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"The Cinematographer's job is

to tell people where to look."
Michael Chapman, Visions of Light

If, as Michael Chapman suggests, the
cinematographer’s job is to “tell people
where to look,” perhaps our job as media
literacy educators is to show people How
to look and to help them understand Why
they need to. Using Australian Teachers
of Media Literacy (ATOM) motion picture
study guides (available from National
Telemedia Council) as their model

and computer scanning

technology as their
tools, my under-
graduate students are
required to create anin-
terdisciplinary study
guide based on a movie
of their choice. This se-
mester, an art education
major looked at me with
wide blank eyes which made
it clear that she simply had no
idea how motion pictures and

art education might be related.

The next time I saw her I duti-

fully arrived with my copies of Lust for
Life [Van Gogh], Moulin Rouge [Toulouse
Lautrec] and The Agony and the Ecstasy
[Michelangelo]. I referred to Dali's contri-
bution to the sets of Spellbound, the influ-
ence of German Expressionism on Film
Noir, and the relationship between the
American Regionalist painting of Grant
Wood and the black and white sequences
in The Wizard of Oz. The discussion of Art
Deco was postponed to avoid information
saturation and she left for the week end
with the videotape of Lust for Life in her
keeping,

Almost a decade after What Do Our 17-
Year-Olds Know, recommended integrating
art into literature and social studies classes
we slill experience subject area specializa-
tion, isolation rather than integration, and
often inflexible boundaries between the fine
arts, performing arts and media arts. Yet
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the world of the Impressionists with their
revolutionary emphasis on light cannot be
isolated from the motion pictures with
their “visions of light.” The western per-
spective developed in the Renaissance can-
not be separated from the point of view
established by the director and encoun-
tered by the audience in our relationship
with the screen. Nor can an arbitrary and
artificial line be drawn between the world
of painting and movie making. “While
some may feel that film does not belong
to the history of art, the fact is that film-
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makers often use painting to
shape or enrich the meaning of their
work”.[Dalle Vacche 1996 p 1]. To encoun-
ter Stanley Kubrik's Barry Lyndon is to
enter a Hogarth painting; to experience
Thackeray’'s century and the period detail
of the sets and the sounds of Bach, Mozart
and Schubert, If arteducators are notable
to build bridges between these areas is it
any wonder that funding for the arts is
minimized in our political culture and that
art programs are frequently the first tar-
get during budget cutbacks? In continu-
ing to privilege print, our classrooms and
our curriculum run the real risk of pre-
paring students for yesterday at the same
time as image-based technologies propel
us headlong toward the 21st century. The
failure to value and appreciate the role of
film in art education is not a matter of sim-
ply regarding commercial motion pictures
as a frivolous, at times offensive, second
class visual medium. It is also related to
the left hemisphere bias that dominates
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most education to the detriment of both chil-
dren and the curriculum. Predominant in
this bias is the way print and literary con-
ventions overwhelm visual information. In
the K-6 classroom for example, where
children’s literature and literature based
learning flourish, the children’s picture book
is a standard teaching tool. Yet teachers
working with these materials are prepared
to address literary conventions such as
genre [fantasy, fairy tale, folktale] and fre-
quently unprepared to discuss the visual
components that often carry and convey in-
formation never addressed in the text. De-
spite the fact that award-winning illustra-
tors like Chris Van Allsburg and Gail Haley
have described the preparation of their art
as similar to making a movie or setting a
stage, elements such as visual design, com-
position and artistic technique or medium
are seldom stressed in teacher preparation
and hence in the curriculum [Considine,
Haley and Lacy 1994]. Similarly Bordwell
and Thompson complain that we frequently
talk about the film story —or narrative —as
though it is somehow separate from
the style of storytelling. In
reality they suggest,
we need to both rec-
ognize and read “the
overall system of rela-
tionships among ele-
ments that make up the
whole film...[which] be-
come related to one an-
other and interact dynami-
cally” [1979 p 27/28).

In part our inability to recog-

nize and read the visual lan-

guage of film is the result of the
technical skill of those who bring us the
story, who over the years have actually suc-
ceeded in rendering themselves and their
craft invisible, In the case of the cinematog-
rapher for example, there is an inherent
irony in their task. “The ASC articulated a
contradictory task for the cameraman. He
was firstly to be an artist..comparable to
the screenwriter or director...[Each]
cinematographer’s work was to have some-
thing distinctive about it...But at the same
time the ethos of the craft held that the
cinematographer’'s work must go unnoticed
by the layman” [Bordwell, Thompson and
Staiger 1985 p 345]. Once a year on Acad-
emy Award night our attention may be
drawn to achievement in special effects or
cinematography and occasionally as movie-
goers, the look and feel of a film [The God-
father, The Last Emperor, Legends of the
Fall, Days of Heaven, Restoration] may






