you're seeing 
through the eyes ot the painter what hapfens t_o 
the men and women around him, as wei as h1s 
country; it also leads to an understanding of the 
spiritual energies that enrich the art. 

Rublev confronts murder, rape, destruction -
he even kills a man. Yet he neither goes mad nor 
turns to despair. 

· 

Instead he takes a VIJW of silence and retreats to 
a monastery in a small village. Then, in the 
movie's final sequence he meets a young lad, the 
son of a bell-caster whose father had died in the 
plague. The son discloses thai his father passed on 
the secret of bell-making before he died and is 
carried off to cast a bell for the Duke. The boy 
searches alone for the right sort of clay and trusts 
to a secret instinct that he will cast the bell. 
Rublev watches the preparations and finally the 
bell turns out a masterpiece. The boy collapses 
and reveals, sobbing, that his father had in fact 
never told him the secret. Rublev's own faith is 
restored and they establish a pact: he will paint 
icons and the boy will cast bells. 

The episode is intensely moving. This is ex
perienced in the nervous energy of the boy and the 
epic quality in reconstructing the process of bell 
casting. And to make it complete there is the 
brilliant photography, with its strongly-grained 
contrasts between the earth and the day; the blaz
ing fires and molten silver. 

From this sequence the movie passes into a full 
color display of Rublev's icons. The camera 
moves slowly across a range of figures, brilliantly 
colored and perfectly composed. The authority 
and strength they represent IS irresistible, and you 
begin to feel that you understand something of the 
experience that underlies tbis gravity and pity. 

The style and sweep of the film creates an im
pression of the vastness of the country itself, its 
long and bloody history of oppression and suf
fering. But Tarkovsky hasn't simply reproduced a 
surface of social history. He has concentrated on a 
reli gious and deliberately artistic form, a 
profound response to the stress of famine, inva
sion and disbelief. 

ANDR£1 RUB LEV. Directed by Andrei Tarkovsky. Produc
tion Company, Mosfilm. Screenplay by Andrei Mikhalko•· 
Konchalo•·sky, Andrei Tarkovsky. Photographed by Vadim 
Yusov. Editor, not available. Sound by I. Zelentsova. MuJic 
by Vyacheslav Ovchinnikov. Assistant Dir<:<:tor, Yevgcni 
Tcherniaiev. Players, Anatoly Solonitsyn (Andrei Rublev), 
Ivan Lapiko• (Kirill), Nikolai Grinko (Daniel the Black). 
Nikolai Sergeyev (Theophanes the Greek), lrma Raush (Deaf· 
and-Dumb Girl), Nikolai Burlyayev (Boriska), Rolan Bykov 
(Buffoon), Yuri Nikulin (Patrikey), Mikhail Kononov 
(Fomka). Yuri Nuarov (Grand Duke). Part in color. 146 
mins. Original running time I 85 mins. USSR I 97 I. 

SCENES FROM A MARRIAGE 

Ross Lansell 

Ibsen wrote A Doll's House in 1879; a com
patriot Ingmar Bergman's Scenes from a 
Marriage (1973) is a variation almost 100 years 
later on the original trials and tribulations of 
Nora Helmer, the women's libber before her time. 

This time around however, after Ms Emmaline 
Pankhurst, Ms Germaine Greer and the 
'Monstrous Regiment', our latter-day heroine 
Marianne (the marvellous Liv Ullman, if only un
der Bergman's and Jan Troell's direction and no 
others) has made some partial progress at least in· 
her liberation from her late twentieth century 
Torrald Helme�. one Johan (Erland Josephson, a 
Swedish stage actor) . . .  but with some significant 
reservations. 

In her present reincarnation Goethe's 'Eternal 
Feminine' has become a 35-year-old divorce 
lawyer in the making and to rub in the irony, in 
the words of her 42-year-old 'psycho-technician' 

.jmsband, a pretty obscure person all round. 
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SCENES FROM A MARRIAGE 

U• Ullman and Erland Josephson in lngmar Bergman's SeeM$ from 1 Marri•&•· 

Events indicate, if not vindicate, her 'Innocence 
and Panic', or more to the point, her ·Art of 
Sweeping under the Carpet' (two of Bergman's 
early title cards) - in one of several key close-ups 
of Marianne, her expressive eye.� artfully enlarged 
by spectacles, she is shocked to her core when her 
philandering screen husband shows his true colors 
by disclosing that she's bored him stiff. especially 
sexually, for the past four years. So much so that 
he's running off with a younger woman to Paris. 

This connubial abandonment leads to some 
serious stock-taking of Marianne's hitherto 
carefully fostered naivety which she eventually 
rises above, thoug h not quite transcends, to 
emerge from middle-class ch.ry�alis-coffin, t,o 
become, in Ms Ullmann's dcscnpt1on, Bergman s 
'new woman' - "a woman who is really free and 
can live without the help and support of a man". 

But like her foremothcr Nora, she yearns not to 
do without men, save for procreative purposes in 
the manner of the fabulous Amazons, but as Nora 
originally spell out, for 'real wedlock'. She sort of 
attains this psychological state 10 rears later at 
curtain fall but, in another o Bergman's 
numerous present ironies, out of wedlock. Indeed · 

The Ultimate Irony of Marriage would've been a 
more appropriate title, though in retrospect one 
suspects that at base the much married .and 
divorced Bergman doesn't care for the marnage 
institution at all. 

Johan still remains the adolescent that he 
perhaps always was but Marianne has become, in
stead of his lap-bitch, not some l)lYthologically
dimensioned 'Great Mother' but s1mply someone 
no longer predetermined or inhibited by middle
class mores. 

In the intervening century since Nora shut that 
famous door at the end of Act Ill and so struck 
out for what she described as "the most wonderful 
thing of all", some progress has been made: in 
fact our 1973 heroine has her husband shut the 
door as be goes off after the other. woman. · 
Marianne is compelled to go in for some 'con
science examining' and 'consciousness-raising' via 
psychiatry. By {' lay's end on what would've been 
their 20th weddmg anniversary, she's able to find 
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'real wedlock' with her by now ex-husband of a 
rather peculiar sort. They have experienced so 
much together that it becomes obvious they can 
neither live with each other nor without each other 
. . .  only being able to get together in hotels or a 
clandestine weekend at a friend's hideaway - 'In 
the Middle of the Night in a Dark House 
Somewhere in the World' as Bergman's title-card 
puts it. 

In the meantime there has been no magical, 
mutual transfiguration of souls - just a 
realization, and more importantly, an acceptance 
of their mutual limitations and shortcomin$S. 
Like �eeing your lover, not through the initial 
rose-colored spectacles any more, but warts and 
all, and still going on with the relationship. 

Tolerance rather than compromise though. No 
great heights were ever really stormed in Scenes 
from a Maniagc, but rather the minutiae of every
day lile, 'for better, for worse', slowly, steadily 
and sometimes (literally) painfully accumulate 
into a middle-aged Darby and Joan type of affair. 

Their eventual mutual accommodation, both 
mental and sexual, may be bland and prosaic, but 
even this 'demi-hemi-semi-paradise' of a sort is. 
according to Bergman, unattainable within the 
marriage institution but needs the freedom, the air 
of an extra-marital relationship - at least in this 
particular instance. 

Marriage versus true love, passion versus socie· 
ty (to employ Denis de Rougemont's well-known 
polarity) in an eventually rather boring middle
class setting where the problem seems to be one of 
compassion rather than passion. The situation is 
partially redeemed by Bergman's relentless, 
seemingly remorseless attention to detail. 

The dramatic structure is perfunctory - the 
hoary boy meets girl, boy loses girl, boy gets girl 
again, situation overladen with Bergman's prosaic 
particularity of quasi-behavioristic observation. This, combined wttb the two principal characters' 
nat dialogue, or rather, prosaic semi-introspective 
musings. as well as their pseudo-philosophical 
cross-examinations of each other is a curious 
structure to say the least - more akin to clinical 
case histories or documentaries rather than 

Bergman's heavy dramas of the past. It's 
Bergman the Aristotelian taxonomist rather than 
the author of the Poetics. But it works, provided 
that the audience. is patient and prepared to do 
some of the analytic work themselves instead of 
relying this time on Bergman's erstwhile 
dramaturgy. · 

It could be argued that Scenes ft:0111 .a Marriage 
is sophisticated soap opera. Its actual television 
origins are indeed significant. Bergman originally 
conceived the project as a television series, in siX 
50-minute episodes. These have been edited down 
- some 45 per cent of the original material being 
cut out for the overseas 'art bouse' market. 

This accounts for the rambling. episodic nature, 
of Scenes from a Marriage: its claustral, but not. 
quite claustrophobic, concentration on close-ups; 
the subtle, under-playing of the actors; its flat, un
subtle overlighting; the slightly out of focus 
graininess of the 16mm blow-up into 35mm. The 
discursive, very verbal nature of the entire project 
transforms it into an extended essay rather than a 
compact drama. 

It's no Doll's House in other words, nor for that 
matter a masterpiece. The two-leading characters 
are just not cast in the heroic mould, in spite of 
their comparative verbal fluency. Tiley are Just 
two rather ordinary, almost mediocre characters· 
discoursing almost ad libitum as television allows, 
indeed encourages, in order to try and fill in the 
void. 

_ ' Scenes from a Marriage basically is an acting 
tour de force for Ms Ullmann as Bergman's Anna· 
Karenina (rather than Nora Helmer) as S.tig 
Bjorkman• has characterized her. It's an in
vestigation of (her) feminine psychology as .she 
metamorphoses from a 35-year-old dutiful ·wife, 
mother and career woman into - much to her 
screen husband's obvious displeasure,- then 
chagrin and wounded male chauvinist pride - a 
45-year-old woman of independent psychological 
resources, able eventually to stand on her own 
feet. 

Mr Josephson more than holds his own acting
wise. particularly in the second part as be, too, 
metamorphoses - or, rather, as his "machismo" 
image and self-esteem crack and collapse back 
into the adolescent self-pity that was implicit at 
the outset. 

It could be argued that the 'comin� out' 
character that Ms Ullmann created owes JUSt as 
much to her own experiences of middle-class 
repression• as to Bergman's methodical, clinical 
script and restrained, sparse direction. 

Yet, behind the anatomy lesson there's a new 
lower-keyed, more specifically 'humanistic
oriented' element in his work; but bereft of the 
metaphysical or theological scaffolding of before, 
it seems more philosophical but less energized, 
less highly .wrought and less dramatic. 

We still don't really know, of course, what went 
on in Johan and Marianne's minds, though we 
have a fair idea of their strengths and weaknesses 
after almost three hours of what amounts . to 
group therapy with them, with the audiencf 
necessarily as the would-be therapist. Admittedl}' 
some of the audience baulks at the 'plethora' of 
behavioristic details waiting to be interpreted, and 
walks out on Bergman. But most remain. Middle
class masochists. apparently acutely embarrassed 
by all these home truths. 

• Sight and Sound Summer 1971: 
• Time, 4 December, 1972. 

SCENES FROM A MARRIAGE. Directed by lngmar 
Bergman. Exeeulive Producer, Lars-Owe Carlberg. A 
Cinematograph A 8 prod u ction. Screenplay . by lngmar 
Bergman. Pholographed by Sven Nykvist. Edited by Siv 
Lundgren. Sound by Owe Svensson. Set Decoration, BJorn 
Thulin. CoSiumes by Inger Pehrsson. Players, L1v Ullman 
(Marianne). Erland Josephson (Johan). Bibi Andersson 
(Kal.arina). Jan Matmsjo (Peter), Gunnel Cindbtom (E•a), 
Berlll Norstrom (Arne), Wenche Foss (The Mother), Barbo 
Hion Afornas (Mrs Jacobi). Anita Wall (J ou rnalist). East· 
onancolor. 168 mins. Sweden t974. 
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35mm PREPRODUCTION 

ANGEL GEAR 
();rector • . . . . . . . . . , . • . . . . . . Esben Storm 
Production company . • . •  , . . . .  Ouinkan Films 
Execuuve ProducM . • . . . . . • . . . . John Andrew 
Producer • . . • . . • . . , , , • . • . . . . . . .  Lyn Bayona.s 
Production Manager . • • . . . . . . .  Haydn Keenan 
As-sistant Director . . • . . . . • . . . . . . • Michael lake 
Script . . . . . . . . . . . . . . . . . . . . . . . Lewis Bayones 
DirKtor of 

Photography , • , . . . • . . . . . . • .  , • , .Mike Edols 
2nd Unit photography . . . . . . • • • •  John Rhodes 
Camera Operator . • . . . • • . •  Malcolm Richards 
lighting • . . . . . .  . .  . • . • . . . • , Brian Bansgrove 
Art Olractor . . • • . . . • . . . • . • • •  Monly F'fegeuth 
Editor • . • . . • . .  . • • . • • • . • • . • .  Anthony Buckley 
Continuity . .  . .  ..  ..  . . . . . . . . . . . . .  lyn Gaile 
Ma.ke-up . . . . . . . . . . . . Uz Mitchte Sound AecOfdlst . . • • • •  Laurte Atzgera1d Mi.x • • • • • . .  • • • • • • • • • . . Peter- Fenton 
Boom OperatOt • • . . . . . .  Max Heuser 
Tecl'tnlcal AdVIsor • • • . •  Kenworth Trucks 
Ce•t: John Ewet. John Waters. Justine 
Saunders. 
Story of a truck driver and a 111tch-hiker on a long 
crou-counfry haul, 
Running time: Two hour-s (approximately). 
Budget: $300.000. 
Being ahot In Panavlaion. 
Starting dote: 25 April. 

BACK STRE!T GENERAL 
Oireetor . . . . . . . . • . . .  , • , • , • , . . .  Atan Dickes 
Produe.r . . . . . • . • . . . • . •  , . . • .  Peter Prage-r 
As$oclate Producer . . • . •  , , • . . . .  PhH Avalon 
Script . . .  . .  . . • . .  . , . . . . . .  Alan Dickes Dfrector ot Photography • . • . . . .  Gary Hansen 
A feature film script In Its f1naJ stages. No tunner 
detafls. 

CADDIE 
Director . • . . • . • . . . • 

·
• • • • • • . • . Don Crornby 

PrOducer . • . • . • . . ... Anthony Buckley 
Script . , . . • • . • . . . • • • • • . . . . . . . . . . .  Joan Long 
Director ot 

Photography • . . . . • • . . . . . ..  Peter James 
Based on the true story ol a young woman and 
her two young Children during the 1920'S and the 
Depression. 

Feature 111m on a $386,000 budget 
Preproduction stago. 

CHILLA AND BERT 
(Tentative Working Title) 

Director • . • . . • . • . . . . • . .. . . . • . • .  Not Known 
Olttrtbutor ..  . . . . . . • . .  . .  . • . .. . Seven Keys 
Produetk»ft OC>mi)any • . • . . . • . . • . •  Seven Keys 
Executlw Producer • • . . . . • . . •  Andrew Getty 
Productr • . . . . . • . . • • • . • • • • • • • • • • •  Steve KJbler 
Scrtpl . . . . • . . • • • . . . • . • . . • • • . . . . .  Fred Cullen 
Story • • • • • • . • • • • . . • . • • • • • . • • • . • . •  Fred Cullen 
Story of two Interesting cha.rac:t6ft from opposite 
ends of the globe and thetr retanonshlp. 
leng th: Feature 
Budget; $250,000.$1,000,000. 
Anal stage ot tcrlpt development. 
No tvrther dttlllt. 

CUBIC 
Director 
Producuon company 
Story .. • . 

Color proc:es.s 
Ednor 
MuSJC . • 

Music OtreCIOr • 

Animators . , 

. Oavfd Oenneen 
• Film GraphiCS 
David Oenneen 

. • Eastman 
. .  Peter Slacks!and 

. . •  V. U<fove"lko 
. Paul Aatclitte 

. . . Val Udovenko. 
Nlc)( Faulkner. 

David Oenneen 
An animated, film. A cubic from "Transversal" 
o oes to seo the world - vlsmno "Anglevlll6", 
.,.Letters" and "Numbers", 
Length· 30 minutes 
Budget· S22.000 
PreprodtteUon 

HELGA'S WEB 
Director • • • • . 

PrOduction company 
Produc:er • • • . • .  

Production Ma.negtt" 
S<rlpt . • . 

01rectCH' of 

• • • Terry Ohlsson 
Kmgcrofl ProouC11()(tS 

. . Casey Robinson 
.John Shaw 

Cuey Aobinson 

Photography .l<eith Lambert Editor . . . • • . • Siil Stacey 
Produt::tlon Designer 8111 Hutchinsoo 
Set decoration . Graham Walker 
Camera Operator . . . Gvy Furner 
Grip . . • . . . • . , . . . Graeme Mardell 
Sound Aeeotdlll . .  David McConnachle 
Make-up . .  . . . .  . . . . .  . . .  . , Peggy Carler 
C11t: Jack Thompson. Judy Mouis. Noel Ferrier 
Based on John Cleary's book Helgs·s W•b. 
about a Sydney cop who uncovers a ma!islve 
polllic:aJ scandal 
Leng1n· About 100 minutes. 

Budgot: $275,000 
PreproducUon 

LISTEN TO THE LION 
Otrector 
PrOduc:ets • • 

Bob Hill 
.Oamian Parer. 

Bob Hll 
A surreal sc:J.tt study or a dereltct'$ laSllWO days 
on earth and the Oay after. Set among a group of 
Sydney me1ho-heeds end using 1he Van 
Morrison song IS a background. 

ST. JOHN'S CHARIOT 

(Working Title) 
Director . • . •  , • . . . . . • , . . . • . • . • . Gordon Much 
Production 

Company • • • • • . • •  Nova-Nerma Productions 
Executive Producer . . . . . . . . Peter Conyngham 

• 

Producer . • . . . . . . . . . . . • . . . . • Gordon Mucn 
Production Manager . . . . . ... Oelsna Mclarty 
ProducUon 

Co-ordinator . . . . . . . . . . . • .  Dela.na Mc-larty 
Associate Olrec1or . . . •  , . . . . David Huggett 
Script . .  .. .. . .  ..  .. . .. .. .. . .  .. Gordon Much 
Phologt8PIIy . . .. . .  . .  ..  ..  ..  ..  . Gordon Mud> 
Camera Operators . . . . . . . . . . . . .  Oscar Sc.herl. 

Eddy Van Der Madden. 
Davlo Wakely. 

Jim Money 
Lighting . . . . ... . . . . . . . . . . . . . . . . Osear Sche<l 
Cotor Process . . .  , . .  , • • . • • . . . . . . .  Eastman 
Stills . .  • . . . .  . .  • . .  . . . .  . .  ..  . . . . . . . . . . .  Wally 
Art OlrectOf' . . . . • . . . . . . .  Nigel Blackburn�EWot 
Special Photographic 

ENacts . . . . , . . . . . •  Eddy Van Oer Madden 
Music . . . . . . . . . . . . . . . . . . . . . . . .  eo Olddley. 

Jell St John 
Edf1or • • . . . . . . . . . ..  Eddy Van Oer Madden 
Chief Grip • • . • . . . . . . . . . . . . . Manfred Yergen 
Souod Rec-ordist • . .  . . . . . . . . . . . . . .  Mal Reed 
Mix . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  APA 
Narra1or . . • . • . . • . . . . . . . . . . . . . .  Marcus Hale 
Animators . . Eddy Van Oer Madden. 

Jim Money 
Staffing • • • • . . . • . • • . • . • .  Hordern Pavilion 
IJghUng EQuipment • . . . . .  � . . . . • .  EIGs 0. Fogg 
Runners • . . • . . . . . . . ..........  Roger foley, 

John Boyer. 
Nlget S.tackburn-EJllOI� Cass Usope 

Coot: Jell Sl Jonn, Bo Dio'd'ey. COOI<le Vee. 

Jett St Joh.n'a mag.•c chefr � tne vehicle tor a 
musical ran1.asy feiltu'ing Jeft Sl John, Bo 
Dlddley and Cookie Vee. 
Running flme· 30-40 m>nute"S 
Budget· St5 000 
Ed1Ung tHtges 

35mm IN PRODUCTION 

80 DREAM 
{Working nue) 

Orrector . , . . . • . GOfdon Much 
Production company Nova·Narma Productions 
Execut•�e Producer . , . • Peter Conyngham 
Produeet . . Gordon Mucn 
ProGuction \tanager Oetana McLarty 
Assbtanl 0 utclor • .  OaV'Id Huggett 
Script • Goroon Mueh 
2ncs Un•l OtrectOf • • Oavtd Huggett 
Camera Oporators ..... Fiinne.gan e-ros., 

David Wakely, 
Oscar Scherl, 

Eddy Van Oer Madden llghttng Oscar Schert. 
Gordon Much 

Color p1ocess . Eastman 
Stills Photoorapt\(tr . . . . . . . . . . . . . . . . weuy 
Art Qjr&ctor . • . . . . . .  N1gel Blackburn·EIIlot 
Special photographic . .  Eddy Van Oer Madden 

ftlfecta Gordon Much 
Music . . . . Bo Oiddley 
Editor Eddy Van Oer Madden MUSIC . . . . . . . . . . .  eo Oiddley 
Script Asslstanl • Oerana Much 
Chief Gdp . Manfrl!d Yergen 
Sound Recordist . . Mal Ae.ad 
Muc . . . • • . .  APA 
Cu� 8o Diddley, Cookie Vee, JeH St. John. 
Kanvaa Jute Band, Alan Murrawalla�Barkar 
(Bleck Alan). HRH Qu...., Elizabeth. 
Opening ol lt'te 01*'8 House and the vanety of 
entertainment and events c�eorabng It, as seen 
through the ey•s ot So 01<1dtey A musical tan. 
1asy. 
length 3.040 metres 
Running Time. 90 mlnuti!S 
Budget: $100,000·$120.000. 

THE BOX 
Dlrec101 . .  . . . .  . . .  . . . . . . . . . . Paul E<1dy 
ProducUon con)pany . .  Crawford PrOductions 
PrOducer . . .  . . .  . .  . . .  . .  . .  . .  . .  . . . .  lan Jones 
PrOduCtion Supervisor . • • . . . .  Geotf Pollock 
PrOduction Manager . . . • . • • . . . . . . Oav1d Lee 
Production Autstant . . . •  I ngrid Hecheneerger 
See•etery to Producer . . . • . . . . . . .  Veda Curray 
Screenplay . . • . . • . • . • . . . . . Tom Heggardy 
Art Ofroctor . . . . . . . . . . . . . . . . . . . . .  Lei Surns 
Location Manager . • . . . . . . . . . Ray Panerson 
Casting Olrec1or . • . . . • . . . •  LOJeila Crawford 
Unit Manager • • • • • . • .  � . . . • . Gra:eme Murray 
Dlrec�or of 

Photography • . • . . . . . • . • Wayne Wllllem• Campara Operator . . . . . • • . . . . . • David Egg by Camera Au.lscanl . . . . . . . . . • . • . • .  Greg Ryan 
Clapper/Leader . .. . . _ .. . . . • • Ross Berryman 
Gaffer . . . .  . . .  . .  • . .  . . .  . .  . . .  . •  Stewart Sorby 
Key Grip . . . . . . . . . . . . . . . . . . Joel Witherden 
Electrlc.lan . • . • • . • . . . • . . . . . . . . • •  Gary Ptuckett 
Souod Recordist . • . . . . • . . . . . . • • .  Gary Wilkins 
Boom Operator • . . . • . . . . . . . . . •  MarJt Waslvtak 
Continuity . .  . .  . .  . . .  . .. . . .  . . .  . . .  . .  Jo Weaks, 

Editor • • • . • . • . . . . . . • . . . . . . . . �������P��{'���� 
Music Editor • . • . • • . • . . . . . . . .  Gerry Hardeman 
Specter effects • . • . . . . • . . . . . . . • . Garry Walker 
Make·up . . . . . . . . . . . . . . .  , . Terry Worth, 

Sally Gordon 
Hairdresser . . . . . . . . . . . . . . . . • .  AandeJf Worth 
W•rdrobe . • . . • . . • . . . . . . . . . .  Karinda Davies 

C11t; George Mallaby. Fred Bells. Ken James. 
Judy Nunn. Ken Snodgras.s. GeraJdine Turner. 
Cornelle Francis. Mari lyn Vernan. Leonie 
Bradley, Barr1o Barkta. Beind-& G bUn. Pauf 
Karo, louto �msey, Tracy Mann. Luigi VOIIeni, 
Robin Ramsay. Keitn Lee and Graham Kennedy. 
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A fufl·ltngtn feature based on lhe 0110 Network's 
long running tele�slon s.eriill. 
ShOoting Jenuary/February 

END PLAY 
Producer/O�rector Tim Burs1a11 
ProduCt!()(! company . . . . . . . . . . . .  Hexagon 
AssOCIBII PrOducer . . . . . . . . . . . . . . Alan Finney 
ProducUoo Munagur/First 

Asstst'lnc Director . . . . . . . .. . . . . Aoss Olmsey 
Director ol 

Photography . . . . . . . . . . . . . Robin Copping 
Cam ora Oporalor • . . . . . . . . • . . . . . .  Dan Burstall 
Screenplay . . . . . . . . . . . .. . . . . . . . .  Tim Burstatl 
Story . . . . . . . . . . . . . .  Russell Bradd en 
Art Ohector. . . . . . . . . . . . . . .  Sill Hutc.hinson 
Editor • . . . . . . . . . . . . . . .  David Bllcocl< 
Focu1 Puller . . • . . . . . . . . . . . . . . . .  Ivan Hextef 
Ctapper/Loedor . . . . . . _ • . . . . . .  Gordon Phflllps 
Gaffer • . . . . . . . . . . . . . . .  Undsay Foote 
Key Gttp . . . . . . .  · - - . . . . . . Joel Witherden 
A$$1Stanr Grip . . . . . . . . . . .... Jeff Robbins 
Sound Rteo�diSt . . • _ .  . .. . • . .  .. . • Des Bone 
Boom Operator . . . . . . . . . .  _ Graham l�n 
Continuity • Afison Loftus-HIIIs 
St.llls • • . • • • . • . • • .  Susy Wood 
Set Oresa.er . . . . . . • • . • . • . . . .  Tony Rooke 
Wardrobe Mester , . . • . • . • . . . K9\lln Regan 
Publlelly . . . . . . . . . . .  Sylvl van Wyk 
Make·uP . . . . . . • • . . . . . . . . .  Lois Hofentel$ 
Caot: Goo •ge Mollaby (Robert Glllord); John 
Watflrs t MRrk GIUord). Ken Goodlet (Suparinten. 
dent Cheadle). Robert Hewett (Se<geant Robin
son): Kevin Miles (Charles Brickoall): Charles 
Tlngwel l  (Or. fa irburn): Belinda Giblin 
(Msrgarel Glllord); Woller Pym (Stanley Lipton); 
Mal Brynnlng (Pollee Photographer); Barry 
McOueefl (Newscaster); Reg Gorman {News 
Photographer) 
Mystery-t hriller based on the Russel Sredden 
novel b�lnnl ng wttn th-e murder of a young 
nltCh·hlker on Metbourne·s Maroondah Hlgl'tway 
Budget S244,000. 
E<ltung stage 

THE MAN FROM HONG KONG 
(Working Title) 

Otreetor • . 8ria11: Ttenchard·Smllh 
Otstribt.�tor . . . . . . . . . . . . .  � . . . . . . . BEF 
Production compe.nies . .  The M6vfe Company: 

Paragon (Hong Kong) 
E>cecutlve Producers • . . . . . . . .  Raymond Chow, 

John Hasem 
Producftr& • . . . • • ••. . . . . . . . . . . . David Hannay, 

Andre Morgan 
Production Manogor . . . . • . . . . . .  David Henney 
Production 

Co·ordlnator • . .. • . . . . . . . . . . . .. . Pom Oliver 
AISISIII'l\ Director • . • . . . . . . . . . . . .. Hal McEfroy 
Script . . . . . . . . • . • .  er•an Trenchard-Smith 
Director ot 

Photography . . . . . . . . . . . . . . . .  Russell Boyd 
Color process . . . . . . . . . . . . . . . . . . . . . Ea:srma.n 

Cinemasc:ope 
Editors . • . . . . . . . . . . . . . . . . . Alan Lalfe, 

Ron Wlttlams 
Second Assistant • . • • • . . . . . . . . David Copping 
Muslrc . • . • • • • • • . . . . . . • . . . . . . . Noel Oul.nlan 
Sound Reeordltt . . . . . . . . . . . . . . . . . . .  Clln Curl 
Mlxer . . . • . . • • • . . . . . . • . . . . . . . .  Peter Fenton 
Stunt Co-ordJnator . . . . . . . . . . .  Peter Armstrong 
Malta-up . . • . • . • • . . . . . . . . . . . . .  Rena Nottani.s 
Ca1t Jimmy Wang Yu, Hugh Keys-Byrne. Roe 
Speemt. Rebecca Gllllng, Fronk Thrlng. George 
Lazenby. 
The story ol o Hong Kong cop coming to 
Austrt�lla to extradite a prisoner. 
Dudgol: $450,000. 
Editing SllgU. 

Above: Jacl< Thompson as Foley In Ken 
Hannam'" Sunday Too Far Away. 
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35MM PRODUCTION SURVEY 
= ================= ==-====�==��====�-� ----=-�== 

JSmm 
PRODUCTION 

PICNIC AT HANGING ROCK 
Director . . . . . . . . . . . . . . . . . . . • . . . .  Peler Weir 
Executiv& Producor . . . . . . . . . . . . . Pat lovell 
Producers . . . . . .. . . . .. . . . . . . . . . Jim McElroy. 

Proc:Jucuon Secrelary • . . 
Post Production 
. Manager . . . . •  , . . • . . . . • 

Executive Prod,lcor for 

Hal McElroy 
. • . .  Porn Ohver 

. Jim McElroy 

South A\!siralia . , . . . . . . . . . . . Johr' Graves 
Production Accot:ntanl . . . . . John Mcintosh 
SAFC Accountant . . . . . . . . . .. . . . Phillip $myti1e 
Executive Producer's 

Se<:retary . . . .  . . . . . . • . . . • . . • . • . Jill Wishart 
1st Assistant Oifactor . . . . . . . . Mark E oerton 
2nd Assfstant Director . . . . . . . . . . . Klrr• Dalton 
3rd Asslslanl Director . . . . . . . . .I an Jarol$son 
Director of Photography . . . . . ..  Russell Boyd 
Camera dpe,ator . . . . • . .  :. . . . _ .John Seale 
Focus Puller . . . . . . . . . . . . . .  Davtd Williamson 
Stills Photographer . . . .. .. . . . . . . Oavid Kynocr. 
Clapper/loader . . . . . . . . .. . . . . . Davi<J Foreman 
Art Director_ . . . . . . . .  _ . . . .  _ . . . .  David Copping 
Asststant to Art 

Of rector , . . . . . . . • . . . . . . . . . . . . Chris Websrer 
Consultant 10 the 

Director , . .  . . .  . .  . .  . . . .  . . . . . .  Marun Snarp 
Wardrobe Consultant . . . . . . . . . . . . .  Wendy Wolr 
Wardrobe Supervtsor . .. . . . . . .  Jody Oorsman 
Wardrobe Assistant . . . . . . . .. . . . . Mendy Smith 
Best Boy . . . . . . . . . . . . . . . . . . .  •. Trevor Toune 
Ele<:trics . . .  . ..  . . .  . .  . . .  . . . .  Geoff Simpson 
Prop Master . . . . • . . . . Graham Walker 
Standby props . • . . . . . . . . . . . . . .  Monte Fl&guth 
Editor . . • . . .  . .  . . . .  . . . . . .  Max Lemo('l 
Assistant Editor . • . • . . . . • . . . . . Andre F!eurln 
Dubbing Editor . . • . . . . . . . . . . . • .Sn-ercy Bell 
Continuity . . . . . . . . . . . . . . . . . . . . Gilda Ban1cct1l 
Make·uptHairdrosslng . . . . . . . . . . . . Jose Perez 
Make-up . . . .  . . . .  . . . . . . . . . . . . Liz Michl& 
Unit Publh . .'iSt . . . . . . . . . . .. . . . . . . . . Peu�r Welsh 
Chlet Grip . . . • . . • . . . . .  . .  . . . . Geordie Orydeo 
Assistant Grip . . . . . . . . . . . . . . . . . .  Phil Warner 
Sound Recordist .. . . . . . . . . . . . . . . . Don Conely 
Driver . . .  . . .  . .  . • . .  . .  . . . .  Steve Champ man 
Construction Manager . . . . . . . . . . . . . .  8111 Howe 
Construction . . . . . . . . . . . . . . .  Herbert Pinter 
Horse wranglers • . . .  , . . . . . . . . . .  Tom Downer. 

Gordon Rayner 
C•at: Rachael Rocerts (Mrs Appleyard), Dominic 
Guard (Mictlae� F!tzhubor1): Vive-an Gray {Greta 
McGraw}. Helen MOf'so (Oi De Port1ers;: Kirsty 
Child, Anne laml:lett. Karen Aobson, Jane Vallfs. 
Christine Schuler, Margaret Nefson, ff\grld 
Mason, Jenny lovell. Janet Murray. Bndghe 
Phillips. Jackie Weaver. A. IJeweHyn Jones. 
Frank Gunnell, Martin Vau-ghan. Jack Fegan. 
Set at Woodel"'d (Victoria) in 1 900 - Story of the 
mysterious disappearance of three schoolgir's 
from the exclusive .Appleyard College during a 
picnic to the nearbi' Hanging Rock. 
Length: Feature 
Budget: $300.000. 
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SURVEY 
PLUGG 

Director , . . . . • . . . TcrryBourt<e 
Producuon compE�.Ily . . . . . . . . . . . . . . Romac 
E'xecutive Producers . .. . . . . . . . . . Bob RoGel. 

Producer . .  
Assoctai.e P!OG!VCP.r$ 

Peter McNamara 
Ninki Maslans"ty 
. .  Terry Bourke. 

Rod kay 
Produc1ion Manager . • . . . • .  , . . • . Pat Clayt()n 
Asslstanl Oireclor . Gerry Leus 
Script . . . Terry Bourke 
Art Director . Barry Acl!er 
Assistanl AM 

Director 
Director or 

Photogn1phy . .  
Camera Operator , 
Camera Assistant 
Colo1 process 
Gafrer . . • 

Grip • . . 

Kerrie Hood 

. Briar Probyn BSC 
. . . . . . . . . . . Frank �an,mon 

. John C!arl<e 
Eastman (Attab Sydney) 

. . . . .  Oerek Jones 
. .  �alpll Gosp-P.r. 

Tony Reade 
Editor . . . • . . . . . . . . . .. .. . . . Rod Hay 
Assistant Editors . . . . . . . . .. . Howard Bracken, 

Pau1ine Lind 
Music . . .  . . . . .. . . . .. . Bob Young 
Sound Recordist ..  �-. . . . . . . . . Pllll Judd 
Boom Operator . . . . . . . . .  Jack Friedman 
Electrician . . . . . . . . .  Brian Gross 
Wardrobe . . . . . . .  Carmen Mendoza. 

Stunts . . . 
Oarrelyn Gunsberg 
. . . . . . Peter West, 

�rank lennou 
Co,.,tjnuity . .  Margaret Rose .Qunp-t.y 
Stills . . . . . . . .  Chic Stdnget 
Caat: Peter Thompson, Cheryl Rlxon, Norman 
Ycmm. Reg Gorman. ?hil Clear"/. Edqar Met
calfe. Allan Gassen. Josepr;. Furst. Da-vid vauon. 
Helen O'Gr'tidy, Pi!t Skevinglof'!!. Vynka LOB· 
Stcefe Max Sartlet1, t-.�tichaef Kent, Raymond 
Long, Pa� Clayton. Margan�:t Ford • •  Josie Mackay 
Bon McGuire. S•d Plummer RObbie- McGtegor, 
Gina Davis anr.l Jill Argate. 
Fea1Ure .. length s�x-com&dy set in Pertn, n�!atlng 
misadventvres of a bumbling prlvale eye In his 
�ffor's to cfO'Se clown the Pussycat Escort Agen4 
cy. The local pollee cause havoc with their 1nep1 
pvrsuit of Plugg and the aget'cy·s beautiful Qtr�s 
9udget· StOO,OOO. 
Final ed11ing s1ages 
Reiease ptanrte<l lor June. 

A SPORTING PROPOSITION 
Oireclor . . . . . . . . . . .  . .  . . . . . . . . . .  Don Chafle} 
Distribu-tor . . . . . . . . . . . . . . . . . Walt Dlsne) 

Pro-ductioos: 
Production company . . . . . APA Leis:uretim( 
E.xecu1ive Producer . . .. . .. . . . . . Ron-Miller 
Producer . JeromG Courtlanu 
Production Manager . . . . . . . . . PAter Appleton 
Assistant Director . . . . . . . . . . . . . .  Mar� Ege.rton 
Script . . . . . . . . . . . . . . .  Ro�mary Anne Sissor\ 
Oicector ot 

Photography . . . . . . . . . . . .. . . . . .  Jack Card it! 
Stills . . .  . . . . . . . . . . . . . . . . . . . . . .  John Broth-ers 
Color process . . . . . . . . . . . . . . . . . . . . . Eas1man 
Edi1or . . . . . . .  . . .  . .  . . . . . . .  Mll<c Campb"'li 
Art Director. .  . . .  . . . . . . . . . . . .  . . .Sob Hilditch 
C-ostumes . . . . . . . . . . . . . . . . . Wendy Dickson 
Sound Recordist . . .. .. . . . . . . . . . . .  John Heath 
Make-up . • . . . . . . . . . . . . . .  Monique Dawklns:-
Catt: €va Griffith, Roberl Bettles. John Melllon, 
Michael Craig 
A Sporting Propotition is set In 111& AuS!raUan 
bush in the la-te 1 920's and is an advantur� story 
about a boy and his Welsh pony. Basad on 
James Aldrich's book. 
Budget: $t,OOO,OOO plus. 
Editing stages. 

35mm AWAITING RELEASE 

INN OF THE DAMNED 

o�roctof . . . . . . . . . . . .  Terry BourKe 
Dist1ibu1or . . . . . . . . . . . . . . Road show 
Produc11on company . . . .  Terryrdd Product•ons 
Producers . .. . . . . . .. . . . . . . .  Terry Bourke. 

Rod Hay 
Production Manager , , . . . • . . . .  �at Clnyton 
Production Secretary . .  Anne�Marie Tremayne 
Production Accountant ...  Jonothlln Toussaint 
Ptoducers US 

. . . . . . • Fred tshlmoto 
. .  . . .  . .  ..  . . Gaty Hansen 

represenlatlve 
Production design 
Assistant Arl 

'Director . . . . . . . . . . . Barry Adler 
Associate Producers . . . • . . • , . Peter Medich. 

Assts!ant Director 
Script . . . .  
Director ol 

Roy Medlch 
. . . . .  . ..  . Mark Egerton 
. . . . . . . . . . . . . Terry Sourke 

photography . . • . . . . . . . .  Brian PrODyn SSC 
Camera operators . . . . . . . . . . . .  Peler James. 

Alcha'd Wallace 
E<lltor . . . . . . . . . . . . . . . . . . .. . . . . . Rod Hay 
Color process . . Eastmttn {Cciortllm, Sydney) 
Sound Aecord•sts . . . . . . . . . . . . TJm Lloyd, 

Bob Hayes 
Boom Operator . . . . . . . . . . . . . . Oave Cooper 
Props . . . . . . . . . . Rocco SorrenU, 

Gaffer . • .  
Spectal effects . .  
�USIC 

Reg Gorman 
. • . . . . . . . Mlck Morris 
. . . . . . . . Les Conley 

. . . . . . .  Sob Yoong 
Horses. carnages 
Stills . .  . . 
Kaitstyliog ...  
Sound mixers 

• . • . . . . Graham Ware 
. , . . . . • .  Chic Stringer 

Patricia Cunliffe 
. . . . . . . . . . . . .  Pe1er Fenton. 

Aofl Purvis, 
Phil Judo 

Ur•it Aunner . . . . Roy Harnes�Jones 
Con�lnuity . . . . . Lynn McEncroe 
Wardrobe . . . . . . . . • . Joan Gtlmmond 
Stunt Co·crd!l"'ator .Peter Armstrong 
Makewup , . .  . . . . . • . . . . . . .  Oerek de Niece 
Caet Dame Judith Anderson. Alex Cord, 
Michael Cralg. Joseph Furst, Tony Sonner, John 
Me•llon. Roten Quiltec Carla Hoogeveen. Diana 
Dangerliel.d, Josle Mackay. Colin Drake. Lou1s 
Wishart. John Morris. Graham Corry, Phil 
Avalon. Lionel long. 
1896. Ameflcan bounty hunter sets oot to low 
vestlgate tr.e . mysterious dlsappearance.s ot 
:ravollers on a tonoty stretch of Gippslo!Uld coast. 
An eccentrtc old couple operating a Cobb & Co., 
overnight house provide the bizarre events that 
IOIIOvl. 

Length: 118 minutes. 
Sudgot: 5420.000. 
Rele-ase: By Roadshow on a natlonat basis in 
July. 
Co4pfo::tuctlon between T erryrod Productfon.$, 
Australian F•lm Ocvek>pn,ent Corporation, TWV
Channel 7 (Perth) and Medich Holdings (Liver· 
pool, NSW). 

' 
• 

• 

• 

• 

PROMISED WOMAN 
Director . • • . • .  

Production company 
Producers . 

. . . .  Tom Cowan 
. . . B.C. Ptodvctions 
. . . Richard Brennan. 

Tom Cowan 
Production Manager . • . . . • . • . •  Errol Sullivan 
As-sistant Ojte-ctot . ... . . . . . . . Gtaharn Shlrfey 
Script . . .... . . .... . . . .  : . . . . .. ..  Tom Cowat' 
Directot ot 

Photography . . . . . . . . . . . . . . . .  Tom Co\van 
Production Designer . . . . . .  Gillian Armstrong 
Continuity . . . , . . . . . . . . . . Mandy Boyd, 

Cathie Shirtey 
Mustc • . , . • . . . . Vassm Oaramas 
Production Setretary . . . . . • . . . MandY Boyd 
Editor . , . • . , . .  , . . ..  . . . .  Oavid Stlven 
Sound Recordist • . • . • . • . • . •  laurie Fitzgerald 
Ceet; Y<tlena Zigon, Takis Emma_nuel, NikOs 
Gerissimou, Kate Fitzpatrick, Darcy Waters. 
Story ot a Greek migrant who comes to 
Australia to face the harsn realltiH or an arrang .. 
ed marriage. 
Budget: $70,000. 
Length: I 00 minutes. 

THE REMOVALISTS 
Dltector . . . . . . . . . .. . . . . . . . . . . . . Tom Jettrey 
Producer • . .  . . .  . . ..  . . . . . . . . . . .  Marg�ret Fink 
Scr�pt . . . . .  . . . . . . . . . . . . . . . Oa•lfd Williamson 
Associate Producer . . . . . . . Aichard Brennan 
Production Manager . . . . . . . . . . . .Sue Milliken 
o.sslstant Director . . .. . . . . . . . . . . . . . Mike Lake 
LlghUng Cameraman . . . . . . . . . . . Graham Lind 
O:a.mera Opetator . . . . . . . . . . . . . . .  Peter James 
Sovnd Recordist . . . . . . . . . . . . . Ken Hammond 
OaHer . . . . . . . . . . . . . . . . . . . . . . . . . . Tony Tegg 
Grip . .  , . • . . .  , . . . . . . .  , . . . .  Graeme Mar dell 
Props , . . . . . . . . . . . . . . . . . . . .  Gillian Armstrong 
Wardrobe . .  . .  . . .  . ..  . . . . . . .  Roo 'A-ll Iiams 
Make�up . . . . . . .. . . ... . . . . . . . . .. . Liz Mltchle 
Editor . . . . . . . . . . . . . . . . . . . . . An!hony Buckley 
Cast; Potec Cummins. John Hargreaves. Jacki 
Weaver, Kate Fittpaulck, Chris Heywood. Mar11n 
Hams. 
Story of a lurniture removallsts' contact with a 
suburban pollee station. 
Budget: 5240.000. . 

THE GREAT MACARTHY 

Dlrectot/Producer . .  . . . . . . . . . . . . . David Saker 
Script . . . .... . . . . .. . . . . . . .. . . . . John Romeril, 

Oavid Baker 
(from !he onglnal novel by Barry Oakfey) 
E.xeec..ttive Producer 

Prodvction Manager . • • . • Richard 6rennan 
As.socJate Producers . . . . . . . .  Richard Brennan, 

Atan Benjamin 
Assistant Director . . . . . . . . . . . . . . .  Hal McElroy 
Wardrob-e • . . . . . . . . • . • . . . . . Aphrodite Kondos 
Oe-signer . . .  ..  . .  . . ..  . . . . . . . Oavld Copping 
Make--up . . . . . . . . .. . . . . . . . . . . . . . . uz Mltchte 
Con1inui1y • . . . . . . . . . . . . .. . . . . . . • . lyn Galley 
Director 01 

Photography . . . . . . . . . . . Bruce McNaught-on 
Camera Operator . . .  , . . . . . . . . . . Peter James 
Edi1or . . . . . .  ·- . . . . . . . . . . . .  , . . . . . . . John Scon 
Sound Re-cordtst . . . . . . . . . . . . . . . .. . Ron Green 
Unit Manager . . . . . . . • . • . • . • . , Mike Mallor 8.no 
c� ut: John Jarrau (McCarthy), Sandra 
McGregor, Judy Morris, Kate Fitzpatrick, Denis 
Miller. Chrf$ Heywood, Colin Drake. Ser(y 
Humphries, Colin Croft, Peter Annenson, Bruce 
Spence, Jack Oyer, Max Gillies. Peter Cummins. 
The career of a brilliant Austcallan Rules tull· 
forward - trom hl!l country recruitment to his 
nnal teague game. Based on the Barry Oakley 
novel. 

Budget: $260,000 . 

• 

� 
Above: Tlm Burstall . Belinda Giblin end 
John Waters discuss a scene during the 

shooting of l!nd Play. 



SUNDAY TOO FAR AWAY 
Olreetor . . . . . . . . . . . • • . . . . . . . . . . . Ken Hannam 
Production company . . . . . . . • . • South Australia 

Film Development Corporation 
ProdiJC(Ir , . . . . . . . . . . .. . . . .  , . . . . . . .  Gil Brealey 
Assistant Producer . . . . . . . • . . . . . . • Man Carroll 
Clrec1or of 

Photography . . . . . . . . . • . . • . . . . GeoH Burton 
Assistant Olrector , . • . . • . • . . . . . Mateotm Smith 
Sc-ript . . . . . . . . . . . , . • . • • . • . . . . . .  John Dingwall 
Camera Operator . . . . . . . . . . . . • Graham Scaife 
Ceat Jack Thompson, Max Cullen, Robert 
Bruning, Je-rry Thomas. Peter Cummins, John 
Ewart, Sean Scully. 
Events leading up to the 1956 Shearets' Strike. 

35mm IN RELEASE 

ALVIN AIDES AGAIN 
Co-directors . . . . . . . • . • . . • . . . . . . Oavld Bllcock. 

Robin Copping 
Producer . . . . . . . . . . . . . . . . . . . . . . . . Tim Burstall 
Associate Producer . . . . . . . . . • , A1an Finney 
Editor . . . • . . . . . . . . . . Edward McQueen-Mason 
Director of 

Photography . . . . . . . . . . , . . • .  Robin Copping 
Music . . . . . . . . . . . . . . .  . • . .  . • . . . .  8tfan Cadd 
Art Director . . . . . . . . .  , • .  , • . . . .  Bill Hutchinson 
Production Manager 1 

Assistant Director . . . . . • . . . . . . Aoss Dimsey 
Camera Operator • .  , . . . . . . . . .. . . Peter Bllcock 
Sound RP.cordist . . . . . . . . . . . . . . . . . . . Des Soan 
c .. t: Graeme Blundell. Alan Finney. Frank 
Thring. Chantal Contouri. Jon Finlayson. Noel 
Ferrier. Briony Sehet$. Abigail, Vanessa Leigh. 
A gangster-adventu.re story set around a casino 
robbery. Graeme B l undell feturns to play the tri· 
pie roles ol Alvin Pu fple. "Balls'' McGhee. And 
Alvin lmpersol'la!lng "' Bells" McGee. 
Budget: $25o.ooo. 

BAZZA HOLDS HIS OWN 
Producer/DI-rector . . • . . . . . . . . . Bruce Beresford 
As.soc1ate Producer . . . . . . . . . . . . • • . Jane Scott 
O�eetor of ' P'hotography . . . . . . . . . •  , . , . . .  Don McAlpine 
Script • . . . . . . • . . .. • . . . . • . . . . B-arry Humpnnes, 

Bruce Beresford 
Production desjgn , . . . . . . . . . . . John Stoddard 
Music . . . . . . •  , .. . . . . . . . . .. . . .. .. ..  Peter Best 
Editor . . . . . . . . . • .  , . . • .. . . . . . . . Will Anderson 
Sound . .. . . . . .. . ..  , , • , • , . • . . . . . . . . Des Bond 
Cut; Barry Crocker. Barry Humphries. Donald 
Pleasance. Ed Devereaux. John le Me-surier. 
Michael Newman, UttJe Nell, Nancy Blain, Prime 
Minister Whitlam and wife. 
Barry McKenzie's adven1ure.s In Europe. Psrl6 
and behind the Iron Curtain. An original script 
ba�ed on the comic strip cnaracter. 

Abov. Left: A cheesecake pose lrom 
Cheryl Alxon, who plays the lead role or 
Kelll Kelly In Plugg, the latest reature from 

T errx Bourke. 

Above Right: Mexican Peter 'and Dead Eye 
Dick cover their tracks In a scene lrom 
Richard Franklin's The True Story of 

Eokimo Nell . 

BETWEEN WARS 
Director/Producer . . . . . . . . . . . • • . Mike ThornhlU 
Associate Producer/ 

Production Manager . . . . . .  , . . . .  Hal McElroy 
Director of 

Photography . . . . . . . . . .. . . . .. . Russell Boyd 
Unit Manager . . . . . • . . • , . . . . . . .  Aoss Matthews 
Production Secretary . • . • . •  , . . . . . . .  Pom Oliver 
Assistant Olreccor . . . . . . • . . . . . . . .  Mfchael Lake 
Script . . . . . . . . . . . . . . . . . . . . .  Frank: Moorhouse. 

Mike Thornhill 
Continuity , . . . . . . . . . . . . . . . . . . . .  Adrienne Aeid 
Sound Recordist . . . . . . . . . • . . . . Ken Hammond 
Boom Operator . . . . . . . . • , . . . , , . David Coop-er 
Editor . . . . . . . . . . . • • . . , . . .  , . • • . . . .  Max Lemon 
Sound Re-recordist . . . . . . . . . . . . . Petor Fonton 
Caat: Corin Redgrave. Arthur Dignam, Jud)' 
Morris. Patricia Le-ehy, Gunter Meisner, Brien 
James. 
The life story ot a doctor between World War J 
and Wot1d War 11. -

• 

PETERSEN 
Director . . .  . .  . . .  . .  . . . .  . .  . . . . . .  , Tim Bvrstall 
Production company . . . . • . . . . .  Hexagon Films 
Director of 

Pnotograpny . . . .. . . . . . . . . . . Robin Copping 
Editor . . . . . . . . . .  , . . . . . . . . . . . . . .  David Bilcock 
Music . . . • . . . . • . . . . . . . . . . . . . . . . . • . Peter B-est 
Sound .. . . . . . . . . .. . . . . . . . . . . .  Ken Hammond 
Ca•t: Jack Thompson {Tony Petersen). Jackl 
Weaver (Suzie Petersen). Wendy Hughes 
(Patricia Kent), Arthur Dignam (Charles Kent}. 
Christine Amor (Annie}. Helen Morse (Jane). 
John Ewart (Pete-1. Sandy McGregor (Marge), 
David Phillips (Hoin<). Belinda Giblin (Moira). 
An efeculclan goes to University and gets per
sonalty Involved with a Professor and his wife. 

THE TRUE STORY OF 
ESKIMO NELL 

Director /Co-producer 1 
Co� writer . • .  , . . . . . . . . .. . . . . Richard Franklin 

Co-producer . . . . . . • . . . . . . . . . . . Ronald Baneth 
Co-writer . . . . . . . . . . . . . . . . .  , .  , .Afan Hopgood 
Director of 

Photography . . . . . . . . . . . .  Vincent Montor 
Assistant cameraman . . . .  , . , . Wolfgang Kress 
Grip . , . .  . . .  . .  . . .  . . .  . .  , . , . • Noel Mudie 
Gaffer . .  . .  . . .  . . .  . . . . ..  . . . .  Robert Young 
Sound Rccordisl • , . . . . . . . . . • John Phillips 
Production Manager , • . • • . . • . • .  Sue FarreUy 
Unit Manager . . . . . . . . . Ray Bissell 
1 sl Assistant Director . . . . . . .  Darry Sheen 

CostumP.s Aphrodll@ Kondos 
Edilor . . . . • . . . . Andrew London 
Music . . .  , . .. . .. . Brian May 
Caet· Serge, ·lazarefl, Max Gilles. Abigail, 
Graheim Bond. Ellie McLura. Elkf! Neidhart Sob 
Horsfall 
Based on the ottginal poem by Robert Service, 
about Dead-Eye Oick and Mexico Pete's search 
for tile loramous womper Eskimo Nell. 
Budge!: $240.000. 

In view of the rapid growth of 
Australian production the co
ordinator of this column would 
be greatly assisted by in
dividual producers and direc
tors sending their production 

details and stills to: 
Production Survey 
Cinema Papers, 

143 Therry Street, 
Melbourne, Victoria, 3000. 
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ANTONIO GAUDI - TO A DANCING 
GOD 

Director . . . . . . . . . . . . .. . . . . .. . . Theo Mathews 
Photography . . . . . . . . . . . . . • . • . . . . . .  Phillip Bull 
Script . . . . . • . . . . . .  , • . . • . • . . . . . •  David Rapsoy, 

Theo MAthews 
Color process • . • .  , . , . .  , • . . • . . •  , . . . .  Eastmon 
Editor . . . . . . . . . . . . . .  , , . , • , . • . . .  Oavld Aapsey 
Documentary on a Spanish architect Antonio 
Gaud I (1&54· T926): his wor�s ond philosophies. 

Length: 31 minutes 
Budget: SS.OOO. 
Release print 5tage. 

APPLAUSE PLEASE 
All film work . • • . • . . • .  , • • • • . • •  , • , . , , .Ivan Gael 
Soond track . . • . . • . . • . • • . • • . •  Oovld Hughes 
Music • . . . . • . . • • . . • . . • • . • . • • • . .  Frank Zaooa. 

Franda.eus Henk'' 
Color process • . . . . . . . . • . . • . . • . Eastman 
Cut: Max Gillies. Bob Tl'iornycroh. Joe Bo4za 
Length: 20 minutes. 
A eo-operative etfort by the director and ust to 
create a satire on our daHy commereJal 'tefevf 
sion di:ef and its VIewers. Mime and movements 
are the main characteristles or this comedy. 
Edldng stages. 

CEREMONY 
Director . .. . .  . .  . . . .  . ..  . . . . . . . . . .  Oevld Greig 
PrOduCtiOn assistant . . . . . Deboral'l Ranson 
Photography ... . . . . . . . .  Wolfgang KrHa, Oav•d Greig 
Ecmor . . . .  . . . .  . . .  • . .  • . .  . .  . .  . .  • . Oavld Greig 
Palntfngs . . • . . . . . • . • . . • . . . • . . • Paul Mason 
Sound . . . . . . . . . . . . . • • . • . • . . . . , Oary1 Evans 
Caat: David Leahy. Beverty Sluiter 
A film of rit ual and of confrontation between an 
artist and a woman, 
Length: 25 minutes. 
Budget: $3.000. 

CHILDREN OF THE MOON 
Producer/Oir&etor . . . . . . . . . . . •  , . . . • .  Bob Wels 
Assistant Director . . . . . . . . . . . .  , . .  Waynu Smith 
Ughting cameraman . . . . . . . . . . • . . . . Bob Kolar 
Sound , . . ..  . . .  . . ..  , ..  . . . . . . Lloyd Carrick 
Call: John Oulgan and Alan Money. 

Short feature. A young man reueotlng lrom clly 
lite meets a Magus and undergoes substantial 

emotional and spiritual change. 

Release prfnt stage. 

DON'T TALK TO ME 
ABOUT THE BLUES, BABY 

Director . . . . . . . . . . . . . . . . . . . . . . . .  Jean Buckley 
Producer . . . .  . .  . . . .  . . . .  • . ..  . . .Jean Buckley 
Script . .  . • . .  . .  . . . . . . , Jean Buc:ktey 
Production Manager . . • . . . . Ken Oulnnell 
Photography • • . . .  , . •  , • , • · . David Sanoorson 
Sou.nd .. . . . . . . . . . . . . . . . . . . . . . .  Carlo Tatdls 
Location s-ervices . . . . . • . . . . Box and 0� 
Camera assistant • . . . . • . . • . Martha Kaye 
Origlnal mus ·c:: • • • • • • Janel Cotlina 
Catl: Janet Collins. Colin James. Graham Ph1s 
A young housewite leaves her husband and 
Children after a �!Oient fight and Is raptd by a 
hHeh-hiker. 
leogth: 30 mlnutH. 

THE ELUSIVE GEISHA 
Producer/Director . . . . . . . . • . • Frank Hefmana 
Production company . . . Cinetef PrOductkw\s 
Associate producer • . . • • • • John de Boer 
Script . • • . • . • • . . . . • • . • • . • . . • . . Frank Hefmans 
Story . . . . . . . . . . . . . . . . . . . . . . . .  Josette Helman a 
Pilotogr!ll>hY . . . . • • • • • • •  , . . . • .  Micl\aot Franklin 
Editor . .  . . ..  . .  . . .  . . .  . .  . . .  . . . . Frank Helmans 

Film portraying thl geishas of Japan - their art, 
function ar\d future (for the 0/10 Network). 
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SURVEY 
Length: SO minutes. 

Budget S2•.ooo. 
EdUing stages. 

THE FIRM MAN 
Writer/Producer/ 

Dir•ctor . . . . . . . . . . . . . . . . . . . . . .  John Dulgan 
Lighting cameraman . . . . . . . . . . Sasha Trlkolus 
Camero assistants . . . . . . . • . . . . .  Terry Jack ln. 

Martin 6ortllold 
Sound recordist . . . • . . • . • • . • . . .  Lloyd Carrick 
Sound Assistant • , . • • . • , • • . . • . . , Wayne Smith 
CoshJmes . . . • . . . . . . . . . . . . . . . . . Anna French 
Editor . . . . . • . . • . . . . . . . . . . . . . . . Tony Patterson 
Cast: Peter Cummins, Eiloon Chapmen, Peter 
Carmody. Chris McQuade, Max Gillies. Bruce 
Spence. 

A middle-aged businessman Joins a mysterious 
tuper busfnes.s organization known as "The 
Firm". The film Is In tact a pottticaJ organization 
engendotlng certain changes in Jcs member$. 
Length: t 00 minutes. 
Awaiting release 

FLOATING 
PrOducer/Direc-tor . . . . . . . . . . . • . . . . .  Mit(e Edots 
As$1Stant D.'rec:tor . . . . . . . • • . . . . • .  Leo McLaren 
EdltOt . . . . . .. . . . . . . . . . . . . . . . . . . .  Esben Storm 
Photography . . . . . . . . . . . . . . . . . . . .  Mike Edol.s 
Colot process • • . • • . . • • • • • • • • • • . • •  Eastman 
Commentary, .. • . .  . .  . .  • . � .Bob Mazo 
Sound • • • • • • • • • • • • • • • • • •  Max Heusser 
Musk: . . .  . . .  • . . .  • . .  . . . . .  Peop&e of the 

Mowanjum Tribe 
Made wtlh lhe asslsl.anoe of Jhe Au.straUan Coun
cil tor the "Ans. flQ.I·ting examini!S th� clash 
between White and br.c::k wftu:res in the Northern 
Territory. 
leogth: 75 mfnutes. 
Release prlnr stage. 

HIGH AS A KITE 

(Working Title) 
Director • .. . . . • . . . . . . . . . . . . . . . . . . . . lan Finlay 
Distributor , ..  . .  ..  , ..  , . . . . . . . . .  , ..  Max Dutch 
Production 

company . . •  , . , • , . Max Dutc-h Productions 
Producer . . •  , • •  , . • . • . . . .  , • . , . .  , • , . Jan Finlay 
Photography , . . .  . , . •  , • • . •  , . • . •  Warren Seif 
Color process • , . •  , , . .  , • . . •  , . .  , • , . .  Eastman 
Sound recordist . . . . . . . . . . . . . . . . . . . Mal Read 
c .. t· Bill Moyes, Stophen Moyes. 
Ooeumentar'v on two kite flyers. 
BYdgel• $28,000. 
Length: 50 minutes. 
Prftproductlon. 

HOW WILLINGLY 

YOU SING 
A film by Garry Patterson. 
ProductiOfl assistant , , • , . •  , • . .  Jim Robertson 
Story consultant . , • . , • • .  Charles Tabacznlk 
Photograpny . • .  , • .  , • . • •  , , • •  , . Peter Tammer 
Continuity . . . • . . •  , • . . . ..  Maureen Andrew 
Vk:loo . . . . . . . .. . . . .. . . . . . . . . . . .  Ruben Mow 
Music . . . . . . . . . • . . . . • . • . . •  Robon Patterson 
Performe<i by . . . . . . . . . . . . . . . . . . .  'Inner Clrcl�' 
Written and performed by Garry Patterson. l$aac 
Gerson, Jim Robinson, Jerry Power1y, Morris 

Gradman. Braham Glass, AHan levy. Rosy 
Smith. Pamela Munro. Jetf Turnbull: wfth Peter 
H1ftenden. Jim Rush. Peter W&fnlger, Pet 
Wootoy. Spenoe W�fiams, Mandy and Joey 
Munro. 
--tt It a tong, $eml·autoblographical comedy of 
sortt: more like a personal, ilustrated. comic-
strip nover than a prOduction..fine fiJrn. tt is not a 
consumer product."' (Garry Patterson). 
Budget: $14.500. 
Final edmng stages. 

JOG'S TROT 

Director .... . . . . .. . ... ... . John Papadopoulos 
Production company . . . . . . . .  Pendra90n Fllms 
Producer . . . . . . . . . . . . . . . . . . . . . . Harvey ShOfe 
Associate Producer . . . . . •  John Papadopoulos 

' 

�rlpt . .  . . .  . .  . . . . . . . . . . . . . .  Sally Blake (from 
her ahort story) 

Pnotogr!ll>hY . . .  , • , • .  , • . • .  , Brian Probyn, BSC 
Color process . . . . . . • . . • . • • •  : . • . . • . .  Eastman 
Eleclrlc�an . • • . . . . • , • • . •  , • . . •  Brian Balnagrove 
Wardrobe . . .  . . .  . .  . . .  . . .  . . .  . . .  Rou Jackson 
Art Olroctor . .  . . . . . . . . . . . . . . . . . . . .  Sally Bll�e 
Music . . . . . . . . . . . . . . . . . .  , . . . . .  Charles Plleso 
Continuity . .  . . . .  . . . . . . . . . . . . . .  , ..  Fred Blake 
Make·uP . . . . . . . . . . . . . . . . . . . . . . . .  Sally Bla�e 
Sound Aecordlst . . . . . • . • . . • . • . , . Carlo Tach I 
Caet: Arthur Olgn•m. (remaJnder not caat). 
Film chronicles the alter-fife of the main 
character Jog. A born loser, he goes throu gh the 
process or changing hiS self-c:roatod hell lnto a 
personal paradise. He becomea a dead winner. 

delighting In tormenting hit former aelt. 
Length: 45 minutes. 
Budget 525.000. 
Shooting March 30. 

KELLY 
Director . . . . . • • . .Rod Nlc::-holla 
Distributor . . VIncent Library 
Production company • • Acey Pl'us Unit 
A.ssoelate Producer . . • • • . . . . . . Olrla Mellor 
Production Manager . . . . • . . . . • •  Aicto Fedato 
Assistant Oirtctor • .Sean Power 
Script . Rod Nicholl• 
Photography . Gl111an Sellar 
EOrtOT • • . Rod Nicholls 
Production Designer , • . Vlna Btallsford 
AsSistant • , • • • John McFadyen 
Spectol elfoots • • • James O'Brian 
Sound Editor • . . • . • • • .  Murray Hlrd 
Sound RecordiSt • . • • • . . Roger Manogve 
Sound Re-recordLSt . • • • • • Galt Tauscher 
Technical Advtser • . . • • . • •  WlUiam Moore 
Stunt co-ordinator . . • . • . . . Jemes O'Brian 
Catt: Kay Lindsberg, Roben t<lmber. Geoffrey 
Pullan. Bruce Rosen 
A political fantasy. set •n 1976. Six months after 
llle US hu gone tasc:lat. American radical Kelly 
Bryant comes to Australia. the presa and pollee 
coverage on her proving yot again that Wt Shalt 
Not Overcome. 
length: 23 minutes. 
Budget: $2,500 
In release. 

LARGER THAN LIFE 
Of rectors . • . • . • . . . . . . . • . . . . . Oonsoy Clyne 

Jim Frazier 
Production company . . . . .  Mentis Wndllle Films 
Executive Producer . . . . . . . . • . . •  Oonaey Clyne 
Producers , . . , . . . . • . . . . • Densey Clyne 

Jim Fra1.ler 
Script ..  , . .  ..  . . .  . . .  ..  . . .  . . .  ..  . Densey Clyne 
Photography • . .  , ,  • • . • •  , • . . . . • . . Jim Frazier 
Color process . . • . . • . . . • . . . . .  ..., Ektachrome 
Music . . . . .  , ..  ..  . . .  ..  . . .  . ..  . OOtek Strachan 
Ed•tor . . . .  , . . . . .  , . .  . . .  . . . . . .  Frank Hefmens 
Narretor . . .  . .  . . .  . . .  . . . .  . . .  . .  . Donsey Clyne 
Titses . . . . . . . . . . . . . . •  Yoram Gross. Studios 
Seven episodes about the life ol Insects and 
spiders of Australia 
lengtn: 50 minutes per epltode. 
Budget $20.000 per eplsooa. 

MAY FLY 
Ofrector . . . .  . . .  . .  • • • • • . • • • Kevin Anderson 
Production Assistant • . . . • . • . •  Tony Stevens 
Photography . . • • • . • • • •  , • • • •  Kevin Anderson 
Continuity ..  . .  . ..  . . . . . . . . . . . .  Olanne Glullerl 
Sound Recotdlst . . . . . • • • . . . Dtrryl Gladwfn 
Cut Walter Oobrowols�l. JamN Robartaon. 
Maureen Sadter. 
Twenty .. four hOurs In the life of a crime writer. tn 
which he confronts the cheraet•ra In "l• latesl 
novel. 
Edillng stages. 

MELANIE AND ME 
Director ..  . .  .. . . .. . . . . • . ..  . .  . ..  Chrts Fltch•n 
Assistant Oiractors . • . . • . . . . • . . . Julie St•lner 

Andrew Crulckohank 
llgnting Cameraman . , • •  , • , • • . • . •  Ellery Ryan 
Stilt photography . •  , • , . • • . . . . • .  Peter Edwards 
Script continuity ..  . . .  ..  . . . . . . . . .  Caas Petor1 

Sound . . . . . . . . . . . . . . . . . . . . . Michael Creme,en 
John Ruane 

Tim Sman 
NegatJve cutting . . . . . . . . . . . . . . .  Andrew Jones 
GraphiCs . . . . . . . . . . . . . . . . . . . .  Gordon Fltcnett 
MusJc . . . . . . . . . . . . . . . .. . . . . .. . . . Simon Jones 

John Shaw 
Cett; Michael Carman, Sally Conebere, Debbie 
Burke. Annie RyeU. 
Length: SO minutes. 
Budget: $5,000. 
Fins! editing stage. 
ON THI! TRACK OF UNKNOWN 

ANIMALS 
Directors . . . . . . . . . . . . . . . . . . . . .  Gordon Glenn, 

. Keith Robortso� 

Documentary lnve.stlgatlng sightlnga. a drop
ping, tootpr)nts and a photograph which cannot 
be attributed to known native fauna. 
Budget: $5,000. 
L ength : 50 minutes. 
qelease print stage. 

ONCE 

Dlrec<OTS . • • • • . . . . . . . . . . . . . Mark O'atcy·lrvlnt, 
Garry Archibald 

Producers . . . . . . . • • . • . . . . .  Mark O'ercy·lrvln•. 
Garry Archibald 

Animation enlttants . . . . . . . . . . . • . • .  Mas Sani. 

Inking and painting 

Garry Archlbald, 
Mark O'arcy-IMne 

supervision • . . . . . . . • . . . • • . • . . • .  Judy Lengel 
Editing .. ..  ..  . . . . . . . . . . . . . . . .  Peter Bluland 
ColOr process . . . . . . . . . . .. . . . . . . .  _ . .  Eastma.n 
VoJoes . • . .  . . .  . . . . . . . . . . . . .  Roger Nawc:omb 
Animated canoon satfrtsing !he world and its 
constant pHght of destroying itself by nuclear 
weepons. 
Length: Seven minutes. 
Budget: $2,300. 

ROBINSON 
Directors . . . . . . • . . . . . . . . . . . . . . Peter Tammer. 

Garry Patterson 
Photography • . • . . . . . . . . . . . . . . . .  Peter Tammer 
Editor . . . . . . . . . . . . . . . . . . . . . . . . .  Peter Tammer 
Sound Recordist . . . . . . . . . . . . .  Garry Patterson 
Documentary on 74-year·�d Reg Robinson. W'ho 
has built 16mm cameras. printers and projectors 
tor the la.st 50 years. Among other achlevementt 
he directed a film in 1926 entUiod The Shalterecf 
tlfution, and recenttv has built a super 16mm 
camera with VIncent Menton. 
Editing stages. 

ROLLING HOME 
Directors . . . . .. . . . . . . . . . . . . . . . . . .  Paul Witzig, 

David Lourie 
Production company . . . . . . . . . . . •  ,Island Films 
Producer . . . . . . . . . . . . .... . . . . . . . . . . . Paul Witzig 
Script . . . . .. . . . . . . .. . . . . .. . . . . . .  ,.  Judy Bray. 

Paul Witzig 
Story . . . . . . . . . . . . . . . . . . . . . . . . . . . .  Concept by 

Craig McGregor 
Photography , . • . . . . • . . . . . . .  Michael Simmons, 

Robbie Newman 
Color proce,ss . . . . . . . . . . . . . . . • . . .  Ektachrome 
Ed�OT . . . . . . . . . . . . . . . . . . . . . . . . . .  Da\lld Lourie 
Music . David Stewart. Melissa Stewart John 
Bushefte. Mason WiJiiams, Bob "Wolf Ah.won and 
Rusty Mln61 
Sound . . . . . . • . . . . . • . .  Mixed by les McKenzie 

and Oan Oillon (APA) 
Surfing by . . . . . . . . . . . . . . . . . . . . .  Reno Abellira 
Call: Joan ond Reno Abfllllra. Judy Bray. David 
Lourle, Robbie Newman, Mindy Plater, MIChael 
Simmons. lan Watson. Paul and Mat1a.nne Wit-
Zig. 
A surf movie ln which wave·riding onty con· 
stitutes 10 per cent ot the picture. • 

.. There were 10 of us that year oM\o fert the dty far 
bel'\lnd and headed west . . . we had heard 
ttorles or abor1glnal tribes, of huge mountain 

Abov.: Don't Talk to Me About IM· Biu., 
Bilby, directed by Jean Buckley. 
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ranges. of vast deserts and plaint, of perfect turf 
.on hidden beaches. Our Joumey was a Queat Into 
the beyond; a sea1eh for new people, new placet 
and new experiences . . •  · (Paul Wltllg and Judy 
Broy). 
Leng1h: 95 minutes. 
Budget: $72,000. 
In retee.se. 

SCHOOL'S OUT 
Director . . . . . . . . . . . . . . . . . . . . . . . . .  Alex Rappel 
Production • . . . . • . . . . . . • . . . .  , Rosa Campbell. 

• AVEC Film Unit 
Script . . . . . . . . . . .  , . . . . . . . . . . . . . . .  Alex Rappel 
Camera • , . • . • • . • • • . • • • . . . . . , • . • . •  , Ivan Gall 
lighting . .  . .  ..  . .  ..  . .  . .  . .  . .  . .. .. Peter Dodds 
Process . . . . . • . . . • • . • • . • . . . .  , • , . •  , • .  Eastman 
Sound . . . . . . . . . . . . . . . . . . . . . . . .  Davlct Hughes 
Edlfor . .  . .  . .  . .  ..  . .  . .  . .  . .  . .  ..  , Peter Dodcts 
Gaffer/Grip . . . . . . . .. , . • . • • •  , , John Sullivan 
Documentary about studentS arld teacheratry*ng 
to breilk through the cond itioning ol traditional 
education at three radlcaJ aJiernaUve schools In 
Melbourne - Brfnsly Road. CoUingwood and 
Swinburne Community Schools 
length! 40 minutes. 

SOLO FLIGHT 
Of rector • • . • . • • • • • • • • . • . • .l1n Mllrs 
Production Manager . . • . . . . • .Pat Robbins 
Photography ..... .. .... .. . . . . .  Gordon Glenn 
Script .. . ..  . .  ..  . .  .. . • ..  • tan Mills 
Sound Recordists . . . • .lloyd Carrick. 

ian Armel. 
Alen Watton 

Editor . .  . .  ..  ..  ..  • • . . . . . .  Ke>�n Ston 
Continuity . • . . .. • . . . • . .  • .. • Fiona Mackie 
Ceat Fiona Rus.se11, Don Barkor. Jonn Ley. 
The tonging of a woman to esc.ape U'!.l rigid 
framework of her everyday WOfld and the 
Umitations placed on her freedom by human 
society and human relations. 
Length; 90 minutes. 
Release prfnt stage. 

STIRRING 
Direction and '&Search . . • . . . . . . . . • . .  Jane Oehr 
P..rpductlon company Auatrallen Depenment ot • 

Education and Film Auatralla 
Producer . . . . . . . . . . . .. . . . . . . . . .  Timothy Reed 
Photography . . . . • . . . Mlko Edols (ano olhore) 
Editor . . . . . . . . . . . . . . . . . . . . . . .  Warwlok Hercus 
Step by step examlnallon of an experimental 
mer hod ot teaching In a classroom wh ic- h revet��\a 
student and teacher attlhJdea to an lasue (cor· 
poral punishment) and to thtmHI'ves as well es 
showing the development of a unity wl1hln the 
.students where there was none before. 
Length; 60 minutes. 
Release print stage. 

STRINGER 
Director . . . . . . . . . . . . ......  , . . .  RobGrt Schmidt 
Producer . . .  .. . . .  . .  . • . ..  . • .  Rol)ert Schmidt 
Story . • . • . . • . • . . . • .  0 • • • • • • • •  Robert Schmidt, 

Chris Cudctlngton 
Color process . . 0 0 0 . • . • . • . . . • . • . • .  Eastman 
Animators • • • • . . • • . . . 0 • • • • •  Ro�n Schmidt, 

Golrden Cook 
Animated film about IWO tutftrt In a world 
stopped by pollullon. 
Length: 23 minutes. 
Budget: $&.000. 
Editing s1ages 

SUMMER SHADOWS 
Director . . .  • • • • • .. . .  . .. . . .  Scon Murray 
Production company . . . . . • . • . • Acme FUrns 
Producor ...... . . . . ... ....... . . . .  Simon Scon 

Above Left: Ce<emony: a film of rltulll and 
conlrontatlon. 

Above Right: Julie Dawson In Wllo Killed 
Jenny Langby. 

ScriPt . . . . .. . . . . . .. •.• •• • .• .. . •  Scott Murray, 
Simon Scott 

Photography . . . . . . . • . .  , • .  , • , • . .  Gordon Glenn 
Editors .. . .. . . . . . .. .. . . . . . . . . . . Scott Murray, 

Sylvie le Clezlo 
Sound Recordist . . . . . . . • . . • . • . •  Lloyd Garrick 
Sound Re-record 1st . . • . • . • • . . . .  Sob Gardiner 
Study of a young man's persistence fn a one-way 
iove relationship and �s subseq(Jent reallzaUon 
or the existence of cho�o. 
8udgel: $20,000. 
Lengtn: 80 minutes. 
Shooting April/May 

THE TERRITORIANS 
Director • . . • . . . . . . . . . . . . . .  David Waddington 
Distributor .. . . . . . . . . . .. . . .. . Gk>bal Television 
Production 

company . . • .  0. S. Waddington Productions 
Producer . . • . . . . . . . .. .. . . . . David Waddi.ngtOtl 
Associate Producer .. . . . . .. . . . . Byron Zenuck 
Production Manager . . . . . . . . . . . . .  Jan Kenney 
Script .. . . . . . .. . . . . . .. . . . . .  Charles Wickham , 

James 8odWitCI"t 
... Stuart Parks 

Story . .  . .  . .  ..  ..  ..  .. . • ....  Davie! Wodd1ngtoo 
Photography.. . . • • David Waddington 
2nd unit photography o • • • • •  Mike Atkinson 
St"ls photograptly . • . • •. .• • Bernard Glasser 
Music • • • . ..  ..  . . . . .  BiU Bennsing 
Editor • o • • • • • • o • • • • • • •  Rhonda MacGregor 
ConUnuity . • • . • . • • . • . • . . .. Susette White 
Script Assistant •.• . • • . •...• . ... Jan KeMey 
Sound Roeo<diot . • • . . Barry >iomillon 
Muc.er • .. .. .. .. .. .. ..... Jon lesley 
Narrator • o • • • • • • • • •  June Sahet 
Titles • • • . • • • . • .• . .  Oonatta Graphics 
Nine episodes on the peopfe of the Non.M:rn 
TerritOf)' and their lifestyles. Each ep!sode e.x
arnl"es a different character. e_g. a cattleman. 
buffalo huntef, nurse etc. 
length: 50 minutes per episode. 
Budget· $t2,000 par episode 

THE UNDERSTUDY 
Producer/Otr&Ctor . . . . . . . . . . . . . . . •  Eric Luighal 
ProductJon company . . . .  Sandbar �roductions 
Producer's Assistant . . . . . • . . . . .  Chris Morgen 
ProcfuctJon Manager . . . . . . . . . . . .  Errol Sullivan 
A&&lstant Ofr�tor . . . . . . . . . . . . . . .  .Errol Sullivan 
2nd At$l&tant Director • . . . . . • . . .  Diane Kearns 
Scrlpl . . . . . .  , • . .  ..  . .  ..  . .  .. . . . . . .  Eric luighol 
Photogrepny . . • . • . . . . . . . . . • . .  Gaile Tanersall 
Camera operj!ltor • . . . . , , . Malcolm Rltnards 
LJghtlng . . . . . . . . . . . . .  , . . . .  Brian Salnsgrove 
Color process . .  . . .  . .  . .  . . .  . .  . .  . . . . .  Eastman 
Continuity . . . .  , . . . . . . . . . . . . .  , . . .  lynn Galley 
Sound Recordist . . . . . . . . . . . . . .. . . Carlo Tachl 
Cut: Jeanne Drynan. Don Barkham. Frank 
McTearnan, Robin Bowering, Graham Pitt, lvar 
Kents. 
"A litm within a tum and what transpires when ac
tors don't r�ate to a situation as tho directoJ 
believed lhey would " (Eric Lul9hal). 
Length: 90 minutes (approximately). 
Budget $24,000. 
In pre-prOduction. 

WILDLIFE 
OlrectOt . • • . • . . . • . . • • . . . . .  Peter KJng.ston 
ProdUC11on Company . • • • • • • • • Wild Lire Fllms 

of AusttaJla 
Producer • . .  . . . . ..  . . . . . • . . . . . . .  John Singer 
Production Manager . . • . • • . • . . . . .  J.ohn Stnger 
Aulstant Oir.ctOf . • • • . . . • . . . . . . . .  Colin Beard 
Scrtpt . . . . . ...................  Russet Oeebl!' 
Story . . . . . . . . . . . . . . . . . . . . . . . . . .  Bobby Bright 
Photography .....................  Colin Beard 
Color . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  Eastman 
Editor ............... . . . . . . . .  Miii'Sha Bennett 
Ar1 Dlraclor.............. . ....  . .  Colin 84&rd 
Muslc ..........................  Bobby Bright 
Music Director . • . •  , •.  , •.•  , . • • • . •  Bobby Bright 
Sound Editor • • . . . . • . . . • • ••.  Marsha Sennett 
Sound R�rdlst . . . . . . . . • . . . • . . .  Doug Davies 
General Interest documentary on birds of the 
Northern par1 or Australia. 
Runnlllg Time; 1 hour 
Budgot: 520.000 
Editing stages. 

• 

FILM AND TELEVISION BOARD 
GRANTS: GENERAL PRODUCTION 
FUND AND SCRIPT DEVELOPMENT. 

LiliAS CASTLE (NSW) - Supplementary grant 
for music fOr' television pilot ot chHdren's 
program $500 

AVTEN KUYUlULU (NSW) - To direct and 
produoe T·he Qolden Cage: 90 minute feature 
Him about two Turkish migrants. $20oSOO 

SIMON TOWNSEND (NSW) - Supplementary 
grant to complete 1elevlalon pilot tor chlfdrtn's 
currenl affairs program St.OOO 

IAN BARRY (NSW) - To direct anCI produc� 
narrative feature Sparkl $20.400 

TELEMARk PROOUCTIONS (GORDON 
ORIMSOAlE) (NSW) - To direct and produce 
ChUcta Play pilot eplaodt tor ttle�slotl series 
written by children $13.720 

BAlLARAT PRODUCTIONS (NSW) - To 
ptocuce Rete ot l!:achtngt, pUot episode of 
proposed television series Ftood S20, 159 

JOHN BIRO (VIC)- To dlraclanct produce Tl>fo 
Other Eden: dcx:umentary but<S on McCubben-. 
Bonython expedition $ t 7,255 

OON CATCHLOVE (NSW) - Dovotoo 
screenplay for televl81on pley Coming or 
Ago $t.200 

MURRAY ClARK (NSW)- Develop sc:reenploy 
fOf one episode ano story flnu for tubHQutnt 
epiSOdes for tqlevtslon dr1ma series Ofift. w'lth 
assiStance ot script ed-itor S&oo 

DARYl FREESTONE (NSW) - Develop 
�ceenpt.ay fOr 90 minute retevllion pilot The 
Gome Trade $2.000 
MARAl YN J, JONES (NSW) - Develop treat· 
ment for scra.nplay tor f1lm documenltry drama 
Semi-detached $800 

SEAN HOG BEN (NSW) - Develop acroonplay 
tor feature film on mloatt·Clltt scnool 
Ieaver $1,000 

RON HARRISON (NSW) - Develop acreenploy 
for episode of television aorlea Dlnkum 
Mlcawber and three subaequent story. 
lin� St .�O 

CHRIS McGill/TIM READ (NSW) - Develop 
screonpley and prepare muslcllyrltt for 
children's feature film Hector Hero Cet $2.900 

PETER SEDlAK (NSW) - Develop scre•nplay 
ror fealure film Liit of M1111ro Gyongyoal. with 
aulstance of script editor $2,000 

PETER WEIR (NSW) - Oevolop llrsl droll 
screenplay tor fiiUure rum Rett ot the 
Qodo St,800 

RENATE YATES (NSW) - Develop treatment 
and first or aft screenplay tor 50 mlnult television 
play based on short story Mre-. E,. .. ,n. wllh 
assistance ot script editor seso 
COliN JOHflSON (VIC) - Oevolop screenplay 
for leature tltm lrom novel Wildc•t F•lllns;. with 
assistance ol script edl1or $1.600 

DONALD MclENNAN (VIC) - Prepare 
shooting scnpt from tirsl drah sctHnpfay tor 
feature mm Chen:gee. with assistance of script 
SUP-81'Y1SQ{ $1,200 

SUE FORD (VIC) - To research serlos of films 
on women artists $1,000 

-

PRODUCTION SURVEY 

lESl.IE HUELtN/MICHAEL PATE (VIC) -
Oe,retop scripts tor' minimum Of six 50·mlnute 
tetevtslon eprsodes based on Huelln's book Keep 
Mo•lng $3,000 

E. C. HAM/ A. K. FOWLER (OlD) - Research 
and documem source materiel and prepare 
ueatment for film documentary on licensed 
slaughter ot koalas In Queensland In the 
t920s $1,800 

RICHARD RUOD (OLD) - Research and 
develop sc:rlpt for dramatized documentary rum 
on Llt�rd lslond (Old) pioneer, Mrs. Walson$200 
WilLIAM EDGAR (WA) - Research and 
develop historlcat tefevlsion series Moondyne. 
with assistance of script editor $1,500 

NICHO�AS liDOELOW (WA) - Develop 
screenplay tor one episode ot television series 
Oan the Dogger and synopses for -subsequent 
episodes, with assistance ot script editor seso 

FILM AND TELEVISION BOARD 
GRANTS: EXPERIMENTAL FILM AND 
TELEVISION FUND. 

NEW SOUTH WALES 
Keonolh Amb<osa. S2.996; Poul8ugdan. $1,185; 
Pat F'ska. SS.290; Andrez ChodkJawicz. !800: 
lawrence Field, S749; D!ana Fu�ot. $4,643; 
Diana Koams. $4,649; Gillan loahy. $2,763. 
Janice Mason, S766: Meg SII!Wal'l $5.tz.J: lee 
Hobbs, $922, J..,niler Thornley. S2.000: Daniela 
Torsch, $3,353: Sonia Hollman. $2.843: E. 
Wertemann. $2,905: Nigel louez.. S1o020: 
Gorham Dyson. $1.550. 

VICTORIA 
A l Bad rock, $524: Mortln Bartlleld, St ,922: 
Maria Batllsla. $1,036: Fetll< Bcsan. $1,290: Max
Im Burllgh. $715; Jamos Clayden. $1,870; 
Rodoey Corry, $1.600; AothOny Docker, S2,160; 
Peter Dcwnton. $4,834; l.an FO«'syth.. $2,131; 
Ronald Hamlnon. $1,255; Devld King, S67t: Ross 
Lander, $1.969; Arthur McDevttt, $1,180; TTevor 
McKercharo $1,505; Bren Southwick. $1,283; 
Chrls1ophor Stapleton, $1 ,048; Kennelh 
Shepherd, $2,232; Pe1er Yuill, $t,OOO; Mike Hud· 
son. $828; James Wilson. $400. 

QUEENSLAND . Bruce Dickson. $t,200; Jan Murray, $2,071; 
Arthur B. Palmer, $700: Sis lot Marie Ryan. $369; 
Gavin Patterson, $480: Don Schetkowtki, $480. 
SOUTH AUSTRALIA 
Lynelle Sugden. $2,742: Fred Cass. $1.422; 
Mark Pinchbeck, $tOO; Donald Shepherd, 
$1,0820 Darryl Budner, $281; Geoff Bruer, 
$4,865. 

WESTERN AUSTRALIA 
Gooftrey Bennett. $2,254. 
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COMMERCIALS PRODUCTION SURVEY 

Commercials 
PRODUCTION 

The following list has been compiled 
•"•r consultation with agency repruen
letivu, producer&, dlrectort and 
technicians, and repreaentc a selection of 
ads cunentiy being acreened in cinema• 
and on national television. The commer .. 
ciala selected lor publication in this aec
tion demonatrate merit in one or more of 
the areas listed. 

KENT 
TITlE . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . • . . Kant 
PRODUCT . . . . . .  , . . . . . . . . . . . . . Kent ClgereUes 
AGENCY . . . . . . . . . . .  John Ctemenger P!y. ltd. 
PRODUCTION 
HOUSE . . . . .  Grahame Jennings Productions 
PRODUCER . . . . . . . . . . . . . . . . .  Arthur Sturgess 
DIRECT('R . . . . . . . . . . . . . . . . . . . . . . .  Jim Money 
WRITE F. • • • • • • • • . • • • • • • •  John Ctemenger 
CAMERt· . . . . . . . . . . . . . . .  Chris AshbrOOk 
EDITOR . . . . . . . . . . . . . . . . . . . . . . .  Mark Waters 

KING GEE OVERALLS 
TITlE .. . . . .. . . . . . . . . . . . .. . King Gee Overalls 
PRODUCT . . . . . . . . . . . . . . . . .  King Gee Overalls 
AGENCY . . . . . . . . , . •  Murray Evans Advertising 

PRODUCTION 
Pty. Ltd. 

HOUSE • . . • Grahame Jennings Productions 
PRODUCER . . . . . . . . . . . . . . • . . . , . Dorothy Mills 
DIRECTOR . . . . . . . . . . . . . . . . . . . . . . .  Jim Money 
WRITER . . . . . . . . . . . . . . . . . . . . . . .  Clinton Smith 
CAM ERA . . . . . . . . . . . . . . . . . . . . . . .  ChriS MOMY 
EDITOR . . . . . . . .. . . . . . . . . . . . . . .  Mervyn llOyd 

EGG BOARD 
TITLE , . . . . . . .. . . . . .. . . .. . Egg Soaro "Store" 
PRODUCT . . . . . . . . . . . . . . . . . . . . . . . . . . . Eggs 
PRODUCTION 

HOUSE . . .. Grahame Jennino.-: PrQductlons 
PRODUCER . . . . . . . . . . . St• · Carruthers 
DIRECTOR . . . . . . . . . . . . . . . . . . .Jim Money 
WRITER • , , . .  , • .  , , . . . . . . . .Sand1 a Carruthers 
CAMERA . , • • . • • . .. . . .  . . . . . Peter Jones 
EDITOR . . . . . .  , • • Mervyn lloyd 

BRITt· ,,r;WAYS 
TITLE . 
PRODUCT . , 
AGENCY .. . . 
PRODUCTION 

. .  Monopoly 
Britl$1"1 Airways 

lMpton Advertising 

HOUSE . . . Ross Wood Productions 
DIRECTOR . . .  , . . . . . . . . . .. . .. Tony Read 
WRITER . . . . . . . . . . , , . ·.John Flannigan 
CAMERA . . . . . . . . . • . . . - .  . . . . .  Graham Lind 
EDITOR • • . . . • . . . . • . . . . . . . . . . .. . Colin Griggs 
TAlENT . . . • . . . . . . . . . . .. . . John le Mesurlar. 

Barbera Stevens 

GROSBY SHOES 
TITLE • . . • . . . • . . . . .  •·John Wayne" (lentallvely) 
PRODUCT . . . . . . . . . . . . . . . . . .....  Grosby Shoes 
AGENCY . . • • . . . . . • . . •  F.ounlaln Hula Pty, ltd. 
PRODUCTION 

HOUSE . . . . . . . . . . .  Ross Wood Productions 
DIRECTOR , . , . . . . . . . . . . . .  ; Richard McCarthy 
WRITER . . . . . . . • . . • •  , . . . . .  , . . . . . .  Jackie Hute 
CAMERA . . . . . . . . . . . . . . . . . . . .  Ross Wood Snr. 
EDITOR . . . . . . . . . . . . . . . . . . . . •  Ross Wood Jnr. 
TALENT . . . .. . .. . . . . . .. .. . . . . .. . John Wayne 

SINGAPORE AIRLINES 
TITLE . . . . . . . . . . . . . .  , , . . . . . . . . . . . .  Sin_fapore 
PRODUCT . . . . . . . . . . . . . . • . . Singapore lrllnes 
AGENCY . . . . . . . . . . . . . . . . . . • Batey Adverllslng 
PRODUCTION 

HOUSE . • • . . • . . • . . Ross Wood Productions 
DIRECTOR . . . . . . . . . . . . . . . . . . . . . . .  Tony Read 
WRITER . . . . . . • . . . . .. . , . . . . . . . . .  Norman Kerr 
CAMERA . . . . . • . • . . . • . • • • . . • .  Ross Wood Snr. 
EDITOR t ·  . . . . . . . . . . . . .. . . . . . . . . Cotln Grlggs 
MUSIC . . . . . . . . . . . . . . . . . . .. . . . . . . . Pet Au lion 
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SURVEY 
SPRAYFRESH DEODORANT 

TfTLE , • , . .  , . , . . . . . . . . . . . .  VIsitors 
PRODUCT . , . , . . Sprayfresh Deodorant 
AGENCY . . . . . • . • . . •  Pritchard Wood Quadrant 
PRODUCTION HOUSE , , • Seeka Produc�ons 
PRODUCER . . . . . . . . . . .. . . . . . .  Derek Hannan 
DIRECTOR . . . . . . . . . . . . . . . . . . . . . . . .  I an Hart 
WRITER . . . . . . . . . . . . . . . . . . . .  Derek Hannan 

CAMEL CIGARETTES 
TITLE . . . . . . . .  . . . . . . . . . . . . . . . . . . . . .  Camel 
PRODUCT .. .. . . .. . . . . .. .. . .  Camel Cigarettes 
AGENCY . . . . . . . .. . . . . .. .. . Young & Rublcam 
PRODUCTION HOUSE • • . . • .  East Coast Films 
DIRECTOR . . . . . . . . . . . . . . . . . . . . . . .  Mike Miller 
CAMERA . . . . . . . . . . . . . . . . . . . . . . . . . Paul Swain 
EDITOR . . . . . . . . .. . . . . . . . . . .  East Coast Films 
TALENT . . . . .. . . .. . . . . . . . .. . .. . Essie de Deo. 

Yvonne Studdatt, Pip Coleman 

SOLO 
TITLE . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Solo 
PRODUCT . . . . . . . . . . . . . . . . . . .  Solo Lemonade 
AGENCY . .. . . . . . . . . . . Maslus Wynne· Williams 

& 0' Arcy Mac-Manus 
PRODUCTION HOUSE , . •  , , Piccadilly Pictures 
DIRECTOR . . . . . . . .  : . . .. . . . . . . Johnny Walker 
WRITER . . . . . . . . . . . . . . . . . .. . . .  Noel Delbridge 
CAMERA . . . . . . . .  , .. . . . . . .. . . . . .. John Had<ly 

MUM DEODORANT 
TITLE . . . . . . . • .  Mum Campaign (2 similar ads) 
PRODUCT . . . . . . . . . . . . . . . . . . . Mum Deodorant 
AGENCY . . • . . . . • . . • . . . . . • .  Young & Rubicam 
PRODUCTION HOUSE . . .  Wlndow Productions 
DIRECTOR . . . . . . . . . . . . . . . .. .  , . Ray Lawrence 
CAMERA . . .. . . . . . . . . . . . . . . . . . . . Glen Thomas 
EDITOR . . . . . . . . . . . . . . . . .. . . . . . . . . . . W. Read 
TALENT . . . . . . . . • .  Sue Smithers. Helen Mors.e 

COCA COLA 
TlTLE . . . . . . . . . . . . . . . . . . . . , . . . . • .  , • . . •  Waves 
PRODUCT . . . . . . . . . . . . . . . . . . . . . . . . Coca Cola 
AGENCY . . . . • . . • . . . . . . . .  �ans.en, Ru�nsohn. 

McCann. EriCkson Pty. Lid. 
PRODUCTION HOUSE , Telemark Productions 
PRODUCER . . . . . . . . . . . . . . . . . . . .  Peler Prager 
DIRECTOR . . . . . . . . . • . . • . . • . . . .  larry Larsted 

UNCLE SAM 
TITLE . . . . . . . . . . . . .  Uncle Sam Anti-Perspirant 

Oeodorent 
PRODUCT . . . . • . . • . Uncle Sam Anti-Perswant 

Oeoaoraol 
AGENCY • . • . . • . . • . • . . •  , .Hansen, Rubensohn. 

McCann. Erickson Ply, ltd. 
PRODUCTION HOUSE . . . . . .  Wlndon-Wierdon 
PRODUCER . . . . . . . . . . . . . . . . . . . . . .  Paul Beale 
DIRECTOR . . . . . . . . . . . . . . . • . . . . .  Ron Windon 
WRITER • . . . • . . .. . . . . . . . . . . . . . . . .. Paul Seale 

I(ELLOGGS 
TITLE , . . . . . . . . . .. . . . .. . . . . . . . . . . . . . Morning 
PRODUCT . . . . . . . • . . . . . .  Kalloggs Corn Flakes 
AGENCY • . . . . . .  J. Waller Thompson Pty. lid. 
PRODUCTION 

HOUSE . . . . .. . . . . Royce Smaal Productions 
PRODUCER . . . . . . . .  J. W. Thompson Pty. ltd. 
DIRECTOR . . • . . . . . . . . . . . .  Christopher French 
WRITER . . . . . . . . . . . . . . . . . . . .  Graham Griffiths 
CAMERA . .  , . . . . . . . . . . . . . . . . . . . .  Peter J�mes 
EDITOR . . . . . . . . . . . . . . . . . .. . . . . . Polar Sowlay 

' 

" No film 
wi�hou.t , 
an1mat1on ••• 

E.Eisenstein , 

Congratulations to the South Australian Film 
Corpora.tion on the forthcoming release of its 

first feature film -

Sunday Too 
, FarAway 

starring 
Jack Thompson 

Max Cullen 
Robert Bruning 
Jerry Thomas 

and Peter Cummins 

Executive Producer: Gil Brealey 
Directed by Ken Hannam 

Victorian Film Laboratoriet 

• 
• 
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Brian Probyn is an English cameraman with an impressive list 
of credits which include Poor Cow, Downhill Racer and Innocent 
Bystanders. 

Probyn has been in Australia recently shooting two features 
for Terryrod Productions, a local comoanv headed by director 
Terry Bourke and editor Rod Hay. 

Inn of the Damned was Probyn's first project, taking him into 
the Australian outback to shoot a western style-horror-action
adventure whicf'l is scheduled for release in July. 

After an interlude, in which Probyn shot Monte Hellman's 
latest movie Shatter, for producer Michael Carreras in Hong 
Kong, Probyn returned to Western Australia to shoot Plugg, his 
second feature for Terry Bourke. 

Cinema Papers correspondent Eric Reade took the opportuni
ty to talk wtth Probyn and drove to Perth for some of the 
shooting. The following interview was conducted in the closing 
stages of production. 

How did you find the Australian crew 
you worked with on "Piugg''? 

I was most impressed with the 
crew and the backup. It came as a 
big surprise, because I was led to 
believe in England that there were 
only a couple of operators and a few 
focus rullers in the whole country -
and i you didn't get these people, 
you were in trouble. I had never 
heard of the ones I worked with, but 
they proved to be first class. The only 
department in which they are not 
completely conversant is lighting for 
feature films, although most of them 
had considerable experience in mak
ing commercials. The technique of 
lighting for color in features will 
probably take two to three years to 
be fully understood - then they will 
be able to hold their own anywhere. 
However, there are a number of 
documentary cameramen who are 
ready and able to take on that task 
right now. 
Do you hare a basic approach to 
lighting a feature? 

according to the dictates of the story 
and the scenes in that story. Which, 
of course, means that each film is 
treated differently. 

BRIAN PROBYN: Camt;traman 

As a hghtmg cameraman, my real 
challenge is to go into black space, 
like a studio or hangar, and with a 
few pieces of cardboard and hessian, 
re-create a mansion or Babylonian 
temple. Exteriors are another story. 
Whereas. artificially I have complete 
control in the studio, outside, that 
control is lessened, as half the scene 
is already provided. I merely rein
force what Nature has supplied. 

Take Inn of the Damned as an ex
ample. Here I worked on a plan of 
getting the exteriors rather soft and 
green. I didn't want the usual con
cept of the Australian outback. In 
�he early days, settlers were concern
ed more with the coast and not with 
pushing inwards into inhospitable 
country. Consequently the greens 
had to be lush, and in order not to 
make them too green or violent, a 
number of ideas were used to keep 
control over the coloring - fog 
filters, over exposure or a stop down 
in printing. 

L•ft. D i r e c t o r  o f  
Photography Brian Probyn 
checks a light heading " ilh a 
S�ctra meier during the 
shooting of the main tilte se
quence for Plugg. 

But when it comes to lighting 
itself, again it is the mood that 
counts. In Inn of the Damned, I was 
against t h e  purely technical 
approach of white light - because it 
is color in itself - and everything 
has to be 3400° Kelvin. Everyone 
knows that there is a variation of 
light from morning to night. And 
where you have a period film like Inn 
of the Damned, it would be fatal to 
have white light - all people had in 
those days were candles and oil 
lamps. 

I prefer to work as a painter with 
warm and cool -with slightly 
quarter blues in the shadows - and 
orange light. On an exterior, I like a 
quarter blue on the light coming in. 
By this means you can turn an or
dinary set into something three 
dimensional. 

Then one really feels that it's 
daylight outside, or that it's oil 
lishting within. Conversely one can 
chm b to the top of a building, set up 

In broad terms, I like to approach 
lighting as an artist rather than a 
technician. I was a mural painter 
before I found the screen as another 
wall to work on. I am concerned 
more with the mood of the film, as I 
feel that the lighting should be 
governed by the content and should 
flow accordingly. I don't believe in 
an automatic ratio of fill to key light 
and so much backlight. That's 
alright in an emergency, but general
ly one should approach everything 

Director Terry Bourke and camera o�ra1or Frank Hammond during the shoo1ing of Plugg. 
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BRIAN PROBYN: Cameraman 

Brian Probyn (far left) checks the path of a cloud during an early �hoot on Plug. 

lights, and if it's all at 3400° Kelvin, 
it ends up like an artificial studio. 

I work on things in the round, and 
work them, not in terms of black and 
white, but by cool or warm colors. If 
your key light from the fireplace is 
warm, then your shadows are blue. If 
there's a cool light from the "indow, 
other colors in the room are warm. I 
like to combine them with diffused 
lighting as I am a great believer in 
the modern conception of il
lumination. 

I am not knocking the older film
makers, because the stock that they 
were using was so slow that you had 
to shoot with the aid of great power
ful horizontal beams to get an ex
posure. That in turn meant shadows, 
and finally, lighting out those same 
shadows. The techniques they used 
must have been fantastic to achieve 
the results they did. Today it's a 
simpler process - even though it's 
still important to have the right type 
of lighting, directed from the right 
area. I prefer to work with softer 
light which does not intrude and 
provides a more realistic effect. 
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How do you feel about the way Ben 
Hecht used a minimum of sets in his . ' 

films, featuring i n d i s t i n c t  
backgrounds and a constant use of 
the close-ups and two-shots? 

It depends on the type of film. If 
its success depends on the big 
country, mountains, great plains or 
huge sets - one must use an expan
sive approach. But in a ·human 
drama, which in a way can be more 
exciting, the cameraman might as 
well get the main characters 
together. In television for example, it 
is definitely an advantage to play 
things tight. My theory is that on a 
set, only a minimum number of 
dressings should be featured, because 
the screen could get too crammed. In 
the background, I am inclined to 
agree that if there is a good lighting 
man be can create a mood that is 
sensed in the film itself. 

What role should cinematography 
play In a film - should it be 
remelllbered as in "The Third Man" 
or "Lilly from Shanghai''? 

It's a question of taste and 
judgment. It depends a lot on the 
story and the actors. If the latter 
aren't very experienced, emphasis 
must be placed on camerawork -
big exteriors can be used or lighting 
tricks employed. But if they are good 
actors, and it's a dramatic story, you 
may not have to go to the expense of 
employing these devices. Basically, 
it's a philosophical question. It's the 
content that counts, the visual 
approach is somewhat secondary. 
The director creates the plateau from 
which the actors take off. If they are 
good, you can have a first class scene 
. . .  but you can't create such a scene 
solely with visuals. 

Photography certainly doesn't 
create a film that's wholly beautiful 
to view. 

Take for instance The Great 
Gatsby which did not succeed in 
people's minds because there was not 
enough human relationship: there 
was in the novel, but it did not come 
over in the film. 

However beautiful the interiors, 
costuming and elegant Rolls-Royces, 

• 

they are no real substitutes. Good 
lighting won't help the lack of good 
drama . . .  the real core is the actors. 
H you can create a moody scene, ac
tors are not indifferent. They are 
human and do react to their environ
ment - they are very sensitive to it. 
So. if you can create the right en
vironment - and don't use too many 
lights to avoid making it too hot for 
the performers - one will succeed. 
It's no good preparing a masterpiece 
that no one can act in, simply 
because you are frying you.r actors to 
achieve an effect. 

Now to The Third Man. You 
remember it for a number of reasons 
- the acting, the tension of the ferris 
wheel scene, the chase in the sewers 
and the musical theme. All these in· 
gredients, carefully blended together, 
made an excellent film. It's no good 
having first class camerawork alone, 
or good acting a n d  p o o r  
camerawork, or a marvellous 
musical theme, but a hopeless film. 
You may make money on recordings 
of the music, but you won't make a 
great film. Everything bas to take its 

• 



place, and be in its right perspective. 
There Is a tendency these days for 
directors - and cameramen - to 
work a lot in c:lose-ap. 

I don't like to push in as close as 
possible. I feel everything should be 
handled with restraint. But if there is 
a strong reason dramatically - say 
when someone is being shot and the 
director wishes to see the horror in 
the actor's eyes - then a tight close· 
up is neces.sary. 

In television one can go in much 
·closer than for films. But it's 
irritating to be too close in films for 
too long. I like to place people in the 
setting, so however close you go, 
even on a wide screen, there's always 
a left and a rigbt - there are things 
in the room, or even something in the 
back.grou!ld, t? put the audience in a 
spec1fic s1tuat10n. 
The opening shot in "Inn of the 
Damned", of the Cobb & Co. coach 
- with horses at full gallop and Reg 
Gorman hanging on grimly - was an 
impressive piece of photography. 
Where exactly did you set your 
cameras? 

If you reaUy analyse it, more than 
one shot went into the scene. There 
were subjective shots with the 
camera on the shaft, showing the 
horses' legs; there were cuts of 
wheels spinning, backed with clever 
use of music. In fact the success of 
the sequence depended not so much 
on Ji�hting and e�posure, as the 
selection of camera positions. Here it 
is essential to work closely with the 
director. and Terry was very good at 
choosing exciting positions so that 
there were plenty of cuts to provide 
the right type of action. When the 
coach was on a straight run, a wide 
horizon was used and bends came 
into their own in providing exciting 
visual effects. 
Maqy Australian photographers use 
an ArriOe:�C 35 BL but bafe many 
problems with its sound. What is your 
opinion of.the Arrl? 

We are using a 35 BL on Plugg 
because perfect sound is not the most 
important thing. The film is on a 
tight budget and allows for only four 
weeks' shooting. However, Plugg is a 
visual picture and far greater scope is 
provided by a hand-held camera. The 
big thing al>out a 35 BL is that you 
can hand-hold it In sync. You can 
easily sit in cars, whereas to use a 
heavy sync camera, an enormous rig 
is requtred plus a large number of 
people - and tbat's an expense we 
can't afford on this film. I feel 
that the BL is most suited for 
Australian conditions. If the film 
was entirely in the studio I wouldn't 
choose that camera because you have 
to dolly, and here complete silence is 
an advantage. 

• 
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BRIAN PROBYN: Cameraman 

FILMOGRAPHY 

B R I A N  PROBYN AS D I R ECTOR O F  

PHOTOGRAPHY 
Jemima and Johnny (Lionel Naakane) UK 1962 Poor Cow (Kenneth L oach) UK 1966 
A Long Day's Dying (Peter Collinson) UK 1967 

Downhill Ractr (Michael Ritchie) US and Europe 1967 
Tht Rt•olulionary (Paul Williams) UK 1968 

Conquista (Michael Syson) UK 1971 
Badlands (Terrence Malick) US 1971 

The Jtrusalem File (John Fl ynn) Israel 1971 
Straight On Till Morning (Peter Collinson) UK 1972 

lrmocent Bystanders �Peter Collinson) Spain 1972 
Mutiny on the Buses (Harr� Booth) UK 1972 

Frank<nstein: Monster From Hell (Terence Fisher) UK 1973 
Dracula is Dud and Weil and Lhin& (Alan Gibson) UK 1973 
Draeulo is Orad and Well and Lhinc in London (Alan Gibson) UK 1973 

Man at the Top (Mike Vardy) UK 1973 
Inn of the Damntd (Terry Bourke) Australia 1974 

Shatttr (Monte Hellman) Hong Kong 1974 
PluK� (Terry Bourke) Australia 1974 

Top: Alex Cord in a scene from lnn of t.ht 
Damntd. To capture the mood of the period in 
this picture Probyn worked with warm tones 
avoiding the harsh quality of "white" light . Ctntre: Shooting a travelling shot for Plugg 
presented Brian Prob� n with a few problems , and 
forced soundman Phol Judd to ride in the boot 
(left). Gaffer Derek Jones had to lean out of the 
moving au to po•ition his light (right). The 
cameraman and dira:tor rode inside. 
�li· This Araboan dance sequent<: - shot by 
operator Frank Hammond with the help of arip 
Ralph Gosper - is one of the main title •e

quences. The 25 lb Arri BL allowed mo&l of the titles 10 be shot hand-held. 
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Interviewed by Graham Shirley 
The camera floats subjectively through a towering kingdom of cups and 

silver tea-service; the camera as a billiard-ball whizzes subjectively across a 
table; and at the deceptively real conclusion to an airline commercial, it soars 
beneath a model jet and into a sunset created by the artful dodging of con
denser lenses. The eerie, rather involving quality of this work stems from the 
experti�e !Jf veteran cameraman Ross Wood. As lighting cameraman of the 
more dtst_mcttvely_ Australian fe�tures of_ the fifties, as the winner of many 
awards wJth assoc1ate Graham Lmd for hts work at Ross Wood Productions 
Ltd, and as co-director of that company and more recentlv an investor in the 
feature film Stone. Wood remains an intriguing blend of master-technician 
and executive. 

An auspicious entry into his company's second decade came with the an
nual presentation by the Television Society of Australia last December 8, of 
the television commercial Penguin Awards. Ross Wood Productions scooped 
the pool in that category, and much of it was thanks to the skill passed on by 
Wood to Graham Lind. 

The two milestones of Ross Wood's early work are the features he shot for 
Cecil Holmes in the 1950s. The first was Cajltain Thunderbolt (1951) dress
ed into an exercise of considerable style from a basic 'radio' script by 
Creswick Jenkinson. As if seeking to peel the pasteboard from their players 
and give every line a new emphasis, Holmes and Wood set their camera 
prowling. Overall, the feeling of the film is starkness - the moody dusk 
shots, the bare trees among the boulders of the hillside - and the interiors 
are mostly low-lit, and shot from low angles. With its three episodes and 
varying shades of naturalism, Three In One ( 1956) is less hurried than Cap
tain Thunderbolt and seems less out to impress. Undoubtedly the best seg
ment tS A Load of Wood, remarkable for the nij,\ht shooting achieved with a 
minimum of equipment. Having established thetr depression-struck town by 
day, Holmes and Wood opt for such night detail as looming barb-wire and 
isolated weatherboard walls. One of the characters is startled to see a truck 
creeping out of the evening mist like a white-eyed monster. Later as the 
timber thieves freewheel downhill in a stalled truck, the forest around them 
takes on horrendous proportions. Only back in town with its welcoming lights 
and grateful widows, is the unease dispelled. 

The Movietone News team, Sydney , c . l935 . Ross Wood stand ing on truck to right o f 
camera. 
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Ross Wood started as an office boy with Movietone News in 1933. During 
the weekends he �as allowe? to ca.rry equipment on location, and among 
those he worked wtth _were Btll Trense and Wally Sully, who in the twenties 
had shot some fatrly Important features. It was Trerise who helped the 19-
year-old Wood set up his first shot as cameraman. Between 1936 and 1939 
Wood atte�ded art .sch<?ol four nights a -:v�ek at the East Sydney Technical 
College. Wtth few tllustons about h1s abthty as an artist he claims the ex
per�ence gave him an essential grounding in tonal balanc�, composition and 
destgn. 

Shooting Bitter Springs (1950) near Quorn S.A. Camera crew includes: Ralph Smart 
(seated), Ross Wood. Chips Rafferty, Hans Wetzel, Mike Furlong, Jack Ricks, Michael 

Pate (as policeman). 

In the early 1940s, Wood moved to Cinesound where he spent several 
years as a war correspondent. In 1946 he joined Video Studios a small con
cern founded by theatr!! showman Bill Maloney to produce teievision com
merctals and short subjects: Among the documentaries, Wood shot h.is first 
color film, Blue Water And Big Fish, an 16mm Kodachrome. He was director 
of photography on Video's sole venture into feature film production Strong Is 
The Seed (1949), and operator to George Heath on Bitter Springs (1950). If 
art school helped foster the_ basics of a good visual sense, then George Heath 
added constderably more wtth hts �now.ledge of filters and lighting. Since that 
ttme Wood bas become an expert m th1s field, and some of the more realistic 
effects have come from the way he's enhanced his image. A green-yellow 
filt�r brought dominance to the tumbling skyscapes of Captain Thunderbolt, 
whtle for most extenor scenes today he softens the ultra-sharp effect of 
coated lenses with a piece of nylon net. 

..... \ 
-

.. 

long John Silver (1954). From lei\ to right: Manuel Del Campo, Catl Kayser, Koss Wood. 

After Captain Thunderbolt came work as operator for Wiilton Hocb on 
Mark Robson's Return To Paradlse, filmed in Samoa in 1952. Then came 
[<lng Of The Coral Se.a, and John Heyer's award-winning Back Of Beyond 



Shooting Lone John Silm (1954). From left to right. Kit Taylor. Bill Constable 
(background), Robert Newton, Ken Langs. Keith Gow, Bobby Wright, Rem Wood. Bv ron 

Haskin (in c:hair). 
' 

(1954). On his return from Beyond, Wood signed on as an operator for Byron 
Haskin's Long John Silver. Haskin planned to shoot a CinemaScope version. 
a standard ratio version, and 26 half-hour episodes. Carl Guthrie was im
ported as director of photography, but had to return to the U.S. after two 
m_ont�s for another engag�ment. Wood no" inherited Guthrie's position, and 
wtth 11 the problems of CtnemaScope. Nevertheless. many limllations were 
o�e�come by_ �askin's dedication and his b�ckground in special effects. A 
mmtature cethng and an earthquake added mterest to one of the episode� 
while high on the dunes behind the Pagewood Studio. cameras and character� 
were tilted on a half-built ship to give the illusion of sloping decks. Fades and 
dissolves were shot on location in the camera, but became even more difficult 
when the ship's models were taken at 72 frames per second. The project took 
two years and with its completion, Wood moved onto Three In One. 

Some of the cast end the crew of Three i n Ont ( t 95 6). I ncludes: Bill Consta b l e ( behind 
boom). Cecil H olmes (in c hair) and R oss Woo d (at righ t of camera). 

On Smiley (1956) and its sequel Smiley Gets A Gun (1957), Wood operated 
for Anthony Kimmins and Ted Scaife. By the time Stanley Kramer arrived to 
shoot On The Beach ( 1 959), Wood's e11:tensive e11:perience made him a natural 
choice as operator for the tilm's director of photography Guiseppe Rutonno. 
The first few months on the film were, as Wood put Jt, "bloody hard work", 
but quite consistent was his admiration for Stanley Kramer. "He was". 
Wood recalls, "a dogmatic sort of man who did his homework and never took 
'no' for an answer. But he was always looking for a different approach." 

With the onset of the early si11:ties, the production of indigenous features 
dwindled to almost nothing. In spite of the more recent opportunities, one 
discovers with a sense of great Joss that as lighting cameraman, Ross Wood 
has not shot a complete feature since 1956. Perhaps the emergence of Ross 
Wood Productions Limited is part of the reason. In this interview, Ross 
Wood talks about the formation of the company, its operation and his plans 
for the future. 

• 
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Avo Gardner und Gregory Peck in Stanley Kramer's On tht Be•ch (1959). <hot entirely in 
Australia. 

Ross Wood: While I was still at 
Pagewood, I had the offer of good 
money to take me across to A rtran
sa. I didn't knock it back. At 
Artransa I worked on Whiplash. did 
second unit for The Flying Doctor 
TV series. Then I joined Visatone 
Television and was mainly shooting 
commercials. The industry was a bit 
shaky at that time, but there were a 
group of us virtually running the 
com pany. After six months we 
started tp show a profit. We went up 
to man<lgement and asked if we 
could permanently join the company 
as a unit, but they didn't feel we 
could handle it. I had the feeling that 
they were trying to sell out. I think 
the parent company was in property 
investment and they didn't want to 
have any more to do with the film 
business. So I freelanced for three 
months. In October 1965 I gathered 
the Visatone team together to form 
Ross Wood Productions. It's been q�ite difficult at times, but from 
there it's carried o n q u it e 
successfully. Sometimes it's almost 
come to the point of straightening 
nails. 
Have you primarily done commer
cials? 

Yes, most of the time·. We've done a 
few documentaries. but documen
taries have hit a bit of a plane out 
there. There's either the promotional 
lilm or the government documen
tary, and the only time anyone comes 
to us with a promotional film is if 

they've got a big budget. We can't af
ford to work on the smaller ones. 
Ever) documentary takes three 
months to shoot, and it's six months 
before you get it off tbe ground. 
You've got to wait that long for your 
money. You can shoot an advertising 
film in one or two days and have it to 
air within two weeks. 

What sort of documentary budget 
makes it viable? 

It varies. of course. and depends to a 
large extenl on locations and how far. 
you've got to travel. If you were shooting at a factory in Sydney, it 
could cost you $20.000 for between 
1 5  and 20 minutes' duration. 
And for the commercials? 
For a series of seven commercials, 
some of them can go· as high as 
S40,000. Certain others are made 
below $1000, but you've got a good 
turnover if you do two or three a 
week at between $4000 and $6000 
each. We've got technicians' wages 
to pay, we pay Equity rates for 
talent. ond we either build our own 
sets or pay location hire. You won't 
use somebody's house for below $200 
a day. 

We supply all the technical staff
cameramen, sound recordist, editor 
- and although our directors work 
on a freelance basis, we like to have 
three of them working here at any 
one time. They're not obliged to stay 
here. They can use the place as their 
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Ross Wood and Cecil Holmes behind the camera for Three in One (1956). 

home and just walk in and out. In  the 
long run we'd like to work with as 
many directors as possible. On the 
technical side we're a bit camera
minded. There's Graham Lind, John 
Lowry and myself, and I shoot com
mercials if a client wants me to. 
As a cameraman, how much visual 
control do you have over the commer
cials you shoot? 

That depends on the director. Some 
directors like to take full control, but 
quite often I'll suggest we shoot a few 
additional angles. In the case of a re
cent watch commercial, I suggested 
we shoot a transition from the watch 
face to a polo ball. On the day of the 
polo game the director couldn't be 
there, so I directed that sequence 
myself. Normally, while shooting, I 
discuss the style with the director. 
This includes the movement, com
position and basic continuity. 

Do you think there's a tendency to 
compromise on Australian produc
tions? 

No, I don't think we compromise 
very much. We tend to compromise 
by using lighter equipment, and this 
makes us more flexible. We can use 
the camera more dynamically. 

What light-weight equipment are you 
using here? 
We're using Cine-60 cameras, which 
although they're a bit noisy, are 
ideally suited to the zoom and can be 
supported from our Gimbal crane. 
The crane, which we made here, is 
really a hand crane. It's supported 
from above and you C(ln slide over 
the top of a table without encounter
ing the difficulties of a dolly. I did a 
shot the other day which started right 
down on a table and went tightly up 
to a kid's face as he picked up a piece 
of bread. As he took a bite, we froze 

Then I made a flip lens which 
Graham used on Stone. We used the 
distortion lens as w.ell. I did some 
shooting for Stone in the Domain, 
and used the distortion lens in con
junction with a color infra-red film 
we imported from the US. By usin!i a 
1 2  filter, which is yellow and a wetrd 
one to start with, we turned the grass 
red and the skies a richer blue. 
Graham used the flip lens in a smok
ing scene, so that evey time they took 
a drag the entire scene would start 
stretching. Nobody commented on 
these combinations, but one critic 
said: "Other than a few trendy 
effects, the camerawork was ell· 
cellent." 

You also won two awards for the 
snorkel lens. What's the principle of 
that? 

It's like a periscope, but both the 
snorkel and the camera are hung up
side down from the Gimbal. The 

.. 
. ..., ' .. _,. 

The old idea of a 'story-board' has 
nearly disappeared. Where you used 
to stick rigidly to what the agency ar
tist had d(awn, is now more often left 
to the initiative of the director, 
producer and cameraman. You 
could always accurately cost your 
production from a 'storyboard', but 
within the last 10 years this has 
changed. 

Abo••: Setting up one of the many complex scenes involving large numbers of motor cycles during the shooting ofSioae. 
Wby -do you (hiok it's changed! 

. 
Possibly economics. Also the trust 
tliat builds when people have been 
working together and can del.iver the 
goods. Usually you have a con
ference before you start shooting. 
The agency peofle sketch their ideas, 
and I do a lot o drawing to illustrate 
camera positions and framing. Then 
we know how to get on with it. 

What other aspects of film advertis
ing have changed? 

The agencies themselves have chang
ed a lot. The lilm producer attached 
permanently to the agency has 
almost disappeared - we're now 
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more associated with art directors 
and writers. These people are closer 
to the production than ever before, 
and often they'll get out and form 
their own little service agency. Some 
of them are doing quite well. 

Speaking broadly, what is the best 
work you consider you've done 
yourself? 

It's hard to say. I've been happy with 
some things. There are others I wish 
they'd go out and bury. Oc
casionally, something goes wrong with the last shot of the day, and 
you'll be tempted to say, "Oh that'll 
do - it'll have to do.'' 

on him. We had to be right over the 
table to get that shot. There's no way 
you could do that on a normal dolly. 

What other inventions have you work
ed on? 

Well I work on them when I'm not 
lazy. I made up some distortion 
lenses which won a photographic 
award. It's roughly similar to a 
vaselline effect, but there's distortion 
at the edges rather than a blurring. I 
made one for the zoom, which is a 
moflstrous thing but it works, and 
the other· one fits onto a lwo-inch 
lens. You cari hand-hold the two-inch 
version and d o  all sorts of things. 

Arriflell lens is down the far end, and 
inside you've got an aerial image lens 
and a relay lens. It actually amounts 
to a three-foot lens, and you lose 
about three stops. Near the camera 
I've got a knob which controls a 
Meccanci chain le.ading down to pull 
focus. With an 18 mm lens I can 
focus from within an inch to infinity. 
In this way I can fill the screen with a 
postage stamp, then in a fraction of a 
second, pull focus on your face. 
What can you tell us about tbe 
Overseas Telecommunications ad 
that won the awards?-

Well the billiard balls in that ad were 
• 
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A bolt: A camera is mounted on the back of a motor cycle to capture some of the fast action 
in Stone. 

marked with figures representing a 
spaceman, the Eiffel Tower, and 
other landmarks like Big Ben and the 
Statue of Liberty. The idea was to 
show how OTC could bring "you and 
the world a little closer". The OTC 
ball rolls up and stops el\actly beside 
the ball with 'the world' map on it. 
The snorkel allowed us to ride along 
behind the billiard balls, so that in
stead of trying to separate things for 
the camera to move, we were gliding 
through them with the lens. 

The Americans have a system 
where they shoot with the lens 
pointing directly down. Below this 
they have a mirror which pivots to 
give the effect of the camera tilling. 
They take a full second to get focus, 
but mine takes a fraction of that 
time. 

And: of course, you �ust be pleased 
with your success over the Penguin 
Awards. 

Well, Graham took the top award 
for British Airways. We won music 
'awards for 'A Bigger Dobba Butter· 
and 'Ripple Sole', which I felt should 
also have got an editing award. And 
for Si!lgapore Airlines we

. 
wGn the 

best series, the photographtc award, 
and the best color award. 

The color in that commercial has 
something of a p::.stel quality. 

It was a drink commercial for 
Singljpore Airlines. With the distor
tion lens we got tbe necessary move
ment and blending of color. We were 
using a high-key, dominantly white 
background fo.r our exposure indel\, 
but the print  w'e owe to the 
'laboratory as much as to the applica
tion of color in the film. 

We don't normally enter these 
competitions, but Lex Meredith• got 
a letter from Jan Batey of Batey 
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Advertising Pty. Ltd., in Smga
pore. Ian handles advertising for 
Singapore Airlines, and in a very 
tongue-in-cheek way, he had written: 
"Seeing you fell as seem to be able to 
win awards all over the place, how 
about having a couple ready for us 
about the end of November.'' We 
thought there was no chance of 
getting anything, but we decided to 
try and get an award for him 
somewhere. 

Is 'Stone' the first feature vou've in-
vested in? 

-

Yes. Firstly. we saw it as an oppor
tunity for Graham Lind to do a bit of 
feature work. Secondlv, we felt that 
being in the film business, we should 
put our money where our mouth was. 
When we get a return from Stone. we 
want to reinvest i t  in  another 
feature. But it won't be invested in 
the same way. 

r 

How was it put into 'Stone'? 

When we spoke to Sandy Harbutt 
about our investing as well as supply
i ng crew and equipment, the 
Australian Film Development Cor
poration had already given him 
something like $65,000. We agreed 
to contrtbute $38,000, then the 
Government came in  with more 
money. To start with, we didn't come 
off too well because we put up about 
30 per cent and paid an additional 
$22.000 when the lilm went over 
budget. Strictly speaking, this wasn't 
our responsibility but we didn't want 
a hold-up in production. When the 
film was released, we got our· el\
pected 19 per cent of the profits at 
el\actly the same time the A FDC 
were getting their 50. In this respect, 
the AFDC have been very good to 
us. 
Do you still intend to shoot features 
yourself? 

I wouldn't mind doing a feature 
again. A series bores me a bit. A 
series is usually under budget con
trol, and once you've set a pattern of 
operation, another cameraman can 
take over quite easily. 

What sort of feature would attract 
you? 

I wouldn't mind doing a western 
style or a bus� ranger style of film. I 
did enjoy working on Ca ptai n  
Thunderbolt, although it was a bit of 
� drag trying to get a horse to stand in the right place. But I like the ac
tion. with all these coaches and the 
mad gallops. 

Would this extend to financial in
•estment? 
Oh yes. and I wouldn't mind doing a 
good mystery. I've always been keen 
on Hitchcock. When we get our 
money back on Stone we'll be look
ing around for suitable scripts. 

•Lex Meredith is a cc>-director of the com· 
pany: also its �ident producer. 

Filming the escape of Charles Tingwell (Blake} from Cockatoo Island in Captain Thunder
bolt (1951 ). 

EILMOGRAPHY 

AS DIRECTOR OF 
PHOTOGRAPHY 

1949 Strong Is the Seed (Video Studios) 
Director: Arthur Collins 

1951 Captain Thunderbolt (Associated TV) 
Dire<:tor: Cecil Holmes 

1952 I found Joe Barton (Grace Gibson 
Productions) Director: francis D. Lyon. 
Half-hour featurette. 

1954 Kln2 of the Coral Sea (Southern Inter
national) Director: Lee Robinson: 
Underwater sequence.�: Noel Monk man 
Back of Beyond (Shell Film Unit) Direc
tor; John Hexer 
Long John Sliver (Treasure Island Pic
tures) Director: Byron Haskin 

1956 Three in One (Australian Traditional 
Films) Director: Cecil Holmes 

!959-
. 

60 Whiplash (Artransa Park Television) 
Director: Cecil Holmes 

1966 The Broken Hill (Southern Films) 
Director: R • .8arrington Scott. (Awards: 
Blue Ribbon at the !966 American Film 
Festival. Received awards at Antwerp. 
and from the Australian Film Institute. 
By 1970 had received I l awards in si� 
different countries.) 

1973 Tomorrow a Mile (Australian Film and 
T de vision School) Director : Ross 
Hamilton 

AS CAMERA OP,ERATOR 
1950 Bitter Springs (Ealing) Director: Ralph 

Smart: Director of photography : 
George Heath 

1952 Return to Paradi'"' (Aspen Productions) 
Director: �·1ark Robson; Director of 
photography: Winton Hoch _ 

1956 Smiley (Twentieth Ceotu,.Y Fox) D•rec
tor: Anthony Kimmins: Director of 
photography: Ted Scaife 

1957 Smiley Gets a Gun (Canberra Films) 
Director: Anthony Kimmins: Director 
of photography: Ted Scaife. 

t959 On the Beach (Stanley Kramer Produc
tions) Director; Stanley Kramer: Oirec. 
tor of photography: GUiseppe Rotunno 

1973 Stone (Hcdon Productions) Director: 
Sandy Harbull. WIJOd shot additional 
material. Director or photogr3phy was 
Graham Lim!. 

AWARDS 
Since their formation in October 1965. Ross 
\Vood Productions have won man) awards. 
Some of thern arc: 
t%8 Television Society of Au•tralia 

Commercial A wards - Seclion 2 -
Wht>lly straight cinematograph�· -
·Kleenex 200's'. 

1969 Television Soci<ty of Australia -
Commercial Awards - Special 
rhotography. Ross Wood - luxafiex 
'Point·of-View·. 

1969 Natiot�<ll lekvision Commercial 
Competition, Chicago - Best of 
Festival for the J. Walter Thompson· 
commissioned Kleenex 'Falling Pack' 
'Phf!Tt'. 

1969 Australia• Film Awards. Australian 
Film lnSlitutc - Hon. Mention, .. \dver· 
tising Category Under Five Minutes -
·Kleenex 200'. 

1969 Kodak Trophy - R. Barrington Scott's 
·And Then There Was Glass'. 

1973 Chicago International Film Festival Inc. 
- Television Commercia1 Competition 
- 'Pool Snorkel'. 

t973 Logic Award - Photography -
Graham Lind - 'Kingford Cigarettes'. 

1974 Television Society of Australia - T.V. 
Commercial Awards - Special 
Commendation, Section 2 - Dairy 
Board: 'Potato'. 

1974 ACS Award for Cinematogra'phy -
Cinema Commeroials - Graham lind 
for ·cadbury's Dai rymilk Chocolate'. 

1974 Television Society of Australia - T.V. 
Commercial Awards - Special 
Commendation, Section 2- Coca-Cola 
- 'Ripple Sole Shoes'. 

1974 Television Society of Australia - T.V. 
Commercial Awards - Singapore 
Airlines - Best Live Action -
'Matches', Best Series - 'lounge. 
'Food', 'Drinks'. Color Award -
'Drinks' . Cinematography - series. 
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HOLLYWOOD AND AFTER 
-· 

leny Toeplltz (TranslaJcd by Boleslaw Sulik 
Ceo. AIIea and Unwin - Recommmcled price: 
Hard cover $13.60.) 

Bruce Hodsdon 

Professor Toeplitz, for 20 years head of the 
Polish ftlm school at Lodz, is now director of the 
Film and Television School in Sydney. He has 
previously written several books which have not 
been published in English, including a monumen· 
tal live-volume History of Cinema as Art. 
Hollywood and After apparently stems from 
Toeplitz's first hand observation of the American 
film scene during the sixties, both as researcher 
and visiting professor at the Theatre Department, 
UCLA. 

The book opens with a brief survey of the 
changing face of the American film industry 
following the demise of the studio system, and 
describes the control of the majors progressively 
passing into tbe hands of faceless, impersonal and 
remote conglomerates, whose chief interest seem
ed to be in the diversification of their operations 
and the acquis ition of existing assets rather than 
in film production per se. Drastic cuts in produc
tion allied with the prevalence of 'runaway' films 
(American-financed product.ions shot outside the 
US) are seen to have taken the centre of activity 
away from the Hollywood sound stages. 

Toeplitz argues that the weakening of the ma
jors' monopoly and the end of what remained of 
the old studio system is linked, not only with the 
long-term effects of television and enforcement of 
anti-trust legislation (separating production ·and 
distribution), but also w1th the failure of most of 
the multi-million dollar blockbusters in tbe late 
sixties. 

Further, modestly budgeted films by indepen
dent .producers - of which Easy Rider is the 
archetypal example - are supposed to have large
ly supplanted the blockbuster syndrome and there 
has been a shift in the concentration of restraints 
from production to distribution. Evidence of this 
has been provided by the growing number of low 
and medium budget films which have been inade
quately distributed or 'canned' in accordance with 
the distributor's assessment of the increasingly 
stratified market. 

However, the recent difficulties of the larger in
dependent production companies, ABC and 
Cinema Centre, as well as unsuccessful attempts 
by some producers to arrange distribution i·n
dependently of the majors, seems to sug�est a 
rather different picture from that drawn 1n the 
book. David Gordon, in the autumn 1973 issue of 
Sight and Sound, argues that the finance-produc
tion-distribution nexus is still very much with us 
and Toeplitz's conclusion that the monopoly posi
tion of the majors bas been weakened now seems a 
bit premature. 

After a useful chapter on the changing 
character of the producuon set-up - particularly 
in the roles of producer and director - the central 
section of the book combines embryonic 
sociological observation, critical evaluation and 
data on the industry and surveys the way in which 
commercial cinema has reflected and projected 
political issues, sex and violence. The book 
however, does not offer anything especially new or 
controversial. The chapter on the underground 
cinema resorts too often to assertion rather than 
evaluation and is liberally supported by out-of
context quotes from such idiosyncratic observers 
as Parker Tyler - with the spectrum of films be
ing pigeon-holed into broad 'streams' (e.g. 
kineplasties, the poets, the observers etc.). One 
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can only suggest, as antidotes, Sheldon Renan's 
Introduction to American Und�rground Film and 
David Curtis's Experimental Cinema for basic in
formation and to Adam Sitney's recent Visionary 
Film (reviewed in the last issue of Cinema Papers) 
for detailed critical appraisal of the work of key 
filmmakers. 

After considering the interaction between 
television and film production, a brief survey of 
the cable and cassette revolution fails to provide 
any directions beyond the 'leap into the un
known'. In a book ranging so widely over the 
American Cinema it would have been worth con
siderin$ the implications of the technological 
revolution for alternative cinema which offer the 
same flexibility for mass access as books and 
records. 

The last chapter, in which some threads are 
drawn together, is perhaps the most interesting in 
the book, particularly with the notion that 
Toeplitz puts forward of a dialectical relationship 
between the information-.sivin.s and myth-making 
roles of commercial cinema and television. This, 
however, is only sketchily developed and tails off 
into a brief discussion of some independently 
made political films. 

The changing form of film narrative - free 
wheeling, open-ended structures and tbe sym
biosis of fictional and documentary material -
Toeplitz attributes to the influence of television 
commercials and the underground cinema. 
propositions both in need of more detailed ex
amination. No consideration is given to the in
teraction between the American and European 
cinema, particularly with the French 'New Wave'. 

In adopting a broad approach in Hollywood 
and After, Toeplitz has undertaken the difficult 
task of establishing cross relationships. No doubt 
the intention was to raise questions rather than to 
provide answers. What is disappointing about 
Hollywood and After, is the failure to explore any 
of the questions in sufficient depth to ensure 
further engagement. 

THE FILMGOER'S COMPANION 

Leslie Halliwell. Fourth edition 1974 by Hart· 
Davis, MacGibbon Ltd., London. Recommended 
price: Hard cover S25; Paperback $4.95. 

Graham Shirley 
Three more editions have come to pass since 

1965, when Alfred Hitchcock, in his foreword to 
the first edition of The Filmgoer's Compm1ion, 
wrote: " . . .  the author has done his homework 
rather better than the villains in my films, who 
always seem to get found out sooner or later." 
The three subsequent editions have farmed out 
quite a few errors, but author Leslie Halliwell's 
emphasis has remained resolutely on the film in
dustries of Hollywood and Britain. As the 
forerunner of its field, The Filmgoer's Companion 
in 1965 was welcome indeed. 

If you remember the sickly film fare ladled 
through your local cinema and the cries of 
"Whatever happened to the film as art?", 
Halliwell was certainly doing his best to give you 
the birthdate of Doris Day, and to support your 
lamentations that the heydays of Clarence Brown 
and Carol Reed were long gone. The changes of 
the last decade have left Halliwell far behind. H� 
seems not to recognise that your local cinema 
might be showing more substantial and varied 
fare - such as a double-billing of Stolen Kisses 
and Fellini-Satyricon - and that while nostalgia 
is on the rise, more people arc flocking to film 
festivals and giving commercial scope to the still 
intact personal expressions of Bergman, Fellini, 
Truffaut, and Luis Bunuel. 

As if to match the opulence of such descendants 
as The International Encyclopedia of Film, bas 
now opted for the inclusion of stills, advertising 
matter, and in the wake of a Decembor 1972 
deadline, an addenda. But in spite of these ad
ditions, I can't help wishing Halliwell would 
become more 'international' in his outlook. The 
Filmgoer's Companion might more rightly be 
called 'Shuffle Back to Burbank', for its cover 
contains a purely Hollywood pastiche from 
Walsh's The Thief of Baghdad to The Godfather, 
and inside little attempt is made to tip the balance 
away from America and the sort of film
buffoone�y that migh! appeal . to lovers of old 
MGM,Fdms and Ftlmtng, and tiresome re-runs of 
the Marx Brothers and W. C. Fields. Australia, of 
course, has little chance beyond the usual 
representation by Charles Chauvel, · and Chips 
Rafferty, but if you're skimming the pages you 
might recognize expatriates like: Judith Anderson, 
Marie Lohr, or Rod Taylor. 

In his introduction, Halliwell justifies continued 
publication with, " . . .  it covers, however briefly, a 
much greater range of subject matter than any 
other book, and because it is fun to read". I can 
only relate this to his precocious survey of such 
top1cs as bathtubs, nuns and nymphomaniacs, and 
if you disregard this (as you should), there 
remains only the most fashionable selection of 
stars, directors, writers, the occasional producer, 
and even more occasional technician. 

It's $ratifying, at least, to notice.that Halliwell 
is starling to recognise more work from the silent 
era, but at the other end of the scale we have his 
rather narrow contemporary outlook expressed 
with, " . . .  I find few films of the seventies to my 
taste, their explic.itness being no substitute for the 
ima�ination and skill which were poured into the 
stud10 products of Hollywood's golden age". 
While in some ways this is valid enough, the state
ment eliminates an approach to some of the more 
refreshing aspects of years gone by. Where, for in
stance, are the names of Japanese director Tasaka 
Tomotaka, Hungarian director Felix Mariassy, 
or French New Wave directors Armand Gatti or 
Marcel Hanoun? A random and esoteric selection 
I'll admit, but they do appear in Peter Graham's 
modest but useful A Dictionary of rhe Cinema, 
and in terms of recent films there are glaring 
omissions in the case of Makavejev; Gall, Has and 
most conspicuously, Fassbinder. 

A Dictionary of the Cinema and The lnter
natlonal Encyclopedia both hav.e a titles indelC, 
but instead of this much-needed starting point, 
The Filmgoer's Compqnlon now gives us "My 
favorite hundred films" and "Index of Actors and 
Actresses featured in illustrations". Halliwell 
claims that an index to enable cross-referencing · 
would double the size of his publication. In his 
book, Peter Graham has got away with 620 
numbered entries in an index that occupies only a 
quarter of his volume. By looking up, say, the 
entry for Outcast of the Islands, you can find four 
references which will lead to its director, star, co
star and producer. If you'd turned, simply with 
title in hand, to The Filmgo�r·s Companion, you 
would have had nowhere to look. 

As Graham's guide is now out of pri.nt, who 
would Halliwell see as his main competitors? 
Most certainly The lnternatiolUll Encyclop�dia of 
Film, with its greater variety of entries than any of 
the others. Also The World Encyclopedia of Film, 
which in its spare, blunt style, offers more infor
mation on specific careers, with a listing of their 
films and their dates. Like Halliwell's book, it 
lacks a cross-reference index, but it makes up for 
this with a massive listing of features and shorts, 
with abbreviated information on aates, main 
credits, significant technical aspects, releasing 
organizations, and alternative titles. 
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If again, for curiosity's sake, you go m search 
of a reference to Australia, you'll find that under 
'Flynn, Errol', Herman F. Erben and not Charles 
Chauvel is credited with the direction of In the 
Wake of the Bounty. Quite inaccurate, of course, 
but apart from an occasional lapse, The World 
Encyclopedia of Film is refreshingly thorough. 

The Australian entry in The International En
cyclopedia of Film occupies a full column. I went 
a little cold when I saw that Roger Manvell's sole 
source of reference was Baxter's The Australian 
Cinema, but Manvell manages to avoid Baxter's 
more obvious errors, and the onlv false note com
es with his 'hopes' ror the formation of the Film 
and Television School and the Exl?erimental Film 
Fund (the latter was actually in exrstence by 1969, 
three years before the book's publication). 

To quibble nationalistically, however, is irrele
vant in the face of the book's comprehensive 
coverage of film as both an art form and an in
dustry. While it makes no claim to examine in 
depth the technology of film production, it con
tains entries under such headings as 'Archives and 
Film Preservation', 'Avant-garde and 
Underground Film', 'Cinematography', 'Editing 
Film', 'Publicity', and 'Screenwriting'. There are 
30 entries for 'National Cinema' - from 'Arab 
Film' to 'Yugoslavia' - a chronological outline 
to the development of the film, an encyclopedia of 
personal entries, and a 15-pagc series of frame 
enlargements giving key examples of the develop
ment of color cinematography. Though historical
ly it covers little new ground, The International 
Encyclopedia of .Film gathers its information 
from a multitude of proven works, which if called 
upon to replace this volume, would occupy an 
average-sized library. 

Next to this, The Filmgoer's Companion might 
have been assembled from any film fan's scrap
book. The bathtubs, the nuns, and the 
nymphomaniacs (bless their hearts) represent a 
scissors-and-paste job as limited as it is ill
considered, and set beside the spare detail of the 
International's still captions, Halliwell's are self
indulgent to the extreme. Take the following for 
example: "Laurel and Hardy. An unusually 
youthful shot (circa 1927) of the fun makers who 
later became everyone's favorite uncles". A bit 
much, I thought, but then I came across "Ingrid 
Bergman. A radiant star of the fonies proved in 
Spellbound that men may even make passes at 
girls who wear glasses" . . .  

As accessible as it is, another edition of The 
Fi/mgoer's Companion will always be welcome. 
But � can't help hoping that Halliwell would pick 
on a fetish that was at least widely entertaining. If 
this is not possible, then the book should be reduc
ed by at least two-thirds of its size and sold at a 
rate which the $3-a-ticket filmgoer can afford. 

FILM AS A SUBVERSIVE ART 
Amos Vogel, Wiedenfeld and Nic.holson 1974 -
Barrett Hodsdon. Recommended price: Hard 

cover $24. 

Barrett Hodsdon 

Amos Vogel, founder of New York's Cinema 
16 and director of the New York Film Festival, 
has produced a book which attempts to classify 
that filmmaking is considered subversive because 
it challenges existing social mores and the status 
quo of political and social institutions. 

The main part of the book is divided into three 
sections, under the beading, 'Weapons of Subver
sion'. They are (a) The Subversion of Form; (b) 
The Subversion of Content; and (c) Forbidden 
Subjects of Cinema. 

The final section, 'Towards a New Con· 
sciousness', attempts to place 'Subversive 
Cinema' (as defined) into relief, so that its func
tion in society is not overstated. 

Since Vogel sees subversive cinema as existing 

in opposition to the mainstream commercial 
cinema, there is a perpetual problem of dis
semination to a wide audience. Subversive cinema 
ranges from avant-garde formalist exercises to 
anarchist and anti-puritan tracts to social and 
political critiques. Because these movies rely on 
alienation or confrontation devices, they may not 
reach the audiences they would most like to 
assault. Thus captive audiences are often those 
disposed to a particular point of view expressed 
within a work. 

Vogel believes the t6mm non-theatrical market 
affords the greatest possibility for exposing sub
versive cinema to a range of audiences. 
Nevertheless, many movie titles cited by Vogel 
have remained in limbo in terms of general 
recognition. 

Altho ugh Vogel's book is ambitious in scope, 
he does not try to develop any theoretical or 
analytical issues in depth. From this persp ective 
the book appears to be intended as a reference 
work. 

In the section 'Subversion of Form', Vogel 
broaches a whole series of topics relevant to 
current theoretical discussions - 'Destruction of 
Plot', 'Narrative', 'Destruction of Time and 
Space', 'The Assault on Montage', 'Triumph and 
Death of the Moving Camera', 'The Subversion 
of lllusion' - but he does not really explore the 
issues he raises under those headings. His tenor of 
discussion here invites such questions as -

What was the true nature of 'classical' cinema? 
Why have the last 15 years been so vigorous in 
the assault of filmmaking on the canons of 
classical cinema? 
What is the relevance of research in semiology 
to understanding of communication processes 
in cinema? 
What is the value of Marxist thought on the 
ideology of representation'! 
How has subversive cinema been influenced by 
the crises in commercial filmmaking and vice
versa? Changing social fashions have deemed a 
number of past movies no longer to have sub
versive connotations. 
Thus, one remains with the impression that the 

book is apparently profound rather than actually 
so. I am not suggesting that Vogel's book should 
have been an academic text book on film theory. 
Yet the scope of Vogel's concerns, initially im
pressive, are ultimately a little perfunctory in 
respect of the author's desire to encapsulate issues 
and make them subservient to the referential pur
pose of the book. In spite of these criticisms, 
'Subversive Art' is certainly useful for its concise 
and often perceptive commentaries on a whole 
range of titles presented in Vogel's classificatory 
system. Moreover, the book is lavishly produced 
with an intelligent selection of stills. 
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December lAue; {}.tvid Baker stills by Virpnia Coventry. 
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NEXT ISSUE 

Political Cinema 
A special feature by John O'Hara which examines 
notions of Political Cinema and explores the work 
of Bernado Bertoluccl. Costa Gavras. 

Also in the next i"ue: 
• Special feature on animation with extracts from 

an exclusive Interview with Donald Duck. 
• Facts about F11m Exhibition. Another special 

feature highlighted by lntarvlews wit h  leading 
exhibitors: Graham Burke of Village, David 
Williams of Greater Union and John Mostyn of 
Hoyts. 

• Revealing conversation with award-winning 
composer Bruce Smeaton. 

• Everything you wanted to know about Restrictive 
Trade Practices Legislation and the Film In
dustry but were too afraid to asll . . . Part 2. 

• Latest Australian feature films reviewed: Sunday 
Too Far Away, Inn ol the Damned, The 
Removaliata, A Salute to the Great McCarthy 
and many others. 

Don't miss out - subscribe nowl 
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Having trouble with your image? 
Then turn to page 84 
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RESTRICTIVI! TRADE PRACTICES 

Continued from P.38 
prov•s•ons of the consent decrees as far as they 
concern �s here are set out in the Report of the 
English Monopolies Commission into Films.•• 
They included: 
I .  Di.stributors may not stipulate admission 

pnces. 
2. Distributors may not agree with other dis

tributors to 'maintain a system of clearances'. 
The term 'clearance' means the period of time 
which must elapse between runs within a par· 
ticular area, or in specific theatres. The provi
sion does not outlaw clearances, but is aimed 
at preventing anything in the nature of an 
agreed master list of clearances for use by all 
distributors and exhibitors. 

3. Distributors may not enforce clearances 'in ex
cess of what is reasonably necessary to protect 
the licensee in the run granted'; i.e. a clearance 
must be reasonable and the burdening of 
sustaining its legality is on the distributor. 

4. Distributors may not "further perform any ex
isting franchise" or make any franchise in the 
future. A franchise is a licensing agreement 
with an exhibitor covering more than one year, 
and the purpose of this provision is to prevent 
permanent · trading relationships o r  
associations between particular exhibitors and 
particular distributors. 

5. Distributors may not make 'master 
agreements' or 'blanket deals'. These terms are 
synonomous and mean licensing agreements 
with whole circuits. 

6. Distributors may not make the licensing of one 
film contingent upon the exhibitor taking 
others (full line forcing). 

7. Distributors may only offer to license a film to 
an exhibitor 'theatre by theatre', solely upon 
the merits and without discrimination in favor 
of affiliated theatres, circuit theatres and 
others. 
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8. The five major companies were required to 
divest themselves of their exhibition holdings 
(divorcement). 9. Their exhibitor successors were required to 
divest themselves of a considerable number of 
cinemas; in some cases particular cinemas 
were designated, and in others particular towns 
were designated in which one or more cinemas 
were disposed of (divestiture). 

The last two elements of the consent decrees re
quire some individual comment. The basic aq!u
ment for divorcing exhibition from production 
and distribution was that all parts of the industry 
were said to be effectively controlled by the five 
vertically integrated major companies. Although 
each company owned a considerable number of 
cinemas, none had nationwide dominance. So 
although there was some assured market for the 
films the company produced, it also needed access 
to the other circuits for full national distribution. 

It was alleged that this was so important to the 
film companies that each gave preference to films 
from other companies in order to avoid possible 
reprisals against its own films. This system of 
reciprocal preference, it was claimed, was the 
principal factor which in substituting competition 
for co-operation enabled them to control the in
dustry and prevent independents from breaking in 
and competing. Although it was possible to out
law certain trading practices, the Department of 
Justice felt that it was impossible to be certain 
about the motives of booking and the qualities of 
films, and the only way to break reciprocal 
preference was by divorcement. 

It has been argued that divorcement was largely 
responsible for the decline in American film 
production in the fifties by depriving producers of 
an assured market, just when they were beginning 
tO feel the pinch of television. The 'death' of the 
major studios and of the 'star system' have been 
laid at its feet. It seems more correct, however, 
that it was the advent of TV that radically chang-

. . . 

cd audience demands for cinema, and even 
without divorcement the movie moguls' heyday 
was over. Further divorcement gave rise to the 
great wave of independent producers in the late 
fifties and sixties who would have never been able 
to flourish in pre-divorcement days. 

As to divestiture, the aim was to reduce the size 
of the -circuits particularly to attack the· closed 
town situation, not to destroy them altogether. 
Control of booking methods was rather seen as a 
way to mitigate circuit bookin� power. The 
Paramount case saw the introductiOn of a system 
of compulsory competitive bidding for available 
films. 'The idea was that distributors would be 
forced to accept the best bid made on a film and 
not discriminate in favor of a certain exhibitor. 
However, the impreciseness' of the different.styles 
of bidding (higher percentages of box-office take; 
higher minimum guarantees; higher fixed 
payments) and the difficulty of comparison led the 
court to largely withdraw from supervision. Some 
competitive bidding still takes place, but it is 
suggested its purpose is largely to prevent private 
anti-trust suits by aggrieved exhibitors alleging 
discrimination. · 

Certainly theatre-by-theatre booking and com
petitive bidding have led to modernizations and 
Improvements of cinemas (now that exhibitors 
believe they can make a reasonable return on their 
investment); but some exhibitors claim dis
tributors use competitive bidding as a ruse for 
securing higher film rentals. Distributors, on the 
other hand, suggest collusion between exhibitors 
may make for lower bidding and film hire. They 
also allc�e that theatre-by-theatre booking forces 
the distnbutor to invest in more prints of a film 
than might be strictly economical in order to 
secure a substantial splash release. 

There seems to be some evidence that post
Paramount booking methods are unsatisfactory 
for a variety of reasons, but there is no-doubt that 
the goal of competition is now a much more real 
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one. Post-Paramount cases have included 
Milgram v. Loews inc." where the refusal of rna· 
jor distributors to license features first-run for a 
newly-constructed Pennsylvania drive-in was held 
to be a restraint of trade and a decree was issued 
requiring the distributors to give the plaintiff an 
equal opportunity with the operators of conven
tional theatres to bid for pictures on first run. The 
evidence had included the fact that the district 
managers of each of the distributors testified that 
their companies would not license first run 
features to the Boulevard (the drive-in) even 
should the plaintiff offer to pay a rental in excess 
of that offered by one of the downtown theatres. 
Thus :consciously parallel practice' amounted to 
consptracy. 

On the other hand in Fanchon and Marco v. 
Paramount" tried in California before Mr Justice 
Jankwich, where the complaint was the denial of 
first runs by distributors to a modern cinema in a 
suburban area of Los Angeles, it was held that on 
the facts the action of the individual distributors 
were explained by normal business decisions. "No 
parallel, conscious or unconscious, can overcome 
a finding of reasonableness," the court said. 

The Supreme Court in Theatre Enterprises v 
Paramoun/11 accepted evidence of the Fanchon 
and Marco sort to explain denial of first runs to a 
Baltimore suburban cinema. Business reasons 
were discussed. "Conscious parallelism," Mr 
Justice Stone said, "has not yet read conspiracy 
out of the Sherman Act entirely." 

It is clear, therefore, that the attempt to extend 
the meaning of 'conspiracy' to cover parallel 

courses of action has largely failed. A meeting of 
minds is still required, and parallel activity is of 
evidential value only. 

Finally in 1962 in US v. Loews Inc!' an 
attempt was made to block sell a series of feature 
films for TV exhibition. It was held to be an illegal 
package transaction that violated the Sherman 
Act. There were no grounds for distinguishing 
between films and TV here. Further it was noted 
that a price differential between films offered in· 
dividually and as part of a package was o�ly 
prohibited when "it has the effect of condit10nmg 
the sale or licence of a film upon the sale or 
licence of one or more other films"; i.e. non cost 
justified price differentials. 

FOOTNOTES 
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Repon 1973 at p.J2. 
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Magazine. Ryan, G. 6, September at p.7. 

4. Supra fn I at p.39. 
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August. 
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Max G'l . • J l•es, Serge Paul Vac hon and 

Gra�ame sond, 

as Esmeralda 

Oirecte<l by Richard Franklin 
Written by Alan Hopgood & R ichard Franklin 
Music by Brian May 
Filmed in Australia and on location in Montreal and 
Sept lsles,C.nada. Color. 
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Co·produced 
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DNr Sir, 

Readers of Cinema Papers would have 
noted with Interest the observations of the 
National Llbra,Ys Fllm Archives Officer, 
Ray Edmondson, published In the 
December Issue. The National L.lbrary con
tributed the major part of the expanses of 
Mr Edmondson's trip (one of three 
overseas vlalts made b.y the Ubra,Ys fUm 
staff In the past two years) because It was 
conscious of the need to bt!come familiar 
with both the more advanced practices of 
fllm archives and the latest technology of 
nlm preservation. Mr Edmondson's obser
vations, especially Of methods and techni
ques usefully recorded In his report, will 
certainly promote the development of the 
film archival activities of the Library. 
Indeed, several Ideas discussed by Mr Ed
mondson are already being Implemented. 

At the same time, the report Ia mis
leading In that Its generally accurate, but 
rather simple, description of the aotlvltlas 
of fllm archives suggests that these were 
not previously known of In Australia nor 
being performed here, and In Its assumP
tion that Australia should copy these ac
tlv1ties without qualification. The report Is 
not revelatlonary to the Library, which Is 
already providing many of the general ser
vices of film archives and Is aware of the 
need to develop others. Film preservation 
has been a responslbflity actively pursued by the Library for 35 years. What It has 
been able to achieve Is largely dependent 
on the level ol resources made available by the Government. 

Readers may be Interested to learn of 
some recent developments undertaken 
with the substantially Increased resources 
of today. 

Nitrate copying: The copying program Is 
now running at 121,600m a yaar (costing 
$80,000). More tralned staff are necessary 
If this rate Is to be lilted. 

Storage facilities: A convenient site In 
Canberra for a nitrate vault has been made 
available to the Library. Plans are un
derway for a design which will hopefully be 
built In 1975-76. The preservation acetate 
film Is now held In a cool room (constant 
14•C, 50% RH) at the Library. 

Film study rQourcea: Following a 
seminar at the National Library In 
September and a series of meetings 
arranged by the Film and Television 
Board, the resources tor film study 
avallabla from the National Library are be
Ing developed. Expenditure In 1974-75 
would be about $70,000 and should be 
considerably higher In 1975-78. This 
development Ia being directed, taking ac
count of resources available elsewhere, by 
Mr Andrew Pike, a consultant to the 
Library. Also, the Library Is negotiating 
wtth a maJor distributor for the retention 
here for study purposes of films which 
have reeently been on commercial release 
In this country. ltalf: It hu been the Llbra,Ya ex
Perience, •• the pioneer In fllm archiVe 
work In Australia, that the lack of staff with 
appropriate training hu been one of the 
critical factors limiting the development of 
Ita archival activities. The formal cour- In 
various aspects of fllm and televtslon now becomi!'Q available will provide a vartety of 
profeaalonal qualifications which the 
Library can recognise. At the same time, 
the Library has been energetically 
developing Ita stall reeourcea, and. 
thrOUQh this ataff, Its wider ties with related 
organizations both In Australia and 
overseas. 

Jlllegionel ofllcea: The Library hopee to 
open regional offices In the metropolitan 
centres where material restricted by their 
copyright owners to usa on t.he Library's 
premises could be viewed. Video copies 
would be employed tor much of this 
research use as they offer advantages as 
being cheaper than 16mm film, easier to 
prepare and the equipment needed Is 
cheaper than for film • 

• 

The past few years have bean 
significant, not only for the development of 
the National Film Collection but also for the 
Australian film Industry and for the study of 
film In Australia. I am confident that the in
terest of and the contact with this vital and 
creative enterprise will continue to 
stimulate the full and proper development of the national archlyal responsibilities of 
the National Library In film and television. 

0. Chandler, Dlractor-Oenaral, National 
Library Of Australia. 

DNr Sir, 

We were pleased to see the summary of 
Ray Edmondson's report on film archives 
In the last Issue of Cinema Papers. 

We are some ot the members of a new 
body - the Aasoclaflon for a National Film 
and Television Archive - designed to en

courage the Government to set up a slngl& 
compre�3nslve national archive on the 
lines of film archives as they are under
stood and as they function elsewhere In 
the world. Our first activity has been to 
present a submission to the Committee of 
Inquiry on Museums and National Collec
tions. 

The preservation Of films and television 
programs In Australia Is In urgent need of 
overhaul and expert planning. At present 
there Is virtually no overall plan and policy, 
and no single location. Archives are 
fragmented between many bodies. The 
Federal Government alone has the 
National Library, the Australian War 
Memorial, the Australian Archive, the 
Australian Broadcasting Commlsslon, Film 
Australia, the Film and T etevlslon School, 
the CSIRO, and possibly others. The 
various State governments hold archival 
films. Bodies such as the Australian Film 
Institute and the National Film Theatre 
hold film collections of their own. Produc
tion units and private collectors hold 
others. Ail these are separate from lending 
libraries. 

The National Library In Canberra refers 
to Its historical collection as 'the film 
archive', and, thanks largely to the 
pioneering work of Rod Wallace, Larry 
Lake, Ray Edmondson and others, it has 
managed to rescue some remnants of 
hundreds and hundreds of feature and ac
tuality films made In Australia In the silent 
era, the maJority of them lost for ever. 
(What an outcry there would be If 90 per 
cent of the books published In Australia 
between 1898 and 1930 had disappeared 
without trace!) 

Preoccupied with chasing the 
remainder of the films from the nitrate era 
before they deteriorate (up to 1950), the 
Library has neglected the post-1950 era. 
There Is still no policy of buying a copy of 
every film prolesslonally made In 
Australia, or of requiring producere to 
deposit copies of their films. The Film DlvJ. 
slon of the Library has been starved tor 
funds, and administered by a Library 
helrarchy whose training and Interest are 
geared to book llbrarlanshlp. 

The National Library's Rim archive ac• 
tlvltles take place only as an adJunct to Its 
film lending function. These dual activities 
are a source of confusion within the film In
dustry, the film trade, the fllm societies and 
other would-be users of archival 
resources. 

Furthermore, there Is little material of 
overseas origin In the National Library. Yet 
prints In good condition or feature lllms 
from many other countries have been and 
are being destroyed In great numbers by 
the film trade becauS& they are no longer 
considered commercially viable. These 
could have, and could still, with the right 
negotiation, form part of a great national 
collection for film study purposes. 

As the Edmondson report revealed, the 

• 

National Library falls far short In other 
ways of the functions of a national 111m 
archive as they are understood In most 
other countries of the world. The physical 
Isolation of the National Library's collec
tion In Canberra. which has a tiny popula
tion and no film Industry, Is not only un
democratic, It Is a severe handicap to 
schofars. filmmakers and educationists. 
This handicap will become Increasingly 
obvious and a source of much frustration 
as our film Industry and film edUC$tlon and 
training develop. 

Film archives overseas have played a 
vital role In the education and creative 
stimulation of filmmakers. Think of the 
Cinematheque In Paris, publicly 
acknowledged by the creators of the New 
Wave as the major factor In their film 
education; the British Film Institute, with Ita 
vital contribution to tha Intellectual and ar
tistic life of the English; the Museum of 
Modern Art In New York, where Orson 
Welles and, many years later, Peter 
Bogdanovlch saturated themselves In 
films of the pa.st before embarking on their 
first features. 

The film archive should be In the largest 
centre ot population and In the largest 
centre of filmma'klng, with regional 
branches In other r.apltals. Producers. 
directors, scriptwriters, art directors. 
costume designers, cameramen, film 
students, history students, film teachers 
should be able to go to the archive and usa 
Its resources without the expense and 
time-wasting of plane Journeys to 
Canberra and enforced stays overnight. 
Our filmmakers and their products are 
already suffering through lack of easy 
access to archival films. 

The logical centre for the archive Is 
Sydney, with Initially a branch In 
Melbourne. The archive should also be In 
proximity to the Film and Television 
School, because the School Is concerned 
not just with the training of lis 25 full-time 
students per year, but with spreading 
knowledge and raising standards 
throughout the Industry and all teaching 
bodies. 

We recognise that the National Library's 
staff have achieved a great deal over the 
years In the fac·e of governmental and 
public lack ol Interest. The Association 
hopes that the National Llbrarys Council 
will see our submission as evidence ol 
growing needs within Australia, and, rather 
than expend Its energies on defending 
Itself against criticism. the Library wlil lend 
Its experience to help establish a truly 
effective national archive In the centre 
where It is most needed. 

Anyone wishing to participate In the ac
tivities of the Association or obtain a copy 
of the submission to tfte Committee of In
quiry can contact either: Barrie King, 137 
Riverview Av, South Gulldford, WA, 6055; 
or Ross Cooper, Dept. of History, Monash 
University, Clayton. VIc. 3168. 

Joan Long, Judy Adam_,, 
18n Dunlop, Anthony Buckl_.,, 
G.-ahem Shir1_.,, 

Dear Sir, 

. 
knowledge of my latter but that If I would 
like to leave my telephone number my call 
would be returned when the existence (or 
non-existence) of my letter had been 
determined. 

Alter a few days, In which I received no 
reply, I rang Mr White's office again and 
this time another secretary asked me to 
leave my name and address and details of 
the film. 

A month later (13, November}, I received 
a letter from Colin Dean (Mr White's 
assistant) asking for "more details of the 
story line" before supplying them with an 
audition print I wrote to Mr Duckmanton 
complaining that II had taken five months, 
two letters and two telephone calls to get 
any reply at all from the ABC. A few days 
later I received a letter from David Stone 
claiming that he had not received the letter 
I wrote to him in June. II he had been doing 
his job properly he would not have needed 
a letter from me. The fact that Joker had 
won a prize In the Greater Union Awards at 
the Sydney Film Festival should have in
dicated that It may have been worth asking 
me for a print to view. To my knowledge he 
has not contacted other filmmakers and 
asked them for prints of their films with a 
view lo purchasing them. 

Late In November. I delivered a print of 
Jok.,. to Mr Dean's office at his request. 
Alter six weeks withOut word from him his 
secretary told me that the assessors liked 
the film but that the ABC could not 
purchase It because II was In black and 
white. This annoyed me considerably 
because David Stone had seen the film In 
December, 1973 - 15 months before 
color TV. 

I asked to be notified of the ABC's deci
sion in writing and, alter Jour more phone 
calls and a two-week walt, I received 
letters from Colin Dean and David Stone. 
In his letter David Stone writes: 

"We have been considering and/or 
purchasing very little by way of 
monochrome television programs and I 
am sorry to say that the tact that your film 
is a black and white production con
tributes substantially to a decision that we 
do not wish to purchase television rights to 
JokSf'." 

Alter almost 20 years of black and white 
television, black and white films are, In the 
ABC's estimation, no longer acceptable to 
the Australian public - Irrespective of 
their quality. 

In five years' time when color sets have, 
to a large extent, replaced black and white 
sets, and the public expects fo see 
everything In color, such an attitude might 
be understandable. But to adopt such a 
rigid policy during the transition period 
seems absurd - especially since the ma
jority of Australians will not have color 
television sets for many years yet. 

Even If the majority of Australians did 
have color television sets I would still ques
tion the wisdom of a decision to transmit 
only color programs, since such a decision 
Is based on the erroneous essumptlon that 
black and white Is Inferior to color. 

It Is neither necessary nor desirable that 
all TV programs be shot in color. Such a 
policy denies the faot that black and white 
may be chosen In preference to color as a 
matter of artistic choice. Surely the ABC 
should be more concerned with the con
tent of programs than with their color (or 
lack of It). 

In June 1974 I wrote to David Stone 
(head of Program Sales and Procurement) 
asking him if he· would be Interested In 
viewing a film of mine - Joker - with a 
view to purchasing It for the ABC. I walled 
three months for a reply but did not 
receive one. 

Having heard numerous tales about 
David Stone's contemptuous attitude 
towards Australian fllmmakers I decided to 
writs to Graeme White and see If he would 
be Interested In purchasing. 

I wonder H the many outstanding Nlms 
that have been made over the past 50 
years, are now unacceptable to tha ABC 
because they are not In colorl (Dear Mr 
Welles - We like Citizen Kane very much 
but regret that with the introduction of 
color television . . .  } 

Alter waiting a month I rang his office to 
Inquire whether he had received my letter. 
Mr White was not available and his 
secretary told me that she had no 

Because the commercial channels rely 
on advertising for their continued ex
Istence It Is difficult to sell them films that 
do not have mass appeal. The maker of 
non-commercial films Is then lett with the 
ABC as his or her only television outlet In 
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this country. This applies to both fiction 
and documentary films. 

Part of the ABC's function, surely, Is to 
provide the Australian public with diverse 
programming and td fill those gaps left by 
the commercial channels -I.e. to cater for 
minority audiences who want to see 
something other than the formularlsed 
soap-operas and cops and robbers shows 
that dominate Australian television. 

To achieve diversity In programming the 
ABC should encourage the making of films 
that are not being made or could not be 
made by either the commercial channels 
or the ABC - I.e. to rP.cognlse that In· 
dependent filmmakers have a contrlljutlon 
to make to Australian television. At present 
such recognition does not exist. 

For as long as the ABC retains Its pre
sent attitude the outlook lor Independent 
filmmakers Interested In making fllms for 
television, Is grim. It Is time the ABC ceas
ed Its patronising and contemptuous at· 
Utude towards Australian filmmakers. 

I speak not only for myself but for the 
large number of other filmmakers who 
have experienced similar frustrations In 
trying to sell their films to the ABC. 

JamH Rlck.UOn. 

D...- Sir, 

In May 1974 tile ABC previewed my film 
Meld! .... and decided to buy it. Almost 
five months later they confirmed the deci
sion and the contract was signed. During 
this five month period we received three 
letters from a man who was not present at 
tile first screening stating that the film was 
of poor quality, experimental, and suitable 
only for late night viewing. 

The llrst offer for the fllm was $5,250 -
we weren't surprised. On the day that offer 
came It was announced that the film had 
won a First Prize at an overseas fllm 
festival. This. combined with the fact that a 
·prominent Australian (with various con· 
tacts) was one of the festival judges, soon 
had us receiving a second offer from the 
ABC for $10,000. 

That's all I need to say. 

John Papadopouloe 

OBITUARY 

On 2 February, Norman Dawn, who film· 
ed the Australian epic For the Term of his 
Natural Life (1927). died in Santa Monica, 
California. Dawn had been seriously ill 
since June last year, but four years 
previous he had corresponded regularly 
with Sydney writer and filmmaker Graham 
Shirley on his work in Australia. 

Dawn first filmed here In 1908, but his 
best known local achievements were 
between 1926 and 1931, when he made 
For the Term ol his Natural Life, The 
Adorable Outcaet and Showgirl'l Luck. 

He Is survived by his w1fe Katherine, who 
appeared In and helped produce most of 
his films from the early twenties. 

NORMAN DAWN 1930 
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Yes, and that has gleaned 
superlatives from certain quarters. 

A few have commented that its dis
advanta2e was in bein2 released in the 
same year as Kubrick's "2001". 

Well, that and the elements that to 
the outsider appear like something 
out of Alice In Wonderland. 

What were they? 

The personal friction between 
MGM and George Pal, the hatreds 
you couldn't believe were allowed to 
operate on that film's economy. And 
it was not released with any fanfare. 
It was grudgingly left to escape, with 
everybody hoping it would nop 
because they were trying to get rid of 
Pal. 

I didn't think the film itself was 
too bad, although you could become 
confused unless you paid very close 
attention. But what did come across 
very sharply was the terror of a man 
who, step by inevitable step, has his 
own identity ripped from under him 
until finally he begins to doubt who 
the hell he is. Here is a guy in a high 
position on a scientific project who 
has an enemy that begins to strip him 
of all his record background. Even to 
the point where !.hey go to investigate 
his credits at the university and find 
out he never even went there. That's 
pretty frightening to a person \vho is 
a hero of the scientific world and 
suddenly becomes nothing. He's be
ing pursued by a power, he doesn't 
know where it comes from, and the 
tricky ending has him possessing the 
goddamned power himself. 

Did you collaborate on the script? 

Very little. I came onto the show 
when it was fully prel?ared. I assisted 
the writer John Gay II\ polishing one 
or two points, but I had no authority 
to change anything further. I felt that 
a few things could have been 
changed, but I didn't go into it 
because I was glad to be doing 
something again. 

One memorable effect has George 
Hamilton spinning at a very high 
speed away from the camera. 

That was the conclusion, where we 
had an effects montage of himself 
and the Power. We had Hamilton lie 
across a turntable and filmed him 
with a zoom lens from the ceiling. 

Have you ever encountered policy 
dashes in special effects work? 

No. I had complete .say at Warner 
Brothers for nine years and went the 
way that was economically sound 
and had the best dramatic effect. 
There were hundreds of these tilms 
and I can't claim to have personally 
worked on most of them. Later, 
Gordon Jennings did the effects un· 
der my supervision for War of the 
Worlds at Paramount. I left him and 
went to Fiji. to. make His .Majesty 
O'Keefe ( 1 954), then vrsited 
Australia, Tokyo and Okina«ta, and 
arrived back in Hollywood a week or 

two liefore he finished. 
So that "Captain Sinbad" provided 

the rare exception. 

fhat's right. 
What TV work have you done? 

Quite a lot. The last TV I did was 
The , Outer Limits science fiction 
series. I directed six and was on the 
series without credit as associate 
producer in order to supervise the 
special effects. The producer, Joseph 
Stefano, was also a fine writer and 
had done tbe screenplay of Psycho 
for Alfred Hitchcock. He was per· 
sonally responsible for the polish on 
every one of the scripts, and in tbe 
first year it really caught on. The 
kids started talking back to the 
monsters, and it was damn good. 

As usually happens to the good 
things in this venal business, some of 
the network executives felt that the 
series was becoming a little too 
bizarre, and one of their number 
started sending memos to Stefano 
about things he did and didn't like 
about the sciipts, and things he was 
going to change. Stefano would read 

. these with great interest, drop them 
in the waste basket, and make the 
films as he saw them. At the end of 
the first year, " when the series had 
entered the hit eategory, the network 
announced that they would renew -
but without Stefano. So they put in a 
guy known to the trade as 'Guillotine 
Charlie', and he guillotined the show. 

What were your other series? 

There was a Meet McGraw and 
The Californians, but these are older. 
I've concentrated mainly on m�vies. 

Do you find television vastly 
differen t? 

V ou notice the speed at which you 
have to operate and the acceptance 
of the mediocre which is fostered 
upon you, and the untrue impression 
that the image should contain 
nothing but bit close-ups. It's like 
music, in that you can be so god
damned corny in a way that is far 
from dramatic. With TV you can 
lean m u c h  m o r e  toward an 
hysterical, extra tempo dramatic 
effect, which in a movie has to be 
modelled and made realistic, to be 
developed and played on a more 
behavioral level. ' 

FOOTNOTES: 
I. Haskin's work for Holubar was on the . 

never-completed Bishop of Cottontown (c. 
1923). Haskin re<.-.lls that "It was a stOry of 
child slave labor set in the South just after 
the Civil War. The effort of tryinl! to re· 
create the Battle of Frank hn was 
something of a strain on our director. and 
aner contracting. kidney problems. he 
died''. 

2. Scientist Albert Einstein and his wife were 
being given a VIP tour of the Warner 
Brothers lot. 

· 
3. I can find no reference among the 

Academy Awards listing Scientific or 
Technical achievements for Haskin having 
won this award in the 40's. The Paramount 
Transparency Department {under Farciot 
Edouart) won awards in 1942 and 1943. 

4. John Baxter, in 'Science Fiction in the 
Cinema' fZwemmer/Barnes, 1970). 

5. Neither Ross Wood nor Carl Kayser had 
worked on His·Mo,�Hty O'Keefe. 

6. Tom Howard was special effec.ts supervisor 
at MGM's British studio. 

� BYRON HASKIN 
FILMOGRAPHY 

Born Portland, 2 April 1899. Father a school 
teacher. Took liberal arts for three years, 
enlisted as a Naval Aviation cadet in World 
War I. Studied an, worked as a cartoonist for 
San Francisco News. Summer vacation 
employment with International Newsreel and 
Patbe News. 

FEATURES. AS 
DIRECTOR 

1927: M•tl- Lad� (Warner Brothers), 
Irish Hurts {Warner Brothers), Tile 
Slr011 (Columbia), Ginsbera tbt Great 
(Warner Brothers). 

1929: To England for three years as a techni
cian and production executive for 
Herbert Wilcox. With Tom Walls 
directed a series of films based on stage 
hits, e.g. 011 ApprOTII. 

1947: Gave up Warners position to accom· 
pany Hal Wallis when the latter left the 
Burbank studio and set up his own 
producing organizstion to make pic· 
tures for Paramount release. WalHs 
created him production assistant and 
contract director. Second unit work on 
Wallis' Technicolor feature o-rt Fury 
(1947) and director of Wallis' I Walk 
Alone (1947), Too Late for Tens 
(I �9), and The Crying Sisters. 

1950: To England for Disney's Treasun 
Island. 

1951: Under contract to Paramount for 
whom be made three TecbnkWor Nat 
Holt productions - Wp.,.lll (1951), 
Sll•er Oty, also released as Higll Ver· 
millioo (195 I) and DftYH aDd Rio 
Grande {1952) - as well as George 
Pal's War of the Worlds {1953). 

OTHERS . 
1948: Maa-eater of K1m1aoo 
1950: TorZID and the Joln&le Queen. 
19�3: His Majosty O'Keefe 
1954: Tbt Naked Jun&le 
1955:-.Conguest of Spice Long· Jobn SU•er 
1956: 1be Boss 

1be First Texon 
1958: From the Earth to the Moon 
I 959: 1be Little Sa .. ge 
1960: Jet o•er the Atlantic 

September Storm 
1961: Armored Command 
1963: Captain Sinbad 
1964: Robinson CntSoe 0t1 Mus • 
1967: lbe Powor {co·directeo wnn George , Pal). · 

iT"VSERIES 
' . 

Includes Long John Silvii'; Meet McGraw, 
1be Californians and 1be Outer Umlts. 
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EARTH MEDIA RECORDING COMPANY 

FULLY PROFESSIONAL 8 TRACK 
RECORDING AND MIXING FACILITIES 

I N C O R P O RA T I N G  
" E A R T H  RECORDS" 

14 Glen St 
MllaOM Point, NSW 
Tel. 9291889 1294101 

smart st. films 

Smart St has joined forces with another great culture. 
·So as well as full production, editing and theatrette 
facilities, there Is an extensive range of Kosher foods 

IN 
RELEASE 
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nearby. 
John Chew on 371 0266 

487 Old South Head Road 
Rose Bay oyoyoyoy 

Los OIVIdados 
Exterminating Angel 
Vlridiana 
Love 
27A 
I Can Jump Puddles 
Tony and the Tick Tock Dragon 
The Big Dig 
100 a Day 
Ballet 'Adagio 
Elnaufrago de La Calle Provldencla 
- 50 minute color documentary 

about Luis Bunuel. 

27 stOMington pl.,., 
100111�. victoria, 3t 42.australia 
telephone: 20 5329 
rabies: 'sharlilms' melbourne 
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AUSTRALIA COUNCIL 
(formerly the Austr:>lian Council fur the Arts) 

FILM, RADIO AND TELEVISION BOARD 

A CREATIVE 
ADMINISTRATOR 

The Film, Radio and Television Board 
offers a senior executive with proven 
administrative and financial experience a 
unique and exciting challenge to act as 
Director. 

A knowledge of film, radio and television 
is desirable; an interest in these media is 
essential. 

Salary: Negotiable to $19,300 (maximum) 

Tenure: Three years 

Closing Date: 7th April 1975 

Applications including the names and 
addresses of three referees to: 

The Executive Officer 
Australia Council 
P.O. Box 302 
NORTH SYDNEY 2060 

C. 1nerna 
enter group 

-. (loll) Walefian Borowczyt<'s '""-ill T-. (Right) Nlkottll van- Heyde's Award wtnnlng 
Angola ....... - qullllly • • •  • 

ALSO AVAILABLE: 
The Autoblogr8pi!J ol Mile ,_ Pillna.n 
Directed by John Korty "" end Super "" Directed by Bert Haanstra 
llllencM Directed by Walerlan Bofowczyk 

LA Rupture 
Directed by Claude Chabrot 

CIIIDIA CENTU GROUP 
CAIIIERM.: � OWielr Group. P.O. eo. 413, CMbeml Qey, ACT 280t. c.blrl8:: CINe»-.� Telu::. 
11872 - (0121 •• 11132. .. tn.. 

aYOMY: -II' 1-. � 3A � 91. --- MSW. :1010. - !02) 3S4C53. T..,., 2847. 
••1""•11111: Clorbon Toytar- P.Ci. - ._ ,__,_ VIc. 318t. """""' (03) 713 713. 783 -· 
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With this i11ue Cinema Papers 
begins a aeriea of columna aim
ed at creating a flow of informa
tion between the varioua guilda, 
socletlea, councils, inatitutea, 
unions and co-operatives in
volved in movie production, dis
tribution and exhibition in 
Australia. 
In following issues theae pages 
will provide an open forum for 
the above organizations. All in· 
terested parties are invited to 
participate and enquiries should 
be directed to: 
The Columns Editor 
Cinema Papers 
143 Therry Street 
Melbourne, Victoria, 3000: 

T H E  F I L M  P R O D U C T I O N  
ASSOCIATION OF AUSTRALIA 

The Film Production Association of 
Australia came Into being In 1972 to 
promote, foster and encourage the 
production of films In Australia. Today, it 
represents some 40 movie producing 
companies and, by necessity, Is 
registered under the Australian Concilia
tion and Arbitration Act In order that It 
may represent Its members In 
negotiations on all Industrial matters. 

In 1973, most of Its time and effort 
went into negotiations with the Australian 
Theatrical Amusement Employees 
Association. In establishing a new 
Theatrical Employees' Motion Picture 
Production Award, and with Actors' Equi
ty In establishing the Actors' Television 
Program Award which was previously 
non-existent. Even though the latter 
award was granted In late 1973, matters 
relating to It are still under discussion. 
The rights of repeats and residuals and, 
In fact. the whole question of copyright of 
performance will no doubt be settled this 
year with the scheduled government 
legislation for the protection of per
formers. 

As producers. we are as vitally In
terested In this legislation as are the ac
tors and writers. o·ur members are the 
Innovators and obtalners of finance tor 
commercial movie production and con
sider the rights vested In the producer to 
form a vital part of the packaging of a 
project, In that a viable return must be 
forthcoming to Investors or there will be 
no investment, hence no production. 
However, It Is agreed that the performer 
and writer must be protected, as well as 
the producer. 

Another aspect of our association's 
activity Is In negotiations with govern
ment departments. We had much to say 
during the Tariff Enquiry ol 1972-1973 
and, more recently, with the Australian 
Films Commission Bill. In certain sec· 
tlons of the Industry, the FPAA have been 
blamed for the Initial failure of the Bill, 
but I would remind readers that It Is the 
democratlc right of all Australians and 
organizations to put their point of view to 
the best of their ability. 

Basically, we believed that the finding 
of the Tariff Board's Impartial and con
structive suggestions should have been 
Implemented In full and that the 
Australian Films Commission should be 
established with the structure, 
membership and powers recommended 
by the Tariff Board of Enquiry. In par
ticular. In respect to the make up of-
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membership of the Board, Its powers 
and ability to enquire Into such matters 
as exhibition-distribution in Australia and 
the establishment of a short films quota. 
We believe In a government-assisted 
free enterprise movie production In
dustry. 

Our association is divided Into four 
divisions - Feature and Television 
Series Division; Documentary Division; 
Facilities Division and Television 
Commercial Division. Over the past 14 
years the production of television com· 
mercials in Australia - thanks to the 
foresighted governmenl legislation re
quiring that all commercials shown on 
Australian television be produced in 
Australia - has kept the Industry viable 
but with the worldwide trends towards 
the much improved color video tape type 
production. movie producers In Australia 
must look towards increased feature and 
television (I.e., series and documentary) 
program production to survive. 

FILM EDITORS' GUILD OF 
AUSTRALIA 

The Film Editors' Guild consists of a 
large body of people made up ol senior. 
junior and associate members. Senior 
and Junior members have to be engaged 
currently in film editing and the associate 
membership covers a large cross
section of people working In the film in· 
dustry. Although we welcome associate 
members, It Is basically an editors' guild 
and our obJect is to ensure that the true 
value of lilm and sound editing is 
recognized as a creative part of film 
production. 

The guild meets once a month and our 
meetings are aimed at stimulating In
terest conducive to the many technical 
aspects an editor encounters In his field 
ot work. 

At a recent meeting we screened the 
results of the FEGA 197 4 Workshop 
Films. The FEGA Editing Workshop Is 
held every year. with assistance from the 
Film and T elevlslon School. Assistant 
editors in the guild are invited to take 
part, at no cost to themselves. The 
workshop Is held over three weekends 
and each student Is given rushes of a 
commercial and drama-comedy movie 
segment The first weekend is devoted to 
the students editing the drama or com
edy (whichever has been decided on by 
the committee for that year). The second 
weekend is devoted to editing the com
mercial and the final weekend allows the 
students time to lay the sound tracks for 
mixing - which Is done a few weeks 
later. • 

During each weekend the committee 
arranges for a senior editor to introduce 
the students to their task and to answer 
questions. 

Brierly that is what the FEGA workshop 
Is about Students who have taken part: 
find that the basic grounding they receive. 
during the workshop weekends is of' 
tremendous benefit when they continue 
in their jobs as assistant film editors. 
FEGA Is planning another workshop this 
year. Committee member, Barry Fawcett, 
is heading a sub-committee dealing with 
the planning which Is necessary to en
sure that this year's workshop Is as 
successful as those in the past. 

The Film Editors' Guild of Australia Is 
an active. viable guild and its activities 
and involvement in the Industry span a 
large area. It Is hoped the guild will con
tinue to grow and play an important. part 
In the Australian film Industry. Enquiries 
are welcome from people working the 
111m Industry, who wish to join. Pleas& 

write to FEGA, P.O. Box 195, Roseville, 
NSW. 2069. 

THE AUSTRALIAN 
WRITERS' GUILD 

0 

The Australian Writers' Guild has In
troduced its first Industry-wide Agree
ment - and Is now beginning to realize 
what the world 'hassle' means. 

The guild is facing opposition !rom the 
networks and the packagers In spite ol 
the fact that It is NOT claiming an in
crease In rates lor writers (with the ex
ception of a few sections In some 
categories - mainly radio). 

This is in response to the Federal 
government's. general request to unions 
for restraint In wage claims during 
Australia's current Inflationary period. 

The guild feels that a demand for in· 
creased fees at this lime would be 
Irresponsible and would merely add to 
the inflationary spiral. 

However. it has not lost sight of the fact 
that its main responsibility is to its 
members, particularly the less establish· 
ed majority still struggling to gain a 
foothold in a competitive market. 

Because of this, the guild committee 
has Introduced Into the agreement a 
system which splits the rate for each 
category into three - as an additional in
centive to producers to use new talent 
These rates are (a) Basic (b) Going, and 
(c) Bonus. 

The going rate Is ti1�en as tt\e stan
dard or average rate currently Delng paid 
to reasonably well-established writers. 

The basic rate will apply to new or 
less-experienced writers. This rate is 
calculated at 25 per cent less than the 
going rate, 

The bonus rate applies to those writers 
in a position, through their experience, to 
negotiate fees with producers. This rate 
will be based on the going rate. 

The agreement. which has been nine 
months in the making, will take elfect 
from the date of signing and covers all 
writers working lor producers engaged 
In the creation ol all radio and television 
programs as delined. 

In the past, the guild has negotiated 
separate agreements with Individual 
producers for dllferent conditions at 
various times - a number of them within 
weeks ol each other. Such a procedure is 
not now, and probably never was. a prac
ticality. 

This agreement, however, will place all 
producers on an equal footing, simplify 
dealings with individual writers and stan
dardize fees and conditions throughout 
the country. 

Unlike previous agreements, Its 
provisions are not negotiable. They 
represent a realistic set of conditions to 
bring the Australian Industry Into line 
with basic principles accepted 
throughout the English-speaking world. 

For instance. the payment of local and 
ovsrseas residuals Is not only accepted 
as a fair return lor the writer's creativity; i t  
Is a tenet recognized by International 
copyright law. 

The Industry-wide Agreement has the 
support of Actors' and Announcers' 
Equity Association of Australia. the 
A'ustralian Theatrical and Amusement 
Employees' Association, the Australian 
Broadcasting Commission Staff 
Association, the Writers' Guild of 
America East, the Writers' Guild of 
America West, the Writers' Guild of Great 
Britain, and the Association or Canadian 
Television and Radio Artists. 

MELBOURNE FILMMAKERS' 
CO-OPERATIVE 

Many people are aware of the history 
of the Melbourne Filmmakers' Co
operative and the crises It has experienc
ed over the years - the moves to dls
b�nd it, take II over or Just to destroy it. 
However. that Is the past and It's the 
luture that's Important now. 

The co-op - heavily subsidised by the 
Film and Television Board - Is now 
working towards becoming a sell
supporting organization. It's going to 
take a long time before It Is strong 
enough to survive without grants from 
the Government - but It's on the way. 

The main thing, however, Is that II will 
survive and grow to fullll Its purpose ol 
bringing Australian movies to the public 
and getting money back to the film
makers. 

The co-op operates In three areas -
the cinema. distribution and as a 
resource centre. The cinema screens 14 
sessions a week and the programs con
sist mainly of Australian movies. In some 
instances, we screen movies from 
Bolivia, Cuba, Argentina, France, etc., In 
the programs - all experimental or un
derground. 

The cinema will be the co-op's main 
source ol revenue, with other areas such 
as distribution coming sharply Into focus. 

We have been trying to restrict the 8 
pm session purely to Australian movies 
such as Datm... 27 A, Coma Out 
Fighting, V.kkety Yak. If there are Insuf
ficient feature length movies, a program 
of a particular filmmaker's work Ia 
shown. 

At the 10 p.m. session we usually 
screen Third World movies coupled with 
Australian shorts between five and 30 
minutes long. 

We hoped to run many short 
Australian movies at a 6 pm session but 
there Just weren't enough people coming 
when we put them on. We haven't 
scrapped the Idea yet but will wall till we 
consolidate our 8 and 10 pm sessions 
before venturing again Into the 6 pm 
sessions. Midnight sessions on Friday 
and Saturday night are mainly overseas 
movies, again coupled with Australian 
movies. The overseas movies range from 
Charlie Chaplin to Peter Watkins' 
Olediat.... or Adolfas Mekas' Going 
Home back to Luis Bunuel's Roblnaon 
Cruaoe. 

Distribution suffered a few setbacks 
last year due to lack of finance. However. 
Irs now back on Its teet and working 
towards a higher return to the 
filmmakers. We're getting Into the 
schools and clubs and, hopefully In the 
next few months. we'll be knocking on 
the doors of a few television executives 
and movie distributors to present them 
with Australian movies that come up to 
the requirements they believe are 
necessary for them to be accepted by the 
public. More Information on this In the 
next Issue. 

As a resource centre the co-op Is 
offering many services: Editing facilities 
with the following equipment; movlola, 
pic sync, four gang sync with amp and 
mixer, splicers (tape and cement), two 
HKS viewers and assorted split reels, 
spring locks etc. etc. all at cheap rates. 
Flies on where to hire equipment, talent, 
technicians, writers etc.; files on where to 
buy equipment (second hand or new, 
overseas or In Australla)�Aa.slstance on 
preparing budgets,. <!peratl ng . 
equi pment , laboratory proce888s and 
pitfalls, • 



' COLUMNS 

• 

We are also Into getting a movie 
workshop off the ground. Hopefully·, we 
will be running up to two ol these �ch 
year. II you are Interested In Joining (or 
reJoining) the co-op, get In touch with 
us. t975 Is going to be a big year lor the 
co-op so be part ol lt. Altar all It's there 
lor people who love films. 

THE AUSTRALIAN 
CINEMATOGRAPHERS 

SOCIETY 

The Australian Cinematographers' 
Society wu formed 15 years ago and 
was the llrst organiz ation of Its type to be 
started within the local fllm Industry. It Is 
controlled by a Ieciere! l)(ecutive elected 
from executive committees olthe various 
State bodies. 

non-political. This has resulted in an un
Inhibited crosa-lertlllzatlon ol Ideas 
between members and between other 
organizations. 

To compare, maintain and raise 
prolesslonal cinematographic standards 
In the Industry, the society conducts an 
annual Mllll Award event Where awards 
are presented lor outstanding achieve
ment In various fields ol cinematography. 

Members whose standard of 
cinematography Is of consistently high 
nature, or who have shown outstanding 
talent I n  a speci fi c f i e l d  of 
cinematography, are honored by the 
society with accreditation and are per
mitted to use the letters ACS after their 
names. In thfa way the society draws 
attention to the standard of work of the 
Individual-work which could go un
recognized by other sections ol the 111m 
industry. 
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LIMITED NUMBERS 

There Is an affinity between the ACS 
and similar bodies overseas such as the 
American Society ol Cinematographers 
and t h e  British Society of 
Cinematographers. 

Whereas overseas societies have con
cerned themselves with promoting the 
e)(change of Ideas and cinematographic 
standards between established 
cameramen, the ACS has e"tended thiS 
concept to I n c l u d e  younger 
cinematographers and assistants as well. 
Other members of the 111m Industry such 
as laboratory e)(perts, motion picture 
engineering specialists, e"perlenced 
editors, etc., are encouraged and Invited 
to join the society as associate members. 

One of the society's major concerns Is 
the Jack of adequate format training 
!acUities lor cameramen ln Australia. 
Traditionally, training was achieved by 
the trainee working under practising 
cameraman at the large studios. But as 
most studios have closed down or have 
become fragmented, this lorm of training 
has almost ceased to e"lst. This will 
ultimately lead to a lowering of cinematic 
standards. 

�--··············M····················································-, ' Back Issues : 

Regular monthly meetings are held 
with the accent usually on assisting 
younger members. Because of the 
society's rapport with overseas 
organizations end the continuing 
overseas experience of some of the 
society members, It has access to 
current technical Information. 

The constitution of the ACS demands 
that the society be non-profit making and 

The society believes that facilities for 
formal training should be urgently es
tablished, either separately or In con
junction with the new Film and T elevlslon 
School.' 

Since methods, techniques and 
aesthetic Ideas are constantly changing 
In the Industry, the society believes In the 
practical feasibility of using as Instruc
tors distinguished, working 
cinematographers - between com
mitments - as In leading training 
schools overseas. 

The society also believes that the local 
industry should be strong and viable and 
capable of absorbing graduates from 
such an Institution. 
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Possibly the latest electronic 
Duolight cameras from the Pathe 
cookerell look like ugly ducklings, 
but look at their capabilities: 

The electronic double super 8 version 
takes one hundred feet of film which after 
processing becomes two hundred feet in 
the super 8 format. 

The 16mm version of the camera is 
similar in design to the DSS. 

Either camera will take an auxiliary 
400 foot magazinl' with its own motor 
and automatic camera connections that 
will provide long running capability. 

The new exposure meter has no moving 
needle, but solid state electronics with LED 
display. The CdS cell is behind the lens and 
gives accurate measurement whether the 
camera is running or not- It drives the lens 

Pathe introduce bNo 
craftsman cameras-
058 and 16mm . 

Both are professional. 

diaphragm automatically 
. through a servo motor, so 

you can concentrate on filming. 
The meter is also coupled with f.p.s. 

control, the variable shutter opening and 
film sensitivity I 10-400 ASA). 

The speed range is remarkable: 8, 18, 25, 

48, 64 and 80 fps, forward or reverse, with 
variabl� shutter opening for lap dissolves. 

Two sync sound systems: A built-in pilot 
tone, 50Hz at 25 fps for use with pilot tone 
�pa recorders and single frame pulse sync 
for use with the new pulse systems. No 
extras to buy. 

Lenses are interchangeable, using a three
lens turret that takes standard C mount 
lenses. You can also use some still camera 
lenses with adapters. Choose a lens to create 
the effect you want. You might like to start 

with Angenieux's new f1.2 zoom lens, with 
focal lengths from 6 to 80mm. That's a 13.3 
to 1 zoom ratio. 

Viewing is reflex through a ground glass 
screen with hairlines. It also provides an 
exposure indicator, battery charge level 
indicator and TV framing limits. Compare 
its compact dimensions and weight (71bs) 
with what you're carrying around_ 

Now which is the ugly duckling? 
Write for literature. Or phone for a demon
stration at Photimport (Austl Pty Ltd. 
Melbourne: 69 Nicholson St. East 
Brunswick. 38 6922. Sydney: 17 Alberta St. 
26 2926. Brisbane: 244 St Paul's Terrace, 
Fortitude Valley. 52 8188. Adelaide: L H 
Marcus Pty Ltd, 242 Pirie St. 23 2946. 
Perth: L Gunzburg Pty Ltd, 339 Charles St, 
North Perth. 28 3377. 
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A MATTER OF FACT 

Continued from P.47 
accepted it for real and behaved so completely 
naturally that it was possible for us to get 
beautiful and authentic pictures of Australian 
fauna carrying on their normal lives. At play -
and in fear of their lives when men with guns came 
to the glade. 
I want the record on this film to be straight once 
and for all, especially as to the work of two excep
tional men who are unable to speak for 
themselves, the late George Heath and J. Alan 
(George) Kenyon. And that tribute to them does 
not overlook iri any way the contribution that 
Shepherd, his staff and many others made. 

The film has not so far been seen on TV in this 
country because of some difficulty over rights and 
this is unfortunate because the first two reels 
stand up as a beautiful presentation of a section of 
the fauna of this country behaving normally in 
(apparently) natural surroundings. 

The shooting plan on this film was quite 
straightforward. Knock off all the interiors, take 
the company on location to Burragorang Valley 
for the major exteriors leaving the bulk of the 
studio space to be occupied by George Kenyon's 
carefully planned and drawn up setting. He used 
the real thing all the time - grass sods, growing 
bush, shrubs, trees etc.,- I still have an Jllawarra 
Lily growing in my garden that came from that 
set built getting on for 40 years ago! The grass 
was watered daily and actually grew because of 
the heat from a number of two and five kw., lights 
we had arranged to be turned on for periods each 
day in order to accustom the animals to the ar
tificial conditions. 

The 'roos took to the setting like ducks to 
water. They were soon playing around the glade, 
drinking at the pool, living the life of Riley on a 
lucerne diet. 

When we brought the company in f.rom location 
we were finished with the cast and bad the picture 
in the bag - except for the all important opening 
animal sequences. 

Leo Cracknell, an old circus and vaudeville per
former who, with his wife, had a whip-cracking 
and sharp-shooting act, was in charge of the 
animals. Leo had a prop list of the animals we'd 
require - because the script called for them -
long before shooting began on the film. He came 
up with some we had not ordered and wherever 
possible we worked them into ihe story. 

I am frankly amazed that Bill Shepherd would 
(!llow himself to be quoted as saying, " . . .  I did 
not know how it was going to work out until I'd 
run all the footage and decided on how to cut one 
shot with the next" (sic) "I hadn't been given a 
storyline for that section etc . . .  " 

That statement is just a bald untruth. He had · 
the script - 1 2  pages of it devoted to this se
quence alone. The original story was written by 
Australian authoress, Dorothy Cotterill, then liv
ing in Miami, Florida, and published in McCalls 
Magazine. It was adapted to the screen by Ed
mond Seward, then on the Cinesound staff having 
been brought in from Hollywood. I had a lot to do 
with the scripted story because I knew I had to br
.ing to life what was on paper and I did not wanJ 
any 'impossible' action written in by a man un
familiar with Australian animals and what you 
might possibly get them to do. 

We shot the animal sequence to the scripted 
storyline embellishing it where we could and the 
animals would co-operate, and introducing new 
animals as they became available. 

But the story of Chut, the joey orplianed by a 
shot from a hunter's gun, was the same story on 

· lhe screen that Sewa rd had written in the 
screenp.Iay the original of which I still have in my 
possessiOn. 

There can be no ifs or buts about it, that's the 
way it was! There were additions and 
embellishments as f have said but these did not 
deviate from the original storyline. 

Apart from the script - to which all 
departments worked - Shepherd got ad
ditionally, almost every day, notes 1 dictated to 
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Jean Smith about the day's shooting as well as the 
notes she took in the normal course of her duties. 
They indicated how and where incidents we had 
managed to capture - often by good luck but 
with a growing capacity on everybody's part to 
anticipate what the animals might be expected to 
do in given circumstances - might be used. 

Further Shepherd was on the set each day dis
cussing with me the editing which was proceeding 
while we were shooting as is the case with all 
properly organized feature films. 

Is it conceivable - as Shepherd on his own 
statement would have you believe - that Heath 
and I, two reasonably" intelligent people, would go 
on shooting , without plan or purpose, anything 
and everything, willy nilly, until we had ac
cumulated in excess of 6,000m of unrelated film 
all of which was dumped in Shephero's lap with 
the suggestion, "Go on, make something out of 
that!" 

Really that's just too thick to be swallowed and 
it weakens the man's credibility all along the line. 
The storyline was in the script all the time and 
that is what Shepherd (ably assisted by Phyllis 
O'Reilly and Terry Banks on this film) worked to. 

A copy of the original script is in the National 
Library, Canberra, where anybody can verify 
what I have said. 

Bill Shepherd did a good job of editing on 
Orphan as he did on all films he edited for 
Cinesound. But others also did splendid jobs as I 
have tried to show in this factual story of what 
really happened. George Heath, a creative 
cinematographer, was shooting "on the fly" a lot 
of the time on these animal sequences. You can
not direct kangaroos -just as you don't 'direct' 
Prime Ministers. 

You place a carpet snake, for instance near a 
joey and wait to see what will happen. You hope 
the snake will menace the joey because that is 
what the script calls for. But you don't always get 
what you want. The first time the snake slithers 
past and the little 'roo, quite unafraid, merely 
sniffs at the reptile's body. 

It took a lot of time, and patience to get the 
snake to appear to be menacin� the little 'roo. But 
witb good cross-cutting of c.u. s of the snake and 
'roo, plus a lucky mid-shot· of the reptile curling 
around the roo's body (thanks to the smart work 
of the always invaluable set-assistants Julian 
Savieri and the late George Yates), we got what 
we wanted. 

George Heath was tremendously enthusiastic 
on this sequence. 1, or someone else, might notice 
one or more 'roos about to do something we could 
use and signal George. He in turn would hand
signal the electricians on the gantries and they 
would ha vc ares struck and fives swung onto the 

· objective in no time at all. Frank Bagnall, assis
tant camera, would have to make a snap judgment 
on focus and we'd be rolling. That way we got 
some marvellously natural pictures not only of 
kangaroos but of dingoes, rabbits, snakes, and of 
a rogue emu who, as soon as he was set free on the 
set, began chasing the does and joeys all over the 
place, beating at them with his wings. And then, 
to make our day, the Old Man Roo got fed up and 
took to the emu, wrapping his forepaws round the 
cranky bird's neck and kicking him in the slats 
with his powerful hind hoppers. And Heath's 
camera was on the action all the way. That was 
not in the script but it is certainly in the picture. 
Didn't need much editing either. Went in prac
tically 'in one'. ·· 

The small crew on that sequence did a fantastic 
job and in addition to those already mentioned 
were, if memory serves me, Johnny McColl.and 
Snow Launt on the lights. 

Orphan of the Wilderness won the Film Critics 
A watd of 1937, was released in England, America 
(as Wild Innocence) on the continent and ran on 
American TV in the early fifties. l t  achieved all 
that not because of the way it was edited, 
photographed, designed or directed but because of 
tts sheer entertainment value and the novelty and 
charm of animals behaving completely naturally 

in what seemed to the audience to be their natural 
habitat. 

Two final things need comment in order to get 
the record straight. The first has to do with 
Smithy: 

Shirley: Did you edit S•ithy'l I notice Terry llanks 
received editor's credit. 
Shepherd: I edited the two reels containing the Pacific flight. They were the main reels and Hall wanted me to 
work on them. The description or the trip took ONE 
PAGE IN THE SCRIPT and I estimated that it would 
come out at 600 m. 

That is just not true and leaves the im
plication that Terry Banks was not capable of 
editing the 'two main reels'. The facts are that I 
used Shepherd, in the absence of Ron Whelan, as 
assistant director on Smithy. Terry Banks was 
film editor, assisted by Stan Moore. Because of 
pressure we got from Columbia who were asking 
for the finished film urgently, I put Shepherd, by 
now free of his other duties, onto the Pacific flight 
reels. 

For· him to say "the description of the flight 
took one page in the script and I estimated it 
would come out at 600m", shows clearly that he is 
having script trouble again. How does a produc
tion crew get 600m, out of one page of script? 

The facts are that the Pacific flight ALONE oc
cupied 12 pages of script not counting any of the 
numerous pages devoted to the lead up to and 
aftermath of the flight. Here again what went 
onto the screen was in the script. 

Terry Banks got film editor credit on Smithy 
because that was what he was! And no amount of 
wild overstatement can alter any of these facts. 

One final thing needs attention. I quote 
Shepherd: "In 1937-38 we started pressing for a 
union in the industry and the only reason I wasn't 
sacked was because Cinesound couldn't do 
without me. We had a meeting attended by Hall, 
the Cinesound employes and people from 
Filmcraft. When we went back to work next 
morning everybody was put on the mat and asked 
why they had been at the.meeting. We'd have got 
an industry goin� then which would have been a 
terrific thing . . .  ' 

He fails to explain how giving the financial 
principals union trouble and shooting up costs 
would have got an industry going - one was go
ing anyway. But I can assure him with absolute 
certainty that if he had been able to persuade his 
colleagues to follow his lead, Cinesound, with the 
world-war inevitably closing in <md pessimism all 
about, would have closed down in 1938 instead of 
1940! 

Shepherd has me at this meeting - which I did 
not attend - but fails to explain how, next mor
ning, I was suddenly able to change hats and put 
everybody on the mat for being there! 

"I was not sacked" says Shepherd, "because 
Cinesound could not do without me." 

On that note - and, very genuinely, more in 
sorrow than in anger - I will rest this case which 
is one for some of those members of the 
Cinesound organization to whom the company, 
and I, owe so much and to whom, in the Shepherd 
interview, justice has not been done. • 
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SYDNEY UNIVERSITY FILM GROUP 

FILMS AVAILABLE FOR HIRE 
LOLA MONTES 

(t956) Max Ophuls' legendary last film - a new 35 mm 
Clnemascope color print - 110 mlns. - the largest 
surviving version of this film. With Peter Ustinov, Mar
tine Carol and Anton Walbrook. French language with 
English subtitles. · 

Also available soon - two films by Polish director, 
K. Zanussi - FAMILY LIFE (1972) and BEHIND 
THE WALL (1972) - both 16mm prints with English 
subtitles. 

Also available on 16mm: SHOCK CORRIDOR 
(Fuller), HISTORY LESSON (Straub),. DIARY OF A 
SHINJUKI THIEF (Oshima), HOUR OF THE 
FURNACES (Solamas), BARRIER (Skolimowski), 
WALKOVER (Skolimowskl), WHITE NIGHTS 
(Visconti), and others. 

Write for catalogue to Sydney University Film Group, Box 28, 
The Union, University of Sydney 2006, enclosing S.A.E. (11c 
stamp + 4x9 env.) Tel.: 660 2365 a.h. 

Sydney University Film Group screens twice weekly during 
term at the Sydney University. 

Membership $9 per year (non-students), $5 (students). 
April 15-19: Premiere screening of LOLA MONTES • 

'tRACKS ... life than riding waves 

RE- NG! 
USE 

For your supply of 
Studio & Projection Lamps 

Color and Lighting Correction Filters 
Reflection and Diffusion Materials 

Phone 870 5616 (Melbourne) all hours. 
2 Bemboka Road, 
Warranwood, 3134 

Melbourne, Vic. 

Your needs are our concern. 
Our clients will tell you. 

---
. -

- ---

ASIAN CINEMA 
� A series of 1 0 Illustrated 

evening lecture-discussions 
about the films 
of KUROSAWA, RAY 
and others . 

. 

• Course begins June 24 
• Enrolment open now. 

Enquiries: 
Council of Adult Education, 

256 Flinders Street, 
MELBOURNE. 3000 

Phone: 63 4231 

Eiki 16mm projector for sale. 

Magnetic and optical sound plus spare parts. Serviced 
by distributor since new. 

Phone: 977 4635 
Write: David Eiflck, P.O. Box 590, Manly. 

' 



RESTRICTIVE TRADE PRACTICES Continued from P.83 

Appendix C Appendix D 
Independent Theatre case history. 
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Appendix E Two letters concerning allegedly restrictive practices by a distributor. 

At � -u'"9 ef I.Wcpe".W••: • .• 'l lbho • 'l. tw.lt '" thll 
-.rt.., I .... , • ��ell to ,., he to )'OIIt COOtiCitn .. co '-Itt ; fof'ftfl 
COT.s: ••:···l ...-1 tn !ri"'QI tO 'tOIIt tHMIIO'I li'I,U ''cleJ.elldtnt 
b;loll!ohon ,,. ,., ._.4 ''�"I o;�f,.lon •nd "''"�I! bte,. tdvlud ti'vlf 
"""'' c,.,.,W"Y co11ld IH COOII(llv•t�1n9 '"'- ll•urlctl¥e Tude Pr•eclc:u 
�u lfl vh.,.ho141no h011 u/'olblt�r. In 1/tl,lll' of Clle flht 

It ..... �r.,..91!t II) th• IN>«tf"!I'S .tlt«"tJon t),•l ll'llt fll$ 1-.. J 
.tllpA'W�IIJ kcA 50id "(t.o) ...., 1U \'011 �I' 
• wt>tldtll"'f of llll'lcl In t.,r� h 1 \ubd(ll,ry of the 

•nd IMt •rc loot .Wnr•ltillfl 
-"· H '• uvtr•ly t�Htctlllf tilt u..-th!loo6 of,_ t.llhlbito•• 
to v ... c lhf .,t;t\..11•"•4 ,.•ctfu of H/loool ""�'"'"<;I ui;c" '""' tron 
t"..,· urtlcvluly '""11 ullltJito" W.o rely \e11•ll't 011 ,chOol 
.,erunlrwu 10 \,;e•P 111elt thulr• Gil..,., 

f'l., r·•�tlcc "'' \�IPn9 " fll., te" tflt•rre tNoi11 lttt the. cffeetl¥e 
Kltool flo<ltlnd h -ot o11ly r�\trlctlfl' the tude of ln6ep<l!<"dt"C 
cl11eo>t1, t11t h l' ,,.,, huvlly 1Mre.ul"9 the ""' ot ucl\ fll .. 
Oott 1tuoftM .t...O '"' ... " ' C'll\�, • .so .. bll<'�!l ,,..; vcHI"'9 Itt. tr6'1.�t 
CO$h for 1tuct•"u """ere th•r .,. v"et�lc to 10 to" louol 
,,......,.lwl�l c : � •• ur. , hit h.l�• to t�ncl ....,.,. ... uu 10 re•t• C"• of 
1'- OUtiUt, 

tlloh ' ' '""'"''' h •Ito cfhc.ttn, tu..,cl11� c•hi:.Ohon ��-�,. 
"Uttc. � ...... Hilt Ill).· �lrc .. lt o ... r '""" 
tc"'' �n� ••• •rd�.t�yrlnt to�������" th.-lr lt..,lhood, 
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II I\ t"-: I'IIC"tf"" t�l tile t.oJ>IbltOf\ 10 goO,..., -'C Whb . 
dt,....:•tion ''' uc Ot<t� cM��o��•ht II'> S'fdNt •IWI 11110 tM 
'"'trlctl"e lr.M'It ''•cttcec C._lul$11.flt "''· .._,.,...._,. 1111 
:'o\1\�rt ... 

!<'lnrt , .. .,,. tl�lltlton u�oe thew Clc,,.,..ate U•11)0 I -ld 
"�• Y"!V I'> 11: ... thh .... u.r your l-dlete .u ... tiOO'I •IMI to 
rcolr to""'�' tl>c ij:oCio.C\...'"iil" for tM•• ..,l'llbHcn. 

c:.c. !It, 0 l!:,..,,lbhon At!IOCiatlon 
Mr. o �10" "¢""te 61$lrlllllfOU -'Uc=I.HICWI. 
"'· ·-·"· �-

.. 

-�--� 

.,. 

------·· 

I t  1\ts I.IU."' )'!r�M tet "'Y •tterniM by • tl\llfl�f' of 
ln.Je�Wr.dct�t e11tl�ltors •nG 0\lt (Jroolft! n•" tfl•t your 

�' H>1d t� udu•l¥1'1 rlqhu (If tM fll"' ·• '" 

• �re y�u •�r� th•t t�l1 It c�tt��"'"9 
••strlctlv� fr•O� Pr•ctlces Act ? 

• 

fbl1 Ntter bu beet� r•f•rr., tor leg�� I �plnlr.-. and"" bell.,. 
thn both. 'f(M.Irtelv•• •rwll ll'e !'IItties to tlilfe 
rettrlttlon. It It • tr•v•lv .. rla-s .. lter als" beteu•• 
h Jflt•rhrt��t with ,..., .-.catiCif\ nf •c-hoot ct.lldrefl. 

We ll•va. on file' scfotoDh wt.('t "'-•• ,..,orte4 ttwlt tMy ll.ew to 
ttAY�I �·� 2� �lies toe VII let• Theetre. The call of 
tr•fl:\pt'll't ,.,.d t"--:.tr• ••l•tl (lll tor .- of theM .c.•t• 

.. � e s  th• ••cvr.tlon �lte l�•slble. lft �' � t�t,_. 
we <"-"9• •t'le•SI)e �' ......,. fo<t ••lnl011 to tlillt "'"· 

,..,, 
VP wtih 
, .......... ....t •• 

Mflca "'�r • IW. 
•IIIII th.y 1\e'M r•f\IMII 

.. � ...... , .. . 
to •I._ ,,_ prh•t .t .,. 

k(l)tot thh It Ukel'l to tM hde.rel flcWer_,.t, I IIGII4 11 ... 
'f'OU r ct hll •'llt • 

-
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First Floor, Crystal Palace Building, 
590 George Street, Sydney, 2000. 
Phone 61 2569 or 61 2604. 

FAMED SPECIALISTS IN FILM BOOKS AND MAGAZINES 
(for Fans and Professionals) 

OUR VAST STOCK NOW INCLUDES 
INTERNATIONAL FILM GUIDE 1975. $3.95 

THE HOLLYWOOD PROFESSIONALS, Vol. 3: Hawks, Borzage 
and Ulmer, $2.95 

. FILM 73/74. (paperback) $5.95 
THE CRITICAL INDEX, a bibliography ol articles on film in 

English 1946-1973. $8.25 
DEVELOPMENT OF THE FILM. An interpretive history. By Alan 

Casty, $8.20 

AND IN THE SCREEN TEXTBOOK SERIES: 
PHOTOGRAPHIC THEORY FOR THE MOTION PICTURE 

CAMERAMAN. Ed. Russell Campbell, $3.65 
PRACTICAL MOTION PICTURE PHOTOGRAPHY. Ed. R. 

Campbell, $3.65 
FILM DESIGN. Ed. T. St. John Marner, $4.35 

DIRECTING MOTION PICTURES. Ed. T. St. John Marner, $3.65 

Write for our full stocklist. 

All mail orders' postage extra. 

Colorfilm Pty Ltd 
35 Missenden Rd., Camperdown, NSW 

Also at 2 Clarendon St, Artarmon NSW. 
Phone 51 61066. Telex: Sydney AA 24545 

Specialising exclusively in negative matching 

NEGATIVE 

CUTTING 

SERVICES 

FEATURE FILMS 
TELEVISION SERIES 
SHORT SUBJECTS 
DOCUMENTARIES 

COMMERCIALS 
NEGATIVE CUTTING SERVICES PTY LIMITED 

0 

13-15 Myrtle Street, Crows Nest, NSW, 2065 
Telephone (02) 922 3607 

ASK FOR MARILYN OR RON DELANEY 



the kiwi film company pty. ltd. 
post production - specialists 

film editing 
editing rooms 

sound recording 
preview theatre 

B3 miller street north sydney. 2060 
telephone 929 4111 a.n. 949 3228 

• 

Hoyts Theatres Limited spo nsor annually a 
Fe llowship to encourage the standard of quality of 
productio n of Australia n rt1otion pictures. 

The Fellow ship is for a training period of six 
months In the Tw entieth Century Fox Los Angeles 
Studios. 
Enquiri es for the 1975 Fellowship are being 
specifically called from those people in the Motion 
Picture or Television Industry who have had 
experience in "Special Effects" and who wish to 
gain further knowledge in this field. 
Applicants should be permanent residents of 
Australia. 

Enquiries should be directed to:-

ne Assistant Director, 
Film and Television School, 
P.O. Box 245, 
CHATSWODD, N.S.W. 2067. 

Film Review 

Information Service 
-

-· 

The George Lugg Library welcomes en
quiries on local and overseas films. On 
request, photostat copies of synopses, 
articles, reviews will be forwarded. 
Please detail specific information re
quired and send S.A.E. plus 50 cents ser
vice fee to: 

The George Lugg Library 
P.O. Box 357 
Carlton South 

Vic. 3053 

The Library is operated with assistance 
from the Film and Television Board . 

CINEACTION 
DISTRIBUTES 

. 

Avant-Garde, Third World, Radical, Feminist and good 
films of all types on 16mm and 35mm. 

Some of our films include: 
Marco Leto's LA VILLEGGIATURA (16mm & 35mm) 

Satyajlt Ray's DISTANT THUNDER (16mm) 
Godard's LETTER TO JANE & TOUT VA BIEN (16mm) 

Peter Robinson's ASYLUM (16mm) 
Remundo Gleyzer's THE TRAI'TORS (16mm) 
Mireille Dansereau's DREAM LIFE (16mm) 

Miriam Weinstein's LIVING WITH PETER (16mm) 
Claude Faraldo's BOFI (16mm) 

and shortly: 
Agnes Varda's LION'S LOVE (16mm) 

Write or ring for our catalogue 

79-81 Cardigan Street, Carlton 
P.O. Box 350 Carlton South, Victoria, �053 

Phone: 347 5902 & 347 6295 

• 



AUSTRALIAN 

FILMS 

from the 

VINCENT 

Australian Film itute 
1975 Catalogue Available ($1) 

.A • 

79-81 CARDIGAN STREET, 
CARL TON SOUTH, 3053. 

• 

TELEPHONE: 347 6888 
TELEGRAMS: 
FILM INSTITUTE/MELBOURNE 

j \ 

ASSOCIATION OF TEACHERS OF 

FILM AND VIDEO 

"packed with 
useful material." 

Colin Bennett 

Three issues of the magazine plus screenines, workshops, confereoces. 
Membership $8.00 (SlO.OO for schools). Tax dedu<:table. 

Name . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  , 

Addrel8 . . . . . . . . . . . . . . . . . . . . . . .  · · · · · · · · · · · · · · · · · · · 

Association of Teachers of Film and Video, 
C/o W. Levy, 11 Mercer Road, Armadale, Vic. 3143 

1975 

365A PITT STREET, 
SYDNEY, 2000 
TELEPHONE: 61 2743 
TELEGRAMS: FILMINSTITUTE!SYDNEY 

GREATER UNION AWARDS 
FOR AUSTRALIAN 
SHORT FILMS 
Prize for Best Film In DOCUMENTARY Category: $1,000 
Prize for Best Film In FICTION Category: $1,000 
Prize for Best Film in GENERAL Category: $1,000 

Presented in association with the 

SYDNEY FILM FESTIVAL 
on June 1st, 1975 

ENTRY FORMS NOW AVAILABLE 
Eligible films must be under 1 hour in length, must be in
dependently made, produced In Australia and completed since 

April 18th, 1974. 
L81t date for entri": April 17. 

BOX 4134 GPO SYDNEY NSW 2001 

TELEPHONE 5150 3109 

TELEGRAMS SYDFEST SYDNEY 

• 



co 
at The Film and Television School 

Sydney 
Appllcotlons arc Invited for the 1976 three-year course of the School's Full-time 
Program. 

-
24 PLACES ARE OFFE RED 

The School i s  interested In attracting applicants who wish to work professionally i n  
creallve areas of 

FILM & TELEVISION and In EDUCATION 
The FuU·tlmc Program offers intensive practically oclentcd training in production, 
direction, writing, editing, cinematOgraphy, sound recording and prOduction 
management. 
The training qualifies people to work in the Fltm 3nd Tolovis1on Industry. 
It also qualifies people to work in EDUCATION-as :oaehcrs of film, TV 0< media, 
or in tho production of educational films. 

All students undertake a com mon first year course In all the craft bases of tilm and 
television technique . The second and third yoars 11ro devoted to increasing 
spociallsation and to e<tending the students' profosslonat and cultural knowledge 
ond awareness. 

Living allowances are paid. 

Training I s  conducted at lhe School's premlsos nt North Ryde, Sydney. There are no 
rigid rules about age or educational Quallllcations, but people around 18 to 23 and 

with the Higher School Certificate have an advantage. 
SuppO<IIng material as ovldence of creative ability Is roqu Ired. Applications must be 
mado on the School's official application form. Application forms and brochures 
(containing detailed information) can be obtained by sending the coupoo below to: 

Tho Enr�ments Officer 
P.O. Box 245, Chatswood, N.S.W. 2067 

or by phoning: 
The Enrolments Officer 
Sydney 4121077. 

APPUCATIONS CLOSE AT 5.00 PM, FRIDAY 3D MAY 1975 -----' 
.................................................... 
• To: The Film and Television School, P.O. Box 245, Chatswood, N.S.W., 2067 I 
• Please send me complete details about your 3-year, full-time course, and an • ; official appl ication form. I understand It may be 10 days before this is posted I 
•tome. • 

= PRINT IN BLOCK LeTTERS FT25 = 
• • 
• Na.me........ .. ..... ...... .. .. .... .... . ..... ...... . . . ..... . . .... .. . ................. ............ .. • 
• • ; Age ....... . .... . . .. ......... ..... . .. ...... .. .. . . .. .. . ... .... .. .. . . .... ..... . ..... ........ ....... .. .. . . . .. .. . . . .... .. 1 
; Occupational present.. ...... .. .. ... . . . . . .. .... .. .. .. . . . . .... ..... .. .... .. ... ... . ......... . . ........ ..... .... ; 
• • 
• Address • . . • . . . . . . . . . . . .  ·- ······ ········ ·-··· ······. .. . .. . . .  ....... . ........................................... • 
• • 

i••••·••·•••··u•ilii'il'ilii'iiiiii'i.iiii'ii'ii··•••·••�c::::�·iiuii'ii•ii·u.i 

AUCTION 
SOUTH MELBOURNE 

THURSDAY, 24TH APRIL at 3.00 pm. 
23 UNION STREET 

Two Story Brick 
Building With 

Character. 
LAND: 30' x 50c ROW at side. 

BUILDING: 3,000 sq. ft. approx. 

• 

Excellent location close 
Clarendon Street. 

RENTAL: $4,680 p.a. 

TERMS: 10% deposit, bal. 60 days. 

BARRIE M. GRIFFITHS & CO PTY LTD 
S45 KING STREET, 

MELBOURNE. 329 8011 

Philip �lot•t•is Ar•ts Grant 
film d hrision l(•nds amu-.1 
winning shm•ts. no chat'2e. 
to recognised film societies. 

John Dixon: 
Ballads of �lf"n and Ho1•ses. 
II mins. 

Bilf'ock and Coppin�: 
CountBasif" in ,\ustJ•alia. 
13ntins. 

01-son lVelles nar·r·al4�S: 
'I' he Last of 'fht� \Vi ld 
Jlustan;s. II mins. 
1\.nd other•s. 

• 

EIHJ ui r·ies: tJot•pot�te Altai rs 
Department. 
Philip Uot•J'is Ltd. 
P.O. Box 93 
llloor·abbin Vi<-. 3189 

SHOWCAST 
Actors Directory - 1975 Edition now available. 1500 
entries $15.00 

VARIETY 
Entertainers Directory - 1975 Edition available July. 
Comprehensive listing of all known varl�ty ar
tists $10.00 

CONTACTS 
Information Directory - 1974 Edition now available. 
3000 entries of who Is who ahd where In the Entertain
ment Industry $5.00 

llll•1•t PJtlnll•• 
Box 141 
Spit Junction 2088. 

TELEPHONE: 
(02) 969 8500 

• 

-



. ......_ 

OUR ASIAN NEIGHBOURS is 
a programme of films which 
aims to convey everyday life 
in Asia. The first of the series, 
covered Thailand. This series 
is devoted to Indonesia and 
brings to life its people, 
customs and their music. 
Each film captures the 
lifestyle of the people in their 
own environment and vividly 
identifies with the viewer. 

These films are made so as to 
stimulate interest in and to 
promote a greater 
understanding of our asian 
neighbours. 

The stories are told with 
visual impact and the music 
is, in most cases, the actual 
sounds recorded on location; 
the actors are the people 
themselves who live, work 
and play in this absorbing 
and fascinating region. 

FILM AUSTRALIA 
Eton Rood Lindfield 
(PO Box 46 Lindfield) 
NSW 2070 Australia 
Telephone 463241 
Telegrams 'Filmausi'Sydney 
Telex 22734 

British and U.S. enquiries 
through Australian 
Government Film 
Representatives: 
Canberra House, 

1 0-16 Maltravers Street, 
The Strand, 
London. WC2R 3EH . 
Australian Information 
Service, 
636 Fifth Avenue, 
New York, N.Y. 10020, 
and at all Australian official 
posts abroad. 

DEPARTMENT OF THE MEDIA 
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