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Bill Judson: This is Roger Jacoby showing his films at the Museum of Art on January 11, 
1977.  

Bill Judson: As we end the first part and begin that part say, "Thank you Roger for an 
enjoyable the show."  

Roger Jacoby: Thank you. [applause 00:00:35]. 

Bill Judson: I know [crosstalk 00:00:37]. 

Bill Judson: I think I can get it. Over here? 

Roger Jacoby: It's easier to talk like this. I get this stand between me and you. [laughter] 
There's three hands up. Bill-want to- [crosstalk 00:01:07].  

Bill Judson: I have lots of questions but I have one that has to do with control. Obviously 
you're picking a lot of moments which are loaded when Ruth says, "But how 
are you going to see the dress?" and the camera is staring off into the corner. 
Constantly these moments that make us question our relationship with what's 
going on up there on the screen. In those moments when, for example, at the 
end of Kunst Life when Ondine's dialogue is obliterated a good deal of that, or 
in the first of the sketches where the dialogue comes and goes, what kinds of 
controls are operative there? How do you go about making those choices and 
do you in fact have a choice, because of what you're doing?  

Roger Jacoby: Yes, well that's -One is dramatic situation and the other is documentary and 
the documentary situation is sarcastic and the theatrical situation is an 
aesthetic theatrical device in order to keep the movement of the dialogue 
forward. Is that clear? 

Bill Judson: No-I guess what I meant was, what kinds of technical controls, just in the 
process of doing that, in terms of selecting what you can and can't hear? 

Roger Jacoby: I'd say there's about a dozen that I could use and in that-Do you want me to 
stay with the examples that you gave?  

Bill Judson: Yeah. We've talked about this some and I find it fascinating.  

Roger Jacoby: Okay. I hope I can make it- Is that down? How is that? I hope I can make it as 
interesting. In the scene that you mentioned with Ondine, now, you want to 
know how I control the dialogue?  

Bill Judson: You said you have a whole lot of footage and you threw out some.  

Roger Jacoby: About 1,200 feet. I threw out 1,200 feet of Ondine and there was as much of 
Ruth that I discarded.  
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Bill Judson: What kind of material did you keep and what kind did you throw out. Did you 
either cut good stuff and bad stuff, or keep all the good stuff, or keep all the 
bad stuff? 

Roger Jacoby: I threw out everything of Ruth that was boring. Am I being simplistic or simple 
minded? I threw out everything that was boring for Ruth and looked at it as a 
film alone and then I joined it to Ondine. I could have joined it to Ondine or I 
could have joined it to the woman that wanted to re-write The Leaves Lock 
Me, the entire opera. Then I'd continue adding footage from my sets, and then 
either to see how they looked together and what had to go and then I'd keep 
adding and adding and I added the whole film like that. Finally when I had 
completed say, a set of four or five scenes that worked well together, I'd 
determine if they had to be shuffled around. A lot of the shuffling had to do 
with how they melted one into the other. Now do you want me to get into 
some of the devices that I used to melt these scenes together? Was that part 
of the question?  

Bill Judson: It wasn't but- 

Roger Jacoby: We'll then I won't get into that. Was that the question? How did I judge- 

Bill Judson: Yeah.  

Roger Jacoby: .-the two scenes together?  

Bill Judson: Yeah. I mean it's a huge issue right? I don't want to flog it.  [00:05:17] 

Roger Jacoby: No it's not, no. I mean it is huge but I can take one set easily because now the 
whole film is going through my head and I could probably tell you each 
decision. For example, the flute scene is two women and one of them is 
teaching the other one. Prior to that, a woman is complaining that she is at 
her worst when she speaks Spanish. There is a feel that they, I guess in a 
Jugnian sense that they're trying to establish their relationship with the world 
and the world is telling them, "no, no, no". Then finally, after the flute, comes 
Ondine and he says repeatedly over and over again using- Those lines are 
string birds by the way -The last scene he says anything nasty he can think of 
to put down his girlfriend.  

 She's an actress and she too is waiting for that break in the theater. That 
moments going to come when she's going to break out into Broadway, she's 
going to make it big and she sits in the wrap trap day after day and she's 
being smashed down and told by her boyfriend  that "You're a washout. You'll 
never be great. There is no such thing as greatness. And I'm going home to 
raise my kids." The woman who steals the show, of course, is the mother. The 
mother being the one whose going home to her kids, she's the great actress. 
Of course she, in real life in the play was a terrible actress, so the other one, 
being a great actress will never be a great actress. This film is really a series 
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of frustrations for the artist. Anyhow, the frustration tries to break through. I 
better not belabor that one. David?  

David: I was just curious that you had made new prints with your earlier work or 
whether I'm getting more out of it.  

Roger Jacoby: No, no new prints, no. They're too expensive. Victor? 

Victor: Yeah, I was interested in what goes through your mind when you're doing 
photography. Are you responding to the visual scene only or are you also doing 
a little dance and moving around and getting into a rhythm of your own 
movements, or is it a little bit of both? What goes on? What is it that governs 
your camera movements? 

Roger Jacoby: It's very easy to explain that. It's my responsibility to make the images 
beautiful and constantly looking for beautiful things to film. We do that with a 
tractor so I do a little dance once in a while. Other times I do different dances.  

Victor: There's a real rhythmic component to your camera work when you may find a 
beautiful composition then you move away then you come back to it a little bit 
differently and you create a movement that's not just a matter of finding 
composition but also has a kind of a dance like aspect to it. Does it seem that 
way to you?  

Roger Jacoby: No, those scene's- Pardon me?  

Victor: Is it purely visual as far as your concerned? Not dancing.   

Roger Jacoby: It only seems to me when I'm filming that I'm looking for what's beautiful to 
film and the rhythms in the music sometimes affect me but it would be a very 
corny response if I was to respond too literally to the music.  

Victor: Do you deliberately avoid people's faces when you film because it seems that 
way?  

Roger Jacoby: It keeps them off guard, if I may. Then when I get back to the face they don't 
realize that I'm there. It's a good device. I didn't know that I was doing that but 
Ondine -That woman was frustrated because I wasn't filming her dress. I didn't 
know I was doing that, I really didn't, finally somebody at one point became 
really frustrated and he said, "Well, you're not filming me." He came to my 
defense immediately and said, "It's better that way, you're off your guard. Just 
relax and most of the time he's not filming you." That's what I think. That's 
what I'm doing. Again, I guess it's an interpersonal psychological device. It's 
not a film mistake to avoid the face, but it helps to get more than just a candid 
shot as we know it today, what's candid. [00:11:05] 
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 You go from the ambivalence of the reality in the film, that is, are those people 
really interested in singing Bizet's Pearl Fishers the two men. Did they really? 
That part of the music was played by a woman who composed a four handed 
version of The Pearl Fishers for that set. She took it very, very seriously and 
she thought that I was going to film a very serious rendition of The Pearl 
Fishers and there's no way to work with her and at the same time tell her, 
"Well, there's no way baby that you can right a serious version for four hands 
of the" -because she wouldn't appreciate that as a project.  

 When she saw me moving around a lot with the camera I kept reminding her, 
"This is your set, make them really sing." She said, "Okay, I'll do that." and I 
filmed her. Then we had to accept the fact that this was a fraud or a pretense, 
not filming the face, and running people off guard is a part of that 
ambivalence and that irony. It's sort of like the mind catching itself thinking 
and really not knowing what to do with it, which is my philosophy of life.  

Audience: The image itself, the film, how do you get, I know you do your own developing, 
how do you get to that? Do you use old film stock? How much control do you 
have over the final product? Do you have some idea about how it's going to 
come out?  

Roger Jacoby: Yes.  

Audience: Like the last one- [coughs 00:13:03]- the image was fairly consistent. The 
quality of the colors- 

Roger Jacoby: Mary, yeah. 

Audience: Do you have, now, a conception of what's going to come out and how you go 
through the-. 

Roger Jacoby: Yes, I have by now a very-The question was, I don't think everyone heard it did 
you back there? Victor did you? Bay? Okay well, yes, I do have a very definite 
knowledge by now of what the film stock is going to give me. In the case of 
Mary I was hoping for good color and I was fortunate that I got the good color. 
In the case of The Pearl Fishers where the two men are singing and the piano 
is playing I used brand new Tri-X or Plus-X film which gave me a dense tygera 
type stain. In other words, if I had used old film in that case, it might have 
thinned, since the set had been lit, it was ready to burn up in order to give it 
that old finish and the depth of the old I needed good solid fresh film stock.  

 In the last scene in the works in progress, not the last one, that was the color 
thing-Mary, as the last example when I gave the rendition that conquest of the 
universe, screen test for Conquest of the Universe, where he's a [inaudible 
00:14:46]. Do you remember that? All of you? Ondine is in a shawl and he's 
playing- He's about to being eliminated by one of the conquers of the universe 
whose landed on Mars. In that case, I wanted the material down. I wanted the 
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soundtrack, I wanted length, I wanted time to capture every possible nuance 
of the performance and I'd been going on for several hours filming this one 
script in Boston and all over the place. My best material, I have much, much 
more but that's an old army film stock. I don't want that richness, I'm perfectly 
satisfied with sort of a flat-like that. Do you follow that difference? It can be 
crass. The low stocks are going to do that, and so forth and so on. [00:15:51] 

 I don't know why I'm falling asleep into this mike, I haven't taken anything. 
Someone put me down terribly in the newspapers for my presentations 
[laughs 00:16:05]. I'm so self conscious. [audience laughs 00:16:10].  

Audience: I guess the follow up to that question, part of the same thing- 

Roger Jacoby: Please.  

Audience: As I understand it, as part of the technical process of the conquest of the 
universe, you obliterated as part of the development process, part of the 
soundtrack is that right?  

Roger Jacoby: That's right. Again, that was the same device that's related to avoiding the 
faces. I found that the stage play when filmed, you have an advantage in your 
editing that Eisenstein and Griffith took advantage of, that I am. That is, if you 
develop the film half way, so it's neither-To make a long chemical story short, 
you can all take my course and find out about it, the film reaches a point 
where you can eliminate it. If you cut, right, it's not a fade. No fade can be 
three frames long, it can be done, but it will look like what I did. I did it my way 
with fixative. I drop it in at a certain point and I haven't, in my coincided view 
of that film, naturally it's mine and I'm very fond of the performances in it, but 
you wouldn't have been if you had seen it before I did that.  

 That material is very difficult to sustain and it's not Hamlet's speech it's just an 
imitation. It's meant to be a cheap imitation. It's not a universal kind of work of 
art. It depends very, very, very heavily on production. You've got to really 
festoon that script. That's what I did with fixative. It's a sulfuric kind of thing 
that happens. It's like a volcano and then alarm and then it comes out. 
[audience laughs 00:18:58] Obviously, you can't do that on stage. [applause 
00:19:11]Unless your Strauss or Stromberg. I think Therm follows music a 
little bit, about 70 years. Robert Howard?  

Robert: Do you recall when you first became aware that you could do this kind of thing 
with the film?  

Roger Jacoby: Yes, I do. I will go back as far as Dali to the womb. Dali went the womb but I'll 
go to, I was at home when I was a kid and I was fascinated with a watch and I 
took it apart and I busted it. I said, that was the first time that I realized that 
there was a real craft to that. It's true. I never liked anything but that. I did that 
to my car once, I took it apart and put it back together and it blew up. That 
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was embarrassing, but I did it and it was fun. Someone else got it back 
together for me okay. [00:20:31] 

 There's all kinds of degrees of taking something apart and getting it back 
together. When I came to film, which is your question, it really was that same 
impulse that went to the laboratory and they told me that it would cost a 
minimum of fifteen dollars to come out with this stuff and I said, "Look I have 
like miles of film that I want to look at and I'm not going to switch to video." 
Then I thought, "Well, maybe I should go to video." Then I though you still have 
to cut with video so if you have to make those splices and you have to do all 
that stuff then maybe I should just relax with the errors of processing and see 
if I can't use them. Was that your question?  

 I proceeded from there to make an art of studying those flaws. If you want to 
make an art of that kind of process its very easy, just start working and it will 
come up each and every time and you catalog them. The best way to catalog 
them, for me, was to just put them in my head and remember them- knew 
they'd come back. Yes, Becky?  

Becky: How do you get some of the really regular grain, or textures?  

Roger Jacoby: You mean that wiggly stuff like worms?  

Becky: Yes, amoeba.  

Roger Jacoby: That's very easy. You put it in hot water and then cold. That's an easy 
question.  

Becky: Okay, how about on Dream Sphinx?  

Roger Jacoby: How did I-I don't know what happened there. It never happened again. It never 
happened again, isn't that strange. Just like the people in the scene. The 
emotions at that time which never occurred again because they were-I mean, 
it was such an outrage to sound like "Kiss, kiss, kiss, kiss, kiss." That she 
started turning bright red. Everybody was so embarrassed. I said, "We've got 
to do it." That's all that opera is, it's just a lot of smooching. It's got to be 
Hollywood around here I go. I don't want to get into that.  

 If a Hollywood movie is nothing but kissing, like Gone with the Wind. I'm not 
talking about The Little Foxes, which is just the opposite. That's what I did and 
this thing happened and it never happened again. In the emulsion as well. It 
was just the strangest kind of thing. I guess when you look at me talking about 
it and hear what I say, it sounds like I have a mystical, like it's a religion about 
this happens and that happens but it's more a science. Yeah? 

Audience: You said earlier, quite firmly, that in your filmmaking your seeking beauty and 
the beauty of the image. I'm wondering if you consider your view of beauty a 
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very personal one? In other words, if nineteen  out of twenty people that saw a 
film sequence said, "That's not beautiful" would you feel that was expected or 
what would your response be to that?  

Roger Jacoby: Well, my standards for beauty are several hundred years old and to the future. 
Personally, I'm most fascinated by what the future will think of me, so It's 
moot. I'll never know will I? On another level, I'm upset when people disagree 
with me. That was very easy I suppose. Would you like something more 
complicated?  

Audience: No. Let me ask a similar question in a slightly different way. [00:25:38] 

Roger Jacoby: Okay.  

Audience: Are you surprised if someone does not share your vision given a particular film 
sequence?  

Roger Jacoby: No. It depends on who it is. I'm not surprised, I'm pleased. I usually try to tailor 
it to what they like and make it beautiful to degrees. If I don't like the person 
or respect their opinion, I ignore what they have to say. Then if they tell me 
that's beautiful, then I usually believe them and that's how I react and how I 
edit. Then a few weeks later I look at it and I say, "I really like those people, 
but they were wrong. That's not so beautiful."  

 Something happened recently in the scene in one of the last films you saw 
somebody, one of the performers Ondine looked at what I did to it and he 
said, "You just ruined it. You cut out all my lines." I said, "That's what an actor 
always says, but maybe he was right." I was horrified so I put the film back 
together and made it twice as long. He said, "What's so funny when she -she 
does that, ha ha ha." Put that back together, "That's awful, that's dishonest." I 
believed him and he was right in that case and I put it back together and it 
was obviously much more beautiful.  

 Now, do you feel something about this scene personally that would interest 
me about the idea of beauty? Obviously your not here to ask my opinion of 
what beauty is or isn't, right.  

Audience: The reason I asked that question was because of the way that you said, that 
you seek beauty and you seek a beautiful image. I think my question was in 
response to the way you said that because you were so firm, you seem so firm 
in knowing what you meant by that. The question really arose out of curiosity 
as to whether you felt that your vision of beauty was not only the correct one, 
but would be recognized or shared by people who generally have a response 
to aesthetics, beauty, et cetera. It think you answered my question, not exactly 
within the frame that I expected but I do believe you answered it.  

Audience: Hum.  
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Roger Jacoby: Yes?  

Audience: I saw another filmmaker here and the same thing happened to me in this last 
film. All the camera movement looking for beautiful things made me sick. 
[crosstalk  00:28:50] sea sick-and I was just wondering, the colors [cross talk 
00:28:56] the music, the movement, and the culture somehow just frustrates 
me to see a film that moving the camera around in circles.  

Roger Jacoby: Yes.  

Audience: I'm sorry. 

Roger Jacoby: That's all right. I think I get nauseous sometimes looking at the films too. It's 
interesting that when you get nauseous looking at these films and if you take 
a drug it only gets worse. [audience laughs 00:29:47] That's all I can offer you. 
I mean that. It really gets a lot worse. You just walk away at that point, you 
don't bother looking at it.  

 I never knew how to get around that and still keep the camera searching. I 
know that any time I work on something very long, my concentration makes 
me a little sick or the results of my efforts arise a little nauseating. It always 
was like that. I never knew how to get around that. Yes, Jay? [00:30:36] 

Jay: In response to that idea, it seemed to me all through your film, I can 
appreciate what Bill said about three courses of steak.  

Audience: Three courses of- 

Jay: Of steak.  

Audience: Oh, yeah.  

Jay: It seemed to me that the emphasis of your work was on the notion of 
continuously reminding us that what we're dealing with is actually something 
very physical, celluloid. Your constantly creating tensions between the 
soundtrack and the images in order to do that. Is that, the narrative, is 
actually I don't want to say inconsequential at all, but certainly secondary, I 
would say, would you agree with that?  

Roger Jacoby: Not completely, I think that the narrative is an important libretto in my work. 
Maybe Wagner would have thought is librettos were very important. I don't 
know. It's very hard for me to say. I can't read an opera libretto but I can read 
a play by Strindberg. Sometimes I feel I'm in limbo because I'm not in either. If 
you derive a definition of the films as that, then I'd be interested but I don't 
have an objective opinion. I wish I did. I think the narrative is important, but I 
don't know. Yeah? 
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Audience: Speaking of the soundtrack, where do they sound- 

Roger Jacoby: Pardon me?  

Audience: Where did the soundtrack for Aged in Wood come from? Was that from a 
radio or- 

Roger Jacoby: The soundtrack from Aged in Wood, there's an ironic twist to the 
circumstances in that film because it was filmed in this very auditorium  and I 
was projecting All About Eve which is a Mankiewicz, Betty Davis movie on to 
the screen and the camera was on the screen and the camera was on the 
backs of the people, the three, and the camera was sometimes in front of 
them. We were looking at it in a fourth, fifth, sixth, seventh, eighth 
generational sorta- 

 It was All about Eve by Mankiewicz. It's, as one writer put it, the non-existential 
circumstances of this film, therefore he must have meant the structuralist 
circumstances of this film. Strictly speaking, the structure of the film, my 
movie is a movie about woman who seeks to be a star although she is not a 
star; and she's in a film, although it is not a film. Eve goes much deeper and 
there's all kinds of repercussions and it seems to go on into infinity and we're 
looking at three people who would be stars and some are in their own right, 
stars, this sort of thing.  

 Believe it or not, that may have struck some people as a very funny movie, 
and it is actually a very simple film to laugh at and if you own it, and I 
recommend you buy it and you look at it every day or so, once in a while if at 
first just to show your friends what some nut devised in your living room. You 
really tend to relax with it and enjoy the highly theatrical dialogue and actually 
the theatricality of the emulsion. You've got to really relax with that film and 
before we begin to hear the empathetic, or before you empathize with the 
warm tones of the performers and their enjoyment of the film and that sort of 
thing. You begin to get into the niceties of the film, and then you see yourself 
looking at a movie and that's a nice revelation. [00:35:35] 

 If there are no more questions, I'm going to close this with the National 
Anthem. [applause, end of discussion 00:35:52] 

Audience: I'll close it for you, thank you. [end of discussion 00:36:14] 
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