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Conceptual frameworks i n  f o; lklorist ics a re  moving away from a concentra- 
t i o n  on t e x t s  and a r t i f a c t s ,  posing new questicns. Che of the  primary 
questions f o r  t he  fieldworker is  how t o  f ind  a su i tab le  methodology, one 
t h a t  will serve as a t o o l  f o r  new inqui r ies  concerning function, communication, 
in te rac t ion ,  t a s t e ,  and aes the t ics .  It 'is becoming increas ingly  evident t h a t  
f i lm i s  one means by which many aspects of a given human event can be viewed. 
I n  f i e l d  research of the  l a t e  nineteenth and ear ly  twentieth century, the  
ethnographer usua l ly  reported on one aspect of the  event which he had observed. 
' rhis  report  consisted of e i t he r  a wr i t t en  account of the  verbal  code relayed t o  
him i n  songs and. t a l e s ,  or a descr ipt ion of a mater ia l  object which he had seen 
i n  the  process of production. Hence, scholars focused on t he  i so la ted  t e x t s  
of items or the  descr ipt ions  of objects ( o r  J~!le ob;ckti i t te .  .E :,Mkh t h e  etp-70-- 
grapher brought back from h i s  f i e l d  t r i p )  i n  an attempt t o  discover something 
about t he  "folk process" and the  "folk" or  "primitive" mind. 

ipJith the  advent of wax cylinders and tape recorders,  researchers were able 
t o  obtain verbatim records of the  verbal  code of s t o r i e s  and. songs, and 
descr ipt ions  of how people viewed t h e i r  material .  This rnethcd a l s o  recorded 
voice intonaf,ions and in f lec t ions  . Yet the  emphasis of t,he f ieldworker vas 
s t i l l  centered upon col lect ion.  Once he had t o  be content with verbal izat ions  
of t e x t s  which he recorded from memory i n  h i s  notebook. i\Tow, he was able  t o  
11 capture' ' these "texts1 '  with the  tape recorder. I _ .  

The goals of f o lk lo r i s t i c s  slowly broadened s o  -that  r c:. n??rc , who had 
previously record-ed and studied t e x t s  and objects now expanded t h e i r  research 
t o  include t h e  "context. I' Questions about t he  t r a d i t i o n a l  mm.ifestations of 
human behavior, such a s  t he  s t o ry ,  t he  song, or  the  art object ,  now- a l s o  includ- 
ed the  s e t t i n g  i n  which such manifestations were generated. r lurther inqu i r ies  
were m;.e concerning t he  s t y l e  and personal i ty  of the  s inger ,  the  s t o r y t e l l e r .  
or artist. 'L'he perf omance, audience, and consurrter/artist r e l a t i ons  were a l s o  
considered. '!'bus, t he  emphasis became one of "collecting" t'ln ccntezt  ~ r i t h  the  
t e x t  or object .  But it was  the  t.hat was s t i l l  t he  major .concern.l ?he 
tape recorder had enabled tl.le. researcher t o    rid en h+-~ 1:3=.,,;c??",:?e ;LO c b  -'lr -.sice 
i n f l ec t i on  and in tonat ion f o r  comprehending t h e  meaning t h a t  f o l k l o r i s t i c  ex- 
pressions had. f o r  people who communicated them, kut it could not serve a s  a 
t o o l  f o r  recording t he  context. C ~ c e  s g z : ~ ,  th?  f i e l d ~ ~ o r k e r  had t o  verbal ize ,  
from memory, t h a t  which he seen. The only other device at h i s  d i sposa l  f o r  
documenting f o l k l o r i s t i c  s i tua t ions  was t he  s t i l l  camel-a. 1 or contextual 
s tud ies  these  two t o o l s ,  the  tape recorder and t he  s t i l l  camera, were excel lent .  
Yet the  use of s t i l l  photography could. not portray t he  h o l i s t i c  i n t e r r e l a t ed  
dimensions ancl nuances of event and process . . 

Since t h e  publication of "Toward an Understand-ing of S tory te l l ing  Events, I '  

. 
by "obert A .  ~ e o r ~ e s 2  and the  volume Toward NPW k~s13~3ct,i  ves i n  Folklore ,  
edi ted by Am&ico iJared-es and . t  ichard Bauman, 3 fo lk lo r i s t s '  :lzy;e once r,lol?e- br-_??.oned. 
t h e i r  f ie l f is  of inquiry.. It i s  obvious t h a t  t he  "context" m d e l  was merely an 
extenuated t e x t  concept. It had been argued t h a t  t he  t e x t  or  art object  had t o  
be studied within t he  s i t ua t i on  i n  which it was generated. It i s  now apparent 
t h a t  -the text, i s  merely t he  verbal  aspect of a multiply-cded message. Conceiving 
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of t he  existence of t he  t e x t  as a Separate e n t i t y  was a misconception oh t he  
par t  of scholars. The s to ry ,  song,or a r t  object is par t  of a h o l i s t i c  . 
communicative event i n  Tn~hi~h, a.s Georges has pointed out,  "no one aspect can 
be stuclied without considering i t s  in te r re la t ionsh ips  with the  other aspects 
taken as a wliole .l t4 'I'hus, f o l k l o r i s t s  who wieh t o  study such i n t e r ac t i ona l  
processes of t rad i t io r . s l  humm behavior a s  nwra t i ng ,  singing,  healing,  
divin! 12;. or  a r t i s t i c  c r ea t i v i t y ,  f o r  e::ample, nus t seek a new methodological 
t oo l .  ?'lie noteboolc, the  tape recorder, 2nd the  s t i l l  camera w i l l  no longer suff ice .  

Now t h a t  sound f i lm i s  appro?chj.ng a price range t h a t  t he  fieldworker can 
meet, films a r e  being produced ~-'i?ich attempt t o  show the  viewer t he  e n t i r e  
ccrse:._+, i n  which a s to ry ,  a so:;g, or an art object Is prcduced.. However, i n  
vieir of neT. d-evelopinents i n  f ~ l k l o ~ i s t i c s ,  it i s  my c o ~ t e n t i o n  t h a t  t h i s  is a 
misuse of rilm as a t o o l  f o r  inquiry. The major empliasis i s  s t i l l  placed on 
t h a t  trhich i s  proclluced a s  oppoccd t o  a focus on h o l i s t i c  events i n  which no one 
aspect of 21 event i s  subordinzte t o  any other. It i s  not themere v i sua l  
recordtng oE t h e  context, but  a pore h o l i s t i c  endeavor t h a t  i s  required, i .e . ,  
a glimpse .into the  processes of roan's t r ~ d i t i o n a l  bdizvior. Using f i lm,  we 
have t he  czpd2i l i ty  t,o study these processes and. how they operate. U ni'ortunately , 
m ~ n y  of t he  p~ecoz?ceived n o t i c ~ s  of l!le "folk" and t he  "primitive," and t he  
t e x t  an? t'ne c0nte:r-t held i n  earl:-cr resesrch czn 2 l so  be noted i n  filmmaking 
and the  viewer sees only t!??.t rr'$-r=h 1;!?e filvmaker chooses t o  s t r e s s .  lhe  
camera as  an ol~servationa,l t o o l  i s  l i n i t ed  t o  the  por t rayal  of t h e  r e a l i t y  
of the  filmrldcer. It i s  t h e  oSlig:.ttior, of tile f i l - v l t e r  t o  present h i s  d a t a  
t o  h i s  audience i n  a scLolarly, objective fashion i n  ord-el- I o r  the  f i lm t o  be 
an unbiased docurlent. Lne must not n l l o ~ :  the  camera t o  become "a casual ty  of 
our peysmr l  l ~ l u q s "  a s  John Collie* vmns ir T i  CU?.L&~!TP~OLQ~,~ -: ! 

uPOZZ €,::-- i -?i--r .  -.>. - , t h e  s i a i l a r b t i e s  2nd dif ferences  of f i lmic  technqie as it 
r e l a t e s  t,o tine treatment 01 t h e  Film sizbjsct , ce r t c in  q~les t ions  can be ra i sed  
about the  ob j ec t i v i t y  of indivj-&la1 fi lmalcers.  A s  Ja~nes lirnold asks i n  "'l'he 
Present S t a t e  of the Documentary": "Does t h e  filmm-;lcer simply record r e a l i t y ,  
and l e t  t he  s t ruc ture  of 'ch?.t r e a l i t y  conJ~ro l  h i s  ed i t ing  se lec t ion  of 
shots?  O r  i s  he an int ,erpretive expcrt or artis-:, vrho imposes h i s  own react ions  
and vis ion,  anc! shapes h i s  f i lm t o  produce a s p s s i f t c  emotional or  i n t e l l e c t u a l  
effect! "6 The l a rge r  q ~ e s t i o n ,  oi" course, i s  hoyr does the  filmmaker's view 
of t h a t  " r e s l i t y "  determine h i s  f i h i c  presentation,  2nd ho:~ does the filmmaker's 
conceptual fr~lizework i n t e r f e r e  with t h e  okjective report ing of f o lk lo r i c  events? 

I n  vic t~lng fi lms t h a t  haye e!.ther been rn?.d.de by fo l l t lo r i s t s  oi3 have concen- 
t r a t e d  on subjects  o! i ~ t e r e s t  t,o f o l k l o r i s t s ,  one f inds  t h a t  t h e  focus or 
c en t r a l  subject  of t h e  filmmaker i s  indicat ive  of t?e techniques t h a t  the  
filmmaker ~fsi l l  usc. 'l'hoee films whlch purport t o  dea l  with fo lk lore  ( i n  t he  
broadest sense of c rea t ive  exprc5sson an2 manufacture) generally focus upon 
e i t he r  Lhz individual  perfornler or a r t i s t ,  t he  cc~~un! - ty  : .lil/or t he  "cul ture ,  .", 
or e l so  foc l~s  ox t e x t s ,  t e c h n o l o ~ i c ~ . l  processes, and/or n r t i f a c t s .  Eurthermore, 
notions of follclore a s  h ~ v i ~ g  a SP=(CC--~?-TI~Z co,itinuum often generate f i lms 
having 2n his tor ical .  a:~d/or typologic21 focus. it m y  be l~ypothesized t h a t  
films which dea l  115th individuals or  groups of indi-5-duals tend t o  demonstrate 
creat ive  i n t e r ac t i ona l  processes and events. Such is. . lvs w e  most of ten not 
narrp-ted and c,re shot and presnn-tcd i n  2 c5.n;ma v e r i t 6  s ty le .  ijilms which 
attempt t o  d enonstrate tec5nologri c z l  pi-oce~ ses  , exar,~ine t e x t s  and artifaots., 
and s e t  u.p typologies or reconstruct  t h e  hFs tor ic i ty  of f o lk lo r i c  productions 
can be found t o  make use of narrxtion 2nd a monCzge of i m ~ g e s  which a r e  unrelated 
i n  fllrnic t,im t o  ac tua l  evznts. The reasons f o r  t3Fs pare somewhat obvious, 
I f  one co:lcenJir3:Les cn people and 3 e i r  creat tve  o ~ t p u t s  ~ n d  i n f e r ac t i ona l  



processes, then one must allow these 'people t o  convey itheir own t a s t e s  and 
aes the t ics  t o  the audience. Although narra t ion may be used a s  a complement t o  
add information lacking on the  sound t r ack ,  it can not be allowed t o  dominate 
the f i l m ,  f o r  i f  t he  f i lm focuses upon individuals  they must be allowed t o  sy;eak 
fo r  themselves. I n  t h i s  way, the  feel ings  of the individual  shape t h e  work of 
the  filmmaker and he must s t ruc ture  the f i lm around a sequence of l i n e a r  events 
i n  which the  individual  i s  engaged. 

I f  the  filmmaker does not  wish t o  concentrate upon the  people but ra ther  
'wishes t o  dwell upon t h e i r  expressive outward manifestations ( i . e . ,  the  scng, 
the  t a l e ,  t he  object or  the  process of manufacture of an i tem),  he must nar ra te  
t h e  f i lm t o  provide f o r  continuity,  I n  such f i lms,  the  filmmaker imposes h i s  
own value judgements regarding the  subject  matter ,  a s  it i s  he, not the  ~ e o p l e ,  
who speaks t o  the  audience and s t ruc tures  the  film. 

Although hundreds of ethnographic f i lms have been made since t h e  re lease  of' 
John Flaher ty 's  Nanook of the  North i n  1922, few have been d-evoted. t o  fo lk lo r i c  
subjects.  The hesitancy of f o l k l o r i s t s  t o  use f i lm i s  due l a rge ly  t o  the  f a c t  
that ,  many of the  f o l k l o r i s t i c  f i lms thus f a r  prcduced have demonstrated the  end 
products of research t h a t  wculcl have been more p rof i t ab ly  conducted with other 
too l s .  [lather than u t i l i z e  f i lm aS at& f o r  unbiased documenhation and observa- 
t i o n  of those complex human events which could not be recorded by any other means, 
folklore-oriented filmmakers have allowed t h e i r  preconceived notions about the  
da t a  t o  shape t h e i r  research. It i s  important i n  judging any f i lm (as it i s  with 
any research document) t o  examine what da t a  the  filmmaker i s  observing and what 
kinds of research questions he i s  attempting t o  answer. Lnly then can t h e  viewer 
determine the  successfulness of the  r e s u l t s ,  and how the  focus of t he  i i l m  i s  
related. t o  t he  treatment used by the  filmmaker, enabling one t o  d i scern  h i s  b ias .  
By analysis  of the  i n t e n t  of se lected f i lms,  namely Lynwocd  onte tell's Fo1.k Housinq 
i n  Rentuckv, The Quiltmakers by P a t r i c i a  has t i ck ,  John Cohen's The High Lonesome 
Sound How t o  kake Sorqhilrn 1 >olasses by Carl  Fleischhauer , i ~ a r y  Feldhaus-deber 's - -, 
The Glo11 ces te rm~n,  and Quj 1.j na and Imazinero by Jorge I- re loran,  c e r t a in  conclusions 
can be made regarding the  inherent  no-itions of the  filmmakers which a r e  re f lec ted  
i n  t h e i r  s t y l i s t i c  treatments. 

Both Folk  H o u s i n ~  rin kpnt,uckv and The Glo~icest,errneq d-eal with the  h i s t o r i c i t y  
, of "folk" trad-i t ions.  Although the  former emphasizes typological  and reconstructive 

d- is t inct ions ,  t he  l a t t e r  attempts t o  reconstruct  an h i s t o r i c a l  e r a  "rsecalled now 
i n  s t o ry  and ballad . I t  Both f i lms,  by looking a t  h i s t o r i c a l  f a c to r s ,  demonstrate a 
reverence fo r  t he  past and ind ica te  the  filmmakers' b e l i e f s  t h a t  fo lk lore  ccns i s t s  
of those things t h a t  have "survived ' through time. Folk Hoi~si np i n  L,~nt,uckv t r e a t s  
fo lk  a rch i tec tu re  as being very old " in  t rad i t ion ."  i -on te l l  ccnceives of folk  
housing i n  much the  same way narra t ive  scholars have conceptualized t h e  fo lk t a l e .  
The houses a re  "handed clown" serving approximately three  generations of people . 
They a re  "simple, yet  very beaut i ful ."  The folk  know l i t t l e  about t h e i r  oTm 
creat ions ,  being simple peasants, f o r  they r e f e r  t o  some houses " incor rec t ly  a s  a 
dog-trot . I t  This i s  ind ica t ive  of the  "sophist icated" f o l k l o r i s t  viewing the  
fo ib les  and ignorance of t h e  fo lk .  l'erhaps hon t e l l  conceives of f o lk  housing as 
a su rv iva l i s t  t radit , ion of the  r u r a l  fo lk .  bJe see no house i n  an urban s e t t i n g  
and are  constantly shovin the  beau t i fu l  ' s impl ic i ty"  of the  houses.  he viewer 
sees no one res iding i n  any of the  houses shown and i s  l e d  t o  be l ieve ,  the re fore ,  
t h a t  t h i s  t r a d i t i o n  i s  no longer ac t ive .  ?'or example, j11cntell s t a t e s  t h a t  one 
cabin shown i s  160 t o  180 years old. As an i so la ted  f ac t  t h i s  only t e l l s  the  
viewer t h a t  the  s t y l e  was once perhaps a p o p l a r  one. 'l'he viewer i s  t o l d  L i t t l e  
about t he  use of such archi tecture  fo r  t he  present. 



Similar  t o  1 o n t e l l ' s  neglect of providing information about t he  present day 
t r a d i t i o n  of folk  housing, Yh.i G loucps t~ rm~n  t e l l s  the  audience nothing about 
modern f i sh ing  techniques and s a i l i n g  ships i n  Gloucester. The f i lm i s  dedicated 
t o  the  "10,000 men who l o s t  t h e i r  l i ve s "  i n  s a i l i n g  accidents. ' i a les  and songs 
" reca l l "  these events. S t i l l s  of old s a i l i ng  vessels and motion shots  of r o l l i ng  
waves a r e  followed by sync sound shots of a speaker addressing the  audience, 
? i , r ;cuss iZ~.  ' the  old days . I 1  lhe speaker i s  dissolved out and the  process i s  
repeated. a s  songs t e l l  of these  events trhile t he  visuals  attempt t o  recreate  them, 

- As a mezns of evoking tk?  p x t ,  the  f i lm i s  laboratory t i n t ed  t o  create  the  
c!iscoloured daguerreotypic e f f e c t  of old photographs. 1 he procedure of s t i l l s ,  
motion, and a speaker facing the  camera i s  repeated again and again as we lea rn  
of t he  valiant e f f o r t s  of fishermen struggling t o  re tu rn  t o  shore. We discover 
t h e  f a t e s  of the  "lknie Sea. Bolyn, " "The Columbia, " "The Adventurer" and t h e i r  
crews. rJe a l so  hear of two b e l i e f s  connected with f i sh ing  -- t h a t  of giving a 
copper penny t o  the  ~m 2-t lYalfr~ay dock, and of giving the  dog, "Old dummy, I' a bone 
t,o prevent d i s a s t e r .  Th2 brl lad-s,  "Halfway dock" and Old- ~lummy," a re  acted out 
f o r  tohe catxera >&ti1 t he  bal lads  themselves used es sound-over. 

Cne sequence which breaks up the  r epe t i t i ve  pat tern  of the  f i lm i s  a color  
recreat ion of n ~ 3 c t  e r a ,  1~5.th nokher and chi ld  dressed i n  period costumes 
awaiting t he  re turn of t h e  f a the r  l o s t  a t  sea. l h i s  scene dissolves t o  a ceme-- 
t e r y  where worren a r e  p l a c i ~ ;  wreaths on graves. ihe  sound-over , "Wheels of F i r e ,  I '  

describes beinq a boy i n  Gloucester and being asked never t o  go t o  sea. Thus t he  
f i lmic  technique i s  om of (.L montage of seemingly unrelated incidents .  dather  
than focusing on one inc iden t ,  the  f i lm attempts t o  br ing together a nosta lgic  
potpourri of s a i l i n g  wrecks, f i sh ing  be l i e f s ,  and remembrances of t h e  past.  The 
f i hake r ' s  purpose, t o  portray a bygone time, r e s u l t s  i n  a g lo r i f i c a t i on  and 
romanticization of t he  past.  kerhzps, Feldhaus-kfeber f e e l s  t h a t  t h i s  was  a time 
when people were c loser  t o  nature and men were more heroic,  a not ion not unlike 
that, held by f o l k l c r i s t e  who looked t o  t h e s p a s t  a s  a means of jus t i fying t h e i r  
own roots .  

ldhereas The Gloiicest,~rmen does not  provide a sense of cont inui ty  i n  t r a d i t i o n ,  
1%-ontell does dea l  with h i s t o r i c a l  re la t ionships  ?:y  focusing on a r t i f a c t s  or "types" 
of fo lk  housing. He sees an evolution from simple t o  complex i n  the  building 
s ty l e s .  A s  Adrian Gcrbrands has noted, "lidherents of evolutionism a r e  . . .mainly 
in teres ted i n  a r t  as a method of determining a course of development, i n  other 
words, chronological re la t ions .  "7 i lontell  says t h a t  t h s  bas ic  ideas f o r  fo lk  
housing "stem f ron  Furope" end found t h e i r  "functional  f r u i t i o n  i n  the  United 
Sta tes ."  Hence, fo lk  housing types have evolved. The viewer i s  shown i so la ted  
building blocks of house types. Ho i n t e r i o r s  are  seen; only forms a re  represented. 
I n  t h i s  m2nner of evolution,  !-ontell attempts 'LO show t h e  viewer t he  cont inui ty  of 
t h i s  type through time as  v e l l  a s  what changes it w a s  possible fo r  t he  a rch i tec t  
t o  make by d rming  upon a b w i c  form. 

krimarily,  Folk Hoi~sin-y i n  Kentuckv i s  concerned with types and form. It 
i n f e r s  what the process of construction was from viewing completed houses i n  
re t rospect .  Heriry Glassie has a p t l y  pointed out t h a t  "although construction is 
not of use i n  the  cst,a,blishment of types,  thz student of mater ia l  folk cul ture  

must be concerned x i t h  both tht: form and ma.teria1 of construction,  observable from 
the  finished product, and. t.he process of construction which may be in fe r red  from 
the object and caa be understood through descr ipt ion,  but which i s  bes t  learned 
through a clos5 observgtion of t he  process i n  progress."8 This process i n  progress 
i s  t o t a l l y  ignored by k o n t e l l  and the  audience, whekher laymen or professional  
f o l k l o r i s t s ,  i s  acute ly  a~~2.1-e of it. 



It i s  important t o  make fi lms f o r  a general audience fo r  both ae s the t i c  and 
teaching purposes, but t ha t  does not mean t h a t  f i lm must be too unsophisticated 
f o r  f o l k l o r i s t s  t o  view a s  well.  iilontell 's f i lm f a i l s  because the  approach i s  
too narrow. The viewer expects a f i lm about mater ia l  cul ture  t o  show him a l l  
aspects of the  processes and functions of mater ia l  a r t  a s  wel l  as the forms. T1:e 
viewer sees the f o l k l o r i s t  presenting h i s  views when it would be much more f r u i t -  
f u l  t o  see t he  build-ers and dwellers of these houses presenting t h e i r  thoughts fo r  
"the a r t  of a people can only be undeystood against  the  background of t he  e n i t r e  
cul ture  of t h a t  people."g Although Thp G l - m c ~ s t e r v 1 ~ ,  i n  contras t  t o  Montell 's  
f i lm,  does allow ce r t a in  individuals t o  express t h e i r  views about events,  these 
scenes a re  o b v i o ~ ~ s l y  staged and a re  nothing more than monologues of memorates. 
' hey  provide l i t t l e  fee l ing  f o r  Gloucester l i f e  i n  the  past or t he  present. 

I n  sharp contras t  t o  Folk Housinc i n  ILent,ucky, Pa t r i c i a  1:.ast_ick1s f i lm,  The 
Qlliltmakers, shows not only the  process of production of a t r a d i t i o n a l  art form, 
but  d-elves i n t o  the  ro l e  of t h i s  a r t  form i n  the  l i ve s  o i  t he  individuals who 
create  t h e  products. 1 as t i ck  "focuses on a small group of urban, middleclass, 
Iiorrnon women who make q u i l t s ,  both ind iv idaa l ly  ancl i n  a group as  par t  of t h e i r  
liormon her i tage.  "lo The f i lm advances by neans of sound-over voices of the  women 
who make t he  q u i l t s .  Cne woman, i n  pa r t i cu l a r ,  speaks about the  meaning q u i l t -  
making has f o r  her ,  r e l a t e s  t h i s  a c t i v i t y  to her l i f e ,  and discusses her personal 
standards of t a s t e  an6 aes the t ics .  The visuals  concentrate on the  women's group 
working together on q u i l t s ,  a s  wel l  as  the  s t e p  by s t e p  construction of the  main 
s p a k e r ' s  q u i l t  i n  her own home. Although we a re  t , o l ~  t h a t  t he  speaker learned 
t o  make q u i l t s  from her mother, no narra tor  in t rudes  with comments about the  
t r a d i t i o n a l i t y  of t he  process. 'lhus, i as t i ck  presents not only t he  "process i n  
progress" of t he  making of t he  item itsel; ' ,  bu t  a l so  t he  creat ive- interact ional  
process i n  progress. It i s  the  people being filmed and t h e i r  comments about the  
processes, functions,  and u t i l i t y  of quil tnaking t h s t  shape t he  f i l m *  By presenting 
these  d-ata as  par t  of t he  soc i a l  aqd cu l t u r a l  milieu,  l ~ z s t i c k  focuses on the  
individual  c rea tors ,  not  the  completed object .  I n  t h i s  way, ?he Quilt,makers shows 
a meaningful experience t o  the  audience. 

Step by s t e p  technological  production i s  a l s o  shokm i n  Carl Fle ischhauer ' s  
f i l m ,  How ",o liake Sor~h~irn llolasses. The f i lm i s  not narrated and t he  in te rac t ions  
of the people pi>epal3ing the  molasses provide the  soundtrack while the  event i t s e l f  
s t ruc tures  the  film. Unfortunately, the  d i a l e c t  of the swake r s  i s  somewhat 
d i f f i c u l t  t o  understand and f o r  those unacquainted with t he  process of prepark: 
sorghum molasses, more questions a re  ra ised than are answered. I n  t h i s  f i l m  
na r ra t ion  might have been successful ly  combined with the conversations of the  
men*> t o  ad.d c l a r i t y  t o  the  visuals .  

1;espite the  f a c t  t h a t  t he  event s t ruc tures  How t o  hake Sorphurn l ~ o l a s s e ~ ,  the  
individuals  involved i n  t he  technological process a re  not focused on a s  they a r e  
i n  The O,uiJt,makers. b\Te lmow nothing of the significance of t he  process, t he  
product i n  use ,  nOr t he  reascns t h e  prcduct i s  prcduced. What r e l a t i on  does the  
making of t he  product have t o  the  l i v e s  of the people prcducing it? dhat happens 
t o  the  pi-cduct once i t  i s  made? How i s  it distributed. and t o  whom? Are the  
reasons fo r  prcdvcing the  product economic or ~ersona l ' !  Although it i s  important 
t o  photograph t,he e n t i r e  process so  s teps  can 'be viewed, "the larger.? re la t ionsh ips  
of a technology require us t o  photograph not only the  process, bu t  a l s o  the  
source of raw ma-Lei-ials and l a t e r  the  c u l t u r a l  end of t he  created product. Other- 
srise we w i l l  not  have an in tegrated view of nat ive  skills."11 T h i s  in tegrated 
view i s  sv.ccessfully demonstrated i n  The hiltmake, but i s  ~ v e ~ l o o k e d  i n  HOW t o  
l i a k ~  Sorphum i o l a s s ~ s  . However, a s  a f i lm seeking t o  demonstrate a technological  
process, it accomplishes i t s  i n t e n t  i n  s visua l ly  successful  manner. 



Many of Jorge Preloranls  .films d e s l  with tke  procnss of c r e a t i v i t y  i n  fo lk  
art. Preloran's  work i n  thz  1960's F~C".S an aJitempt t o  "documert some aspects of 
the  fo lk lo r i c  r e a l i t i e s  of Arge~t inn .  "12 Q~~ilLnno cizminss ti.? straw and feather  
craftsmanship of a small v i l l age  i n  t h e  Pro-sincn of Ccrdo'na, brgentina. Various 
items a r e  produced, notably baskets,  f o r  t o u r i s t  co:is~xc,p-:ion, Using a narra t ion 
combined with t he  thougllts and caments  of t h e  tc?...??s-?cn f c r  sound, Preloran 
d e t a i l s  t he  process of creat ing t he  i t e c s ,  the  Z v ~ c t i o n  the  prcducts have f o r  
t he  individual  craftsnsn and the  eccncmtc need oT proCuction f a r  t h e  community. 
The s a l e  of t h s  c r a f t s  i s  dependent upon a t r a i n  ~rhJ.ch used t o  s top  i n  the  v i l l age  
bu t  now does a o  somewhat i?f  requcntl y , Thus,  every dq; t 1?e item? a re  ca r r ied  
d o ~ m  t o  the  t racks  2nd t he  pcopl-s >:,-?it, n e ~ ~ e r  kncvin? i f  the  t r a i n  w i l l  s top.  
The indus t r i a l i za t ion  which crezted t h e  town's ecor?cm;z hr-s a l s o  created a sense of 
insecur i ty  and despair .  l 'reloran nzit:ier p i t i e s  r?or mo71:s the  pl ight  of the  

t~i;;~1s:nan ra ther  he presents a picture of tlze l i f e  a d  crzat ive  expressions of 
a people who e re  cz~ugllt i n  a tense s i tua t ion .  H2d prelor-rn merely concentrated 
on the  production of th.: items or  upon t he  iter?? t kcmse l . ?~~ ,  akin t o  t h e  treatments 
offered by Plontell md. n e i s c h h ~ ~ u e r ,  he could not h2.1-e CJ-eated such a moving 
fib. 

John Cohenls 'The Hish Lonesonic S011nd a l so  d e t z i l s  the  f ru s t r a t i ons  of a 
community 1~11ich depends on inclustr ial lz ?.tion. Cc::rii slic::~ 2 f a i r l y  c l ea r  over- 
view of l i f e  i n  Hs,zard, Kentuclcy. Scenzs of vorltors on thsi;. way t o  t h e  mines, 
men i n  t he  s t r e e t s  d:iscucsing hnrd t i r e s ,  xd- per,caaL accounts of t he  economic 
pic ture  i n  t h e  ~ o u n t a i n s  a r e  g iwn .  I ~ s t c z i ~  of shcwlng the  v2ewer a small "s l i ce  
of l i f e "  i n  t h e  mountains, Cohen's c ~ m e r a  picks up houss-ng and xorking conditions 
rndsoc ia l  in te rac t ions .  Withill t h i s  contn;-.t, he z l l ~ : ~ ~  tb  t:?fibcrs of the  audience 
t o  i n f e r  t he  function tha-t music has f o r  the  pcople ~~rl.20 play the  instruments and 
sing t he  songs. 

Cohen does not i s o l a t e  t he  viewer fro% seeing th:: u?  . of songbooks and the  
influende which hearing roc!< 'n r o l l  frc:n the  radio  ha5 1: " i n  shz-ping t h e  musical 
t r ad i t i on .  He obviously does not f e d  t h a t  t h i s  cz-uses a clegenerztion of the  
"old" music but  can c;fiet s ide  by s ide  with t r a d i t i o n a l  music, e?.ch influencing 
the other.  Scenes of singing i n  t ke  cl~urch,  oil the  s t r e e t s ,  end i n  t he  home w e  
shown. Cohen a s se r t s  t h a t  i n  a s t a t e  of econonic depressicn, music i s  a way of 
holding on t o  thz  "old dignitjr,  It  and i s  a l s o  used 2.s a. mans of celebrat ion and 
as an expression of re l ig ious  fee1ir.g. FdScoe Eolcamb 5.5 shom re l a t i ng  his 
personal experiences regarding music. Bcing out of work, he says,  he needed some- 
th ing t o  do. Co5"n t e l l s  the  zudience t h a t  f o r  ltoscoq fIolcoxb, music i s  a God-- 
given g i f t .  Yet t h e  vietier tends t o  b3lieve t k a t  rmsic mcty serve as an escape 
or  a means of ad. justmm:; f o r  Holccmb i n  a tirr.3 of econoxic i n s t a b i l i t y .  An excellent  
f i lm f o r  examining the  e n t i r e  cu l t u r a l  contexl i n  rdzich rt-rtistic expressions are  
produced, The H i  ~ r h  Lo;i~sme-S~~j.nd p3rrnits the  vierrer t o  make h i s  oTm inferences 
about how music functions f o r  the  group and f o r  t?le individual .  A s  with Q,uilino, 
t h e  nar ra to r  mz~kes feT$ rernarlts rrrd ser:eS onl-y a s  n n b i n s ~ d  gu%de, allowing the  
viewer t o  see  an honest, thorough, ~11~~15- tor ta l i zed  fi lm. 

Although both Cohelz 2nd bs - t i c1 :  temcd t o  ccrce2tra te  on key individuals ,  they 
a r e  s t i l l  primarily viewing the  comm=?ity i~f!-uens2 on i~.idi~.iclual c r ea t i v i t y ,  
Irnsginero, t he  bes t  known of Jorge Preloran's recent f i lms (1969), is  a. d i r e c t  look 
at an individual .  Hermogenes Cajo i s  9, rrzker of re1ig-i-ous imases, a folk  artist,  
who l i v e s  i n  t h e  high plateau 5.n ncr th~res tern  Argentin-?. Filming Hermogenes over 
a period of a year and a h a l f ,  Preloran c~.ptures tlle ,oernoniLi.ty of this image 
maker. A deeply r e l i g i c l ~ s  nan, Hermoqcces cxrves iazges of t h e  crucif ied Chr i s t ,  
paints  church scenas arncqg others, l i ~ e ~  his 14.:?e 2p.r f r c n  tha neares t  v i l lage.  
Preloran uses t h e  voice-over of Herxo~er~es  t ko  te11.s his CWI s tory.  Thus Preloran 



follows one individual  and s t ruc tures  h i s  f i l m  around the  s t ruc ture  of one man's 
l i f e .  The visuals  include a t r i p  Hermogenes and h i s  son take t o  Buenos Aires 
when t h e  chi ld  f i r s t  sees a t r a i n  and water running out of a faucet ,  the  influence 
of t h i s  journey on t he  work of Hermogenes i s  shown i n  close-ups of his paintings 
which capture the  highl ights  of h i s  t r i p .  After h i s  f i r s t  visit t o  Buenos Aires 
i n  1946, a f e a t  accomplished by walking fo r  two and a half months, Hermogenes 
b u i l t  a cathedral  out of colored b o t t l e  g lass  similar i n  s t y l e  t o  one i n  Buenos 
Aires and Preloran captures Hermogenes' thoughts about the  experience, I n  
speaking about t h e  making of Imagin~ro  i n  sn interview with Howard Suber, kreloran 
s t a t e s :  

I f e e l  t h a t  i t ' s  much more rewarding and fascinat ing t o  follow a 
member of a par t i cu la r  cul ture  and t o  lea rn  through him the  mores 
and customs of t h a t  cu l tu re ,  watching him i n t e r a c t  with h i s  family 
and h i s  soc ie ty ,  than t o  take the  eas ie r  way of documenting the  
overview of' a cul ture  and never qu i t e  ge t t i n  t o  know the  characters 
except i n  a supe r f i c i a l  and stereotyped u:ay.f3 

By examining the  major influences i n  Hermogenes l i f e ,  Preloran?.':~ f i l m  
makes a powerful statement about the  forces  which shape c rea t ive  processes. By 
becoming acquainted with Hermogenes, we learn  what some of the  causes a r e  t h a t  
generate emotion and c r e a t i v i t y  i n  a r t i s t s ,  f o r  as Gerbrands points out ,  "there 
i s  every reason t o  suppose t h a t  the  aes the t ic  process of creat ion takes  place 
fundamentally the  same way i n  EWR'L. artist. "14 

Preloran makes no judgements about Hermogenes a s  an " isola ted"  man l i v ing  i n  
a desola te  area.  No nar ra to r  ed i t o r i a l i z e s  t he  content. r re loran comments on 
t h i s  i n  h i s  interview with Suber: 

On, but i f  I wanted t o  ed i t o r i a l i z e ,  i f  I went i n t o  the  home of 
Hermogenes t o  f i lm about a povery-stricken old man who has t o  make 
images t o  survive,  1 'd be d i s t o r t i ng  the  r e a l  t r u t h  i n  favor or 
making my point ,  and i n  t he  a c t  I ' d  be using Hermogenes as an 
gbiect  r a the r  than as a ~ ~ r s o n . i 5  

Some c r i t i c s  have s t a t ed  t h a t  Preloran i s  a ronan t ic i s t ,  choosing i so l a t ed  
men and doomed communities, often focusing on l i t t l e  known f e s t i v a l s  and customs 
i n  h i s  e a r l i e r  .*f%hS,* Of Hermogenes one can only note t h a t  i f  he appears a s  a 

romantic f igure ,  it i s  because of the  r e a l i t y  of h i s  s i tua t ion .  It i s  not due t o  
t he  romanticized notions of the f ihmaker  which a r e  imposed on the  f i lm  as i s  t h e  
case with The Gloucestermen, but i s  ra ther  a fee l ing  t h a t  i s  brought t o  t he  
.dsua% by the  audience ' s own in te rpre ta t ion .  

With the  exception of Imadnero,  a l l  the  f i lms discussed a re  supposedly 
concentrating on communities, cu l tu res ,  or regions. For kiontell, the  background 
i s  Kentucky, f o r  Fleischhauer, it i s  West Virginia. Cohen pic tures  b z a r d ,  
Kentucky, Plastick i s  fi lming a group of Mormon churchwomen, and Preloran, i n  
Q,uilino, looks at a small vi l lage.  Yet the  foca l  point of each f i lm can e i t h e r  
i n t ens i fy  t he  sense of community portrayed i n  t h e  f i lm or it, can de t r ac t  from it. 
By examining typologies of house s t ruc tures ,  LLontell provides l i t t l e  i n s igh t  
i n t o  the  importance of this archi tecture  f o r  Kentuckians. F'leischhauer , i n  h i s  
attempt t o  photograph technological processes, ignores t he  dimension of t he  human 
creat ive  process. The Glouc~st ,erm~n,  while os tensibly  concerning the  people of 
Gloucester, a c tua l l y  provides l i t t l e  more than an h i s t o r i c a l  framework i n  which 
the  people a r e  t rea ted  l i k e  objects.  But $Irelora?, Mastick, and Cohen, by focusing 



t he  members of a comrnunity and the  community i t s e l f ,  put technological  and expressive 
processes i n  t he  perspective of creat ive  ai-d- emotional reasons f o r  production. 
I f  one ti3riica t o  focus on isloa-ted items and t h e i r  manu-facture, as follctale and . 
bal lad scholars examined t e x t s  and t h e i r  transmission, one a r t i f i c i a l l y  separates 
t he  expressive outward. mmifestatioiis of 'umm behavior frorn the  people themselves. 

i'ocusing s o l e l y  on m individual ,  I m x ~ j n ~ r o  demonstrates t he  capab i l i ty  of 
ethnographic filmmaking t o  capture t he  multi-faceted. processes of c r e a t i v i t y  as 
a cohesive whole by s t ruc tur ing  the  f i lm around t he  events of individuals.  For 
Preloran, t h i s  i s  where the  emphasis must be placed. He asks: 

Iiihei-e should the  s t r e s s  of the  f i lm clrTell? I n  mater ia l  cu-lture and 
d e t e i l s  t h a t  sho~s differences beixieen one cul ture  and another -- 
leaving ns  nnsa t i s f i ed  and bored -- or should t he  ~ ' c r e s s  be on the  
dramatic flow o i events , >rhere the  wavs of d oing things are  Brought . . 
i n  -- ra ther  urkeralded, i n  the  ccntext of norrnzl ro~vi;ines'!l 

3y analyzing the  techniques of these  f i lms,  what conclusions can be reached 
regarding -the int,erplay between content focus and f i l ndc  s t y l e  and technique? it 
appears t ha t  f i lms t.rhich male statements about t he  h i s t o r i c i t y  of t r a d i t i o n ,  which 
attempt t o  reconstruct  h i s to ry ,  or  which focus upon t he  outward expressive mani-.- 
festakions ar  a r t i f a c t s  of a people, a re  generally narrated and a r e  s t ructured as  
a montage of subjective impressioms. Filrfis which dea l  with s t e p  by s t e p  processes 
of technology a r e  r s u a l l y  edi ted i n  proper time sequence. I f  the  people involved 
i n  t h i s  process a r e  secondary t o  the  inken-t of the  f i lm,  the  f i lm may be narrated 
f o r  descr iot ive  pd-rposes. Those f i lms which focus on inc'Liddua-1s allow the  people 
t o  express theillselves a.n6- force 'ihe filmmaker t o  s t ruc ture  h i s  ed i t ing  around the  
events which give me~ning t o  the  creat ive  ac t s  of hv-man h35 ..I-:;. 

The processes of communicating and in te rzc t ing  with others i n  those modes of 
human behavior t h a t  we h've come t o  consider tra.ditiona1 have become the  foca l  
point of i he  new cl.irections t h a t  f o l k l o r i s t s  a re  now talting, Jus t  as  t he  concerns 
of f o l k l o r i s t i c s  have changed, so  mu-st the  methcdologies change. i r e sen t  day 
f o l k l o r i s t i c  inqu i r ies  c a l l  f o r  s tudies  of the  processes of trad.i t iona1 human 
behavior i n  h o l i s t i c  events. Film can meet the  dernacds of new research designs. 
It shcu'la not be used t o  perpetuate t he  untenable objectives of t he  past by con- 
centra t ing on s t a t i c  e n t i t i e s .  This point i s  c l ea r ly  i l l ~ ~ s t r a t ~ e d  by R.  Buckminster 
Fu l l e r  : 

Humans s t i l l  thinlc i n  terms of an e n t i r e l y  supe r f i c i a l  game of 
s t a t i c  things -- so l i d s ,  surfaces,  or s t r a igh t  l h e s  -- despi te  
'ihat no things -- no continuurns -- only discontinuous energy quanta-- 
separate event packages -- operate a s  remotely from one another a s  
-\;he s t a r s  of t he  iL:'_lkZT !'jay. Science has found no "things ; " only 
events. Universe has no nouns; only verbs. Don't say s e l f -  
comfortingly t o  yov-rself or t o  me t h a t  yov have f ounc? the  old 
way of geLting along 105th f a l s e  noticns t o  be qu i te  ad-equate and 
s a t i s f ac to ry  .I7 

Each of the  f i lms c1isct1ssed. has a v a l i d i t y  and a u t i l i t y ,  but if f i l m  is t o  be 
usec! as a t o o l  f o r  presenting da ta ,  it can bes t  serve u s  by focusing on the  
events and in te rac t ions  of human beings. 
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I 1 Glossary of Film Terms 
Cinema Verite - An appro2ch i n  which t h e  filmmaker allows the  movements of the 
people being filmed t o  s t ruc ture  the  length  and type of shots he b r i l l  use. Also 
ca l led  "direct  camera" o r  "trua-to-l lfe" f i lm,  this method implies the  f i l x t c g  of 
events which a re  ne i ther  sc r ip ted  nqr staged. I'he advent of portable synchronous 
sound has m2.d.e t h i s  approach poss:.kle. 



D i s s o l v ~  - An e f f ec t  accomplished by combining the  fade out of one shot with the  
fade i n  of t he  next,  as opposed t o  s t r a i g h t  cu t t ing  between shots ,  A d issolve  
can be done i n  t he  camera or  i n  the  f i l m  laboratory. 

e .  

Fri 1mi c: t i m e  - '\'he compression of days, months, or  years i n t o  minutes on f i l m .  'me 
perception of " rea l"  time i n  f i lm i s  brought about by ed i t ing  which i s  paced t o  
convey a sense of l i nea r  time. 

i .on t , a~-~  - A sequence of images cut  together i n  succession t h a t  a r e  unrelated i n  
f i l n i c  time, bu.t which a l l  r e l a t e  t o  an associa t ion of ideas. ;his term a l s o  r e f e r s  
t o  a process of combining severa l  images which a p p a r  on the  screen together and 
which rapidly  supercede each other as i n  t i t l e s  t h a t  fade i n  and out of focus i n  
t he  same shot. 

I r t i  - The verbal  communication of a person (the narrator)who discusses or  
comments upon t h a t  which i s  being portrayed i n  the  f i l m .  l'he nar ra to r  general ly  
does not  appear v i sua l ly  on t he  screen, Narration d i f f e r s  from sound-over i n  t h a t  
sound-over implies t h a t  t h e  person being filmed i s  providing t he  commentary on h i s  
OTM act ions  and thoughts. 

Scrne - A s e r i e s  of camera shots  photographed i n  a par t i cu la r  place conveying a 
sense of continuous time. ' ) h i s  term i s  a l s o  used t o  s ign i fy  a s ing le  episode. 

11 T ~ P  term i s  of ten used as a synonym f o r  sequence, " although "sequence" r e f e r s  t o  
a port ion of t he  f i lm which portrays a s ing le  episode with uninterrupted act ion 
but  which- n e ~ d  not be shot so l e ly  i n  one location.  

Scauense - A s e r i e s  of shots  representing one episode with no severing of t he  
cont inui ty  of time or act ion.  See "Scene.' 

Shot. - - One continuous run of the  camera with no breaks i n  the  shooting. A s ingle  
?:ict i s  represented on t he  f i n a l  p r i n t  of the  f i lm as one uncut, unbroken length 
of camera action.  

Sound-over - The non-synchronous verbal communication of a person who comments on - 
h i s  act5oiis as they a p p a r  i n  the  visuals.  ?he speaker may a l s o  comment on h i s  
tlioughts 2nd feel ings .  \4hereas n a r ~ a t i o n  i s  composed by t h e  filmmaker, sound-over 
conveys t he  thoughts of those being filmed. See "Narration. II 
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