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Sally Dixon: Another individual to promote the independent filmmaker both on the West 
and the East Coast many refer to him as the Patron Saint of the New 
American Cinema.  

 Personally, when I tried to get this program going there was no one who 
helped me more, almost taking me by the hand to a bookstore and telling me 
what books to get, so I'm most grateful and I think many of you may have seen 
his film The Brig which won the Documentary Award in the Venice Film Festival 
several weeks ago.  

 Tonight he's bringing excerpts from his films Diaries, Notes and Sketches 
Volume 1. First he'll talk with us and then you'll see the films and then have a 
chance for questions and answers afterwards. With great pleasure I give you 
Mr. Mekas.  

Jonas Mekas: You will see two hours approximately from the Diaries, Notes and Sketches. 
The program which you are holding in your hands describes the complete 
version reel by reel what you will see ... you are not going to see the whole 
thing because it's a little bit too long, it's three hours and 15 minutes 
[00:02:00], the total complete version but you will see three quarters. You will 
see with some small re-arrangements from the very beginning you'll see the 
reel 1, most of reel 2, and then I think you won't see reel 3 and part of reel 4 
you won't see and then you will see 5 and 6.  

 It doesn't really matter what is missing because I have much more. I have 
another volume in preparation they will go in and go ... Those are my notes 
that I'm shooting every day and it's endless so it doesn't matter much how 
much you see, how much you don't see.  

 It's an attempt to work out a diary form in film. We have diary ... notebook 
form in literature. Some of you have heard about the diaries of Andre Gide 
[00:03:04] or Kafka, those are legitimate books, legitimate form in literature.  

In film it's a new form and this is the beginning. Since usually I'm identified 
with the underground, with the term 'underground film' maybe I should begin 
by just telling you what an underground film is, since there is some connection 
with what you are going to see. An 'underground film' is a film which deals with 
gross realities which simplifies life and emotions, simplifies realities and 
experiences. If you are exposed to such a work [00:04:00] for a longer time 
then it drags also you ... It drags down to the ground and underground. You 
become grosser and grosser yourself. You come to the closer ... to the matter 
... to the vegetable and it should be clear that we are talking about Hollywood 
film.  

 Hollywood film is the true underground film. The way the newspapers … the 
communication media understand and describe underground film. They really 
speak then about the Hollywood film but if you really want to know what has 
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been happening in the underground film for last ten years then we have to 
really speak more seriously about it because it's real preoccupations, 
concerns, and achievements are very different from those that the press, 
television, magazines, tell us. Their concerns, preoccupations and 
development, achievements are really in the direction of ... their concerns with 
cinema as an art. 

 We know that in all arts we have like ... every art has two extremes. At one end 
man expresses himself by telling stories to protagonists by re-enacting his 
experiences, certain myths ... We have the storytelling literature. We have the 
novel and we have the short story. We have storytelling painting. The same is 
in music. The same is in every art and then somewhere there is the middle of 
it leave [00:06:00] that narrative area. We go further and we enter the area 
where man begins to speak, begins to express and deal with more subtle 
realities on which he cannot exactly put his finger on.  

 He doesn't know what it’s all about that thing that he wants to say, present, 
express but he has to begin to speak indirectly by suggestions, by metaphors, 
by symbols ... We enter the area of poetry with the variety of forms that we 
have in poetry. We go still further we reach ... we go to the other extreme and 
we have decorative aspects and abstraction ... In literature we have novel on 
one end then we have poetry and then we have concrete poetry and we have 
Lettrisme. In the music we have  storytelling music, we have illustrative sort of 
music, and then we have just pure sounds. We have storytelling paintings and 
we have Mondrian. 

 In cinema, we had on storytelling film, narrative film , feature-length, 
Hollywood, or  European art film ... we have it and to the 99% of the 
population all over the world that is cinema.  

 Now, if man develops ... When we go to the arts, develops that arts to those 
two extremes. Therefore, there is a need for men to express not only those 
parts of himself which can be expressed through protagonists and characters 
but also those parts of himself which can be expressed and developed and 
grow only by suggestion indirectly. Therefore, if man is telling through cinema 
... in cinema on stories he'd expressed it only one small part of himself to 
cinema and the other part is neglected [00:08:00] ... is not really used ... is 
not expressed through cinema.  

 Cinema, until ten years ago  approximately was half of an art ... was not a full 
art. Certain areas of experience of being [00:08:17] you could not express 
through cinema. It's here that the main contribution of the avant-garde 
filmmaker, of the underground filmmaker, of the independent filmmaker is 
that during last ten years he has worked out the vocabulary, the techniques, 
the technology, the forms of the non-narrative cinema.  
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 He has brought up cinema to a certain fullness, to certain completion. He has 
put the beginnings in the non-narrative film which now can be developed, can 
be polished, so that men today in cinema with a camera can write novels, 
short stories, essays, or write poems ... very personal or epical or of any 
length, maybe just a 30 second film just like a haiku ... all the forms of non-
narrative film are being developed. The seeds ... the beginnings are there.  

 It's a full art like any other art which is then immediately brings in a number of 
all kinds of implications because if you look back like ten years ago we 
discovered that very small percentage of women went to cinema. More lyrical 
sensibilities, more feminine sensibilities, more fragile sensibilities didn't go 
into cinema because in cinema you had to be like a general ten years ago 
because you had to turn people around the camera, turn around lights, then 
maybe working around the sets [00:10:00], you had to control ... you needed 
some kind of temperament personality to guide and direct them, and if you 
were not such a personality ... if you did not want to impose anything upon the 
other, you avoided cinema so that the lyrical sensibilities still stuck to poetry, 
to painting and didn't go into cinema.  

 Only during last ten years when the inhibitions of how much a film would cost 
and that inhibition that only in Hollywood you could make a film that you need 
certain kinds of cameras and equipment and crews. When this was wiped out, 
abandoned and with the change of technology, when the film became very 
sensitive and cameras very light and simple. There are eight million cameras 
... eight and 16 floating across the country. All those sensibilities immediately 
went into cinema so that we have this upsurge of lyrical expressions in cinema 
because they were liberated. They were stagnating there and now they are ... 
the cinema is available to them. 

 You can go today ... the way the cameras are, the way the film stock are ... be 
right here in this place and film, make notes, like your personal notes right in 
this auditorium, without disturbing anybody with that note ... just even without 
any embarrassment or inhibitions. Because if ten years ago somebody was 
shooting in the street, in the subway, everybody was looking. Today that is a 
everyday ... like somebody shooting with still camera it's almost the same. 
Nobody minds. You can do whatever you want.  

 Now with the development and coming into existence of non-narrative forms 
we begin to speak immediately about a [00:12:00] different kind of language, 
different syntax of cinema ... When you look to prose ... when you read a prose 
work it's one kind of pace, one kind of language. Then you go to poetry ... You 
go or take to Ezra Pound or Olson, there’s a different concentration, a 
different kind of intensity of means of presentation and compounds of 
meanings, of content that becomes much more concentrated.  

 The same in cinema: when you leave the narrative forms you enter non-
narratives there is a different kind of language of cinema that we are 
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beginning to deal with. Before you see my film I should just briefly, maybe, 
indicate what that ... some of the basic techniques that we are facing here.  

One basic difference technique that came into acceptance with the new non-
narrative forms during last ten years is to treat the image ... cinema ... to begin 
with the smallest cell of cinema, that is, one frame. If we would be writing 
down music we would speak about single notes and then a series of notes 
and we perform here as continuities.   

 The same in cinema, when that image projected on the screen, there are 24 
frames per second thrown on that screen. Those are 24 notes. The same way 
when you are filming. You can write with those 24 frames ... 24 notes per 
second. There are all kinds of possibilities [00:14:00], you can write with 6 
frames per second ... 6 notes per second.  

 We deal with actual reality as I deal in my diaries. When we face a certain 
image ... when we look at something in the street ... When a filmmaker looks 
at it and pulls out his camera and shoots it, no doubt there is a reason behind 
why he looked that moment at that detail and not at any other, because that 
very moment he could look at one million other details. Now, he looked at that 
specific detail and he decided that he has to shoot it, so he shoots it. 

 Let's say it's a tree. Then you see that tree projected, filmed naturalistically. 
The camera stands there and shoots a tree. The tree is projected and the 
filmmaker will look at that tree and that tree is there, it's recognizable, it is a 
tree but there is something missing, it's not there ... what is not there?  The 
feeling, the mood, the thoughts that he had when he was looking at that 
detail. The primary reason for looking and why he was tapped by that detail is 
missing. The tree is there, the camera caught it mechanically, but that's it. The 
reasons for really why he looked at it and what he felt that moment are not 
there.  

 Facing here, the basic problem of an artist: how to recreate ... how to 
restructure reality or fantasy on film and that problem is equally appliable to 
all of the arts. That you have to breakdown to certain or smallest amounts and 
this case to a single frame [00:16:00] and restructure it from the beginning, 
so by restructuring frame by frame you introduce a rhythm and a pacing that 
doesn't exist in that actual reality, but it's your own rhythm and your own 
pacing. And it's with that pacing and to that rhythm as you are shooting you 
introduce ... you put in that part of yourself, that state of yourself in which you 
are as you are watching that detail and reacting to it. Therefore, an art is 
reality plus the artist himself. 

 It's here that the problem is and that again there are all kinds of implications 
in this restructuring of reality, of placing to the pacing and rhythm of those 
aspects which can be placed there very indirectly.  
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A little pace and rhythm … One thing that comes in immediately and is closer 
connected with my work and with all the non-narrative filmmakers today that 
you have to master your tool totally because that tool, the camera ... we say 
now already jokingly though it is true that it has to become extension of your 
hand. That camera has to be like the brush for a painter who ... the brush 
does exactly what you feel. If the painter doesn't think that he has now have to 
move the brush up, now right, now left,  he has to stress to press that much, 
that is done intuitively, automatically either you have it in you or you don't 
have it. For that you have to work and prepare all your life.  

 The same with the camera. The camera has to follow you automatically, 
intuitively, without thinking. It has to do all the things that the camera can do 
[00:18:00], there are 15 or 20 different things involved. The fingers must do it 
and there is no rationalizing, it must be during the process of shooting or be 
totally involved in it so that you react automatically and register whatever is 
happening in you the way the brush registers during the painting whatever the 
painter feels.  

 It takes, then, years and years until that tool becomes really part of you. It's 
equivalent, again, or like a musician who's practicing ... learning how to play 
every day for ten years and 11th year he feels it now. He can go and do it. He 
can play Beethoven or he can improvise, but he has mastered it totally. The 
same with a filmmaker so that all editing, structuring is done during the 
shooting.  

 This applies more to a form, like a diary form that I paced with because when 
you are in actual reality ... when you don't want to come later and recreate but 
you have to react automatically during that moment when you are in that 
reality and you want to film it. That's more or less the basic principle of what 
you are going to see. I said you are going to see about two hours. 

 To some who have never seen this type of cinema it may be hard for the first 
maybe 30 minutes or so, though it sorts of start slow and then goes more into 
single frames and more, but from my experience or the people that I have 
spoken with at who have seen the film or who have seen more of this kind of 
cinema even those who haven't seen [00:20:00] too much they say that the 
hardest is the first 30 minutes but then you go over and then you go with it, 
the speed doesn't bother. Just don't try to retain any images just be 
completely open and let them just go there.  

 That's it. We'll speak later after the film is over. I will answer questions.  

 I'd like to see more so that I will go right now to questions, comments, 
statements, anything that we can ramble around and through.  
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 The question is if the groom in Peter's wedding was one of the characters in 
Hallelujah the Hills. That is true. That was Peter Beard, who was the hero of 
Hallelujah the Hills. 

 No, it is ... that there is a noticeable continuity, a certain kind of continuity, like 
the sun appears joining certain sequences. Now the question is if this was 
planned or ... You see, I [00:22:00] started shooting my diaries ... notes a few 
frames every day, a few seconds every day, sometimes a few minutes and I 
was collecting for years, really, and I didn't know what I was exactly doing. I 
thought I was just practicing or getting used to the camera. 

 Then I became more and more conscious of really what I was doing, but I did 
not look at the footage. Then I looked one day at the footage, and I noticed I 
thought I was collecting only some bits that had nothing … had nothing to do 
with the next one, very random kind of collection. Then I look back to the two 
or three years of footage and I realized that there are certain themes, certain 
trends, certain images that keep repeating, keep coming back, so then I no 
doubt know it became clear as it should be that whatever one films, one films 
basically one's self, one's own past, memories, preoccupations, so that there 
is always the continuity ... certain images. 

 Most of it is shot in New York ... when you will see the whole of it, though 
there are excursions out. My New York is not like anybody's New York, not like 
anybody else's New York. My New York is color. My New York is happy and 
there's people say, "Oh, but ... This is not my New York. My New York is black 
and morbid and deadly." Then my New York is full of trees and patches of 
grass etc. etc. and I always keep coming back to certain images that I would 
like to maybe have them [00:24:00], but I don't have them in New York. That's 
why I try to catch them.   

 There are those themes that keep coming in, certain images ... they're not 
planned, nothing is really planned, but since they are part of me and my 
memory and past they keep coming back ... I want or I don't want.  

 The question concerns Peter's wedding, if I did anything to it or concerning the 
adaptation ... television ... that was shown on television a year ago. What I did, 
really, I needed money to finish my diaries and television people wanted me to 
participate, to provide a segment for one of their projects, so I took the money 
and I didn't shoot anything. I just took some old footage that I had and it was 
Peter's wedding and I gave them an excerpt and I used the money to continue 
shooting. That's what you saw on television but then you saw I had some other 
footage there that is not included in the diaries. I edited. I shot one roll, 100 ft. 
I shot for them especially that was ... that's all.  

A filmmaker ... just take your money whatever you can get and shoot your 
films.  
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 The dog in the Brakhage section ... if that was Sirius ... 'Sirius' that is one of 
the titles of one of the Brakhage’s films but that is not that dog. That dog was 
dead ... died and he filmed as it was deteriorating sort of through the years. 
When spring, summer … that was another [00:26:00] dog.  

 I don't ... sort of difficult with that background to see your hands but I see one 
over there. Yes? 

Audience: Earlier in your comments, you made reference of being familiar with the 
camera, working with it for years, so that you were totally familiar with it, yet I 
find in your work there’s a great many things that seem to be technically 
incorrect – there is faulty exposures, mixed emulsions…  

Jonas Mekas: I think that the voice is ... You have a good voice and I don't have to repeat 
your question that is but maybe ... I don't know, maybe in the back who didn't 
hear, the question remark is that in the beginning I said that I have sort of 
mastered my, or at least I feel that I have mastered my tools and that 
gentleman finds that in some of the footage there are simple and plain 
obvious technical imperfections like underexposed, overexposed, etc. 

 Now I should sort of take this note to make a comment on one area of the 
new film making: that is that there was a time when the filmmaker was told 
that there is such a thing as normal exposure, normal movement, that you 
pick up certain average ... you balance and that is the proper exposure. That 
there is certain movement and you cannot go in faster or slower because 
that's not normal, that's not done. It is going to the area of the amateur, etc. 
etc.  

 Then the time came when the filmmaker realized that exposure really can go 
to two extremes: the image can be totally on one end underexposed 
[00:28:00] then go through all the stages in between and reaches the other 
end which is underexposed. The same with the movement, it can be total 
static, steady, and it can go through all the varieties of movement and into 
total complete frenzy of movement. And that applies up to a number of other 
areas, I'm just mentioning in this case of movement and lighting exposure.  

 Now what you choose ... you choose what that moment you feel you need 
according to the subject, to the temperament, mood, feeling of the moment 
and you begin to structure ... you structure … with the extremes and varieties 
of that wide scale, so that you have ... the most obvious example I could use in 
the Circus notebook, where maybe ... but that you see throughout my diaries, 
where I clash, overexpose with them so-called normal or use some of the 
certain variety of, let's say a red, a certain red, like these seats that these 
would be under normal exposure, so it would have this type of red.  

 But you overexpose if you want and you will get certain more, maybe lighter 
red or if will be blue, a lighter blue. If you underexpose you will have darker 
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blue or darker red, so you have all those possibilities to work with and that 
normal thing ... what we call normal, that conception, that understanding 
disappears totally and everything becomes then flexible and under your 
control. That is the principle and that is the only statement [00:30:00] I could 
make to that remark.   

 It has to do, that question, with some of the basic ... but applies also to the 
editing, to the structuring during the shooting because then immediately when 
one says, "I do all my editing, all my structuring," or if one says, "I show ... You 
see exactly as it came out from the camera," because that's exactly what you 
saw. What you saw today here, you saw exactly as it came from the camera. I 
didn't fool later with that, with those images, with that footage. You saw 
everything exactly as it came out from the camera.  

 Now when one says that, then immediately people jump, "Aha! You are so 
much in love with your footage, you underground filmmaker, that you show  
whatever you get in your camera you show," because that's the old attitude. 
They do not realize that one have to go through a number of years to go into 
this and certain techniques and certain approaches and methods and 
procedures where the structuring is done, editing is done during the shooting. 
And that requires much more than just sitting by the editing table in the room, 
that requires total involvement during the moment of shooting and total 
mastery of your tools. 

 Next question. 

 Some conscious or [00:32:00]... The question remark concerns the work of 
let's say a Mothlight, by Brakhage ... Brakhage’s Mothlight, Kenneth Anger’s 
Inauguration of the Pleasure Dome, and what you saw, the Diaries and in 
general that he notices that there is certain kind of maybe similarity in some, 
or maybe not similarity, but something touches at some place in the work of 
these filmmakers each other. 

 The question or remark is how or why or, I don't know, it's a general, but no 
doubt that we are discussing now about basically artists working in non-
narrative cinema and working sort of  during ... the last ... basically decade or 
somewhere there. No doubt there are ... No, each one ... I mean, really, each 
of the three, anyone could add a few others, is doing completely ... Completely 
working, completely different area. That Kenneth Anger is in the occult and 
Brakhage is in the eye, visual ... in the retinal cinema, what he calls ... in 
cinema of the closed eyes. 

 Then my own ... maybe just ...  again, the problem that I post myself is 
restructuring of actual reality. Each one is working in a different area, but no 
doubt there are technical or one ... there are similarities but really I don't see 
... I mean, every poet uses words, every [00:34:00] poet uses certain forms, 
certain rhymes, certain structures, certain poets and certain poems but that 
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doesn't make them ... They're working just in the same area in the same 
medium. I don't see great realism about it. 

 The others which are ... independent filmmakers ... the underground 
filmmakers distribute their films through the so-called Filmmakers 
Cooperatives and there are several in the United States and now across ... 
around the world. There is one in New York, one in Chicago, one in San 
Francisco, one in Austin and there are beginnings here ... to create one right 
here in Pittsburgh.  

 There are 438 filmmakers this very moment who belong to the New York 
Filmmakers Cooperative. When you speak about 438 filmmakers  it should be 
clear, no doubt obvious, that there are no 438 poets at any given period or 
438 great painters or the same applies with cinema, maybe they're 10 or 15 
really doing good or great work. Others are all like trying still or searching ... 
trying to discover their own ... what they are all about. What is their really, 
what they should be really doing and how.  

Some are clearer about it, some not, some will come to it and some not and 
some fall to certain groups. They either follow each other or imitates some 
filmmaker that they admire. Each filmmaker has certain followers and then 
those who really discover later themselves, their techniques, their language, 
their subject, their content, those then later escape the influences and they go 
on their own.  

So, there are similarities ... there are [00:36:00] among those 438 and there 
are many followers if you would but most in the secondary works that those 
15 or so that I could mention who are really doing very important work today 
in non-narrative film, each one is doing something very, very different.  

 Having completely different area of vision of scene, looking at reality, 
exploring it deeply and when you cover ... feel the different way ... view of 
reality, deal with different content and therefore develop different forms and 
used different techniques and different technology very often or new way of 
using the same technology. Almost everything is different in each of those 15 
or so cases but then each one uses camera. Each one begins with single 
frame. There are certain things that are similar.    

 That question ... first really to the so-called filmmakers manifesto which was 
published ... was issued ... written in 1960 ... late in 1960. That was the 
beginning of the underground movement. Somewhere beginning in 1958 with 
Shadows and later Pull My Daisy, like there was something happening  and 
something in the air. There was a time where all that new technology was 
coming in and everybody wanted to make films but there was one thing that 
was very heavily holding everybody heavily that ... belief [00:38:00] that only 
in Hollywood you could really make films. That you need all that equipment 



Carnegie Museum of Art            fv001/002/001/A Page 11 of 
17 

 

and all those crews and all those scripts etc. and all that money, all those 
budgets.  

 We have to get rid of that. It took really three, four, five years to get rid of that 
and free ... liberate ourselves so that we ... All of us we reduced ourselves to 
the film ... role of film and camera. That is where this cinema begins. At the 
same time the question was, already films were being made but distributors 
did not want ... nobody looked seriously at our work and we had to face the 
problems of dissemination, distribution also.  

 We decided to create our own distribution arm and that was when the 
Filmmakers Cooperative was created. The filmmakers gathered in New York 
and they went to a number of meetings where they rambled their problems of 
that time and those meetings that produced the manifesto which then I was 
entrusted to write and that was sort of to sum up our directions, our beliefs, 
and sort of where we stood in that moment but from there on things started 
rolling.  

 We felt that we are not alone. There is certain solidarity. There are many of us 
and there are more than one. There are many of us and we don't care what 
others think of us. We know, we believe, we are very sure about what we are 
doing, what that was all about. We didn't care at all what the distributors or 
the exhibitors or press or anybody said we were doing or ... that really helped. 
We still don’t care 

 The [00:40:00] question is how did you become interested in film making? I 
don't know. Nobody knows. You just find yourself one day doing that or that or 
that without any reasons why you are there or there doing that or that. I'm 
never clear because roots are always going very far and very deep and the 
circumstances somewhere at some point begin to directly guide you here or 
there and there you are. I mean, really there are no clear answers. Some 
moments ... there are times when one feels one has answers to everything 
and then the next day one thinks that maybe I don't know answers or any 
answers to anything.  

 I don't ... you will have to explain to me why do you find this ... what do you 
mean by mixture of styles? 

 You mean that sometimes the pace is slower, sometimes faster, did you mean 
that? What do you mean exactly? 

 Now you shouldn't confuse ... You should always keep in mind one thing: that 
this footage, this is a diary, this is a notebook, these are immediate reactions 
through real ... and it took years. The very first images that appear in the Reel 
1 are from 19 ... This Volume begins in 1965 and the last image is ‘64. Then 
the last images that you saw here [00:42:00] end in ‘67. 



Carnegie Museum of Art            fv001/002/001/A Page 12 of 
17 

 

 In other words, one goes through changes then each day you face a different 
content, a different reality there that is your challenge right there and you … 
initiate after something else and you do it differently each time because it's 
not done ... This was not done in one day ... in one afternoon, but it's as it 
goes.  

 As I go and as I change and this is a notebook of my life. If one knows one 
could read and tell everything about me from these images and through these 
images. Then no doubt if I go and I change, so my notes and my diaries 
change also as I go and they are the record. They are like those snake ... like 
snake leaves skin behind it, so the same, these are my snake skins. These 
are my skin that I leave behind as I march, grow forward.  

 I really don't ... because it comes to ... Now, this preoccupation of ... this 
dealing with reality as it is there and it comes with the ... As I said, in the very 
beginning I think or to somebody that  ... The question is always, why did I 
choose that or that detail that day for shooting? Why did the reel stop and 
shot that and not something else? There are reasons that go through all my 
life, through the childhood and one could say even beyond it. That I chose that 
and it did something [00:44:00] to me at that moment I had to look at it, stop, 
and shoot it. Participate.  

 Then I begin to shoot then I am very exposed to it. Then all the techniques, 
how it is done, how the pacing and the speed and fragments or colors are 
determined by that feeling of that moment that is guided by all the memories 
of which I am maybe most of the time I am not conscious. I'm not rationalizing 
that some ... I’m just following those reasons that stopped me to look at that 
or to go to the circus or to shoot that tree or whatever it would be. The same in 
the case of the wedding. The same. 

 That then dictates immediately the style of that one day, of that one moment, 
but then we see at the very end when you look through all of it, really the style  
... there is something ... there are particularities and differences slight ... those 
different approaches of each moment of each day, but then there are things 
that are common to all of them. It's not up to me really, someday one could go 
into it and spend time and analyze – I’m not exactly an analytic mind – to find 
what joins and what separates each one.  

 But no doubt there are many things that join them and then some things that 
separate each sequence, maybe not all but some have their own distinct 
approaches ... differences of style. That's it. That's as much as I could say.  

 Yes? [00:46:00] 

 You see, the list that you have ... Originally, I had the film on six reels, then I 
had ... I found that for a number of reasons it's better to have it on four reels. 
When I started restructuring, putting on four reels for distribution purposes, I 
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had to do slight shifting and to work within that four reel structure. Then, more 
than that, because I was working in original when I was structuring ... working 
with the footage and original cannot be projected. You can look it on the 
viewer, on slightly small screen there, but I do not have any idea until I made 
the print how it will look on the screen and as you go through the three hours 
and fifteen minutes.  

 After several viewings I began getting certain ideas what to eliminate, how to 
reshuffle, so that it would be easier in that context to take within that length of 
time. I began here and there writing slight ... the next print that I will be 
making will incorporate all the new changes. I eliminated something about 15 
minutes and then I reshuffled certain parts ... I switched around. Those 
changes are very slight, but they are structural and I will be polishing also here 
and there changing also some of the sound. 

 In two places there is a shift in time but then just few months [00:48:00] 
there, but there is a shift.  

 Yes?  

 The conditions of shooting The Brig … The Brig was shot in four hours. One 
night ... one evening, in ten takes, because that was the only night we could 
do it and we had to do it because the theater was closed by the government. 
The government insisted that the Living Theatre  didn't pay enough taxes and 
there was a lock on the door. When I heard that they have to move next day I 
said, "Why don't we shoot it solely at night?"  

 We went to the cold shoots into the theater because the door was locked with 
the equipment and the actors and they gave one more performance. I had 
three cameras loaded and I shot without ... just ... when the reel runs out 
every ten minutes I stopped their performance then I pick up again another 
camera as that one is being loaded and I continue.  

It should be known two or three … things of interest, that I filmed their play 
without seeing it, I made it especially a point for myself not to see it so that I 
went into the situation like into the real life situation ... It was I consider a 
necessity ... that was my intention. That film is an essay on cinema verité 
techniques.   

 I went without knowing what comes next, not knowing where the actors really 
will be, so that I constantly interrupted [00:50:00] their mise en scene. I had 
to, again, make all the decisions instantaneously and there as I was shooting, 
with the camera pointing now at you I was not looking really through the 
viewer at what I was shooting, but I was looking already at what else was 
happening there. The camera was there doing its job by itself and I was 
scouting my next ... making my decision right there on my next move. That's 
how it went all evening. 
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 That no doubt again requires ... The shooting was really very similar to that of 
the Diaries, only that I took it in ten minute takes. Again, was instantaneous 
reaction to certain ... the feeling of brutality and trying to recapture ... to 
restructure it mostly by movement, by my movement of the camera and my 
own movements, because there was only one aspect of that play that I was 
interested in. I dismissed, cut out a number of things and I concentrated only 
on one kind of reality.  

 That required no doubt, again, total or submerging in it. A total participation 
which really, the intensity of it becomes really so involving or real I couldn't get 
out of that mood on that rhythm of terror for really … for weeks and weeks 
after that ... I was walking in that kind of  rhythm myself. It took three, four 
weeks to get out of it. That's how deep one goes into it. 

 No. [00:52:00] 

 No.  It was very ... decision of a moment because they said we have to leave 
which would be nice to have a record says, "I would make my own record for 
you." At the same ... I was already ... I knew what the play more or less was all 
about from discussions ... what kind of reality and I knew that it was very 
carefully rehearsed. It ran for 300 performances before the closing day, so 
that it was very carefully worked out, their method of performing and 
rehearsing, so that I could go into it as I said into a real life situation and treat 
it as a real life situation.  

 By using newsreel techniques to prove, or just to make comment to prove in a 
sense that you could treat a rehearsed reality in such a way using newsreel 
techniques that it would look ... would give a feeling of real life. In other words, 
attempt was to confuse a little bit the cinema verité approach that is that 
direction in cinema which thinks that camera eye doesn't lie. You go into real 
life and it's there that you really catch the feeling of real life, but you see it's all 
a question of style there ... at some point it becomes a question of style, how 
it is done. 

 In other words, camera will lie as much as the filmmaker behind the camera 
will lie. The camera will tell as much truth as the cameraman behind the 
camera will have truth in himself. That was the point of that film for me.  

 When it was shown at Venice Film Festival [00:54:00], the reviewers, the 
Italian reviewers wrote about the film and they gave credit to United States 
Army for permitting me to go into their Army and shoot that film there, so in 
other words it would be confused. 

 Yes?  

 I have to make ... I don't know what you are talking about freedom. I don't 
know what freedom is. I don't care about freedom. That freedom is nonsense. 
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I don't know if there is such a thing, but there is something else. I was 
interested besides whatever I was doing in that … in this film that is facing 
reality, trying to be obsessed with whatever is around me and trying to 
recapture it.  

 At the same time like there was another task of this  which I was not too 
conscious in the beginning. I became conscious later and that is besides 
restructuring, catching, transferring reality there was a question of certain 
energy capturing. Imposing upon it. Putting, locking on that screen a certain 
kind of energy that can be only placed ... put on that screen that way by 
certain conglomeration, certain speeds and rhythms of images and that is 
where that comes in what you are really referring to that [00:56:00] people 
have asked me why do I have this rhythm throughout or ... really that comes 
more really in the two reels which I omitted, which you did not see but comes 
in this what you saw also. That is certain kind of energy.  

 I state it on the soundtrack in one place that people tell me that I should be 
always searching, but I'm only celebrating what I see. That is on the 
soundtrack but that is also what I feel. I'm celebrating reality, certain aspects 
of reality. Those aspects that I'm promoting, that is my politics. I am cutting 
out certain aspects that I think should die out or are over promoted and I'm 
celebrating ... I'm promoting celebration and joy. Now that requires ... 
Immediately then can be expressed and done only to certain energy, to certain 
movements, and certain rhythms.  

 There are rhythms and movements of joy and celebration. There is certain 
energy of celebration and there is also energy of morbidness, of depression, 
of sadness, of this and that and that and that. I am taking stand on that 
direction so that it is where that comes in. That is the question of energy, a 
certain kind of energy that we are talking about.  

That is also, not only in cinema. There are other means of doing it. There are 
certain energy that is locked in Van Gogh, that is not locked in Renoir or take 
a number of painters that certain ... There is something in Van Gogh. Vincent 
Van Gogh, there is certain energy there that is locked in a certain way 
[00:58:00]. One could talk in that case almost in a very similar way. There are 
different kind of energy.   

 I mentioned there is here interest ... immediate interest about the Pittsburgh 
Filmmakers Cooperative, because really I hear ... I was told ... I met today 
several local Pittsburgh filmmakers. I saw some of the work which I think is 
quite good, some very good, some just beginning. I was told that about 60 ... 
There was even one meeting but there was 60 participated. There are a 
number of people working with 8 - 16 mm cameras. There is an attempt to 
create a small distribution center, some showcase, right here to unite ... to 
have one place where ... like a meeting ground and it's not clear yet where it 
will happen, maybe right here in this place it will happen. You can see that 
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gentleman there with the glasses after, but there is a beginning here too like 
everywhere else.    

 The question refers ... The statement refers to the work of Michael Snow and 
Landow and a number of other filmmakers, really, who are in the direction 
that's what we'd call structural cinema or minimal cinema and a combination 
[01:00:00] of the two and some other things. Then we'll see ... We are going ... 
Once a certain form, an art is established and there's certain vitality, then it 
goes through certain changes as years go like first pushing in one direction 
and then in turn another direction. 

 Like in painting, we speak about fashions in painting. We say, there was Pop, 
then there was Op, now it has become minimalism, these are all passing 
fashions, and one shouldn’t care about it. But what it's really all about, and 
that we find in cinema also, that these are not fashions. These are digging into 
different aspects of reality and like there are certain periods in history when 
there are many ... very suddenly, there are many changes.  

Then there are other periods where there are no changes like there are very 
few of those fashions, or passions, but today we are going through a period 
like we did in the beginning of the century, when again there are so many … 
that these men is so curious. They are like changing shifts of looking at ... or 
with new angles of seeing reality. There is something happening. We are 
growing very fast and the arts are also being enriched in a very intense way 
suddenly in a number of ways.    

 It's all for the good and the same is happening in cinema. We can already 
begin to speak now about a number of directions and one is the structuralist 
... structural cinema. There are five, six, seven people going in that direction, 
but this would lead us already now into specialized areas because really the 
revolution happened, the cinema had been brought up to date.  

The cinema has become an art with two extremes [01:02:00], like any other 
art. There will be really during next ten years, the forms of non-narrative 
cinema will be really established. They have been established already in art by 
filmmakers but very few people know.    

 During next five or ten years it will be established on an academic level and on 
a number of other levels so that it will be taught in schools, universities, etc. 
etc. Plus, with the changing means of dissemination, with the cassettes 
coming in, the non-narrative films, small structural movie by George Landow 
made with  $50 or a film made in Pittsburgh by anybody for $2.25 on 8mm, it 
will be sitting there in that shelf next to the film made by MGM and Co. for 
$20 Million and somebody will walk into the shop and look and may decide to 
buy the one that was made for $2.25.  



Carnegie Museum of Art            fv001/002/001/A Page 17 of 
17 

 

 That is coming and that will immediately ... some companies ... some 
monopolies are delaying the whole cassette business because they are afraid 
of this uneven, to them, competition, but it is coming, it will come anytime and 
it will revolutionize the film viewing, the film making, the film sponsoring, the 
... a number of things. You will have really ... You will begin to build up your 
own home library and the viewing conditions.  

 Like now you go to movies, you come here or you go to a theater and you 
know that you will have to be home and you have certain time and you left 
certain things you are still thinking about them or, I don't know, where you 
come and where you go, certain pressures, and you look and you feel you 
have to see from the beginning to the end. There are all kinds of very 
temporary impulse, they’re natural conditions [01:04:00], situations have 
been created the way the cinema is disseminated today, but once you will be 
able to have a film at home you can look at it. 

 You can look … like, you don't read a book … You do not read a book from the 
beginning to the end, 300 pages or 200 pages. You read 50 pages, you read 
30 pages, let's say another 10 or 15 and doesn't bother you at all. The same 
with cinema, you will be able to watch it in your own home in 15 minutes, 
maybe 20 minutes, maybe you'll look the whole thing, then you'll look at 15 or 
20 minutes and you will look again and again. 

 The movies which you thought were classics and great and left a deep mark in 
you will disappear like smoke, will have no meaning in your life anymore and 
others which you felt are pure nonsense will grow and grow and grow and will 
have more meaning to you every time you see them and all kinds of things will 
happen. Exciting. Fantastic. Just get your camera and start shooting.  

 Thank you. 

 What is the situation ... was I ... At the beginning I said maybe if some are 
interested to see the last reel we could show but I don't know what the 
situation is, maybe there is no time. My train is leaving soon also so we have 
to close and you will have other occasions. There will be many movies coming 
to Pittsburgh. 

Sally Dixon: Thank you Jonas for sharing your vision with us and your celebration of life. 
Thank you true believers for coming. Good night.  
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