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THIS IS MODERN ART

WORKI NG HYPOTHESI S and | NTERPRETATI ON.

| believe that people can make real and |asting connections with one
another based on qualities that, despite the people’'s often
contrasting personal histories and backgrounds, they share. My film
will show this in action by exploring both the present simlarities
in sensibility and tenperanent, and the extreme differences of

background and famlial history, of ny friend Pattavee ‘Art’

Vi ranuvat and nysel f.

| also believe that, in this new age of digital video and nedia
denocratisation, everyone has the potential to become their own
content producer, consciously or unconsciously shaping the stuff of
their lives and cultivating their own ideal inmages of and ideas about
thenselves in the process. | wll explore this idea by allowing Art
to interview hinself in private with a digital video canera, while at
other times shooting him nyself on Super8. The film therefore, wll
pivot, however inplicitly, around Art’s performative, constructed-
for-the-canera idea of hinself and nmy own inmages of and ideas about

who he is or m ght be.

The films main source of narrative conflict is the uneasy dichotony
that exists between Art’'s desire to be a filmmker and his feelings
of duty towards his parents who want himto be anything but. There is
also conflict between Art’s perception of hinself and ny perception
of him which is connected with the nmore inmplicit formal conflict

bet ween M ni DV and Super 8.

My films point of view will itself be subject to a simlar sort of
internal conflict, pivoting between Art’'s first-person discourse on

hi nsel f and ny third-person consideration of him
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| expect ny films structure to be determ ned by both Art’s character
arc, which will hopefully change as the questions he has to answer
become nore probing, and by ny formal plans and concerns. The film
shoul d simnultaneously appear |oose, spontaneous and diaristic. The
arrangenent of Super8 and photographic material within the filmis to

be the result of random sel ecti on.

The subject and point of view of nmy film suggest a style that is
experimental, to some extent unstructured, diaristic and in continual

fl ux.

| ultimately want the audience to feel however they w sh to feel
about the film 1 don’t consider it my job to instruct or dictate an
audi ence’s enotions to them but rather to give them sonething that

they’'re free to take away with themto react to as they w sh.

| ultimately want the audience to understand a nunber of things,
though | don’t want to make these things blatantly obvious to them
either. I would prefer instead to let the ideas and thenmes energe as
a result of the participatory audience nmenber’s further thinking
about the picture. The audience will, if I do ny job correctly, have
to think about what this filmis about and what they think about the
issues it deals with, not only in terns of the explicit thenes of
famly and cross-cultural interpersonal relationships, but also about
digital video, performance and our newfound, though often under-

exam ned, freedomto create inmages.

TOPI C and EXPOSI TI ON.

My formal preoccupations aside, This is Mdern Art is to be about ny
friend, Pattavee 'Art’ Viranuvat, a Thai student who has been in
Australia for approximately three years and is studying film and
television at Bond University. Art is a gentle young man with a keen
phot ographic eye and an extrenely strong desire to express hinself
through his fil mmaking. Unfortunately, however, his parents
(particularly his father, with whom he has, to ny mnd, an alnost
non- exi stent rel ati onship) do not approve of him being at film school
and expect that, upon graduation, he will attend business school in
the United States and give up fil mraki ng al t oget her.
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I am a couple of years younger than Art and was born and raised in
Australia. | have parents who, for better or worse, have supported mne
in ny filnmraki ng endeavours since | was twelve years old and have no
famlial expectations wei ghing down upon me other than the reasonabl e
expectation that 1'lIl be able to support myself after wuniversity.
Also, it rmust be said that, in conparison to Art, ny photographic
skills are slightly |acking.

I first net Art (who was still struggling with his English skills) in
my first week at Bond in 2004. | appeared, very briefly, in his auto-
biopic Conk Qut (2004) and he was the behind-the-scenes
phot o/ vi deogr apher on ny short film Flushed (2004). In |ate 2004 and
early 2005, | decided that | would like for himto star in a short
film 1 planning on making, The Photographist, though that project
never eventuated. | saw — and see — in Art many of the same inner
denmons that | harbour; nanmely, a certain nelancholic |[|ove-hate
relationship with loneliness, which fuels our filmmuaking exploits,
but quite often leaves us lusting after human contact. W both put
art before business and have trouble with conmprom se. 1|, however,
will be able to continue ny filmmaking after | have graduated from
Bond, while Art, nost likely, won't. Certainly, the majority of our
differences can be put down to aspects of our individual cultures,
but where do our simlarities cone fron? Qur nutual appreciation of
and acknow edged understanding of one another? Indeed, our strange
little bond?

ACTI ON SEQUENCES.

It is extrenely difficult to outline any hypothetical action sequence
for a filmthat is to be shot as a spontaneous diary film by two
di fferent people and then worked out, structured and arranged in the
editing. It is even nore difficult to do so when the entire filmis
ultimately to be the length of (if not shorter than) the average
sequence in a film Surely we are not to outline the all the action

in an as-yet-unfilned picture that’s supposed to be a docunmentary?

For these reasons | have decided to focus instead on the nore

concrete aspects of This is Mdern Art.
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MAI N CHARACTERS.

Pattavee ‘Art’ Viranuvat is, for want of a better term the films
pr ot agoni st. For nore about Art’s qualities and background pl ease see
TOPI C and EXPCSI Tl ON.

I nyself, Matthew Clayfield, am also a character in the film taking
on a nunber of inportant guises. | am (a) what we mght call a
supporting character in Art’s own story, being a friend and an
inmportant figure in his life here in Australia;, (b) an arbitrary
someone agai nst whom the audience can conpare and contrast Art’s
background and personality; and (c) the filmmker whose ubiquitous
presence is to be felt crafting and shaping the work and the inmages
of both hinself and Art we see within it.

It could be said that Art's father is the films third main
character, though his role is that of a structuring absence. H's
‘presence,’” like that of ‘Matt-as-filmmaker,’ should be ubiquitous
(though in this case unspoken) and will nost likely be felt by the
audi ence to be wei ghing down upon Art like a guilty conscience. Art’s
father is a structuring absence in Art’s owmn life — a void he tries
to fill with his filnms, which focus al nost exclusively on fathers and
sons — and there is no reason that his presence, or |ack thereof,
shouldn't be felt in this filmas well.

CONFLI CT.

Art believes he is isolated in a world that doesn’'t at all understand
him-— that he’s in conflict with anyone and everything that threatens
to prevent him from achieving and realising his dreans. He also
believes, with an air of the defeatist about him that he wll
eventual ly have to submt to this world, allowing it to overcone him

In nmy mnd, all of this ultimately stems from the conflict that
exi sts between Art and his parents. This, to me, is the core conflict
in Art’s life; indeed, it is so overpowering that, as Art’'s feelings
of isolation fromthe world suggest, it has dramatically altered his
entire worldview | ultimately hope that ny interview questions wll
bring this conflict to the fore and force Art to really think about

and confront it.
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The other source of conflict in the film of course, is to be the
di chotony of Art’s ideas and images of hinmself and my own. This
intensity of this conflict of inmages, which one mght wish to call
juxtaposition (though I think there's a little nore to it than that),
will gradually build to a point where there’s a kind of formal clinmax
or confrontation between Art’s inmages and m ne.

SOC AL Sl GNI FI CANCE.

This is Mdern Art wll show, using the relationship of Art and
nysel f as an exanple, that our connections with one another need not
rely on simlarities of background, race or class. However, this
said, it should also be noted that | have absolutely no desire
what soever for the filmto be pigeonholed as a ‘social issues film
and will not at any point be expressing this idea explicitly (indeed,
as | have hopefully made clear by now, ny primary concerns as a
filmmaker are formal). If people choose to take such a nmessage away
fromthe filmthen that will be a result of their choice to do so,

not as a result of any pedagogy on ny part.

MY MOTI VATI ON FOR MAKI NG THE FI LM

My reasons for wanting to nmake This is Mdern Art are twofold.
Firstly, I"’'mincredibly interested in cinematic form — exploring it,
exploiting it and neking nore transparent its nechanics to an
audience — and the filnms reliance on such explicit dualities as the
multi-format point of viewsplit will allow ne to practically explore
some of ny ideas in this area.

Secondly, I'mreally just a huge fan of Art and wanted to be able to
spend a little nore time with him | have always felt that we share
some deeply seated personality traits and have always felt synpathy
for him as regards what he believes to be his obligation to his
parents, especially when soneone |like nme has been so fortunate as to
have parents who, despite their fairly valid reservations fromtine
to time, have always supported nme in ny endeavours. One of my main
reasons for making the film therefore, was to |learn nore about and
better understand Art’s situation while simultaneously analysing to

THI'S |'S MODERN ART
Pg S5



some extent ny own famlial situation and why and how |I’ve been so

 ucky.

AUDI ENCE, I TS KNOALEDGE AND PREJUDI CES.

| have two intended audiences. The first is a filmfestival/art film
audience that is, generally speaking, nore upon to slightly nore
experimental work than other audiences (though they' re not, it nust
be said, necessarily open to home video aesthetics, though that’s
anot her story). The second intended audience is an online audience
that has been following and will continue to follow the devel opnent
of This is Mdern Art via ny personal weblog,! which a high number of
peopl e subscribe to using a content syndication service called RSS.

I don't expect the film festival/art film audience to know anyt hi ng
about Art, nyself or anything the films narrative aspects deal wth;
the interest for them | hope, will be the formal experinmentation and
the *discovery’ of Art, nyself and so on. On the other hand, | can
expect the online viewers (or at |east those that have followed the
films production) to know at |east sonething about Art and why |
have chosen to make a film about him Paradoxically, however, for
them the formal experinentation will npost likely be of little to no
i mport ance!

I do not assume any positive or negative prejudices on the audience’s
part and thus do not believe that there are any ideas, facts or
feelings that | need to inpose upon them other than those inplicit in
the films thematic and formal projects.

TO CAMERA | NTERVI EV&.

| NTERVI EVIEE: Pattavee *Art’ Viranuvat
AGE: 23

GENDER: Mal e

PROFESSI ON: Fi | m St udent

RCLE I N FI LM Pr ot agoni st

I NTERVI EW Al MS: To see:

! http://wmv. esotericrabbit.bl ogspot.com
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e how Art <chooses to shoot and interview
hinself (i.e. how he creates inmages of
hi nsel f);

« what extent he perfornms for the canera;

e what version of hinmself he becones and what
i dea of hinself he chooses to convey.

STYLE.

I plan on using two docunmentary styles in This is Mddern Art; nanely,
that of the essay film (4 la The deaners and | [d. Agnes Varda,
2000], Sans soleil [d. Chris WMarker, 1982] and ny own “On
Hyperlinkage and the Evolution of the Species” [2005]%) and that of
the film diary (4 la Walden — Diaries, Notebooks and Sketches [d.
Jonas Mekas, 1969] and David Holzman’s Diary [d. Jim MBride, 1967]).
This will result, | think, in an aesthetically |oose and seem ngly
freewheeling film that has, at the sanme tine, a cohesive, |if
inmplicit, argunment and which is at once both enotionally engagi ng and

intellectually conpelling.

The films dualistic and multi-format point of view nmeans that
shooting style will be effected by who is behind the canera at any
gi ven nonent. Art has a very unique and very personal aesthetic style

that | don't doubt wll cone through in his self-shot interview
sequences and | have ny own aesthetic preferences (nanmely for
handhel d and long |l enses; call it the Cassavetes influence) that wll

no doubt be apparent in the footage shot by nyself. Point of view
will not effect the editing of the filmin any major way, suffice to
say that it’'ll be m who's cutting the picture and nmy own

subjectivity will obviously conme into play.

There is to be narration, which I will wite and possibly record; as
yet, | amstill unsure about this. The alternative to this is that |
wite the narration in third-person and have an anonynous female

narrator record it for nme. Basically, | wish to be present and not
present at once in the film | adore Marker’'s use of the anonynous
female narrator in Sans soleil for it seens extrenely hunble.
Detaching hinmself from self-centred words like ‘nme,” ‘ny,” °‘I,’

2 http://ww. ar chi ve. or g/ downl oad/ hyper | i nkage/ hyper | i nkage. mov
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Marker is a nmodest filnmmaker. Although nmny experiences are as
inmportant to the film as Art’s insofar as they are required for
conparison, | nyself amnot the main character of the film and do not
wish to make the film about the narrator’s first-person ‘ne’.
However, unlike another documentary | am currently working on

firelight, the nature of This is Mddern Art may ultimately require a
first-person narration track

My own segnments of the film are to use natural, practical and
avail able light sources only. | cannot speak for Art, however, upon
whom | am pl aci ng no aesthetic constraints.

There is to be no nusic in the film so the films rhythmis to be
based entirely on the visual and spoken elenents of the film As
someone who grew up in an age of handycanms and VHS-C, | am - to the
chagrin of many purists! — a huge believer in the aesthetic richness
of consumer-level hone novies and the rhythnms that occasionally
energe somewhat organically and unconsciously from them | also
believe in the poetry of spoken |anguage and always try, in both ny
witten essays and ny narration, to create a flow of words that is
al nrost nusical (though I nmake no clainms at actually being able to do
so). The goal, therefore, is to create a very structured, near-
musi cal rhythm out of spontaneously captured images and witten
narration.

There will be intercutting between the main narrative line, which is
to be nade up of conparisons between Art’s story and ny own, and a
kind of subplot, which is the making the film itself and the fact
that 1've asked Art to record his own interviews, which | nust then

revi ew and pass judgenent on as a fil mraker.

As | have hopefully made abundantly clear by now, This is Mdern Art
is to pivot around a significant nunber of dualities, both narrative
and formal, al | of which are, by definition, i nherently
juxtapositional. For this reason | needn’t discuss ny plans for the
use of juxtaposition in the filmany real depth.
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TONE.

The films prevailing tone is to be quietly inquisitive, progressing
through states that will tonally and formally resenble nmenmory (hazy,
timel ess and unstructured), investigative thought processes such as
those used in logic and scientific enquiry (inquisitive and seem ngly
obj ective), hone video (spontaneous and instinctual) and anthropol ogy
in the vein of Jean Rouch.

STRUCTURE.

As regards tinme, Art’s self-conducted interviews are to take place
over a seven day period in real life, though this is not to be made
explicit to the audience (unless Art nentions it in the interviews
hinself). The film s action and narration are to be presented ‘out of
time’ and specifics (dates, years etc.) are to be avoided. Tinme won't
really ‘progress’ in the film in any narrative sense, but wll
instead be a bit nore like time as it is in the mnd, where past and
present intermngle with one another. In sone ways, we may call this
a nenory film nore like ‘thinking’ than ‘storytelling’ (&4 la Sans
soleil, Mrror [d. Andrei Tarkovsky, 1975] and U ysses by Janes
Joyce).

As already detailed to sone extent, the films point of viewis split
between Art and nyself and whatever stories or narrative energe from
it wll do so through both or either one of us.

The structure of the film wll not be dependent on narrative
causation but on enotionally, intellectually and formally I ogical
di gressions and associative connections. The only way | can really

sumthis up is to cite Kubrick’s junp-cut from bone to space station
in 2001: A Space (Odyssey (1968) and to say, “Imagine a film where
such associative match-cutting takes place not only between images,
but between ideas and enotions as well.” Al inportant information in
the filmwll emerge in this way and with relatively little fanfare:
“invite the audience to dinner, don’t throw pies in their faces”;
i.e. subtly is the best policy.

The films climax wll be nultifaceted; in part it wll involve,
hopefully, Art discussing his parents and, at the same time, Art’s
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i mages and ny own reaching a point where they seem to presenting a
different person. If, indeed, that is what actually energes fromthe
footage; after all, it may well be that something else entirely
eventual |y becones the films focus.

Gven This is Mddern Art’s length, it is unlikely that there will be
many, if any, full sequences following the films clinmx and
providing its falling action; instead, there will be but one shot and
alittle bit of narration, both of which discussed at greater |length

in the followi ng, final, section.

REVELATI ON.

The last imge of the film is to taken from the rushes of ny
abandoned short film project, The Photographist, of which Art was the
lead actor. It is footage | took just before calling action; just
before, in other words, Art assuned a role for the canera. He is
| ooking to the right of franme, lighting a cigarette; it is a conplex,
per haps even perfect, image of soneone consuned, for the briefest
monent of time, by an irrelevant and transient task, allowing his
essence to becone, for a fleeting instant, capturable by the camera.

There’s nore truth, | believe, in this inage, which is better than
everything else | shot for that filmor wll likely shoot for this
one, than | can tell or put into words. And for this reason | just

like to look at it instead, sort of wshing that someone else had
shot it and that 1'd been its unconsci ous subject as opposed to its

al | -t oo-consci ous creator.
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