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Narrator: Jim Blashfield {B)

Interviewer: Heather O. PetrocellHP)

Date: August 23, 2011

Place: Jim Blashfield’s studio in Portland, Oregon
Transcribed by Carolee Harrison, January 2014
Audited by Meg Langford, February 2014

Semi-Verbatim Transcript

HP: This is Heather Oriana Petrocelli interviewimg Blashfield on August 23, 2011, in
Portland Oregon, in his studio. Jim, do | have pssian to record you for the Center for the

Moving Image oral history collection?
JB: Yes.
HP: Could you please state your full name, date,@ade of birth?

JB: My name is James Robert Blashfield, Jr., andg$ aorn September 4, 1944 in Seattle,
Washington, in King County Hospital.

HP: That's quite an answer. The way I've been stgréll the interviews is asking the narrators
to essentially tell me a little bit about how thitationship to film developed—if it was a

youthful, young-boy thing or if it came later on?

JB: When | was kid...you never heard anybody talkibgut becoming a flmmaker, as far as |
could tell. It wasn’t “Hey, I'm...” you know... it washa seventh-grader saying...“I've got a
script and I'm trying to take it around.” So | usiedremember when | was about nineteen years
old, when | was watching a film, it dawned on me-h&€Ee are made by actual people. | wonder
if I could make one.” | just didn't... it wathat fresh a thought, shall we say? About that
time...one of my interests was being an actor andasas in some plays at the Portland Civic
Theatre, and one of the plays | was in was “Thedsies.” And | played the mute. And another
person that was in this play was a guy named Jauséh, who was a couple of years older than
me, maybe three or four years older than me, anddsdearning to be a filmmaker, and in fact
had been making those short 8-millimeter films.

And I just glommed onto John. And we became frigadsl | learned quite a bit from
him, and | got to put my hands on a camera fofiteetime, and learned about editing; we just

spent lots of time trying to...overcome ridiculoushwical issues related to making a movie in



8mm and things like that. And | guess my modehattime really was entertainment films. I'd
seen documentaries, and I'd seen animation, andghbut | think that was in my mind, | think |
had in mind that | was going to both somehow stioege films, direct them, and act in them. |
believe that was what | thought | was going to do!

And so my interest developed, and at that timartatl seeing a wider variety of films.
Particularly, | was interested in Fellini, and hmember the filmHallelujah the Hills by...either
Jonas or Adolfas Mekas, | can’t remember which arfech | saw at Portland State. Some
alternative films—films that were alternatives b thormal entertainment that I'd grown up
with. Because | think one of my first images wawahted to make a James Bond movie. And |
had an image...l wanted a shot of a sports car coaprand, with the light filling the lens, you
know, and then a cool guy gets out...and, that wasitalb But then | began seeing these other
films, and began to think of myself more as, mdignad with Fellini or some of the absurdists.
As well as being interested in dramatic films.

So | started making an 8mm film on my own, callatide 20, which was a kind of
metaphorical, poetic film. So by the time CMI shawe on the scene, | don’t know how | knew
that there were going to be filmmaking classesoati&#hd State, but somehow it got in the wind,
and so by that time I'd actually been doing sortrarfiaking for a while, and | actually had a
16mm camera. So | just gravitated over to CMI. Arieen | tried to get in, | couldn’t get in
because the class was all filled up. Because tipicaas just behind the eight ball... [self-
mocking]Well, uh... some classag&s, well, they’d been announced for eight months o
something like that. But... | talked to Tom Taylor the phone and saldeally want to be in
this class he saidWell, | can put you on... you can come to the clafeses while, and if an
opening shows ugypu know if someone leaves the class then you could ha@rchass

So that’s how | got into CMI, and of course then IG¥d such a strong documentary
orientation, not just documentary but what Andidesnum called “the documentary idea.” He
taught a class called “The Documentary Idea,” whvels a kind of offshoot of pure
documentary, but really was more about the way wWnalries called “genuine human values”
are reflected in fictional films, as opposed tdifinal films that are mostly, you know, fantastic
or for entertainment or... that kind of thing. Sotthavhen | started to get introduced to both lots
of documentaries, but also...narrative films thatewearrative, but they were not purely for

entertainment—they were made by artists who hadetuny else up their sleeve, you know.



HP: To just kind of get the timing right in my heaau said that you had seen the Mekas
film...at PSU. Through the PSU Film Committee?

JB: Well, I don’t know. | wasn’t at PSU, so theresyast a point... sometime when I'm...I
don’t know how old | was. When | was 20, or somegi?i | mean, 19? Or something. Someone,
Oh look, that's Portland State Universitynean,Oh look,you can..l had attended there... |
don’t think... I was not that truly engaged with sohg/ou know... up to the point that | actually
got into the film department. Yeah, somebody s&ity’re showing films tonighin such-and-
such a roomgo you want to g | had a friend who was sort of ahead of me imseof his
appreciation of other kinds of films, so | just weight along, and watched this crazy... [holding

back laughter] watched this crazy, crazy film!

HP: And then when you finally did start getting iritee CMI classes, it wasn't that you had
actuallybeengoing to PSU?

JB: Oh, | had been going. | have quite the brokdlege, crumpled and taped-together college
career, so |... by that time, | may well have gonaootland State at least two other times. Well,
I think that by that time | had to Portland Statelably twice, I'd gone to College of Marin in
Marin County, and | had gone to Clark College im®dauver. I'd gone to all of those places, in,

you know, fits and starts really.

HP: And then, as far as the... you had been making ffou’d done that 8mm; you had a
16mm camera, you had your friend that you had kzhthings from and worked together with.

So was CMI your firstormal film education, in an academic setting?

JB: Well, actually myfirst formal education was at College of Marin, and dswwhat was
called a film appreciation class. We would watck,watched the entirety dfitoleranceon
8mm from one end to another, silent. You know,aswonder..., we saall of the historically

sig—or a huge number of historically significaritfs there. But it wasn't a production



environment, which was fine. It was an appreciatioimtroduction to history of film, you might

say.

HP: When you enrolled in CMI, you've mentioned béthdries Deinumand Tom Taylor; did

you actively seek out both theory and productiooeon?

JB: Yeah, yeah. | actually... once | enrolled at Rortl State in order to take filmmaking
classes at CMI, the first thing that was on my mawass production, but very quickly we were...1
suppose Tom said\ndries Deinum'’s classes are very important anaduild recommend that

you take theml don’t know how it came about, but very quickipst of us slipped over into
Andries Deinum’s classes, which were theory, plojpbg ...they were all kinds of things. They
certainly weren’t most people’s idea of...they did®@ally conform to, | don’t think, to either
previous or more modern notions of how you...of férticism or theory study, because they
were so personal. Andries said, “l teach myselféadingl teach through my experience of a
person engaged with the making of moving imagestagidvalue culturally, and my own
experience with thatll of his classes were basically... all of hissdas were, he would sit at a
desk on the stage with his file cards, and he wmadgtbe talk about the film we had seen the
previous Tuesday, which had just been a viewingasiin—I don’t think there was any lecture
associated with it. And then he might use thati¢i kff his discussion, or his thoughts. And

then we also, we kept journals. That's how ouripigdtion was evaluated, | guess. But he saw it
as kind of a conversation between him and his siisgdeo we would keep journals and turn them
in, I don’t know, on some kind of basis in which iha&d commented upon, talked about, about

both things that he had said in class and alsfilths.

HP: How would you characterize Deinum as a profés$das he someone that... | mean, from

your experiences, how would you characterize highatkof teaching film?

JB: Yeah.

HP: | guess beyond, “I teach myself.”



JB: Well, I'm not too sure how much more | can dayould say that he brought up lots of
ideas about the role of film in culture; about lsraf films, films that he felt. | guess as | said
before, reflected genuine human values, and whyelwant to reflect genuine human values;
and, you know, so he stimulated us. One of thegthire did is he set up a “film/movie”
dichotomy, so basically he’s saying that what weklof as entertainment films are movies, and
then there are these other, these other thingsdciiliins, and they might be documentaries and
they might be narrative films of a certain type andn. And this got all kinds of conversations
going, because one, it irritated people. [laughidg]would, well, you knowywhy are you

making this distinctiod But he was making it because it was useful fopfgto be able to
consider certain things which were really alignethwalues and function. And of course films
don’t divide that easily. But those extremes wegzipful.

So his way of teaching basically was to give, veagrovide alternate ways to think about
things, and to say interesting and provocativegitmat would cause us to respond, to agree or
disagree, or talk among ourselves and say... we foimdo be very bright and stimulating, and
so the filmmaking students that | knew from clagsenalso taking his class. We were... this
conversation was always going on. And it was b#lgigast a big investigation of what the
actual function of being a filmmaker might be othiean having a career and being famous or
something. And it affected everybody, it affectedple who would... who did not come into
any of the classes thinking that they were intect#t documentary, but almost everyone
became interested in documentary, including meoudldn’t have said | had no interest in it, but
I... everybody just became... you know, we saw lotdafumentary films, and discussed them,
and everybody just became very, very interestedays in which documentary does and does
not reflect reality, and in what ways does it disteality and which ways does in reflect it and...
we talked about, we discussed or heard about medelsaghallenge for Change Canada,
in which film—at that time, you have to remembaérstis 1971 or something like this—in which
film is basically, films are being made and shownT® with the function of helping one part of
a population understand things about another pahiegpopulation. There were some interesting
conclusions.

One conclusion | came to—remember, these werepditycal times, also—and one of
the conclusions that | came to was you should befdaabout making an insightful

documentary about a group of people, unless you teaake the risk of destroying them.



Because a really successful film will, a really s@ssful documentary will provide insights into
the interior functioning of a subculture, shall gay, that you might not be able to get otherwise
as an outsider, and information creates the pdisgibf making this population more vulnerable,
if it's accurate Oh, this is how they work; oh, this is how theypkhAnd, you know, since

there’s so much, there’s so much... [exhales] hisadlgi, there’s just been so much energy
invested in removing, removing indigenous populatiand small population groups from the
country that you claim as your own, | mean it's @& and forever an ongoing thing. So that
came up too. Here we are, we’re glorifying and apating documentary, and then this idea
comes upHmm. | wonder if we should bejust taking the wholesale attitude that good
documentaries that show how people in situatiomsaip are good things. Maybe there are some
downsides to this, too.

And maybe the best documentary of, say, an endedggoup can have the effect of
leading to their demise. An interesting and proti@eahought. | mean, and it really seems
almost to be true, because, if you... there’s thalsAmerican Indians that are very isolated...
and I'm not really very knowledgeable but, a cougflgroups that are very very isolated, and
these efforts to get in there and photograph tlemwouldn’t that be goodEthnographic film
was a big part of what we were watching and legraioout, and so, therefore, from an academic
or some other standpoint, wouldn’t it be worthwhdeget in to this group of people where
outsiders have never ventured, and get close to #mel document them? And you can just see
where that one leads. | mean, you just know... bexalishat's accelerated more today, you can
just see that it goes right on TV, and immediateBy’re, the people are being plucked out to be
clothing models or something. | mean, whatever gauthink of to capitalize, | mean, in other

words, it's sort of evident now. [chuckling]

HP: Was there a particular experience then—Ilikéna that you had been part of or a film that

you... either some of your fellow, your cohort orrfr@aylor or Deinum that...[interrupted] ?

JB: Yeah. Yeah, there was a film, and | can’t sayeshere was a film... there was a film
and I'm not sure which tribespeople it was aboatnTTaylor presented it as this film that was,
that we should watch that was very very good, &ed 1 believe he also described some



conditions that, and situations that followed, tledtto their demise. And | think he raised that

guestion of—sn’t this a mixed blessing

HP: Interesting.

JB: Yeah. Also, | mean, another one that may haea lrethe same film, or it may have been
in another film, that, it was a film about a tritieat, the men in a tribe who were hunting... either
a large animal, maybe a giraffe, or maybe an elaplian not sure; and it’s all about how these
people working as a team managed to hunt and t@aka this animal. And the way the story
went is, and when you watch the film, you see d¢isisurring. But the behind-the-scenes story
that Tom told us was that they were running ouighit before the animal was completely taken
down, and they needed to get a shot of the anyirad there dead at the end of their process.
And so one of the people who had a gun shot thealnlt was close to... it was going to die
anyway, it had been hunted down, it would die soondater, but it would die after dark. So
someone shot the animal, and they filmed it asghdhat had not occurred, and... we began to
see these aspects of... of [chuckling] related tcsthealled truth-telling, the so-called truth-

telling of ethnographic film.

HP: Before | move on to learn more about your exgeres with Tom Taylor, was there
anything that you... looking back, to, what 1971-igbout forty years ago, were there any
threads of things you learned with Deinum that retuek with you, or changed your career as a

filmmaker?

JB: Oh, I think that everything that | learned, laneeverything that | can remember that went
in my head, when | was at CMI stuck with me. Eveough the films that I... | made a variety of
films; | did make some documentaries after thad, lamas making... for a while | was making
public relations documentaries for what is now Me#nd | took some ideas... we, you know,
so this idea, coming out of what I just said, isa ofhow can you make documentaries that
have a high level of authenticity to thewas in our heads. Whether this public informafiom
about land use really needed to have that levautifenticity or not, | don’t know, but it was

certainly in my head as | was directing, for examphe mayor of Beaverton as he was talking



about their responsibilities to development in @gng Beaverton, for example. Rather than
doing—film was expensive, unlike video, it was vexpensive—and so rather than doing, as
many people would do, which would be probably te-imterview and then perhaps write him a
little script in which he would concisely say tlinnigs, the points that you thought would help
move the story forward, | would ask leading questiand just let them talk. And | was pretty
good at asking the leading questions... | could, kmaw, if they would go in the wrong
direction | could kind of get them back. But | wast telling them what to say. | was waiting for
it to come out, so that the result would be bothlienweal, but also, other things might be said that
| would not have thought of; and the person’s peaity comes out, and they’re not suddenly
feeling likeoh, I'm supposed to perform something hdilgey get to continue to just talk. Well,
| suppose | spent many many hundreds of dollafdrarthat, when | looked at it, was going
well, I'm not using this and this and this, and Ifrat using this, I'm not using thigou know.

But, I'm glad about it. It led to a much more exjliory approach to shooting films.

Yeah, so | did make some documentaries and you kwidtv Jack Sanders | made the
historical documentaryhey Hailed a Steamboat Anyplabet even, later, when | think of it, the
most... later, when | started doing music videosTalking Heads and Paul Simon and Peter
Gabriel and folks. Since mostly these were peoie ithought had something to say as
musicians; that they were reflecting upon thingd thattered and were of interest to them, |
treated these music videos as documentaries to degree. If you look at them with that in
mind, you might be able to see it. So that | waulekt with them and say something likeéell,
what were you thinking... what were you thinking dlvaduen you wrote these lined®nd try
to... get them to just expand from that, and basicadlt of... figure out who they were, and
leave enough time and space to figure out who wWese so that | knew that if | went in and
worked on these pieces, which | was doing prettgraamously, that | would be doing so with
respect for who they really were and what they weadly trying to do with this artwork that
they made.

And so in that way, | think that kind of mirrorsetidea of ... well, we know that there’s
sort of a... there’s a couple ways to document soimgti©one is to have a preconception, which
often very much drives it. Why would even think ywanted to go document something if you
didn’t have some preconception about what... thatg worthwhile? But often what you take

with you are more than that, a notion that it's thahile. You often start taking some of your



conclusions with you as well, when you go into doeumenting process; you say wéilis is
probably... I'd better talk to them about this; | asge this to be trueAnd you might even, you
might find that there’s just, for an example, sammgg ironic in the story, in your thinking,
before you’ve ever spoken to them. Maybe there&srdlict of values or something, and so
maybe you go in basically, in many cases, peopl& gath the story already figured out, and
are allegedly making a fillmboutsomebody, but really they're just employing thegle to
carry out their own preconceptions. And, so thatis way to make a film.

Then the other way, that we learned at CMI, wagchdg go hang out, and be with the
people for... see if you can allow them to let yowaldey on the wall, and maybe be involved
with them for a while, get to know them, so thatthg time you start — and don’t — with no
cameras, nothing — and by the time you start, yilithave gotten to know some of the people a
bit, you start to maybe see things going on yotenawuld have anticipated. Very often, you
just, once you've got that comfort level going, yast start to record, very often, ending the day
goingOh, man, | don’t know what I’'m going to do wittis footage you know, because maybe it
didn’t seem like what you were thinking, what yoares making a film about wasn’t reflected
there at all. And then after you’ve shot your aitis of hours, in the editing—I mean, it's
basically a way of making films that respects th&an that the film will be discovered in the
editing process. You start out with this data graat've gathered, and then you stare at it, and
perhaps you see... what often will happen is youhgough the footage and maybe show it to
other people and you hear what people are talknogitat, and you se@h, | see the story is
really something different than I thought. | seeis-ffart that | couldn’t understand what was
going on here, why were the people doing that? Waat actually whatvasgoing on And we
thought it was about the wedding, but really it vahsut something else that was showing up in
the scenes. And so you find your movie through @secAnd | took that and applied it... So
those were some of the values that were taughg ta GMI. Central to it, respect for your
subject matter; | mean for yopeople;respect for your people... just respect for the pzopl

But that experience of finding the film in the fage, finding a film that you did not
necessarily anticipate that you were going to makbe footage, led me down some other paths,
to one of my other areas, which is doing experimenbrk, and work that... um, well, doing
experimental work. One film that | did call@the Mid-Torso of Inezhat | did with Vern Luce,

was really based on the experience of editing yay out of corners in a documentary. Because



the documentary, not only being about what it'sidpoeeds to have certain structural elements
to it so that it works for people on an emotionad éogical and dramatic basis. And very often,
you know, in the film, you might, in a documentaygu might say just don’t know where these
scenes are going to go in this film; they don’treée belong here, and they don’t seem to belong
here, and yet it seems like they should be iniltme.f And sometimes you get them to fit by
restructuring the entire film to get this one sactiNow you have a very different film, and
maybe that was a good idea and maybe notTBatMid-Torso of Inewas kind of based on the
experience of treating your own footage as fournddge, in a way, and also based on the
alleged experiences of Salvador Dali and Bunuehwhey were makingndalusian DogThey
described it. It was described as a film in whiolyt had agreed—this is my recollection—they
described it as a film they were going to make mclv one scene did not connect with another.
They were going make sure that the scenes they didd®t bear a relationship to one another,
and that’s what they were going to use, kind aha# ... whatever you want to call it... set of
circumstances that they were going to deal with akdy,some kind of order is going to be
created, but we're already setting ourselves updisorder, and now what will come out df it

And so | was very interested in that, so we mBblde Mid-Torso of Inein that way,
started out making it in that way. But | found,tjas I've found since then, that that’'s hard to do.
It's hard to say am making a..to have in your mind you're going to make somedkaf
coherent thing, and to willfully make scenes thanhdt relate to one another, because there’s a
kind of human desire to get things to connect t® amother, to make sense with one another.
Because there’s a little part that looks at théaslier that you're intentionally making for
yourself and wants it to be successful. So you'redals with yourself, and... um, yeah. It is very
hard not to start to want to connect things an@shg scenes to support the things you've
already shot. It's very hard to get yourself to dotthat, because the, you know the [laughing]...
the cloud of disaster is hanging over your, oves pioject, which of course it should be, you
know, and many people consider that a ridiculousgtto be doing, but artists basically do it all
the time: Create problems for themselves and,arstiution, find both maybe new structural
possibilities for something, and also maybe newesatlmatter. And maybe a new emotional
relationship to the things that they make.

So, that came out of documentary, but it also cantef any number of other things that

| was interested in, including, let’'s s&yallelujah the Hillsoriginally, but then in the early ‘70s



I...  was always interested in experimental filmoghexperimental films. So in the early *70s
[coughs] I started going to the Bellevue Film Reatialong with a lot of people. And the
Bellevue Film Festival, believe it or not, in a pping mall in Bellevue, was one of the premier
independent short film experimental film festivadghe country, and maybe in the world. It had
a thousand-dollar grand prize, which was unheaid tife early ‘70s, really just unheard of.
And so all of the sort of heroes, you know, theezenloads of New York and San Francisco
experimental filmmakers, and then various otheppescattered around the country, and you
would go to these screenings which were... well, gtayted at 9 o’clock in the morning and
went until 2 o’clock at night with different filmglaying, | mean it was a... it was really... you
know, pressed—really, really pushed you. But we ldovatch them, and we would—some of
these films were very hard to watch, too. Soméneft were extremely challenging; they were
the kinds of films that might be very actually uegsant to sit through in the present, but which
stay with you and which you never forget, becatsg kind of work on your dreams and they
work on your unconscious. [coughs] They are remdliyto amuse you in the moment. The idea
that film is supposed to be an amusement, that @esngeu in the moment, is just one idea that
you can have about filmmaking. There’s plenty ¢ftlaat ingratiates and provokes over a period
of time. And so we were seeing lots of films likat, too. The idea of really playing around
with... oh, all kinds of things—time, expectationsst all kinds of notions, was very exciting.
CMTI's relationship to these kinds of things wassonpive. Let me just put it this way. In
practice, it was supportive. CMI was defin—was| said, based on the notion of the social
function of basically documentary and the documsrnitiea. And Andries Deinum would talk
about certain films that he had seen, meaning thikse experimental films that | had seen,
which he called “moving wallpaper,” and... so he wasinterested in those films. He was not
interested in a graphic film.

And of course, right in, about in there, there adst of really kind of wild stuff being
putin 1971... a lot of stuff coming out of the sdecr@vements that were going on that was
making its way onto film that was... there was jubskimds of stuff going on. But Deinum |
would say... | don't really know what he thought ofyau know, | made a film calleBddie’s
Tennis Shoe#\nd... a 16mm film, which | made up under the canserd then managed to
somehow... | borrowed CMI’s old news camera and | agaal to put the soundtrack on the

film, on this animated film, before it ever evenniéo the lab, so that it came out of the lab and



we put it directly in the projector and it had aisdtrack. The soundtrack wasn’t in sync or
anything, but it was a soundtrack | made that didave to be in sync, and part of the
experiment would bBow do these images that I've never seen go togefitie the sound?o |
remember, | worked this out with Tom, could we Mdis tand this and this, could we get this to
work, blah blah blah. It came out of the lab. Istcthirty-one dollars or something, and we put it
in the projector, and there it was! Just merrilgyhg along with its sound, the sound seemed to
be going nicely with the images, and Tom was emtibout that.

And... Deinum, that wasn'’t his — certainly, it wasryou know, the thing he would be
most interested in. | imagine when he saw it, werh@ps kind of astonished by it too. | suspect
he could see—I'm not just talking about my own wdhn just talking about anybody’s work
that was off of his central interest—I'm sure hessalue in many places other than just his
focus. But his focus was serious. CMI, the produrctinit, there were... we, we made
documentaries and were encouraged to, but westsme people made narrative films, and
some people made animation, and that was all caetplgupported. It wasn'’t... it wasn’t
taught. If you wanted to make an animated film, gidaetter find out how to do it, because Tom
Taylor will show you where the camera is and show where the single-frame button is, and...
but he’s not prepared to teach animation, becag'seahkind of a documentary and public

information kind of filmmaker himself. But everytig was... nothing was “not allowed.”

HP: How would you characterize Tom Taylor? He cieadems like he was a collaborator as

much as a teacher in some respects?

JB: Let me think. Well, the first thing, you probgltiear this from a thousand people. The first
thing you notice about Tom Taylor as a studeneisoke so quietly you could hardly hear him.
And he appeared very reticent and shy. So thatdwddssometimes not make full sentences as
he was telling you things... So people just haddteh very carefully. And that was a central
aspect of who he... of his presentation, who he Waswas also a very determined and focused
person, right along the very same lines as Anddiisum, but more from a production... but,
well, right along the lines of Andries Deinum, leetsame cam@ndhe was a production guy.
Who had worked in L.A. on various films and thiraggl had come up, been brought up by

Andries Deinum to produce... produce a series focational television here. So that's how



Tom got here, as the guy who was going to shoathings that Andries Deinum was going to
be talking about itrban Mosai¢ the TV show that he dreamed up.

Tom was a facilitator. So there’s Tom and whattieks and believes, and what he
teaches, and then there’s Tom the facilitator, whastion was to get, along with Andries, to get
equipment into people’s hands. And, CMI had a eagkunch of equipment, too. This notion of
putting production equipment in people’s hands eedral to the Center for the Moving Image,
and the reason, the idea behind that was thastiould come from real people talking about
their lives and things that are of concern andr@geto them, not from professionals looking for
markets for films, or with glossy notions of howgresent things. Nothing could make them
happier than somebody from the sociology departnoergomewhere, coming over and wanting
to make a film about something that was of intereshem. And that was really one of the
central functions of CMI. [pauses]

Let’s see, what was | going to say about that.Olot of people wished that CMI would
become a department, because they would like tormmafilm and maybe get a degree in film.
And you could see why students might like that—tlose film, and they would like to do that.
Andries and Tom were opposed to it; they did nattiteto be a department. They wanted it
to... they thought that film should always &leoutsomething, would be the way that they'd put
it. Not a product... that film should come out of ps genuine interests and passions. | think
Andries talked about “inspired amateurs.” That fas \mterested in CMI developing inspired
amateurs. Which is really pretty great. So thasisitally what they did, and of course some
people... yeah, and some of those inspired amateanlg wne film. Diana Cvitanovich made a
film which turned out to be a really significantrpait of a certain part of the riverine
environment around Portland... It was what she dan@do and it was what she made. And
there were others like that, and then there wamedbat just went on to make loads of films,
and go out and become filmmakers, you know. Bwiis not the objective of CMI to create
bundles of filmmakers heading out into the worldyéb jobs. [45:03]

HP: For your time there, who were some of the filmkera in your communitthen in CMI,

who you have maintained some kind of relationship w the present?



JB: Oh, who are some of the filmmakers that wer@lved with CMI in those days that | still
have relationships with? Well, Jack Sanders wadla student, and we did the steamboat
documentary together, and planned some other psdjeat didn’'t occur. And along that way,
we did interesting things together and becamedseifihe fact is that this, particularly where |
seem to be at right now, | don’t see a lot of pe@d often as | used to, you know? Just because
people are doing different things at a certain pminheir lives. But, so, | mean some of the
people who were my... Tom Taylor asked me to teasltlaiss for him for a year when he went
on sabbatical, in maybe 72 or something like t&atthere are some people who were my
students. And Jim Likowski was one, and Mark Velkei and... Diana, and, and others, Lori
Meeker, who had previously been a student of miri@eveland High School and then was a
student of mine at Portland State and then she aretd be a film teacher and filmmaker at
Evergreen. | might have to think a bit to... but,tqua few people. [pause] Yeah, quite a few
people.

HP: Do you mind if | change the tape real quick?

JB: Nuh-uh.

[new tape]

JB: Yeah, some of the other people that were thietfeeatime, Harry Dawson was there;
Charles Auch; this was in the beginning, the fuatple years of CMI... Peggy Lindquist—
Blashfield at the time—the woman to whom | was mearwas there taking classes; various
people would... Joe Uris would float through; orhbaldn’t say float through, | think he and
Brooke did a project together. Clyde Keller; I'ntresd'm leaving out some other people. At any
rate, you know, the question that you havéisw does the influence of CMI, does the
influence... Did CMI continue to have an influencerdime?You might have to do some
detective work there, because most of the peopleythu’'re talking about, who were there, are
now in their sixties. [pauses] Some of the peoalmht, and so, that be one way to kind of track
this.



Well, | taught, and so surely | must have influehpeople who are maybe, oh, ten years
younger than | was. And others—I mean, | taughtethend | also taught at Artist in the Schools,
you know, I'm not sure what kind of serious filmnnady... teaching | was able to do in Artist in
the Schools; | was kind of guerilla flmmaking... Bat any rate, | guess what I'm getting at
is... well, how would that influence be pushed fordéANnd usually it is pushed forward, either
through mentors, people who maybe hire youngerlpespo are then influenced by them, and
another is through... academically, through leartiingmaking from people. So | think you
might have to kind of get into that realm. Okalgelcheck with the—this is your group—check
with the thirty-five and forty-year-old filmmakeesound here and see if any of them have any
connections back to any of these people. Becatmsgvase | think it's kind of hard to track,
really. Do you see what | mean? Because basidadgixty-somethings may not know very
much about what the forty-year-olds are doing, ffiillakers are doing right now. In my case,
many of them are just names of people. Sarah Mdreres the filmmaker and editor, is in about
that age group, over on the other side of my walll she and her husband Reed Harkness are
filmmakers who, among other things, are documerftiinynakers, who | would not be surprised
from knowing... the degree to which | know them ttiety aren’t really reflection—I believe
that they are reflections of many of these valhas £m talking about, but | have no way of
knowing.

You know, | think a lot of these values got oubitite culture. | think a lot of these
values got out into the culture. Obviously, thelst of awareness now that the so-called
reality, mediated reality that's been fed to usgrabhe years, is not really reality. But that was n
really so clear in 1968. Or 1970. That was notleardo people. We had to kind of learn that,
but I think most of the thirty-year-olds and fostgar-olds who are interested in these things
understand that it's about something else other taplicating the dominant paradigm. And
that’s... did CMI make that happen? It might havéueahced it; who even knows about the
butterfly wing, you know? But... the other thing yoould say was that CMI was a harbinger...
that CMI was a kind of harbinger of consciousnessoime, an early example of certain types of
awareness that became more commonplace among pdupleared about these things, over
time. Yeah. But still, it could be, | know you wadubrobably like to track down the real and true

humans who were dragging the tablets with them thegre probably... could be done.



Really, in fact, a lot of the Chamberlin/Blakes&eédburne films, they reflect that. |
think particularly of the ocean filnbband’s Edge There was a... there was an interest in
breaking down the wall. And some of it was justistit—Yyou can see it right now; you can see,
you know, like all the commercials and everythiwgh the flash frames in between people
speaking, which of course comes out of documentartyit just basically became a style for
making things seem more authentic than they agtwadte. InLand’s Edgethere’s one scene,
that | thought was so cool at the time—this was 1073 or something like that—they're off on
this fishing boat in a storm, and Richard is shaptand Tom has the microphone and is slating
at the beginning of the shot. And, oh man, you knibw water line is going up and down like
this. But the shot begins with Tom kind of standimghe doorway, kind of holding himself
against the door, and slating the shot by tapgiegricrophone, which is a way that you could
do it. And then the camera moves around and shiosvshiot, but that was left in... at the time,
that was breaking down the illusion. It wouldn’t $e unusual now, but it was unusual then, and
the fact that, you know, that they... they sadg’re in this place here, and we’re going to make
our presence known; we're documenting .tNi&’re not going to pretend like we’re not hete. |

was significant, | would say, at least for me.

HP: This is sort of a non sequitur, but oddly sonmeghust that made me think of this. | was
reading something about you where you have a rapatior working successfully, being a
prominent filmmaker in the Pacific Northwest andtRmd, specifically, and one of the things of
note is that you kept a lot of the business inlBod; you didn’t leave to go do things, you
stayed here. Could you just talk to me a littlegtibut how... | mean, clearly that must have
been a very pointed decision, you must have agtetided to do it that way, or... am |

mistaken?

JB: Well, when we began... you know, the first filnhsit we did, Melissa and I, that were

really for outside of this region, that were gotogoe distributed on a large scale, were the music
videos that Melissa clicked into action. You kndwad made a film calle8uspicious
Circumstancesan animated cut-out film, and Melissa had seoffito Talking Heads’
management without... out of the blue. | had beahé&top Making Sensmncert a couple of

years before and had suddenly just, well, | &, but suddenly become a huge Talking Heads



fan, and Melissa knew that, aBdspicious Circumstancess a film that was getting a lot of
attention, and so she just, rather than listeng¢omino might say, “Gee, I’'m not sure that they
would really like it, or want me to make their vader them, ohhh | don’t know about that”;
Melissa just sent it off. And within a couple ofydave get this response ba€lavid [Byrne]
wants to talk to you about doing a music videcatteir new songSo, we went into... we began
working extremely hard on this. And it was extreynaérvous-making, you know, to be... here,
What are we doing heré®e said that in 28 days we would be able to deliodv TV a music
video for Talking Heads!

So we gathered people around us and just beganngaright and day on it. And one of
the things that | insisted on was that it all bptke secret. So that none of the people working on
the film, everyone agreed they would not talk abguhey wouldn’t tell their friends or
anything what they were doing. Because | had aawonihat, you know, that if it got out it
would become a distraction to what we were doirgdy\ahat we were trying to do was hard
enough anyway without suddenly being so self-canscabout what you're doingie’re
making a video for Talking Head&nd, so everybody kept it quiet, and, right utti¢ end,
and... well, let me drop back a little bit.

Harry Dawson—this actually relates—Harry Dawsorg tre filmmakers | mentioned,
influenced by the Center for the Moving Image, haatle a film calledawson Family Reunion
for the very first Portland, the very first Northstd=ilm Festival, the very first one. With a juror
from San Francisco. And it was in the Berg Swartitatium at the museum. It was filled with
people, the first big film festival, and there waikkinds of films, including Blakeslee and
Shadburne and Chamberlin had a film in there, andyl have, | don’t know; bunches of people
did, probably people from out of the state. Andrjdrad made this filmDawson Family
Reunion which was an 8mm film, silent, half-hour longkéa, photographed without a tripod,
just documenting his own family reunion. No souadlg so, there’s just this footage, and it's
not, it has no dramatic structure to it, it is jusing med—and, once again, with the passage of
time, it's really hard to kind of see the significe of what I'm talking about—using media, not
to glamorize something or entertain, but to simgby might say honor, or recognize the
ordinariness of the things that go on around &, riatter to us. And that was his film. A half-
hour long, no sound, camera wobbling around... yawkrieenagers standing and kind of being

shy with one another, and people eating potatasalad the juror gave it first prize.



And it created quite a stir, and there was boaamgl it was such a departure from the
conventional notion of what a well-made film wasuyknow? And it was a precursor of some of
the current aesthetics, which is, craft is nottighest thing. It was intentional. Harry knew how
to shoot film with a tripod and make professior@ing images, and so when he got first prize,
and | think Blakeslee/Shadburne/Chamberlin mayltesgoond or third prize, of fifty dollars |
suppose, and Richard sent the fifty-dollar prizekita the festival with the instruction that it be
used to buy Harry Dawson a tripod! [laughing] Sis #ind of shows you... where things were,
until we all kind of merged in a way, or, not eveng. Some people stayed just... they always
were commercial; that was their interest, and stayed that way. Others, like
Chamberlin/Shadburne/Blakeslee, trying to do peabmork in a commercially distributed
venue, and then others making films that you wémlolw would have no distribution
whatsoever, but you're making them because you.. .weni to.

So, let’s see, so why did | bring this up? Oh. Tdea of Harry making a film about
something ordinary around him. In my filguspicious Circumstancdaswas very much about
an appreciation of ordinary stuff around us; it whet in my a—animated film, but made in my
apartment, from photos of details of the apartnaewt so on. A Pepsi bottle, cans of food... and
that was an aesthetic—that was both a values @sdi@n aesthetic that was a very interesting...
was of interest to me, and | wanted it to contitaube reflected in my, in this Talking Heads
video. And | knew the Talking Heads would be thegaet ones, really, that they would really
getwhy | would want to show certain things. The cedgion of the ordinary things around us
that made up the imagery. And you can see a ditguiection between tiguspicious
Circumstancesnd that Talking Heads video for the song “And ®fes.” So, right from the
start, that was to be a personal, that was to bbee.Talking Heads video was to be a reflection
of those values, while illustrating and complemegtihe song.

So it was to be about what's real, and we live lrefeortland, therefore it's going to
have Portland in it. Now, the people that workedtawere going to be from Portland. One thing
that was very... you know, there was two aspectldd this question of having as much
production go on here as possible. One was a v#iugs Its basically, Los Angeles—what |
would call Los Angeles values—versus Portland val@mmercial filmmaking values versus
personal filmmaking values. So, part of it was megsa thing, and part of it was simply fear,

that... and this continued for a long time, was... swamy relationship to the what | call the



commercial world, was very suspicious. A very saspis relationship. | felt, | feared that that
world wanted to impose; that if | got in a situatihere | was working with people with
different values, that they would attempt to imptssr values upon me and | would end up
making something that... was not valuable to me. &typfear of, you, of... partly fear.

For example, in the ensuing videos, so the ideatw&sep the production here, use local
people because there are local people here who koamto do all of these things, and keep it,
keep the other people away; keep the people wied his—we’re making something for them
that’s extra special; they should give us someepacnake it. We know that what we’re making
is extra special. And they recognized it too, with completion of the Talking Heads video
which was this big smash, and from that point @epethough | had relationships with L.A. and
| would sometimes shoot parts of things in L.Awés understood that we produced these things
here. And it was the rarest occasion where anyame the production companies we were
working with ever came here. That's how much tthely had. So | guess you can see what it
is—it’s an attempt to just keep it personal, as Imas possible, throughout the whole process.
Respect the fact that even though this person idoédsn’t have a name—you know, this person
working on your film, there’s no name in the L.Anf industry for the task this person is
carrying out, but that doesn’t mean they can’'tycérout. It was that kind of thing. It was sort of
chip-on-shoulder, fear, and pursuing a values str@dat was kind of what that was about, and

it just continued.

HP: What was the order... so youSuspicious Circumstancésd directly—because Melissa
mailed the tape to Talking Heads—Iled to “And ShesWwahich... that went into...[Jim starts to

answer]?

JB: Oh. Oh, yeah. So the Talking Heads video lead fafione call from Warner Brothers
Records. It was made just through Talking Headsiagament, and Warner Brothers, who was
the distributor for Sire | guess, and for Talkingads, | guess that’s how it goes, they didn’t
really have any—we didn’t have any communicatioits hem. But then Warner Brothers, a
guy named Jeff Ayeroff at Warner Brothers who wes\ideo guy and had... an amazing guy,
with a lot of respect for artists working right stkan the middle of the record business. With

real trust and belief in artists. Got a call froomhhat he wanted us to come down to L.A., so



rer, rer, rer, v [indicating movement], you know, we were all watdalpihis, watching the—we
were all watching the first screening of “And Sha&Von MTV, and MTV, once again, another
thing which doesn’t make very much sense to mayleaty-year-olds now, MTV was very
adventurous at that time and really wanting thitngs were different. And kinda wild and
woolly, you know, really not programmatic that much

So Jeff Ayeroff calls and saygpu’re hot. We want you to come down to L.A. anet me
with us Oh...we’re “hot,” Melissa. You know, you can’t even believe that anyone’srsgyhat
about youAnd talk to you about directing some other thir@s... “directing.” They're saying
I’'m a director. Because | think I'm a filmmaker. Vide down to Warner Brothers and we meet
with Jeff Ayeroff who presents himself—his officadhone wall half torn out, with the studs
showing, and that’s kind of his aesthetic—and tbepensive chairs. So it's very L.A., you
know, expensive leather chairs and then one wadl ki half torn out, to reflect [chuckling] a
down-to-earth kind of rock-and-roll aspect. Yeakay so then we hop in the car and we go out
to meet Joni Mitchell out at Malibu, and we haverdir there, and decide that, um, I'm actually
so exhausted that even though | would love to neakieeo for Joni Mitchell, I... you know, we
just worked for twenty-eight days hardly withowegbing. So anyway, we met with her, and that
led to doing a video for Joni Mitchell, and theattted... oh, once again, back home, to doing a
video for Nu Shooz.

A Portland-based band, Nu Shooz, who had a bigadaicand, you know, it was... |
suppose someone could €aly, well no, you should be working with more welbkn peopler
something like that, but no, it was “this is Pamtld’ Yeah, okay, so now we’re going to do a
video with Nu Shooz, and I'm going to push impratisn as far as | can. I'm not going to...
we’re going to set up a shooting date and a staidicbl’m not going to give it one moment’s
thought until that morning when it's time to go ovleere. And so [coughs] and so that morning
I... | put, somehow, | put our kitchen table and claad our lamp from our house and some
other things, coffee pot, and some other thingayrcar and went over to the shoot. There’s an
account of this that a woman writes really quiteety for a blog. And walked in, and met the
band, and you know, by now, having done those tideos, and I'm established as a guy who...
you let him do the things he wants, because thHa#'lbest. And so [smile in his voice] |

remember standing in front of them, the whole caed everybody, standing in front of them



saying [becoming seriou§}kay. Well, we're about ready, and I'm going toldaek in ten
minutes to tell you what we’re going to dd.which point I... and | still hadn’t any idea.

And | walked down and | began looking at, you knitvey shot commercials at this place
and so they had walls and they had backdrops aiffd &bd | just began getting people to bring
them out. Oh, and then... | think it was incorreetthhad no plan, because | had arranged for
someone to bring their dog, and once we were dberetwe decided we needed a doghouse. So
| sent some people over to basically steal the dogd from some friends who were on vacation,
and bring it over, and then | went out and | gduanpster out of the yard, and we hooked the
dumpster up with fishing line so it could go up awvn, and we... Oh, and | brought some
tools for Valerie, | thought she should have soepair tools to fix a—beginning to dawn on me,
she needs to be fixing a coffee pot here, in titsrnational dance hit. Needs to be really about
small appliance repair, that would be best! [lajidtrel so that happened, and then, huh, well,
that was so funny, too.

See, this whole thing of, you know, | know that..agkit was extremely exciting for me
to be doing this work and being able to get a chdado it; it was really exhilarating. And at the
same time, | was very wary of the kind of celebatthusiasm that surrounded it. | suppose in a
way, yes, | wanted to be recognized as the onewdsodoing the video for Talking Heads, and
blah blah blah, but | was really not interestetdéémg unnerved because there was a lot of, you
know, phone calls coming from the newspapers adio ihows and stuff like that locally, and |
would just not do it. Because it was distractingcduse we’re all susceptible to flattery and
stuff, and | just wanted to be as normal as possibw else am | going to be able to continue
doing good work, you know? Hence the secret, obdgls supposed to say that we're even
working on it, and um... well, because the otherwoadsr the secret is, wa®h, well what if
somebody heard that we were working about it adléd¢aip Warner Brothers and told us that,
told them that we didn’t know what we were doiBg2ause we weren’t sure that we did. In a
certain way, we knew we did, and in another way's..it you know, Portland is not exactly
the—was not at the timexactlythe filmmaking capital of the world. At any rass that's
another reason.

So like I say, partly it's values-based and paittb/fear of somebody stopping you or... |
don’t know, it’s just... it was crazy! | just sat beipright one night in the middle of the night

going,Oh my God, did | say | could do thiBat, also | should say when | say “I,” | meanthi



people. The animators, and artists, and art stadantl so on who came in to work on these
projects, you know. They came and they learnechitmate if they didn’t know how to animate,
and many of them had cutting jobs and some of thathjobs designing backgrounds and things
like that, so, this is definitely not me alone irbam. There’s Melissa, who is just basically ring-
mastering this entire thing, you know, we’re uplbg cranes shooting the tops of houses, this is
Talking Heads again. Or I'm flying down to Dallasrheet David Byrne and photograph him in
the backyard of this house that he’s living in, atidhis, so | mean... there’s a lot of people
involved. But yeah, there was kind of th¥skes, look what they’re letting us dédhd, yeah, and
so then we go down to L... so, Joni Mitchell; thengeedown to L.A. and we meet Paul Simon
in Jeff's office and then we go out to, for... thegnted us to do “You Can Call Me Al,” this is
off the Gracelandalbum, but | wanted to do “Boy in the Bubble” besa | just liked the drama,
the drama of it; and then they, when we were gttirere, they sai@kay, you can do that one.
And then at some point... oh, we went out to New Yamkl met Paul, went to his apartment and
met him, and listened to “Boy in the Bubble” hugkdyd, like musicians like to hear their

music.

So then after that... the way this was going, yowkrere are all of these well-known
people. And | remember leaving a meeting at WaBmethers and saying... and just having this
feeling,| believe I'm going to get a call from Peter Galbridand sure enough, it wasn’t long
before a call comes through from Peter Gabriel whats to talk to me about doing a video. So
we did a, you know, and | don’'t say—I'm not saythgt in—it sounds kind of [laughs] it's
almost—there was somethingjling here, and | was riding it, and | was a part of twhas
making it happen, but there was other stuff proapglit. | mean if you look at it, it's really, thes
are the people making the hits, and they wantgins who is making stuff that's unusual and
that nobody’s ever seen, and they're also kinddekaturous people, you know, they’re not
corporate. They're not corporate rockers or anghithey’re artists that make their own
decisions for them.

So then we do this Peter Gabriel piece, and wetshbere, we replicate England sort of,
you know, here, and shoot it here, with all logaives and stuff, and then... then | guess, was it
after that that we get a call about doing a Micllaekson video? Yeah, so it was after that that
we get a call about doing a Michael Jackson videmflerry Kramer in L.A. So pretty soon

we’re into doing this really complicated cut-outraation. It was cut-out... we had gone into



doing digital, into digital compositing, but whetrcame time to do the Michael Jackson one, we
were back to doing cut-out. So it was just like ¢éxeeeding primitive “And She Was,” only
we’re now making this thing based on movie film anelre cutting out every frame on prints
and stuff like that. So we did the Michael Jackp@te, and it was a big smash, and then the
next one we did was for Tears for Fears, “SowirggSkeds of Love,” another big international
band. And they came out here, you know, as mugossible.

We shot Michael Jackson’s video in L.A. simply hesmgiven that | thoughiVell, if
he’s got an entourage and so on, that will be hatdéhost, so let’s just go therBut like when
Paul Simon came out, he just came up with his sfmat on a hanger. And likewise, the Tears
for Fears guys were very down-to-earth people,thag, you know, smart and interesting, and
down-to-earth, and they showed up with a coupletioér people. Yeah, and so then after that—
so we did that. And then a video for Mark Cohninger-songwriter, and then a video for
another group who | can’t mention, because there a@me intrigues involved with this video.
That all got resolved [pauses] but... that had tevidb the question, as their manager raised it,
People love this band! Why would you want to mhilevideo be about the Gulf Waydu
know, so... yeah. So, we finished it, and then sordgle-cut it, and it was... It was, in many
ways, an artificial—every aspect of it was, in aywa kind of a fabrication... so... including
even how closely held the politics of the song waeré stuff, and so it was kind of ev—it was
really a, it was different from the other oneswv#ts something | did because | persuaded them to
let me make it be about real world politics. Thewes a big long research phase that would be
like something you would do for a PBS documentargamething, with pulling in all this
documentary footage and things like this from Paamanmd the Gulf War and all kinds of things.

Yeah. And then that was really the last video tlthtl, and... with the exception of a
Weird Al Yankovic video that | did with Marilyn Zoado about four years ago. Which was on a
totally different scale, and | did it at my compuath found footage that | brought off the
Internet and... it was lots—and some students fraemAttt Institute doing some animation for it.
It was lots of fun to do, and the budget was aldhdt you might have spent on lunches for the
other shoots or something like that, it was aneswély tiny budget, you would almost laugh
when | said the number. But, we did it anyway. Y.eah

And then also, during that time | also was doinghoeercials. So this shows you how

your career can go off in some odd directions, beeaip to the time that | started doing



commercials, and certainly at CMI, but really, ahne you talked to me | would not be
speaking highly of commercials as something thidtarought to be doing. | thought that it was
a form of selling out in which the people with tiadents and abilities to be doing constructive
things within their culture had just been bouglitbgf the moneyed people, and were just selling
out. For quite a long time, | actually, | resi—a®B as we started doing the music videos, the ad
agencies started calling, and we would justidaywe’re not interested in doing th&nd we
were very consistent about that. And then somewdlergg the line, Wieden+Kennedy, who are
local, talked to me. And they seemed very suppeytivey seemed to—Wieden+Kennedy is
rather different than a lot of ad agencies, evengh they are basically doing what I just said.
But they were clearly going to, to let us do sormgghn which my values came through. So we
did some commercials, we did some spots for unaveesnote controls; back in a time when
remote controls were something you spent a lotafey on and stuff. And, you know, they
were, Don Merck and Bill Will did most of the wodk them. But they were funny, they were
absurd, and... then after that, sometime after thatmy producer, Paul Diener, who works for
Laika, left to go get a job where they would adyphy you a decent salary. And Melissa had
been the producer, Melissa had been the produdbeaarly videos and things that we did, and
then Paul... and then Paul Diener was hired on framtovi where he had been an editor, but |
knew him and hired him as a producer. He came dnpaoduced several things, including the
Michael Jackson video, and then... all along, thezeewarious people who were really central
to it. Melissa Stewart—Missy Stewart—who’s beerr@dpiction designer starting with Gus’
[Van Sant’s] films and then for all kinds of Legally Blondeand things like that. Who is just a
wonderful person to work with, a lot of skills, fjugally good at ten million things. She was
really central to a lot of the production surrourgleven the commercials.

So a certain point at which | started doing comma¢scand so | did commercials for
Pepsi, and | did commercials for Nike, and | didhoeercials for Kellogg's, and others, you
know, all of... here we are, with the, now the bignes of corporate cereal! And | did it because
| just decided, well—I did it for the reasons tpabple do things like that; it was convenient to
do so. And it would allow me to get some money inpuocket. And so | did it, and said,
[coughing]... I did it, acknowledging all the way tHam doing something now that is actually
contrary to my values. | don’t believe, as somepbeesay, that commercials are the best thing on

television; | don’t believe that commercials reahe an art form; | believe that they're a



corrupted... a corruption of potential art, they’ighiy crafted, yes, some of them are funny,
some of them have wonderful scenes in them, theralbkinds of things, but they're basically
telling little lies to people in order to separdtem from their money, and that’s their function.
[coughs] And I'm doing it because | find it convent to do so. And, while we’re doing it, we’ll
make the very best commercials that we can. Wedllly do a good job on the part of our
clients; we will not act cynical about it; we will.we’ll do our work. That’s what we did there
for a while. Kind of mixed in a little bit towardhé end of the music video period.

That more or less ended a long, long time ago. &hdéd like in... | think the last video
| did other than Weird Al was in 92, and the lasmmercial | did was in something like '96.
And so then, it was interesting because it is geB&nce to have gone on that ride and then find
yourself kind of Hmm, where is the land, here? Wonder what | evert teabe?0Oh, also, way
back in there somewhere between the last coupieusic videos we did a play. Victoria Parker
and | did a play... some other things. Yeah, so thenperiod, you know... yeah, it was a little
floaty in there up until about 2000, and then Hst doing installations. One thing | was
interested in that | hadn’t done was doing multgdeeen video installations, and | wanted to do
them, and so | got some projectors and | justexdigstaying around and seeing—Ilearning, and so
on, and did... the first piece I did, | think maybasafor the PDX film festival on the corner of
Art Media, the corner of the Art Media building feeveral nights. We cleared out everything
and did this piece with multiple screens, and archad so on, called “Running Dog with
Cactus.”

And then | did a piece in Las Vegas for... it wadh,Hewas a... over Fremont Street,
they have this big screen on the ceiling, whictbply everybody has seen one way or another,
maybe in news, on the TV or something, but it'srfolocks wide and forty some feet wide. So
there’s an arts commission in Las Vegas, quitersépdrom the casinos, just kind of an arts
commission, you know, with artists and painters stodf, and they have a competition to make
something for that big screen, which usually hkes firomos for the casinos on it. But it's really
kind of a cool... kind of a cool format, because @dremely long and skinny and big. So |
made a piece there, for them, called... it was gtorge called “Lucy on the Skylight with
Hiram,” but it ended up being called... well, letees It had a name, and I'm going to tell you
what it is. Um... oh, “Dream of the Scarlet C—" Itdsd up being called “Dream of the Scarlet

Crustaceans.” And it was a pretty cool piece. I$ wp there for a while. And then, oh and I did a



piece for the Experience Music Project, you kndwat tvas another thing, when the Experience
Music Project started to kind of come into awarsresa thing that was happening, | thought
Jeez, | should be involved in thigjot some kind of call from them, and | ended omd this
really nice piece, Zak Margolis and |, Zak who algarked on the “Dream of the Scarlet
Crustaceans.” A really nice piece, a collaboratigth the music of Bill Frisell, called “The Lone
Ranger.”

And then, oh, and then working with the Liminal foemance group, where we did this
piece called “The Resurrectory,” which was a peni@nce piece... it was a lot of things, but
among the things, it was a performance piece, @ édrmovement piece that was about medical
practices in 18-century Scotland. So | devised... there was a cagawe | did projections on
this cadaver. We cast an entire person in plasiénzade a mold of a person, and put it under a
sheet and so on, it was a cadaver and there’sisgiving a lecture—giving a medical lecture
made up of fragmented texts, sort of in William Buighs fashion, having to do with poetic
notions and medical terms. And he’s singing andefBe six-piece orchestra along the way, and
then in the middle of the room the murders aredpedcreated, because it... the murders were to
get bodies for medical research when it was illegiadl Burke and Hare would go out and Kill
indigents and bring their bodies in and sell th&hey had records about... the police had
records about how each person had died, and sgetfmmance people were in a sense
reproducing the manner in which they had died.tBase too, the movement director had taken
those and chopped—and kind of sliced them up,do0dhey were rather fragmented. And then
off in another corner, someone was gathering daidthe whole thing was dark and had hay on
the floor, and | had this really cool slideshowrgpup above the cadaver, which was quite a
reflection of the level of coherence of the lectuaad so on, you know, slideshows. It was really
cool, and the typefaces were all mixed-up, andag .w it used phrases pulled out of the songs
and stuff and then over in the corner was just matipping into a sink. So anyway, that was an
attempt to kind of expand and make an environment.

And then about six years ago [Don Merck?] and,l},aand invited, [Don Merck?]
responded to a request for a... an installation attt&e which is called “Circulator,” which is a
multiple-screen piece. And then | did a piece fa Port of Portland, which is a contemplative
multiple-screen piece that’s really kind of abdw tonveyance of thought and the conveyance

of things—it’s called “Conveyor.” And I'm gettingeady to work on a video installation that’s



going to go on the new bridge that’s going acrbsse, there’s going to be four of these kind of
machines; it's called “Flooded Data Stream”—it'fl@a “Flooded Data Stream”... no, excuse
me, it's called “Flooded Data Machine Replica.” Asd that's, we’re back working on that

now. We did some of the preliminary design foaitd it’s...

HP: The new interstate bridge?

JB: No, there’s a new bridge that’'s going in betwdenMarquam Bridge and the Ross Island
Bridge, which is going to be for light rail, buss$eetcars, pedestrians, and bikes. And go all the
way to Milwaukie. So, I’'m doing some work on thAnd | have a, I've made a couple of little
films recently, or, last fall | made a film call&hnity which | think | showed you. And I've got
some kind of semi-narrative film going for the lasuple of years, I'm not quite sure what it's
going to... what will become of it, really.

Yeah, so that’s kind of where | am. Right now I'nstalling the “Circulator” piece,
which is about the ecosystem as expressed throatgr woving through a hole in the floor, a
hole in the wall, in numerous screens along the. Wdlithese pieces are, they’re commissioned
pieces, they're public art, and once again, | belinat | am managing to do personal work, or
work that is, you know, mostly personal, that sem function but that can kind of have it both
ways. It's the same with those videos. The videass dofunction, it was to, it was, they're ads,
basically, and they were to publicize a new song begrtain person, and | learned somewhere
along the way that if you are conscientious abbat function, that | could do all kinds of things.
As long as | was doing that. So, and | think tkia little bit—these are, these, | think these
public art installations are a little bit like thdin trying to keep them kind of in the realm bkt
heart and the interior of the being. | like thenspeak kind of in those ways in these public

places, you know. So. So that’s what I'm up to.

HP: So, | have a quick question, just clarifyingaagle of things. What is Melissa’s last name?

JB: Melissa’s last name is Marsland. M-A-R-S-L-A-N-D



HP: Is she the same Melissa Marsland that workeld Mirtha Gies at Northwest Media

Project?

JB: Yeah. Yeah, yeah.

HP: Were you part of the Northwest Media Project?

JB: Yeah, | was on the board of the Northwest M&ii@ject, when it... well, you know the
story there. Yeah, and so Melissa came to worletreerd | met Melissa, and then... then
[pausing] then it was me and Melissa. So she wodkethese, she worked on, well... So she
worked with Martha at the Media Project, and weendwing all those Media Project things, and
then she had her own business for a while, kind bfjuess you might call it event management
now, as a freelancer. And then she, then we gotdaing the music videos and she produced the
first maybe three or, well, several of them. Andritshe didn’t want to do that anymore, and
then she went to work for Vinton and became a predover there ofsary & Mikeand some

of the TV shows they were doing. Then she... justtie long hours, you know, and the sort of
brutality of production sort of got to her, and stent back to school and got her teaching
certificate, and she’s been teaching Spanish ffast ten years, which is... Spanish and
Mexican culture is one of her great loves; heesibtes in Mexico and... she, she introduced
me to Mexico, and our daughter has friends in thage in Mexico. So anyway, that's what

Melissa’s up to. She’s busy being a teacher at &dsHigh School.

HP: You and Melissa... married?

JB: Yeah.

HP: Oh. I didnt... | didn't know!

JB: Yeah.



HP: Okay. When you said “our daughter,” I'm likéait a secondOkay. Going back to what
you had said about Lori Meeker, you mentioned yad taught her in high school? So did you
teach...?

JB: Well, | became an artist-in-residence right@afteor was it before... | taught part-time for a
year at Portland State, and either right befooe right after it | [clearing throat] | became an
artist-in-residence through the Oregon Arts Comimigdor two years at Cleveland High

School. And the first year, it was a part-time fiimhe job, and the second time it was a full—
the second year it was full-time, and | was workvith a teacher named Marsha Carpenter who
was the filmmaking teacher there and | had a rdmhwas my own studio and | had a little
budget, so | was able to, you know, all of thosedithat | was talking about that | would go up
to see at the Bellevue Film Festival that reallgvarted your understanding of what a film was?
I had one whole day where we showed them for abiglit or ten hours those very same films,
you know, that would cause students to come upsagdhings likeé'Mr. Blashfield, is

something wrong with the projector?'think that for a lot of the students it was jastamazing
thing for them to sit there and watch all of thd#sags that these film artists had made. Yeah. So,
| did that.

And then I... and then | worked in Artist in the Solofor about, off and on, for about
eight years or something like that. Sometimes walevbe making films with students at ten
different schools a week. We would actually gowo different schools, my assistant and I,
Robert, would go to two different schools a day,hae ten ongoing projects for maybe six or
eight weeks, and the schools were just scattetedal the Portland metropolitan area. But we
did it, and we were making these little films witte kids. Some of them were second grade and
some of them were high school.

| did that, oh, | was a co-editor and art direct@uess, we didn’t give ourselves names,
at theClinton Street Quarterljrom oh, from the late seventies up to... maybe fedraut 1980
up to about 1984. And that was a, you know... and tdrtoons. All throughout this | was
doing posters, and cartoons, and graphic designe Clihton Streetwas really great, though,
because | got to design all the spreads, andtobgotand the covers, and... | got to... you know
who Lynda Barry is? Well, you know, well, we hagwblication, so | got to go up and interview

Lynda Barry up in Seattle and write an article abdwar. Stuff like that. And write, | would write



funny little bogus ads, you know, and | would...’d drawn a cartoon and we had some space |
would stick it in there. It was really fun.

HP: When you were doing that did a lot of peopleatty know you pretty well for your posters
for Fillmore West? Did you do that from Portlanda®

JB: No, um... oh, the posters for the Fillmore. Inuay of 1967, Peggy Lindquist, later Peggy
Blashfield, and | moved to San Francisco for ooy &now, “twenty-one-year-olds on a life
adventure” experience. We moved to San Francigtd biefore the so-called Summer of Love.
And we moved to within two blocks of Haight Streeg right on the... right on the park
panhandle and it was a wild summer. But as sodmasthere... oh, and she had friends who
had a flat on Cole and Fell Street, and so thalisre she was going to live and where |
ingratiated myself into living. But as soon as t teere, | had no idea what the scene was that
was going on down there. I'd never heard the waiidpie” before in my life. In fact, | mean it
wasn’t a common term, up until more or less théamis.. | was telling someone the evening we
got—Peggy and | got there—and went up to the fla¢ne Peggy was going to live, their friends
came home and there were a couple of guys thehesarhe of Peggy’s young women friends,
and the guys were saying/ell, | suppose if people have to be called somgthiguess
“hippie” is okay. | guess it..."you know, Herb Caen or somebody, the columnist,dradmed
up the name for the long-haired people, and had puthe newspaper. So like that very month
or week or something it was up for discussion.l$kdn’t know anything about it, or any of the
ramifications of it or anything. | do remember aimg there in my—I had a TR-3 sports car
convertible with a big duffel bag on the back truakd | remember my typewriter right under
my legs, you know, right in here in this little spehere, and Peggy’s stuff all, everything all
jammed in this, and arriving in San Francisco jngtme to see cops ushering a whole bunch of
people out of a Victorian house with the lightsrgparound and arounwell, those clearly are
being arrested, but for whagpou might ask?

So anyway, right about then, right, you know, thstprs had become a big part, the rock
posters had become a big part of the Fillmore. &eare two main venues there, the Fillmore
and the Family Dog were the two main, big concestrters. And so these posters, I'd never

seen anything like them. | decidedyant to make thenWe went down there to go to college...



[laughs] ...allegedly. So | started drawing posteith\a felt pen, being very inspired by Wes
Wilson, who was to me the coolest guy, he was tieetbat did the very organic ones in the most
expert way. He did them for the Fillmore a veryddime, and | wanted to do them too. But, a
little bit like making a video for Talking Heads something, what made me think anyone
wanted me to make these posters? I'd never drapasi@r before. | mean, I'd always drawn
cartoons, but | could see that | wasn’t supposeddke them funny. | could see that. [laughing]
At least not in an obvious way. But, so | drew thamd worked on... as only a twenty-one-year-
old can, you know, really basically copying someelse’s style as best you could without really
realizing that you were copying, because you'reveoy old and you’re just doing something
cool. Maybe more like you’'d think a fifteen-yeadakould do or something, but at any rate.

So, through the door of our flat lived Jack Casdlg,bass player for the Jefferson
Airplane, and he lived through there, through tberdand he was managed by Bill Graham,
who ran the Fillmore Auditorium. So he would seedoang these drawings, and one day he
said,If you want to do posters for the Fillmore, | comtgntion your name to Bill Graharand
I went, You could what?And, heh... | was so excited, | was vibrating totdegou know, and |
kept waiting to get a call or something, and nd caine, because as it turned out later Jack
hadn’t really gotten around to it. But it did cause to just pick up the phone and call, right,
more or less on the day or week that Wes WilsonBih@raham had parted company. And |
went down there and | showed him my little drawiregsd he had me draw... he sdftire’s
what I'd like you to doand had me draw something up, and | came backlamaled it to him,
and he had me change one thing in it, and then.aslwaking Fillmore posters! You know?
Whoa! There’s my poster on the wall! Look, andatsthe telephone pole¥kah. It was really
exciting. So | made maybe, maybe | made... | dondvkinow many | made for them, maybe
really only seven or eight or something like thfatd then when | moved back to Portland, and,
you know, posters for Jefferson Airplane, Grat&iehd, the Doors, Big Brother and Holding
Company and on and on, you know, those ones. Aerd\tthen | came back to Portland, you
know, people found out that I'd been making Fillegosters, so | made some more posters
here, and did that for awhile—while trying to gostthool and doing things. | worked at OMSI

for a while, in maybe '69 or something like thatah.



HP: | just have two more questions. | ask these—-stme two questions | basically ask
everybody as | end: ffouwere writing a history of CMI, how would you... whabuld you

consider important; how would you... basically whatuhd you consider important?

JB: Well, I think I've already said it. It was baalty the influence that they had on me and a
whole bunch of people. You know, it was really gdibly eye-opening to have people talking to
you about film in some way other than related teegainment. In such a thoughtful way, that
was so tied-in to social issues. And the otherglsrthat it gave people a chance to make films.
You’'d get your hands on films, or get your handsegunipment, take the class, get your hands on
equipment and go make films, you know, becausedugpment wasn’t that easy to get your
hands on either, and that was part of their, danthat they wanted to do. It's interesting, their
goal... it wasn't just theirs, it was kind of parttbie social thing at the time but, looking forward
to the day when making a film will be as easy asing with a pencil would be one thing he
talked about. But no one could quite imagine hoat thas going to come about, you know,
when video started to come on the scene—when wbatchave been, way back in the mid-
seventies or something like that—you could seettieae was something there, but still nobody
could afford. | mean, we were, we were paying haig@unts of money to rent video cameras
and stuff like that, whose quality wasn’'t anywheear a decent five-hundred-dollar consumer
camera now. Huge amounts of money to edit and. uffat any rate, [coughing] yeah, that's
what we thought. [coughs]

And while it's not absolutely true, it's certainijue that, you know, well, for all but the
poorest or most isolated people, you can get yaods on a video camera, and you can have
control of media, of making media. Which was, oagain, there’s one of those core values:
Power to the people, meaning the people shoulddeng their own films, and so on. You
know, | don’t think we could have imagined the shapvould have taken, that it has taken now,
that the democracy has created a... well, it's ctealikinds of things, ranging from utter chaos
and disorganization to just exactly what it shdoddg loads of opportunities for people with
things to say. Who would have ever guessed? | nieare was as little as maybe... | don’t
know how long ago, maybe six years ago or sometivefpre... whenever... before YouTube.
When did YouTube come on? Anyway, somewhere rightre YouTube showed up, that it was

dawning on me that anyone with access to a seotgd thave their own television show on the



internet. But it was before there was any... my aggiom was, | didn’t even quite know what a
server was, but my assumption was that for setieoaisand dollars you could probably go get
the stuff you needed to make a show every weekhataver you model was, and put it online. |
mean, that was an absolute, you know, and | s&idttis group of students, | sd&h’t that

true? And they all went...[silence]. | mean, because thesis no model. And then suddenly, |
would never have guessed that it would be a bighkas that would show up that was just going
to host everybody’s films and make, really, ithe tase, anybody that wants to go to the trouble
can get a... who really wants to work hard, can geth&on on YouTube, | think. At least the
potential is there. Go do the best work you want was interesting to me because it makes you
kind of show your, uh... what's the word? Reveal walii because, you know you might say,
well, if it weren’t so damned expensive, and hawdould really like to have like a regular
something-or-other that | put out there. Boy, woktldt be great if it were just cheap, or free,
and we could just do itBut then, once... | mean, that is the case, wélcsrt up your camera
right now and make ourselves a television showwaie got other things to do right now. So
that was interesting.

You know, you realize how much of itaccessvas one of the elements, and then, then
there’s other elements too, which... some peopleesiy jumping on it, and others are playing
around. CMI was... | mean, this is useful, it's kiofdroundabout, but CMI was a reflector of
and conveyor of those political values of mediangeireated by the peop—the average people,
at a time... You know, so many of these things thatfluential. Someone says it to you and
you go,yeah, sureBut because it's become so dominant now, in a weg,way, | mean there’s

still... well, anyway.

HP: You've mentioned a couple of times, and you'og the first person to mention, the idea of
film as an agent of social change through CMI? B: [eah.] Do you personally believe, and

has your career proven to you that film can begenafor social change?

JB: Ooh. Let’'s see. Well, it's very evident to mattimoving images are a huge agent for social
change; whatever direction... regardless of thection, extremely powerful for creating mores
and behaviors, and understandings of, and misutagheliags, and all kinds of things. It's such

an interesting question. | mean, that's obvious then you start to get into, okay, you know,



access is available, how committed are you to usiagccess; what do you need to do to rise up
above the noise, do you need to—once again, yow ki you need to do exploitative things,

or gimmicky things, in order to get up above these® What kind of compromises do you need
to make? Or is it enough to simply do things wetid get them up there and promote them?

This media environment we're in is a very intemggtone, and there’s a lot of relatively
young people that... well, maybe age isn’t even... vikire are groups of people that seem to
understand it really well, you know, the interreldtess of all of the... of everything. Of all the
media, social media, other media... the really steaaryd interesting aspect to make sure that all
media is social media, and, um... stuff like thatiouldn’t say... yeah. It's an interesting
guestion.

And whether me, myself, like anything I've done kgbu know, | do think, I think
that... I'm glad | made the steamboat film with Jatk. historical; it... before | made that, | had
no awareness that | was interested in history ynsant of way, and so that was transformative
for me; it made me interested. To travel aroundhdéck, who had much more, you know,
inherent interest in history, and we’d go find thiace where there used to be a wheat mill that
shot bags of wheat down onto barges. We’'d seeuarpgdf it from our OHS pictures and stuff,
and you're standing there right where it was. And Jook and you can see there’s some
evidence that a hundred years ago or seventy ggarsr eighty years agbpok, there was
something thereAnd to be in a place and knowing that it has sshvidentities simultaneously
and trying to figure out what that even means to, yioanything, is it deep, or is it just
mysterious, or what the hell is it? That was alt. was good for me. | presume the film was
useful, interesting to people, and helped themmtitetstand that places have other identities.

I'd like to say that | think art... art that influees people and takes them to worthwhile
places, provokes them in ways, kind of jigglesrtheains around a little bit, has its merits and is
good. I'm not making any great claims for... clajrnst | do know that [pausing to consider] you
know, that | had in mind as an artist with the wsl@nd with my films to just have people look
at the things around them and to [pausing to cengke that... that that's... that there’s
something to look at in places where maybe youdhbthere wasn’t anything to look at.
[pausing to consider] I don’t know if | did any..db know that the videos have influenced and
affected people. | do know that. And put little bungy things in certain people’s minds that have

stayed with them for a very long time. And, you wngood! [laughs]



HP: Do you have any final comments on CMI, Deinurayl®r, any of your work, anything

about the future?

JB: Hm-mm. No. | hope I've said it on behalf of CMou know, the thing that | just said. It
was very important that it be there as a refleatat a provocateur or reflector of culture, and
a... an affector of values, | guess. I've said it Blit | mean, when | think about what would
have happened had that, had those impulses or tigatever the power hadn’t been there, you
know, there would have... well, you wouldn’t notichat wasn’t there, because it wouldn’t have
been there, but... For these social values, amoreg tings, to be able to be planted in among
the social rethinking that was going on at the timean orderly kind of—in a sort of orderly
way—a systematic, thoughtful way, was great.

And of course, like a lot of, I think, like a lof things like that, you know, Deinum, here
we’re in 1971 or 72 or something and we've gotnTdaylor might have been forty, and
Deinum might have been fifty or something like tHad we have people—and then around them
are all these long-haired people who are shuttiegcampus down and stuff like this. There’s all
this stuff going on, political stuff, and Deinunfiardly a hippie or even a... he’s hardly a
radical, | mean he doesn't fit the stereotype efghventies whatsoever, but here he is, his very
person very centered on a set of values; influenainole bunches of people who are a couple of
generations away, just through his centeredness likewise, Tom, in a completely different
per—well, a very different personality—just beitng taction. The daily, practical action as well
as a carrier of values. A very determined persoauge] Yeah. There are probably lots of —
well, I know there are. Lots of movements that hiaad that person from the previous
generation guiding and mentoring. That's a prettglowing down] worthwhile role. You've

made me very thoughtful with this conversationnltg it’s pretty good!

HP: Thank you.
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