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O oknvoB£T1deq Chick Strand, Gunvor Nelson

Kat Strom de Hirsch unip§av npwTtondépeg Tov
ApepLKAVIKOD aVTEPYKPAOUVT KLVIHATOYPAPOU
HE TIG APXLKEG PEHULVIOTIKEG TOUG SOVAELEG

va £X0UV EMNPEACEL YEVIEG KAANTEYXVWV.
YuvidpuTpLa Tou Canyon Cinema 1o 1961,

n Chick Strand amo Tnv AuTiki AKTH TwWV

HMA dnpovpynce éva povadiko cwpa ano
TMEPAPATIKA PLAY, TA OTLOia ECHLYav TRV
€Bvoypapiki £peuva PHE TO TTPOCWTILKO

GLVEHA KaL TIG PEPLVIOTIKEG AVNGUXIEG HE

TNV KN TNG Hovadikn pagoTpia va Byddet

€va HETAPOPLKO VOnHa HEGA A6 TO HOVTAL

Kat Tnv enegepyacia Twv elkovwy. H Toundn
TMEPAPATLKA KvnpaToypapicTpia Gunvor Nelson,
SnuLovpyNcEe TNV Lo OTEPEA SOUAELA TNG GTO Xav
dpavoioko, Bay Area kard Tnv dekaeTia Tov 1960
Kat apxég Tou 1970. Me BaBua katavonon Tng
S0vapng Tou (PLAY va HETAHOPPWVEL TA OTITIKA
UALKA TG IPAYHATIKOTNTAG, O TPOCWTILKOG
Kwnpartoypdapog Tng Nelson acxoheital pe
0épara onwg n Hvipn, N tadikn nAKia, To
OMiTL, N HETAKiVNON, N yApavon Kat o Bdavarog,
OMWG AUTA GUVAEOVTAL PHE TNV YUVALKELQ
epmelpia kat Ta TPOBANUA TG TALTOTNTAG. H
Apepkavi owTpla Storm de Hirsch, unip&e pa
Bacikn pryovpa TG NeopKETLKNG aBav-yKapvT
KWVNHATOYpaypLKiG 6KNVAG Tov 1960, kat eva anod
Ta WpUTIKA pENN Tou Filmmakers' Coop. Tuyva
KaiyovTag | wypagpidovrag TG GENAOWVT, Kape
Kapg, n Storm de Hirsch dnplovupynoe apatpeTika
(PLAY, BaBLd emnpeacpéva amo TG MOUNTIKEG TG
avnovyieg. AuTo To TpimTLXO EpELVA TNV SOUAELA
TWV TPLWYV AUTWYV CNHAVTLKWY OKNVOBETIOWY,
TWV OTMoiwvV n cUPBOAR 6TO AHEPLKAVLKO
AVTEPYKPAOLVT OLVEPA CUXVA JEVEL OTNV
apavela o€ 6XECH HE AANEG TEPLITWOELG TOU
TMEPAPATIKOD KIVHATOYPAPOL.

Mpoéypappa #1
Programme #1
74'

Storm de Hirsch
Peyote Queen

Chick Strand
Soft Fiction

(1965)

(1979)

Storm de Hirsch

Third Eye Butterfly (1968)

Chick Strand, Gunvor Nelson, and Storm de Hirsch
were pioneers of American underground film whose
early feminist work anticipated and influenced
generations of artists. Co-Founder of Canyon
Cinema in 1961, West Coast filmmaker Chick
Strand forged a unique body of experimental films
that fused ethnographic investigation, personal
cinema, and feminist concerns with her mastery

of bringing out metaphorical meaning through the
editing of images. Swedish experimental filmmaker
Gunvor Nelson's formative work was made in Bay
Area in the 1960s and early 1970s. Deeply involved
in film's ability to transform the visual materials

of reality, Nelson's personal cinema addresses the
themes of memory, childhood, home, displacement,
ageing, and death as related to women's
experience and issues of identity. American poet
Storm de Hirsch was a key figure in the New York
avant-garde film scene in the 1960s and was

one of the founding members of the Filmmakers'
Coop. Often etching and painting on the celluloid
frame-by-frame, Storm de Hirsch created abstract
animated films heavily under the influence of

her poetic sensibilities. This triptych explores

the work of three vital women filmmakers whose
contributions to American underground cinema
have been often overlooked in the ‘standard’
history of experimental film.

Mpoypappa #2
Programme #2
78'30"

Storm de Hirsch Newsreel:

Jonas in the Brig (1964)
Gunvor Nelson

Schmeerguntz (1966)
Gunvor Nelson

Frame Line (1983)
Gunvor Nelson

Natural Features (1990)
Storm de Hirsch

Charlotte Moorman's

Avant-garde Festival #9 (1965)
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MNepiypelg Tawviwv

Mpoypappa #1
74"

Storm de Hirsch
Peyote Queen

(1965, 9')

Mua mepatTépw dlepelivnon ToL XpWHATOG TG
TeAeTOLPYIAG, TOL XPWHATOG TG OKEWYNG. Eva
TaEidL p€oa anod Ta £ykaTa TNG atobnTnPLaKAg
Tapaxng. «Mavepopypo €pyo! Ta apnpnueva
€pya mou {wypaypioTnkav karevBeiav oTo PLAp
potddouv pe Toug Tivakeg Tou Mipo. Kwveital
EEPpeva 0TOV pUBPO APPLKAVIKOU PTLT». [D.
Noguez, La Nouvelle Revue Frangaise] «AT' Ta
ayarnnpéva pgou... ogjoppld Kat avaraon». [Jonas
Mekas, The Village Voice].

Chick Strand
Soft Fiction

(1975, 55')

To Soft Fiction Tng Chick Strand eivat éva
TIPOCWTILKO VTOKLUAVTEP TIOL ATELKOVI{EL

€€oxa Tn duvapn emBiwong Tou yuvalkeiov
alobnotlacpou. YuvduddeL TNV VTOKLUAVTEPLOTLKN
TPOCEYYLON LE €vav atobnotakd, AupLkd
eEnpeaotoviopd. H Strand eoTidadel Tnv kapepa
TNG 0€ avBpwToUG ToL PLAOUVV yLa TN JLKA TOUG
epmelpia, atyuaAwTidovTag avenaiobnToug
UTIALVLYPOUG OTLG EKPPACELG TOU TIPOCWITIOU

Kal O€ XELPOVOUIEG TIOL oTavia elkovidovTal

oTo olvepd. O TiTAog Soft Fiction eTudExeTal
TOAAQTAEQ eppnveieg. Avakalel Tnv analn
ypappn avdpgeoa otnv aAnBeta kat Tn puBomiacia
oL XapakTnpifel Tov TpdMO TMOoU N {dta n Strand
TPOOEYYLZEL TO VTOKLUAVTEP, EVW UTIALVICOETAL
Kat Tnv 1d€a TnG coPT pubotmAaciag, mov avrnyei
TO EPWTLKO TIEPLEXOPEVO KAL LPOG TNG Tatviag.
Jnavia cuvavTa Kaveig Pla epWTLKNA Tawvia

OTIOU N YUVALKELQ TIPOOTITIK UTIEPLOYVEL TOGO
OTOV aPnyNUaTIKO AGyo 600 KL OTOUG OTITLKOUG
Kal AKOUOTIKOUG puBHOUG TIOU JLEMOLV TV
Tawvia. Méoa anod Ta €€oxa Kat MPWTOMOPLAKA
TPOOWTILKA TNG VTOKLPavTEP, N Strand ouveyidel
va avadelkviel To Bgpa Tng, TNV emuBeBaiwon TG
avuméPBANTNG avBEKTIKOTNTAG TOL AVEPWTILVOU
nvevparog. [Marsha Kinder, Film Quarterly]
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Storm de Hirsch
Third Eye Butterfly

(1968, 10)

Ma LA mpoBoAn. ATo ToL TPOEPXETAL TO PWG;
Mwg pmopei n okovn va OKEMACEL TA TOEA TOU
PWTOC; MWwg Pmopei To OKOTADL va ELVONOEL TN
ANBn umpooTd oe T0o0 Ppwg; OL tapalAayeg Tou
ayyilypaTog Yuxng vpioTavtal oTnv avpa Tng
pwTaywynong. 0 Méeyag OpBaApog Kuplapxei.
[Storm de Hirsch]

H aioBnon Twv 70mm oTo Third Eye Butterfly
evBappuvel To HUAAG va AeLTOUPYNOEL WG TPITO
HATL, cupPLPovTAg TIG dVo MApAAANAEG 086vEQ
o€ €va TpiTo vonua, Je Tov idLo TPOTo Mo 0
AlZevoTalv mpokdheoe Tn oLUPLPCN VO TAAVWY
TOTOBETNPEVWY TAAL-TIAAL YLa va uTtaviBouv To
Tpito vonua. [Casey Charness, Columbia Univer-
sity]

Mpoypaupa #2
78'30"

Storm de Hirsch Newsreel:
Jonas in the Brig

(1964, 5)

Newsreel Tou Jonas Mekas oTa yupioparta Tng
KlvnUaToypaplkng ekdoxng Touv The Brig oTo
mAato Tou Living Theatre. [Storm de Hirsch]

Gunvor Nelson
Schmeerguntz

(1966, 13)

AuTh ATav n Tawvia mov €6ece Ta mAvTa o€ Kivnon.
H etuvonuevn AéEn Schmeerguntz, pipnon Tng
donpng A€ENG Tou XpNoLUOTIOLOVOE 0 MATEPAG
Tng Nelson yia To «odvToulTg) (smorgas ota
ooundika), eivat pia thapn, YKpoTEoKa Kal
KaTnNPng emnibeon oTo dnNPoaotLo Ldaviko TnG
apeplkavidag volkokupdg. Z0ppwva Pe Tov
KpLTIKO Ernest Callenbach: «<Mwa kowvwvia nou
KPUBEL TIG KTNVWOELG AELTOLPYIEG TNG KATW
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amno Tn yvaAloTepn dnpoota eTupavela agigel va
UTIOBAAAETAL BLAPKWG O TPOROAR TALVLWY OTIWG
T0 Schmeerguntz».

Gunvor Nelson

Frame Line

(1983, 22)

To Frame Line eivat To mpwTo KoAaq Tng Nel-
son, TIOV EYKALVIAOE TNV EKTANKTLKN OELPd TWV
KLVOUPEVWYV ELKOVWY TNG, ONEG YUPLOPEVES

oTo Filmworkshop Tng ZTokx6Apng. MNpoketTat
yla €vav 6TOXaopo yia Tn XTOKXOAUN Kat Tn
Youndiq, yta Tnv emuoTpopr TnG Nelson oTnv
natpida Tng, £va HEPOG TAUTOXPOVA OLKELO Kat
anopakpo, opoppo Kat doxnpo. To Frame Line
Eeklva Pe DLAPOPEG ELKOVEG Kal HATLEG OTN
STOKXOAUN 1oL cuveNeEe n idLa n Nelson. AuTo To
OTITLKOAKOUOTLKO UALKO €EeNicoeTaL O Pla vea
B€aon, OTou N KLVOUPEVN €LKOVA YiveTal TPOTOG
avakdAvyng peoa anod Tnv evalAayn avapeoa oTo
TuXaio Kat To SOPNUEVO.

Gunvor Nelson
Natural Features

(1990, 28')

Mua natyviwdng, napagevn cuppaprn eAeVBEpWV
OLVELPPWYV. Xpnolpomoinoa KaBpePTeG, VePO,
nacvidla, anokopparTa, puwToypaPpieg, ymoyld,
HeAAVL... o€ TOLKIAOUG cLUVOLACHOUG. TO KEVTPLKO
B¢pa eival To mpocwro. [Gunvor Nelson]
«Anptlovpyei €va BAEPPA HOALG KATW art’ TV
ETLPAVELQ, PLa PaTLd OE aUTO TO EEXACHEVO 1) iowg

LOLWTLKOTOLNPEVO €DdaPpog. Mag eKTARNOOEL, pag
TOLYKAG, pag unevBupigel, pag emuvoei». [Crosby
McCloy]

310 €pyo Natural Features n Nelson avapelyvoet
eKaTOVTAOEG AOANEVTEG ELKOVEG e TPLODLAOTATA
AVTLKELJEVA KAL «TIPAYHATLIKEG» OYELG,
PWTOYPAPNUEVEG HECA ATIO OTPWHATA YUAALOV,
o€ pLa matyviwdn, napagevn cuppapr eAeVBEpWV
ouvelppwy. lowg kapia dAAAn Tawvia dev KaTapepe
TILO TMETUXNHEVA VA CUVUPAVEL TO TIPOPAVES TIAB0G
TNG yla TN {WYPaPLKr HE TNV KLVNHATOYPAPLKH
TnG evatoBbnoia, kaBwg Ta mMAovola xpwpara
€vaAAdooovTal PE TA PWTOYPAPLKA OTPWHATA,
TovidovTdag Ta. [Steve Anker]

Storm de Hirsch
Charlotte Moorman's Avant-garde Festival #9

(1965, 10)

Y1ve-YoveTo. OL EVTUTIWOELG TIOU ATIOKOULOE N
OnuLoupyog amnod 1o 9° deoTIBAN ABav-IkapvT TNG
Charlotte Moorman, oTo maAt6 atpomAoto «Alex-
ander Hamilton», 6nwg ekTiBeTal 0To NauTLKO
Mouoeio South Street, oTnv AnofdBpa 16 Tou
MoTapov Hudson. [Storm de Hirsch]

Soft Fiction
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(en)
Film Synopses

Program #1
74’

Storm de Hirsch
Peyote Queen

(1965, 9')

A further exploration into the color of ritual, the
color of thought; a journey through the underworld
of sensory derangement. "“A very beautiful work!
The abstractions drawn directly on film are like

the paintings of Miro; moving at full speed to the
rhythm of an African beat.” [D. Noguez, La Nouvelle
Revue Frangaise] “Among my favorites ... beauty
and excitement.” [Jonas Mekas, The Village Voice].

Chick Strand
Soft Fiction

(1979, 55')

Chick Strand's Soft Fiction is a personal documen-
tary that brilliantly portrays the survival power of
female sensuality. It combines the documentary
approach with a sensuous lyrical expressionism.
Strand focuses her camera on people talking about
their own experience, capturing subtle nuances in
facial expressions and gestures that are rarely seen
in cinema. The title Soft Fiction works on several
levels. It evokes the soft line between truth and
fiction that characterizes Strand's own approach
to documentary, and suggests the idea of softcore
fiction, which is appropriate to the film's erotic con-
tent and style. It's rare to find an erotic film with a
female perspective dominating both the narrative
discourse and the visual and audio rhythms with
which the film is structured. Strand continues to
celebrate in her brilliant, innovative personal docu-
mentaries her theme, the reaffirmation of the tough
resilience of the human spirit. [Marsha Kinder,
Film Quarterly]

Storm de Hirsch
Third Eye Butterfly

(1968, 10)

For dual-projection. Where is the light coming
from? The flavor of the colors is succulent to the
long vision in the soul. How can dust cover the
arrows of light? How can darkness favor oblivion
in the face of light? The variations of soul-touch
exist in the auras of illumination. The Great Eye
dominates. [Storm de Hirsch]
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Schmeerguntz

The 70mm-like effect of Third Eye Butterfly encour-
ages the mind to work as a third eye by fusing the
two side-by-side screens into a third meaning, just
as Eisenstein caused the meanings of two juxta-
posed shots to result in a third implied meaning.
[Casey Charness, Columbia University]

Program #2
78'30"

Storm de Hirsch
Newsreel: Jonas in the Brig

(1964, 5)

A newsreel of Jonas Mekas shooting his filmed
version of The Brig on the set of the Living Theatre
production. [Storm de Hirsch]

Gunvor Nelson
Schmeerguntz

(1966, 13'30")

This was the film that set everything in motion.
Schmeerguntz, coined after Nelson's father's non-
sense word for sandwich (‘smdrgas’ in Swedish),

is a hilarious, grotesque and grave attack on the
public ideal of the American housewife. Critic
Ernest Callenbach wrote that ‘A society which hides
its animal functions beneath a shiny public surface
deserves to have such films as Schmeerguntz
shown everywhere'.

Natural Features



Gunvor Nelson
Frame Line

(1983, 22)

Frame Line is Nelson's first collage film, and inau-
gurated her remarkable series of animated films,
all made at the Filmworkshop in Stockholm. Frame
Line is a reflection on Stockholm and Sweden, on
Nelson's return to her native country and a place
that is both familiar and distant, both beautiful and
ugly at the same time. Frame Line begins with
images and glimpses of Stockholm that Nelson
has collected, this audio-visual material develops
into new image work in which animation becomes
a way of discovering, alternating between random-
ness and structure.

Gunvor Nelson
Natural Features

(1990, 28")

A free associative and playfully bizarre form of
animation. Here | used mirrors, water, toys, cut-
outs, photographs, paint, ink... in many different
combinations. The central theme is face. [Gunvor
Nelson] ‘She creates a view just beneath the sur-
face that glimpses this hitherto forgotten or per-
haps privatized terrain. We are surprised, coaxed,
reminded, and invented.' [Crosby McCloy]

Charlotte Moorman's Avant-garde Festival #9

In Natural Features Nelson mingles hundreds of
still images with 3-D objects and ‘real’ images pho-
tographed through glass layerings into a free-as-
sociative and playfully bizarre form of animation.
Perhaps no film has more successfully blended an
evident passion for painting with a sensitivity to
filmmaking such as lush pigments alternate with
and punctuate the different photographic layerings.
[Steve Anker]

Storm de Hirsch
Charlotte Moorman's Avant-garde Festival #9

(1965, 10)

Cine-Sonnet. The film-maker's impressions of
Charlotte Moorman's 9th Avant-Garde Festival

of the Arts aboard the old steamboat, ‘Alexander
Hamilton,' docked at the South Street Seaport Mu-
seum, Pier 16 Hudson River. [Storm de Hirsch]
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Retinas and Cochleae
Christopher Zimmerman

(AyyAwko Keipevo Movo)

| don't want to put any labels on my films.
| never impose on you; you need to find what you
have to find
Storm de Hirsch

| want to go into myself as much as possible, and
hopefully it will be universal.
Gunvor Nelson

| get this feeling that we have another role to play
that is put upon us by other women sometimes, by
what is expected of women artists, and that is to
make films about women and make them a certain
way. Make certain statements. Those statements
have been made already over and over.
Chick Strand

The Eye

Storm de Hirsch's experimental short film Third
Eye Butterfly (1968) was conceived as a dual
projection, with two screens side-by-side,
expanding the experience, in effect, to 70mm.

Like Eisenstein's theory of montage in which the
viewer synthesizes the collision between two shots
deriving a third meaning, de Hirsch's film calls for
the viewer to arrive at a third meaning by fusing the
two screens in the mind. In both cases, film and its
meaning are produced by the encounter (collision)
of image and mind.

In her program note for the film, Storm de Hirsch
concludes with: ‘The Great Eye dominates'. This
‘great eye' refers to the ‘Third Eye' in her title, which
refers to the mystical concept of perception beyond
sight. Also referred to as the Mind's Eye and Inner
Eye, the Third Eye is located in the middle of the
forehead of the Hindu god Shiva. As one of the
creators and protectors of the universe, Shiva's
creative power is said to derive from a goddess.
The Third Eye is the portal through which one
accesses one's inner space thus achieving a higher
level of awareness and consciousness. ltself
invisible, the Third Eye is visionary; it is the gate to
experience outside of the scientifically verifiable
empirical realm of perception.

Each in their own way, the three women filmmakers
in this triptych program—Chick Strand, Gunvor
Nelson, and Storm de Hirsch—have accessed the
Third Eye. They are seers whose films open modes
of seeing, hearing, and touching that move beyond
conventional experience structured by patriarchal
systems of power. These three pioneers of
American underground film experiment with a host
of hand-made visual techniques (painting, etching,
layers of glass) forging a highly personal cinema
of reflection, the visual experience of which can be
stunning.

IVAC 2020

However, in a provocative move, | would like to shift
our attention away from the Third Eye to the Inner
Ear, so to speak. What also unites the films in this
program, besides their visual beauty and feminist
sensibilities of a certain generation of women
filmmakers, is their attention to and innovations
in sound. By developing the notion of the female
voice in its multiplicity, | would like to suggest
that it is through sound that these three feminist
filmmakers subvert the dominant culture thus
carving out a space for their cinematic ‘voices'.

Subversive Sound

Whereas vision requires distance between subject
and object, sound literally enters the body. Looking
is one-directional; hearing is always three-
dimensional, immersive, encompassing. Although
our primordial experience is sonic, our reality is
structured visually, with Western intellectual history
prioritizing vision over hearing, the eye over the

ear. From Plato's allegory of the Cave to modern
science to Foucault's analysis of Bentham's
panopticon, knowledge has been wrapped up

in the visual: light, illumination, enlightenment,
objectivity, rationality, detached observation,
analysis, control, surveillance... We ‘'master’ our
world visually.

Sound, on the other hand, cannot be reduced to
a single moment for prolonged observation. It
can only be experienced in time. It is fleeting,
diaphanous; it escapes our desire to capture it
and fixate it. Sound also possesses haptic and
tactile properties. As a phenomenon, it is waves,
movement that make bodies vibrate (an object
must be touched to make a sound: musical
instruments). In the cinema, sound traditionally
serves to support and spatialize the two-
dimensional image and to enmesh the spectator
acoustically into the projection space and the
filmic texture. Sound covers and envelops the
spectator's body. One can always look away, but
one can never escape sound.

Against the grain of the conventional framing of
sound as an information carrier that supplements
visual images, sound exceeds these limits in its
power to destabilize. With sound in cinema, we
have doubt, depth, interiority, fear. Because sound
enters the ear and thus the mind, it is as if sound
probes deeper into our inner selves. Just as sound
can communicate, it can also disrupt, distort,
subvert. Sound can shatter the coordinates of
visual reality.

The Ear

In the Preface to her The Acoustic Mirror: The
Female Voice in Psychoanalysis and Cinema, Kaja
Silverman remarks that, ‘It has somehow escaped
theoretical attention that sexual difference is the
effect of dominant cinema's sound regime as well
as its visual regime, and the female voice is as
relentlessly held to normative representations and
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functions as is the female body." There has been
an incredible theoretical investment in sustaining
and then deconstructing the active male gaze's
objectification of the passive female. And yet,
this obsession with the scopic regime in cinema
has, in important respects, repressed sound and
disavowed how the female voice is sonically
constituted and constrained, thus maintaining the
original hierarchy of image over sound.

In listening to these films by Strand, Nelson, and de
Hirsch, we can hear a reversal of this hierarchy, or
at least an equilibrium between sound and image.
The fact that these filmmakers made experimental
work already placed them outside of mainstream
cinema and within avant-garde traditions of
subverting and transgressing the dominant culture
and ways of seeing. Nevertheless, patriarchy

runs through experimental film culture, and these
three women fought to create films on their own
terms even before the Women's Movement in the
early 1970s. On the margins of the marginal, each
filmmaker uses sound in unconventional ways, not
in support of the image, but to weave audio-visual
tapestries out of women's experience that opens
something of a counter history of the woman's
‘voice'.

Voices

Co-Founder of Canyon Cinema in 1961, West Coast
filmmaker Chick Strand forged a unique body

of experimental films that fused ethnographic
investigation, personal cinema, and feminist
concerns with her mastery of bringing out
metaphorical meaning through the editing of
images. The centerpiece of our program, Chick
Strand's Soft Fiction (1979) is one of the defining
films of the 1970s feminist movement. Suggesting
that the line between truth and fiction is soft and
playing on the idea of 'softcore’ pornography,

Soft Fiction weaves a complex tapestry of female
subjectivity through the voices of five women
recounting and talking about their own erotic
experiences.

In the mode of personal documentary, Strand
creates an intimate and lyrical polyphony of
female voices entirely from and within female
perspectives. Importantly, the rich texture of the
film was developed in collaboration between the
filmmaker and subjects. Not only does Soft Fiction
establish Chick Strand's 'voice' as an important,
although ‘unheard’, feminist artist, it literally
mobilizes women's voices to build a counter-
narrative to the dominance of male subjectivity as
the default position.

Swedish experimental flmmaker Gunvor Nelson's
early formative work was made in the Bay Area

in the 1960s and early 1970s. Deeply involved in
film's ability to transform the visual materials of
reality, Nelson's personal cinema addresses the
themes of memory, childhood, home, displacement,
ageing, and death as related to women's
experience and issues of identity. Her tireless and

uncompromising creative and critical spirit has
driven her to experiment with an impressive range
of materials and flmmaking modes: from her first
film that sardonically explores the gap between
the idealized media image of the American woman
and her quotidian reality, to her sublime series of
collage films, on to experiments in video and hand-
painted animation. All of her films emerge out of a
very personal and private space between the self,
the family, and nature.

Whether in her first film, the feminist Schmeerguntz,
in her first collage film upon her return to

Sweden, Frame Line, or in her Natural Features—

an intricately layered form of free association
animation combining glass, mirrors, photos, cut-
outs, paint, Gunvor Nelson's handling of sound

and how it relates to image radically breaks from
convention, even from the ‘conventions' of the
avant-garde treatment of sound. Nelson's virtuosic
manipulation of sound, which tends to emphasize
the equivocation, rather than the communication

of sonic information, results in soundscapes as
thickly layered and textured as her images, if not
more. Nelson uses sound to challenge the visual
realm, to comment satirically and poignantly on

the imagery, to force our ears to notice the gap
between sound and image, to distort and to disturb.

American poet Storm de Hirsch was a key figure
in the New York avant-garde film scene in the
1960s and was one of the founding members of
the Filmmakers' Coop. Often etching and painting
on the celluloid frame-by-frame, Storm de Hirsch
created abstract animated films heavily under the
influence of her poetic sensibilities.

Explorations into color and light, both Peyote
Queen and Third Eye Butterfly operate in a
mystical, visionary realm, in which their abstract
animations pulsate and surge to the rhythms

of the musical sound tracks—mind-expanding
experiences in which sound, image, and mind enter
into the same pulse, into the same flow, the same
rhythm. One might say that Storm de Hirsch's
abstractions become musical at the same time
that the music becomes visual. Interestingly and
perhaps provocatively, her document of Charlotte
Moorman's avant-garde music festival is a silent
film, a ‘cine-sonnet’, as if her images speak through
silence.

Although taking very different paths, Chick Strand,
Gunvor Nelson, and Storm de Hirsch each found
and developed their creative voice in environments
where the female voice is muted and disciplined.
A strong line running through each of their battles
against patriarchy to shape their voices (as
expressing their authority as ‘authors') is their
innovative and subversive use of sound. The
contributions to American underground cinema
by these three filmmakers have been ‘overlooked’,
perhaps because they call to be heard.

© 2020 Christopher Zimmerman
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Bloypagpika Inpewwpara

H Storm de Hirsch (1912-2000) nTav Apeptkavida
TOLATPLA Kal KlvnuaToypaypioTpla, onpaivouvoa
napoucia oTov aBdv-yKapvT Kvnpatoypdypo Tng
Neag Yopkng Tn dekaeTia Tou 1960 Kat L6PUTIKO
péNog Tng Filmmakers' Coop.

H Storm de Hirsch €puye ano 1o omnittL Tng oe

veapn NAKia yla va aoxoAnBei pe TG TEXVEG

otn Néa Yopkn. Meydhog pépog Tng douAeLag

NG eivat apatpeTiko. MeTaxelpideTal dlapopeg

TIELPAPATLKEG TEXVLKEG, OTIWG N Xapagn kat n

CWYPaPLKN TAVW OTO MAAVO, KAl TO HETABLNYNTLKO

povTad. e ouveEVTeLEN TNG Pe Tov Jonas Mekas

yta Tn dnptovpyia Twv Divinations dAwoe:
‘HBeAa napa mMoAL va dnuLoupynow pia
Tawvia HIkpov PAKOUG HE KIVOUUEVEG
elkoveg kat dev eixa kapepa. Eixa opwg
€va andbepa and naAld, axpnotgomnointa
PLAY, KAl KAoETeG NXou 16mm. AuTd
AoLmov xpnotygomnoinoa — pagi pe KAaTL
TapaneTageva XELPOUPYLKA epyaleia
Kal Tn puTEPN dKpn VoG KatoapLdLov —
KoBovTag, xapagovrag Kat {wypapigovrag
KaTevuBeiav MAvw oTO PLAY KAL TNV KACETA.

Kapia popd ot elkOveG TOMoBeTOVVTA TIAVW ATO
oTa oTypgLoTUTIA {wvTavng dpaong. Ot Talvieg
TNG eival capwg EMNPEACPEVEG ATO TO TIOLNTIKO
TnG unopadpo. H idla xpnolgonoinoe Tov 6po
«ZLVE-ZOVETA» Yla Pla oeLpd anod BwPREG Talveg
HLKPOU UAKOULG Tou dnutovpynoe Tn dekagTia Tou
1970, evw ouvéyLoe va dnPooLleVEL toinon yla
OANn TNg TN ¢wn. OL Talvieg TNG AMOKAAUTITOLY
€MIONG TO EVOLAPEPOV TNG YLA TLG BPNOKEVUTIKEG
TIPAKTIKEG KAl TEAETOUPYieG TNG AvaToAng. To
€pyo TnG dlepeuva TIG duvaTOTNTEG TOU PWTOG
KAl TpaypaTeveTal XWPLKA oTolXEla.

H Gunvor Nelson yevviibnke 1o 1931 oTn
STOKXOAUN Kal peyaAwoe oto KploTivexay. Zet
Kal epyadeTal Kat oTig 500 MOAELG. Zovdace

oT1o KoAgylo Téxvng, XelpoTeyviag kat 2xediov
(1950-51) kat oTo Beckmans College of Design
(1952-53), kat Ta dVo oTn ZTOKXOApN. To 1953
peTakopLoe oTig HIMA kat omovdace 6o Humboldt
State College (1954-57), oTo lvaTiTOUTO TEXVWV
Tou Zav dpaveioko (1957), kat To Mills College oTo
OakAavT (1957-58). AmopoiTnoe Ue HETATTUXLAKO
oTn {wypapLkr. XT1o IvoTITouTOo YVWpLoe Tov Rob-
ert Nelson Tov omoio mavtpeyTnke T0 1958.

H Nelson €kave To KlvnuaToypagpLko Tng
vTepmouTo Ue To Schmeerguntz To 1965, and
Kotvou pe Tnv Dorothy Wiley. 21n cuvexela didage
oTo MaveroTApLo Tou Tav dpavoioko (1969-70)
Kat oTo IvaTitouTo Texvwy Tou av Ppavoioko
(1970-1992). EmaveykataocTddnke oTn Zoundia
To 1993, 6mov TIPABNKE Pe dLapopa onUAvTIKA
BpaBeia kat xopnyieg, Pe O MPOCPATO TO
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Meydho BpaBeio Tng ooundikng Emtpomnng
Xopnytwv yta Tig Texveg (2006).

Ot Tawvieg TnG €xouv mpoBANBei o onpavTikd
pouoeia TE€XvVNG 6mwg To MOMA oTn Néa Yopkn,
To Moderna Museet 6Tn XToKXOAUN Kat o€ cine-
matheques oTnv Evpwnn kat Tn Bopeia Apepikr).
An6 10 2008 AapBavel did Biov eloodnua anod Tn
ocoundikn Emurpomn Xopnytwv yia Tig TEXVEG.

Ta kaAALTexvikd erutevypara Tng Chick Strand
(1931-2009) dLaTPEXOLV MIEPLOGOTEPEG ATO

Tpelg OeKAETIEG. TIG apxEG TNG dekaeTiag Tou
1960, wg kdToX0G TTLXiOL AvBpwToAoyiag,
€0TPEYE TNV TIPOCOXT TNG OTOV EBVOYPAPLKO
KlvnuaToypdawpo. Ot mpwTeg TNG dOUAELEG eaTialav
OTLG HECOAUEPLIKAVIKEG KOUATOUPEG, HECA ATO TO
AeEIAOYLO TOL TELPAPATIKOV VTOKLPAVTEP.

To 1961 idpuoe pe Tov Bruce Baillie To Canyon Cin-
ema, mpomouTod Tou San Francisco Cinematheque
(1965). Opyavwoav MPoBOAEG TELPAPATLKWY,
VTOKLPAVTEPLOTIKWY KAl ApnynEATIKWY TAVLWY
0€ QUAEG Kal KOLVOTLKA KEVTpa Tou East Bay.
Mapakivovpevol and Tnv EAReLYn dNPOCLWY
XWPWV yla aveEApTNTEG TALVIES, CUPHETELXAV

oTn Stevpnpévn dvenon Tou apgepPLKavikou
afdv-yKapvT KLvnuaToypagou. e pla eNoxn
KOLVWVLKOU LOEAALOPOU Kal KOLVOTLKNG EVEPYELAG,
oL Tawvieg mou avedelEav evoTepvioTnKkav pe
TOAUN TNV QULYWE CLVEPATLKE OTITLKI EKPPACH Kat
TIOALTLOMLKI KPLTLK.

H Strand €puye ano Tn Bopeia Kakipopvia ota
TEAN Tng dekaeTiag Tou 1960, yla va cuvexioel TIg
OTIOUDEG TNG GTOV EBVOYPAPLKO KLVNUATOYPAPO
o1o UCLA. Enelta evrayxbnke oTo dLOAKTLKO
npoowTik6 Tou Occidental College, 6mov yia 25
Xpovia ATav eTUKEPAAnG Tou TpoypdupaTog «H
Tawia wg Texvn». Tn dekaeTia Tou 1970 cuveyLoe
va eEeNlO0EL TNV ELKACTLKN TEXVIKNA TNG, KABWG

n Bepatoloyia TNG MEPLOTPEPOTAV OAO KaL
oLXVOTEPA YUpW amo TLg yuvaikeg. MoAv ypriyopa
SLapopPwoe €va LdLaiTEPO KLVNHATOYPAPLKO
UPOG: UTIOKEIPEVA PWTLOPEVA ATO THiOW, OE
KOVTLvd TAdva Kat o€ Kivnon, pe gpako telepho-

to oTo x€pL. H TeXVIKA avedelEe alobnoLaKEG,
AUPLKEG ELKOVEG TIOU €yLvav TO ONA KaTaTebev
Tng Strand. H epyoypapia Tng nepthapBdvet
oXedOV eikooL PIAP evw apdAAnAa kaTagLwenke
WG PWTOYPAPOS KAl {WYpApOg.

O MEPIAYPELG TWV TAWVLWV Kal Ta BLoypapikd Twv
Snuovpywv avtAnBnkav ano: Filmmaker's Coop (Néa
Yo6pkn), Canyon Cinema (Zav ®pacvioko), kat Filmform
(ZTOKXOAN).

EvxaploTieg

Ekppdgoval Beppég evxaploTieg oToug: Anna-Karin
Larsson Tou Filmform Tng Tokx6Aun, MM Serra oto The
Filmmaker's Coop Tng Néag Yopkng, kat oo Canyon Cin-
ema Tou av $pavoioko Tou EMETPEPAV TNV LAOTIOINON
auToL TOUL TPOYPAPUATOG.
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Filmmaker Biographies

Storm de Hirsch (1912-2000) was an American
poet and filmmaker. She was a key figure in the
New York avant-garde film scene of the 1960s and
one of the founding members of the Film-Makers'
Cooperative.

Storm de Hirsch left home at an early age to pursue
a career in the arts in New York City. Much of de
Hirsch's work is abstract and employs a number of
experimental techniques, such as frame-by-frame
etching and painting and meta-diegetic editing. In
an interview with Jonas Mekas on the making of
Divinations she said:
| wanted badly to make an animated short
and had no camera available. | did have
some old, unused film stock and sever-
al rolls of 1T6mm sound tape. So | used
that—plus a variety of discarded surgical
instruments and the sharp edge of a screw-
driver—by cutting, etching, and painting
directly on both film and [sound] tape.

Sometimes her animations are superimposed over
live-action footage. Her films are clearly influ-
enced by her poetic background; she referred to
her series of short, silent films shot in the 1970s
as "Cine-Sonnets,” and she continued publishing
poetry throughout her life. Her films also reveal an
interest in eastern religious practices and rituals.
Her work explores the possibilities of light and is
concerned with spatial elements.

Gunvor Nelson was born in 1931 in Stockholm
and grew up in Kristinehamn and currently lives
and works in both cities. She studied at University
College of Art, Craft and Design (1950-51) and at
Beckmans College of Design (1952-53), both in
Stockholm. Nelson the moved to the USA in 1953
and studied at Humboldt State College (1954-

57), San Francisco Arts Institute (1957), and Mills
College in Oakland (1957-58). She graduated with
an MFA in painting. At the Institute she met Robert
Nelson whom she married in 1958.

Nelson made her film debut with Schmeerguntz in
1965, co-made with Dorothy Wiley. She then held
teaching positions at San Francisco State Univer-
sity 1969-70 and at the San Francisco Art Institute
1970-1992. She moved back to Sweden in 1993,
where she has received numerous major awards
and grants, most recently the Swedish Arts Grants
Committee's Grand Award (2006).

Her films have been screened at major art muse-
ums as MOMA in New York, Moderna Museet in
Stockholm and cinemathéques in Europe and North
America. In 2008, Nelson was awarded an artists
lifetime income guarantee by the Swedish Arts
Grants Committee.

Chick Strand's (1931-2009) accomplishments as
an artist spanned more than three decades. In
the early 1960s, with a new anthropology de-

gree in hand, she turned her attention to ethno-
graphic filmmaking. Her early work focused on
Meso-American cultures explored through the
language of the experimental documentary.

In 1961, she founded Canyon Cinema with Bruce
Baillie, an organization that, in 1965, spawned the
San Francisco Cinematheque. They organized
screenings of experimental, documentary and
narrative films in East Bay backyards and commu-
nity centers. Acting in response to a lack of public
venues for independent movies, they were part of
a wider explosion in American avant-garde film.
The era was one of social idealism and commu-
nal energy, and the films they showcased boldly
embraced purely cinematic visual expression and
cultural critique.

Strand left Northern California in the late 1960s

to pursue studies in ethnographic film at UCLA.
She then joined the faculty of Occidental College,
where she served as the director of the film as art
program for a quarter of a century. In the 1970s
she continued to define her visual technique, and
her subjects more frequently became women.

She soon evolved a distinctive film style: backlit
subjects photographed in close up and in motion,
with a handheld telephoto lens. The technique pro-
duced sensual, lyrical images that became Strand's
signature. Her entire filmography numbers nearly
a score of works, and along the way, she also be-
come an accomplished photographer and painter.

Film synopses and filmmaker bios provided by the
Filmmaker's Coop (New York City), Canyon Cinema (San
Francisco), and Filmform (Stockholm).

Credits

IVAC most warmly thanks Anna-Karin Larsson at Filmform
in Stockholm, MM Serra at The Filmmaker's Coop in New
York City, and Canyon Cinema in San Francisco for making
this program possible.
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Tpeg Tou Mepaparikon

(Greek Text Only)

‘Eva peydho PEpog TNG PpLApoypapiag Tng Totk
STPavT ETUKEVTPWVETAL OE TIOPTPETA AVOPWTIWV.
Kdmoleg elkdveg oL KaTapepe va SUANABEL

og kaBnAwvouv Kat oe decpeLoLY owWg yLa

TavTa; €vag nadlacpEvog avepwriopog Kat pla
avagnTnon yla ékotacn. Méoa ano To €VOTIKTO Kal
TOV OTOXAOUO 0dnNyrnBnKE va apouoLACEL LOTOPIEG
TOU KOGUOU, TIOL KLVOUVTAL OTO ELKACTLKO OPLO TOU
PEAALOTLKOU KAl TOUL (pavTacTikou. Ta ptAp TNG
douvAevouv wg mapatednoloyova, av napacupBeiq
Ba Bpelg ouykivnon, Ba avakaAvYeLG WG N PHVAHN
€eBwplddel, n mpaypaTikoTnTa EeBwpLalet kat
HEVEL (0WG 0TO TENOG POVO N EUTIVELON.

Ma Tnv ZTopp vTe XI1pG, N TMoinon Kat Ta PpLAp
utipEav €va idlo owya, Jia gaytkn duvapn
avtAnong €umnvevong. H Bia emkparel oTnv
moinon TNG AAAa To oAU Kuplapxei oTa QLAY
NG, Kat n idla To epUNVeLEL WG HLa KOGULKN
0€EOLAALKOTNTA, £VA YUXOBLOAOYLKO EVOTLKTO
Touv dlakaTexeL iowg kabe yuvaika. Anpovpyei

Third Eye Butterfly
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QPALPETLKEG XELPOTIOINTEG KIVOUHEVEG ELKOVEG,
oav JLa gaviaopévn avalnTnon Tou ‘eautol’, n
HETAPUOLKN aywvia BploKeTal CUVEXELA EKEL,
pé€oa oTov HuBo Kat Tnv TEAETOLpyia. Emuxelpei
HE TOLNTLKO TPOTIO JLla EVOOOKOTINGN, KAl
XPNOLUOTIOLWVTAG €Va ECWTEPLKO TIOAVXPWHO
pPLBUO XTiCEL Pla OTITLKN EMAvVACTAON.

H douAeld Tng NkovvBop NEAoov eival oav

€Va aKaTaoTaTo MPOCWTIKO HWwaodiko, OTou
KABe PLAY eival pla pdga xopoypapiag, 66o
KLve(TalL TOoO XTiZel TO BL1KO Tou AeELAOYLO, 6CO
KlveiTal Tooo dopei TV aBuoco Tou nxou. H
(pavTacia cuvUTIAPXEL PHE TNV TPAYHATIKOTNTA,
péoa amnod To poTifo TNG eMavainyng, Omwge Kat
TNG €EEALYHEVNG TEXVLKNG KaL ALoBNTIKAG TIOL
dlakartexel Ta MAeioTa LAY, H OTTIKA puBULKA
TMOAUTIAOKOTNTA KAl N AupLKOTATA apnyovvTal
TAUTOXPOVEG LOTOPLEG ECWTEPLKAG Kal
€EWTEPLKNG OPOPPLAG KAL ACXNHLAG, KAAWVTAG
Tov Beatn va BubLOTEL OTLG EPWTNAOELG TIOL TUXOV
va PoKLYouLV ano Tnv B€aon.

XploTiava lwavvou
deBpoudplog 2020
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