N°170 - SPRING 2011
$14.95 (NZ $16.95)




Lok

Australian and New Zealand Cinema

8 'Real humanity is not easy to look at':

Adapting Patrick White's The Eye of the Storm

CARLY MILLAR

14 Homecoming and Dislocation:
An Interview with Fred Schepisi ANTHONY CAREW

18 Shaggy Dog Stories and Red Dirt
Resilience: Red Dog MYKE BARTLETT

24 A Sleep Like Death: Julia Leigh's
Sleeping Beauty SARINAH MASUKOR

30 The Melancholy Wild: The Hunter's
Landscape of Loss RIURK DAVIDSON

34 Hard-boiled Highway: Swerve DavE HOSKN

33 A Remote Possibility? The Uncomfortable
Realities of Toomelah JACINDA WOODHEAD

41 Big Things, Small Packages:
MIFF Shorts 2011 CARLY MILLAR

Focus on Asia and the Middle East

44  The Chinese A-list: The 14th Shanghai
International Film Festival CHEUNG KI-FUNG

50  Miscarriage of Justice: A Separation
and Good Bye ANDREW MACRAE

54  The Terror of Uninterrupted Silence:
Sulanga Enu Pinisa (Forsaken Land) BORIS TRBIC

Documentary

58 Murder by Association: Horror and Hope in
A Common Purpose JLL POPE

64 Document: Recent Australian Documentary
Rollerboy FONATRIGG
Life in Movement SUE SWINBURNE
Shut Up Little Man! ROWENA ROBERTSON
Scarlet Road SIMONWILMOT

Special Feature: Giorgio Mangiamele

74 Giorgio Mangiamele: Visionary of the
Australian Screen GINO MOLITERNO

86 From Catania to Carlton: Italian Australian
Migration and the Cinema
of Giorgio Mangiamele GAETANO RANDO

83 A Passion Restored: An Interview with
Rosemary Mangiamele JOSEPHINE GILES

Critical Views

g6 Fair Games and Wasted Youth:
Twenty-five Years of Australian Rape-Revenge
Film (1986-2011) ALEXANDRA HELLER-NICHOLAS

90  The Discreet Charm of David Thomson PETER GALVIN
g4 Scribes on Screen: Jill Forbes RICHARD ARMSTRONG

Industry Perspectives

98 Going Through the Neighbourhood with .
Your Eyes Open: An Interview with John Sayles
NICHOLAS GODFREY

194 What Lies Beneath: An Interview with
Andrew Traucki THOMAS CALDWELL

168 Missing in Action: Where Are the Asian Films
on Australian Screens? BRONY KIDD

114 The Outlook for Digital: DigiSPAA and the
Promotion of Independent Filmmaking MCHAEL CLARKIN

116 The Perfect Mix: Harnessing the Power of
Creative Sound DAVID RAINES

Film and Media Studies in Australia

118 Through the Lens: Interviews from the
Australian Film Theory and Criticism Project —
Edward Buscombe NOEL KING

TV and Media

122 No Shame, No Pity: The Bolt Report DAVE HOSKIN

125 Still Angry? The Elusive Characters of Chris Lilley
ED YATES

Regular Features
128 TV Eye

132 Technical Section
134 Shortcuts




 NICK TAPPER
;‘._aSSIStantedlto Yatom.org:au

~ SUBEDITOR
- GRETA PARRY

f ‘TcOMMlsslomNG
. EDITORS
IT'NA,KAUFMA,N'

.~ ART DIRECTOR

: PASCALE VAN BREUGEL

suascmp'nons
MANAGER -
ZAKHAMER . -

_‘subs@atom.org.au

. suascmpﬂous

: ELENAVlTHOULKAS
_PRINTING

- ASSISTANT

IMPACT PRINTING

ADVERTISING ;
PH61395253007

MEMBERSHIP AND
DISTRIBUTION

~ ATOM; PO BOX 2040;

ST KILDA WEST, VIC 31 82
AUSTRALIA

, WEBSITE :
-www.metromagazine.com.au

METRO CONTRIBUTORS

ISSN 0312-2654 Published September 2011

Metro is produced by the Australian Teachers of Media Inc. (ATOM)

with assistance from Screen Australia and Film Victoria. Metro is a partly
refereed journal, for those authors who request that their pisces be
refereed. Manuscripts, of a maximum of 3000 words, should be submitted
for blind review with identification of author(s) on a separate page, including
author details. Manuscripts should be typed, double-spaced, on A4 paper
{one side only), and three copies supplied. If the manuscript is accepted
for publication, you will be asked to email the article as an attachment

in Word. ACCOMPANYING PHOTOGRAPHS or graphics are preferred.
ELECTRONIC IMAGES: 300dpi EPS, TiFF, JPEG or Photoshop not too
small, and please do not embed in Word document.

A Metro style guide is available from http://www.metromagazine.com.au.

Associate editors for refereed articles

KEITH BEATTIE Senior Lecturer, Faculty
of Arts and Education, Deakin University

* CHRIS BERRY Associate Professor,
Film Studies Programme, University of
California, Berkeley « INA BERTRAND
Principal Fellow, School of Fine Arts,
Classical Studies and Archaeology,
University of Melbourne ® KATE BOWLES
Lecturer, Department of Communication
and Cuttural Studies, University of
Wollongong ¢ FELICITY COLLINS
Lecturer, Department of Cinema Studies,
La Trobe University « JACKIE COOK
Senior Lecturer, School of Communication
and Information Studies, University of
South Australia « REBECCA COYLE
Researcher, Media Program, Southem

Austrafian Government

International Education (ERIC) ¢
available on the 'Austrom CD-ROM' «

Cross University « ANNA DZENIS
Lecturer, Department of Cinema Studies,
La Trobe University ¢ FREDA FREIBERG
independent Film Scholar « LISA FRENCH
Associate Professor, School of Media and
Communication, RMIT University ¢ ROGER
HILLMAN Reader, Film Studies Program,
Australian National University ® JOHN
LANGER Associate Professor, Department
of Communication, Language and Cultural
Studies, Victoria University of Technology
BRIAN MCFARLANE Honorary Associate
Professor, English Department, Monash
University; Visiting Professor, Film Studies,
University of Hull ¢ DR GEOFF MAYER
Reader and Associate Professor, Head,
Schoo! of Communication, Arts & Critical

SCRE3N

AUSTRALIA

¥V FILM VICTORIA

Enquiry, La Trobe University ® DR JANE
MILLS Associate Professor, School of
Communications, Charles Sturt University
* MEAGHAN MORRIS Professor,
Department of Cultural Studies, Lingnan
University, Hong Kong ¢ LORRAINE
MORTIMER Senior Lecturer, Department
of Sociology and Anthropology, La Trobe
University ¢ GABRIELLE MURRAY
Lecturer in Cinema Studies, La Trobe
University * HARRY OLDMEADOW
Senior | ecturer, Department of Arts, La
Trobe University (Bendigo) » LELAND
POAGUE Professor, Department of
English, lowa State University » DANA
POLAN Professor, Critical Studies, School
of Cinema-TV, University of Southern

e Facsiobe

] ATOM acknowledges the financial assistance of Screen Australia
The views expressed in signed articles and reviews do not necessarily represent the views of the editors or ATOM. © Copyright 2011 Australian Teachers of Media (ATOM).

Metro magazine is indexed by the following organizations: FIAF in the International Index to Film/TV Periodicals ¢ BF! in their CD-ROM Film Index International

California ¢ DAVID ROWE Director,
Centre for Cultural Research, University
of Western Sydney » SUE TURNBULL
Associate Professsor, Department of
Media Studies, La Trobe University

* CON VEREVIS Senior Lecturer,

Film and Television Studies, Monash
University « MICHAEL WALSH Lecturer,
Department of Screen Studies, Flinders
University « DEANE WILLIAMS Head,
Film and Television Studies, Monash
University ¢ BRIAN YECIES Lecturer in
Communication and Cultural Studies,
Faculty of Arts, University of-Woilongong
* AUDREY YUE Lecturer, Department of
English and Cultural Studies, University of
Meibourne.

Film & TV Documentation Centre's Film Literature Index ® Australian Council of Educational Research (ACER) in Australian Education index
Informit online » APAIS fully indexes Metro  Bibliographic Services in Guidelines



THIS PRGE: GIORGIO MANGIAMELE AT
WORK 0PPOSITE: MANGIAMELE FILMING
SOUTH PACIFIC FESTIVAL OF ARTS




Giorgio Mangiamele produced

a body of work that for the first

time brought a European art film
sensibility to Australia and put
Italian Australians on the screen.
GINO MOLITERNO looks into the
life and work of one of this country’s
pioneering filmmakers.

Giorgio Mangiamele landed in
Australia on an assisted passage in
1952 and within a year had made //
Contratto (1953), arguably the first
Australian feature film about the
migration experience. With little more
financing than what he was able

to generate from the photographic
business he had established in the
inner-Melbourne suburb of Carlton,
he went on to make six other short
films before completing his second
full-length feature, Clay (1965), which

i i Len o iy

was accorded the singular recognition
of being invited to screen in competi-
tion at Cannes in 1965. Five years

later saw the release of his first colour

feature, Beyond Reason (1970), which

Columbia picked up for distribution in
Australasia. Despite living into the new
miltennium and continuaily presenting
a host of proposais and scripts to gov-
ernment film-funding bodies, however,
Mangiamele was never able to make
another film in Australia and remained,
for the fongest time, the forgotten man
of Australian cinema.

There has been a growing interest in
his work in recent times, especially
from film historians and commenta-
tors. For its part the National Film
and Sound Archive, which conserves
much of his work, had also long been
planning a restoration of some of

SPECIAL FEATURE: MANGIAMELE

Mangiamele

forgotien man

of Australian

his major films. The result has been
the release this year of a two-DVD
set of Mangiamele’s films curated by
the NFSA and marketed by Ronin
Films. Finally making Mangiamele’s
work available to a wider audience,
this release offers the opportunity to
rediscover the work of this neglected
pioneer of Australian cinema who
doggedly attempted to make films
and champion the cause of a local
film industry at a time when practi-
cally no-one believed in such a utopic :
dream.

Quentin Turnour, who since the late
1990s has done much to redress

the neglect a previous genera-

tion of film historians has shown to
Mangiamele, has justifiably character-
ised Il Contratto as ‘one of the most
extraordinary independem feature
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productions in Australian cinema his-
tory’.! Perhaps the most extraordinary
thing about the film is the fact that
Mangiamele was able to make it at

all. He had just arrived in Australia, he
had no funds or ready-made connec-
tions, and he had no real previous
experience with feature filmmaking.
He had studied photography in Italy
but, by his own admission, his only
practical knowledge of filmmaking
had been acquired photographing and
filming demonstrations as a member
of the scientific branch of the Roman
police.? This can only have been scant
preparation for writing, directing, pro-
ducing and acting in a ninety-minute
feature film. All the more remarkable,
then, that using an old 16mm Bolex
camera and with an ensemble cast
and crew made up only of friends and
acquaintances, Mangiamele was abie
to produce what Turnour calls ‘the real
thing: in its use of found locations,
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cast and celebratory communal oc-
casions; in its sense of urban place;
and in its interest in the common
plight of marginalised Australians’.?
The film was shot without sound and
Mangiamele was never able to find the
money to create the soundtrack, but //
Contratto still manages to effectively
tell the saga of four young ltalian men
who arrive in Melbourne with the
promise of a two-year work contract,
but instead find themselves destitute
and unemployed in a less than hos-
pitable foreign land. Their plight only
improves when they move out of the
city to work on a farm owned by other
‘new Australians’.

The film was never released, no
doubt because it lacked sound, but
Mangiamele’s passion for filmmaking
had now been ignited. A few years
later, his home and photographic
business in Rathdowne Street were
equipped with basic film-editing
facilities and he had also taken over
a faltering acting school in Russell
Street where he ran acting classes. At
the same time, with what must have
been absolutely minimal capital, he
established the New Continent Film
and TV Production company. Using
students from the school as actors
and crew, he made his first short fea-
ture, Unwanted (1958), which recounts

he Spag is
a vehement
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1: THE SPAG
(UNREALEASED
VERSION) Z:
MANGIAMELE’S
PHOTOGRAPHS
CAPTURED URBAN
EXPERIENCE 3: THE
SPAG (RELEASED
VERSION)

the story of an illegal migrant who
arrives in Australié, works hard and
falls in love with an Australian woman.
The woman’s jealous Australian

suitor then underhandedly frames the
migrant, causing him to be deported.
It's unclear how close the film came to
actual completion since Mangiamele
himself always spoke of it as having
been irretrievably lost.*

The experience of making Unwanted
forged a close working relation-

ship with actor and writer Robert
Clarke, who would become one of
Mangiamele’s closest coliabora-

tors. Clarke co-wrote the next short
feature that Mangiamele made with
actors from the school and under the
aegis of New Continent, The Brothers
(1958). The story of a devoted
younger brother who almost commits
murder in order to get enough money
to keep his older sibling out of prison,
The Brothers shows Mangiamele
already beginning to shrug off what
Turnour calls ‘the brittle cladding

of modish neo-realism’ evident in

Il Contratto in favour of the more
poetic art cinema style that would
distinguish his fiims from then on and
achieve its highest point of realisation
in Clay. In addition to this stylistic
development, The Brothers also
initiated a close personal and working
relationship with Ettore Siracusa,
who acquitted himself superbly as
the younger brother in the film and
who would act as assistant director
on most of Mangiamele’s subsequent
films.5

Returning invigorated from a short
period in Europe, Mangiamele made
the first version of The Spag in
1960. As the name implies, the film
is a vehement denunciation of what



NINETY NINE PER CENT

was then widespread discrimination
against ltalian migrants, not least
deriving from their insistence on
eating this strange food, ‘spagheiti’.
The film's protagonist, a young ltalian
immigrant, is a hard worker and

a model citizen but is continually
denigrated by neighbours and at-
tacked by fellow workers. Eventually,
he dies while saving a young boy from
the wheels of a speeaing van driven
by a drunken Australian. The film's
rough edges and poor sound qual-

ity betray the non-existent budget,
but Mangiamele’s developing poetic
style is clearly evident in the imagina-
tive framings and extremely moving
images. Nevertheléss, it appears that
following the advice of Erwin Rado,
then director of the Melbourne Film
Festival, Mangiamele chose to shelve
the film without releasing it. Two years
later, again with Clarke as co-writer
and Siracusa as assistant, Mangiamele
made a second and longer version of
The Spag, which was released and
which received an honourable mention
at the 1962 Australian Film Institute
(AFly Awards.

By this time, his talents as a first-
class cinematographer were widely
recognised, and another up-and-
coming young director, Tim Burstall,
hired Mangiamele to photograph two

documentaries on Australian art-

ists as well as multiple episodes of
Sebastian the Fox, a children’s series
that Burstall was making for ABC TV.
Within a year, however, Mangiamele
had returned to directing his own
films ~ this time his one and only
comedy, Ninety Nine Per Cent (1963).
Co-scripted by Clarke, who here also
took on a crucial acting role, and with
a remarkable and very convincing
performance by a non-professional
father-and-son team, Francesco and
Carmelo Pino, Ninety Nine Per Cent
is without doubt one of the most
unfairly neglected comic gems of
Australian cinema. The film recounts
the story of a dumpy middle-aged
ltalian widower who goes to a mar-
riage agency in order to procure a
new mother for his school-aged son,
only to be defrauded by the agency
and spectacularly humiliated by the
young would-be bride. Ninety Nine
Per Cent again takes up the migrant
themes articulated in the earlier films
but here inflects them with a charm-
ing sense of comedy that recalls the
humour of Jaicques Tati. As in Tati's
films, Ninety Nine Per Cent is rife
with clever poetic stratagems that
succeed in transforming even a bel-
licose Australian drunk — a threatening
character in some of the earlier fiims
- into a mere figure of fun.

iL 'L;ONTHATTO (The Contract) k

1953 » 16mm © Black and white
* 90 minutes '

UNWANTED (nesidorato)

1958 (lost)

958 » 16mm » Blackand white -
e 19 minutes - e e

While carrying out post-production
for Ninety Nine Per Cent, Mangiamele
accepted a commission to make
Boys in the Age of Machines (1964),
a twenty-minute informational film

aimed at encouraging young men
to undertake apprenticeships in the
metal trades. Yet his desire, as he
confessed to an interviewer only a
few weeks before his death, had
always been to make art films.® No
doubt buoyed by what he had been
able to achieve in Ninety Nine Per
Cent - the film received an honour-
able mention at the AFl Awards - he
now set his sights squarely on the
international film festival circuit.
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THE FUGITIVE EXAMINES A

SCULPTURE OF HIMSELF IN CLAY &

Even with its undeniable blemishes
due to the as-always meagre produc-
tion budget, Clay must be one of

the most remarkable films produced
in Australia in the period before the
Australian film revival of the 1970s.
The film marks not only the high point
of Mangiamele’s own achievement but
also, as Tom O’Regan has suggested,
the very beginnings of art cinema in
Australia.”

The story itself is refatively simple:

a mysterious fugitive fleeing from

the police finds refuge at an artists’
colony thanks to an old potter and

his daughter. Inevitably, a romance
develops between the enigmatic stran-
ger and the young woman, inflaming
the jealousy of another young potter at
the colony who is also in love with the
girl. Unable to rid himself of the new
rival even after a physical confronta-
tion, the young potter denounces the
stranger to the police, forcing him to
flee again. The young woman pretends
to acquiesce but soon attempts, and
succeeds in, taking her own life in

a car crash. Sensing what she has
done, the fugitive returns to grieve by
her body and then give himself up to
the police.

This basic story outline can hardly

convey the film’s stunning beauty
and the haunting lyricism of its
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extraordinary imagery. Typically doing
more with less, Mangiamele filmed
most of it at the artists’ colony of
Montsalvat in Victoria, making effec-
tive use of the evocative location and
the artistic connotations that the set-
ting naturally provided. Furthermore,
bookended by a voiceover meditation
on whether it may have all been a
dream, and highlighting the active
creation of images and simulacra
throughout, the film continually tends
towards an allegory of the artist and
the artistic struggle that is reminiscent
of Cocteau. It was all an attempt, as
the director himself acknowledged, ‘to
express poetry through visual form’.8

Mangiamele had aimed the film at
the international art film circuit and
achieved his wish when, with no
Australian government support of
any kind, Clay was chosen to screen
in competition at Cannes in 1965.

In the event it didn’t win but, as The
Australian correspondent at Cannes

1: NINETY NINE
PER CENT 2: THE
FUGITIVE RECOILS
FROM THE PRIEST'S
SHADOW IN CLAY

be one of the most remarkable filins produce

that year suggested, it was a landmark
even as a try.? When a month later it
was screened at the Melbourne Film
Festival, it prompted a very tepid
reception and at the Sydney Film
Festival the reaction was decidedly
hostile.'® A year later Mangiamele
organised a season of special screen-
ings at the St Kilda'Palais but by then
the film, made with less than £11,000,

as-always meagre producton budge

d in

Auvstralia in the pesind before the Australian film
revival of the 1970s.

was competing at the box office with
Hollywood blockbusters such David
Lean’s Doctor Zhivago (1965) and
George Cukor's My Fair Lady (1964),
and so understandably failed to attract
more than a cursory interest.

Disappointed but still passionate
about creating a local film industry,
Mangiamele decided to embark on a
more commercial venture, the result of
which would be his first colour feature,
Beyond Reason. He approached
playwright Oriet Gray with an idea for
a post-nuclear-holocaust film in which
a large group of mental patients are
Jocked together with their doctors

and nurses in a bunker following the
outbreak of a nuclear war, The film
was probably partly in response to the
heightened fears of a nuclear war that
ongoing French nuclear testing in the
Pacific generated, and partly inspired
by the ideas of the anti-psychiatry
movement that had gained currency
in the growing countercuiture of the
time. Working, as always, within the
slimmest of budgets, he scheduled a



three-week shoot in the basement of
the RMIT building. But the production
was beset with difficulties from the
beginning, with Gray soon abandon-
ing the project having written very
little. The shoot itself, which couldn’t
be extended because the space was
scheduled to be refurbished, turned
into a nightmare: the camera was

too noisy and had to be encased in a
lead blimp, which made it difficult to
move; the mixture of professional and
amateur actors and crew proved to be
difficult to manage; and the high cost
of 35mm colour film meant that they
couldn’t re-shoot scenes that hadn't
worked. The result was undoubtedly
quite far from what Mangiamele had
intended.

Substantially finished in 1968, Beyond
Reason remained without a distributor
until a year later when Mangiamele

" and assistant producer John Gauci
struck a deal with Columbia for
distribution in Australasia. Worried
that a poor showing in a large city
theatre might harm the film’s chances
with other exhibitors, and also soon
realising that the fine print of the
contract meant that as producer

he was wearing most of the costs,
Mangiamele proposed opening the
film in a small suburban theatre and

a drive-in, and Columbia agreed. But
the tactic backfired: despite a number
of relatively good reviews, the film
made very little money and, after
being moved around several other
suburban theatres for a few more
weeks, sank from sight.

By this time, the federal government
had, after much entreaty, finally started
to support a local film industry via
bodies such as the Australian Film
Development Corporation. Undaunted
by the limited success of his recent
ventures, Mangiamele repeatedly
applied for development funding for a
number of different projects but was
consistently refused because they
weren't deemed financially viable.

By the end of the 1970s, thoroughly
disheartened by prospects in Australia,
he accepted an offer to work for the
Office of Information in Papua New
Guinea, where he would be making
informational films and helping to set
up alocal film industry.

His three years in Papua New Guinea
were both happy and productive.
Finally paid to make films and provi-
sioned with adequate budgets, he was
able to produce three public informa-
tion films promoting various initiatives
of the country’s government, one
seventy-minute documentary about
the Third Pacific Festival of Arts, and
Sapos, a sixty-minute fictional feature
dramatising the problem of aicoholism,
which was rife in Papua New Guinea
at the time.

At the end of his contract with the
Papua New Guinea government,
Mangiamele spent some time in
Europe exploring the possibility of
working in ltaly. But the ltalian film
industry was itself going through a
downturn at the time and he quickly
became aware that there were very
few opportunities. in any case, his
real allegiances were in Australia, so
he returned and again began to sub-
mit a host of projects to Film Victoria
and other bodies. Unfortunately,
these were also regularly rejected

as commercially unviable. Continual
application and continuai refusal
appear to have bred hostility on both
sides, settling into a mutual antago-
nism that practically ensured nothing
that he submitted would receive any
support. '

After many more attempts, in 1997

he finally received a modest amount
of development funding from Film
Victoria for a film set in Papua New
Guinea, and by 2000 had attracted
the interest of a number of producers.
However, his health had been fading
for some time and in December 2000
he was diagnosed with motor neurone
disease. He died on 13 May 2001.

A certain inflexibility of character and
an unwillingness to compromise on his
part no doubt significantly contributed
to the small number of films he was
able to produce. Perhaps, tragically,
Mangiamele became the victim of
his own idealism. Yet the recently
released DVD set effectively displays
his impressive talent as an artistic
filmmaker and amply supports his
claim to be regarded as one of the
most visionary and devoted pioneers
of the Australian cinema.

Gino Moliterno is Head of the Film
Studies Program at the Australian
National University. He has written

on a range of filmmakers from Andrei
Tarkovsky and Pier Paolo Pasolini

to Francis Ford Coppola and Martin
Scorsese. He is also the author of the
Historical Dictionary of Italian Cinema
(Scarecrow Press, 2008). His most
recent interest is in the work of Giorgio
Mangiamele. .
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