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  SPECIAL SCREENINGS   SOUND BYTE: CARL DIEHL
Media artist and faculty member Carl Diehl talks about movies as databases, 
and playing with 'what ifs.'

How do you have your students explore digital media?
I give them a set of instructions like: go to the corner and take a wide shot, then turn left, go two blocks, take 
a close-up, turn right and take this sort of shot, and then repeat. So they’re exploring the city in a way they 
wouldn’t have seen. Then all of the footage becomes a shared collection of shots, and everyone edits a film 
from it. The end results will be vastly different—some narrative, some ambient and some very hyperkinetic. 
So it’s a reflection on editing as well.

Why teach them this approach to digital filmmaking?
It’s a way of embracing the fact that there’s a lot to be discovered—there’s rich material at your finger-
tips. As Gene Youngblood says, “Art is new ways of understanding existing phenomena.” It also shows that 
how you choose to use digital media as a tool is the most important thing. You can write a letter with a 
pencil, but you can also draw with a pencil.

What else do you want them to think about?
There’s the idea of a database culture. A lot of people use Google or YouTube or social networks which are 
all databases of information. Reflecting on that, you can start thinking about movies as being database forms, 
where you collect a bunch of footage into your storyboard or your shot list, and you make a particular movie.

How do you define aesthetics in today's media environment?
I try not to.

Who has influenced your work, and how?
Dziga Vertov was definitely an early influence on me, especially when I was learned editing. His MAN WITH 
A MOVIE CAMERA has that amazing rhythmic montage, creating new ideas and associations, ideas of visual 
metaphor and visual puns! The filmmaker Craig Baldwin is also a real inspiration—he’s always moving 
between different modes, from film to video to something shot on a TV, so you’re always reminded that it 
is a constructed space. Chris Marker’s work with the film essay—as a way of exploring an idea that’s not 
necessarily documentary, yet it’s not fiction either.

What materials are you, as a filmmaker, using to make your projects?
Any video footage I’ve ever created is raw material for new works. I’ve been build-
ing this database palette for 10-12 years. There’s analog video, digital video, 
and some stuff that was originally on film. I made public access shows in high 
school, and now I datamine all of it.

Tell me about your latest work.
One of the things I do now is live cinema or live video performances. The group that I 
perform with is called “Weird Fiction,” and we’ve been doing a series called “Interplay” 
that’s a sort of variety show. We manipulate the video and audio of any given clip, or 
just focus on one or the other. The fun and the challenge of it is that it’s live, so 
there’s a certain joy in improvisation, as you are seeing what emerges. When 
you watch it back later, it might not be so interesting. Still, it’s part of your 
database palette, so you can re-edit it to some other end.

What do you want people to take away from looking at your work?
I’m trying to create a space that in some way is provoking interest 
in the subject, then try to fold in stuff about obsolescence and 
other possibilities for this technology without being totally didac-
tic. The question is: is there an interesting way through the 
vocabulary of audio video language that you can bring about a 
new understanding of the existing material?

Where is digital media heading?
I’m pretty interested in network cultures, ways in which all the mobile tech-
nologies are connecting. Part of it is the idea that everything is trackable—
there are RFID tags, which places like Wal-Mart put in their warehouses to 
track merchandise. Or, if you lose your keys, you can Google them. It’s scary 
because you’re externalizing your memory through media. I think that’s 
where it’s heading: everything networked with everything. It’s good content 
for digital media and provides a lot of great ideas to work from.

Is tradition important when you are talking about emerging media?
Yes, because there are resonant ideas that come back again and again. And 
to look back at what people were doing with fewer resources can be inspiring. 
For example, a turntable was originally made to play back records, but one day 
someone put their elbow on it by mistake. The genius of it was that they took 
that weird sound and developed it into technique.

What’s your advice for emerging media artists?
If you’re making work, submit to festivals and get it out on your own shows. 
That DIY mode of operation is an important part of the artist tool kit. Also, play 
with “what if” ideas. What if I process the film in battery acid? See what hap-
pens. It may or may not work out, but often times when things don’t work, they 
can reveal a previously imperceptible possibility or effect that you had no idea 
would have happened, but that you can now explore.

Interview conducted and edited by Jessica Lyness, 
Photograph by Jason E. Kaplan.

DEC 1 TUES 7:30 PM — VISITING ARTIST
THE FILM CENTER, CINEMA PROJECT & PACIFIC UNIVERSITY PRESENT:
THE CINEMATIC PRACTICE OF REPLAYED REALITY
WORK BY SUSANNA HELKE
Finnish director Susanna Helke and co-director Virpi Suutari’s work questions the practice of non-
fiction filmmaking. Playing with the borders of documentary and fiction, the pair work in the tradition of 
documentaire joué, or as Helke describes it, “the cinematic practice of replayed reality,” fashioning 
films that examine the capacity for humans to adapt and learn (or not) from their surroundings. WHITE 
SKY (1998) is the portrait of a family living in the shadow of Russia’s second largest nickel plant. While 
the factory spews out heavy metals into the crisp northern landscape, the family members go about life 
in their high-rise apartment, saving money, planning for a new car, and yearning for a vacation. SIN 
(1996), a stylized and mannerist confessional of small betrayals and petty misdeeds,  is a “documen-
tary of daily offenses,” while the short videos WAR (2006) and SPRING (2006) present two different 
views on the youth of Finland.  Helke, currently on the faculty at the University of California, Santa Cruz, 
will introduce the films.  (120 mins.)

DEC 9 12 16 19 WED 7 PM, SAT 2:30 & 4:30 PM, WED 7 PM, SAT 4:30
2009 BRITISH ADVERTISING AWARDS
GREAT BRITA IN

DIRECTORS: VARIOUS
The British Television Advertising Awards' annual collection of television and cinema commercials 
showcases what many in advertising and film consider the best work in this field in the world. This 
year's eclectic mix of dry British comedy, cinematic and digital bravura, hard-hitting PSA's and new 
twists on long-running campaigns reveals again that humor and innovation in advertising go on 
unabated. Thanks again to BTAA, London for this always entertaining crash course on the marriage 
of advertising and film, art and commerce.  (80 mins.)

DEC 11 12 13 14 FRI 7 & 9 PM, SAT 7 & 9 PM, SUN 7 PM, MON 7 PM
RASHOMON
JAPAN 1950

DIRECTOR: AKIRA KUROSAWA
RASHOMON introduced Kurosawa, and in effect the Japanese cinema, to Western audiences. This 
perfectly realized drama probing the nature of reality and illusion is set in the 12th century. The story 
follows the rape of a samurai’s bride and his subsequent murder by a country bandit in the forest. 
Through flashbacks, Kurosawa allows us to see these events unfold four times—through the eyes of 
each involved and by a local woodcutter who witnessed the attack. Each version of events possesses 
its own ring of truth, yet each is fundamentally different. Ultimately, the audience must reach its own 
conclusions. Adding another level to the unfolding of events, the retellings of the attack take place 
among the woodcutter, a priest and a cynical commoner, listeners with their own views to take into 
account. Starring Toshiro Mifune as the feisty bandit, Machiko Kyo as the servile yet vengeful bride, 
and Masayuki Mori as the samurai, RASHOMON won the Golden Lion at the Venice Film Festival and the 
Oscar for Best Foreign Film. We are pleased to be able to present a new 35mm print of Kurosawa’s 
classic work. “One of the most brilliantly constructed films of all time…A hallmark of film history.” 
—James Monaco. (88 mins.)
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