
Future meetings will likely be split into at least two or 

thre~ ~reas (f~lm making, curriculum, film screening, etc.) and 
part 7cipants will probably be able to take part in two or more 

s~ssions at each meeting. Responsibility for planning meetings 
will be shared at various times by everyone. 

In lieu of officers we're going to try a steering-committee 
type of arrangement with characteristics representative of the 

mak~-up of the t?tal group. The committee will probably have a 

chairman to pr?vide some continuity, but we expect that will be 
the closest thing to an officer you'll find in ACETATE. 

It might be that an existing organization could accomplish 
much of what we've set out to do. I have my doubts. There is 

~ freshness and a vitality in ACETATE that you just don't find 

in mos~ of the established groups. I can't describe it satis
factorily, but you might call it an ACETATE base. 

GEORGE PEARSON is a member of the Journa I ism Department at 

St. Cloud State College. 
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Learning to Teach Film 

by VERN BAILEY 
Carleton College, Northfield 

We all know the difference between reading a novel and see

ing a film: if the Grapes of Wrath did not clarify the two, then 

Tom Jones did. A novel involves us in the telling, makes us a 

party to the action then proceeds with a pace we determine. A 

film has its. own pulse (24 times a second) and seems to have an 

independent life; though it engages more of our senses more deep

ly, it keeps us as observers. Novels confide, films reveal. 

Armed with such distinctions--! had just reread Bluestone-

and confident that the years I had wasted indiscriminately 
devouring all films were about to be useful, I turned from teach

ing English to try a course in film. After all, I reasoned, the 

principles of great art are universal, criticism is criticism, 

etc. 

The course held one other attraction for me. In the past 

few years I have detected what I believe is a profound shift in 

the student attitude towards literature. The study of poetry, 

novels and short stories had comprised the central liberating 

experience of my education. Literature, the most accessible of 

•· the arts, was not merely a body of factual, historical informa

tion, but a mind-expanding series of vicarious visions which at 

once both described and embodied a moral vision of life. To
day's student approaches it differently, entering class with 

, both a registration card and a yard of non-negotiable demands. 

The great writers who had reached me, the Miltons, Addisons and 

Jane Austens, are now being forced to stand and deliver, and if 

they do not, they are tolerated as harmless anachronisms, 
long-past peddlers of a product as real as the quap in Tono~Burtgay. 

Instead of being willing to try a touch of negative capaoITiry-;

today's student demands positive applicability--"relevance" in 

the current cant. And having refused to accept the mimetic il-

r lusion, he fails to enter into the work. Too many students in 

English classes today approach a poem or novel as if it were 
written to be taught. 

Film, I felt, would be different. The same skeptical 
English majors are eager to see any film. Those who would 

hardly spend a second glance if I were carrying the original 
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manuscript of Tale. of ~ Tub see me carrying a film acros·s campus 
and ask what it is and when it will be shown. Some are so hooked 
on fil1:1 that 'they see Medium Cool or 2001 or Blow ·!!I>_ three or 
four times. I looked forward, then, to a course with students 
who were so interested that they bought and read the books weeks 
before the course began. 

But even here the difference was clear. The same students 
disJllissed films I venerated--Sunrise, The Grand Illusion, Citizen 
Kane--with an indifferent toss of the iiiime~ch was "rnt'eres't':
ing" but hardly worth genuine enthusiasm or hard thinking. So 
often did I encounter this attitude towards the classic early 
films that I believe the disparity between student and teacher 
response to a film can be a barrier to meaningful discussion. 

Doubtless part of this difference is the "generation-gap" 
fact. I tried not to assume that today's student saw a movie' as 
I did, an act perhaps still loaded with the connotations formed 
by the countless Saturday afternoons at the Roxy Theatre when 
twenty-seven cents would transport me, a box of popcorn and a 
Milky Way into that half-lit other-world where art and life 
seemed to intersect so harmoniously. And now, even though I've 
learned to call them films, I probably bring to each new showing 
a quickened pulse as testimony to their importance in my life. 

Today's student, the first generation raised in the electron
ic nursery, sees a film from a different, cooler context. The TV 
set was probably pouring. out its stippled image·s when he first 
arrived home from the.hospital, and the Captain Kangaroos that 
w~tched over him were not, as.they were for me, innovations. 
They were instead an assumed part of the phatic communion humming 
the high-pitched, electronic lullaby of his childhood. Impress 
him with Griffith's technique? He grew up with afternoons of 
TV movies in which the same techniques .became cliches. For him 
the Birth of The Nation pales alongside a Marlboro commercial. 
Todar's stuaent saw the jump-cut, lapdissolve, exaggerated 
camera angles--all of it before he could spell "Cheerios." 

The result is a person who sees film different from most of 
tllOe-e who teach it today. Both might agree that film is the gut
a7t of America, but the student finds the history of film, espe~ 
cially of silent movies, boring. He is less impressed by the 
1'.1edium it~elf (after ~11 it is always there, in poten'tio~ with 
Just a flick of the dial), and yet he is closer to it even if he 
will not admit it. For him the experience is paramount; he 
wants the play of its lights to wash over him, to bring him mo
tion pictures and emotion pictures. Weaned on the gimmick-
heavy style of TV, he is best reached by heightened technical 
effects--strobe images, color separations, narrative discontin
uities,'and superimposed or multiple images, and all this en
hanced by the jowl-shaking boom of a stereo sound track. 
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The result is an interesting paradox. The greater the 
density of technical effects a film can bear, the closer the 
iewer feels he is in communion with his era; the more tech

~ology, the greater the celebration of the human being. 

This holds significant implications for the teacher of 
film. The standard "History of Film" course is possibly the 

~1east effective way to interest a class. Only the rarest of 
students will be able to don the historical perspective that 
allows him to appreciate Griffith's early clanking "innova
tions" .(as if it were necessary to define the automobile by 

, tracing the development of the ox cart). 

Instead of beginning with Griffith you should begin with 
a commercial. Every week a TV station discards dozens of one 
or two minute commercials made on 16mm film. Write or visit a 
nearby station, and they will give you a boxful free. If you 
pick out the best and show it to your class several times, you 
might be amazed at.how willing and with what Proustian rapture 
they greet it. You can then easily channel this enthusiasm into 
other areas. You might ask your class to write the script that 
would have been necessary to produce this minute of film. 
scripting will familiarize them with both the film's :truc~ure 
and the standard terminology: camera movement, relationship of 
sound to visual, transitions from shot to shot, scene to scene, 
sequence to sequence. Such a study is more work than it seems 
at first, and yet for a one-minute commercial it is brief 
enough to fit within the compass of student enthusiasm. 

From this point you might proceed in any number of direc
tions. I would discuss'the psychology of film, the effects of 
techniques used in this commercial, then proceed to the struc-

' ture of a short documentary, say Runner, or Night ½ail or The 
River. And any consideration of documentaryleacts naturally 
tothe concept of editing of the image at which point Eisen
stein's Potemkin concept of montage can be contrasted with 
Murnau 's plastic technique in The Last Laugh. Or you could 
take the cross media tack and compare film technique with liter
ary form or a dramatic production. Once the commercial provided 
a beachhead, the following sequence is flexible and need only be 
logical. You can even, mirabile dictu, proceed in a reverse 
chronological order and conclude with some enthusiastic discus
sions of Griffith's technique! 

/ For technique is the essence of the film, and discussions 
that rely on content are perilous. Film watching is such a 
personal experience that once we experience a film, once it has 
rubbed against our sensibilities, it emerges in a discussion 
with pieces of our selves clinging to it. We each see our own 
film; the images on the screen are refracted by our own fears
wishes-experiences. And discussions that eschew techinque for 
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comments on content inevitably tell us something about the film 
and much about the viewer. We should not deny the vaiidity of 
such discussion; there is not_enough time during a film to pon
der, analyze, or relate our experience and there is need for a 
post-screening analysis or discussion. Rightly conducted it 
deepens the experience and sets into _actidn the introspective 
machinery which is the basis for all critical judgments. 

This is, I believe, the ultimate test of the. film teacher. 
Once a discussion is under way, he must steer it carefully 
through the straits between technique and content. Comments on 
technique only too.soon become sterile and formulaic; discussion 
of content opens the pandora's box of personal reaction that too 
often ends up in mere prattle. But if the teacher has consis
tently acknowledged the value of private reaction, and if he 
has consistently emphasized the variety and function of form and 
technique, discussion occasionally provides the setting for a 
student to recognize a fusion of content and form into one of 
those superb insights that cannot be conveyed by any other medi
um. Consider, for example, the Treasure of Sierra Madre, just 
before the Mexican bandits arrive, as Bogart is bent over, 
drinking out of a pool. The camera angle allows us to see in 
the water the reflection of the bandit before Bogart does. We 
then shift our attention to Bogart's face and read his changing 
expression as he discovers the bandit's presence. Nothing 
could be simpler and more effective. An even more striking ex
ample comes in Blow~ during the wordless sequence· when the 
photographer andthe viewer simultaneously discover the silhou
ette of th_e gun. Recognition of such moments of cinematic 
truth, make teaching the film.worthwhile, for they align film 
teaching with what V.I. Pudovkin describes as the goals of this 
newest art: 

The basic aim of the film is to teach men to see 
all things new, to abandon the commonplace world 
in which they blindly live, and to discover at 
last the meaning and beauty of the universe. 

VERN BAILEY is a member of the English faculty atCarleton College. 
He hos just finished presiding over a "Film Festival" on campus, and 
will direct a Film Institute at Colorado College this summer. 
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At Cross-Purpose : High School 
and College Literature Teaching? 

by ANNA LEE STENSLAND 
University of Minnesota, Duluth 

A college teacher of English methods finds himself constant
ly caught up in certain tensions which exist between English 
teachers in the high school and his own academic department. 
·The most constant of these tensions is created by the desire of 
the high school English departments to change as opposed to the 
stance of college English departments, which have traditionally 
been the conservators of the culture of the past. Sympathies 

•or' the methods teacher on various issues tend to vacillate along 
the continuum between change and tradition depending partially, 

;perhaps, upon his age, but more probably upon his own liberal or 
,conservative bent. 

Now, however, high schools seem to be moving with breakneck 
speed into a new philosophy of teaching literature, and one won
ders whether the college English departments can or will adjust. 
How tight can the tension become before high school and college 
English departments go their separate ways? How long will it be 

1before the training which college English departments give in 
literature will no longer be pertinent to what the high school 
teacher needs? It is not my purpose here to condemn either the 

'high school or the college English department. It is rather to 
try to define some aspects of what appears to me to be a growing 
tension which threatens to tear us apart. 

For decades we accepted the cultural heritage approach to 
literature. High school and college English departments taught 

1 
essentially the same materials, using essentially the same empha
sis. Then came the new critics, the cry for sequence and the 

"spiral curriculum. College English departments could and did, 
with some difficulty, adjust. They kept their historical surveys, 
but they added such courses as Interpretation of Poetry, the 
Nineteenth Century Novel, and the History of Dramatic Literature. 

J They were studying "the poem" or "the play," apart from or in 
spite of its author and historical background. 

The new philosophical approach in the high schools is repre
sented by John Dixon's Growth Through English, James Moffett's 
student-centered cur.riculum and Louise Rosenblatt' s article in 
the October, 1969, ,English Journal, "Pattern and Process -- a 
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