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TAPE NUMBER: I, SIDE ONE 

December 11,2002 

COLLINGS: Jane Collings interviewing Johanna Demetrakas, December 11th, 2002. 

Good morning, Johanna. 

DEMETRAKAS: Good morning. 

COLLINGS: Let's just start off very simply, by asking you where and when you were 

born. 

DEMETRAKAS: Okay. I was born in Haverhill, Massachusetts, in 1937, June 20th, 

ten minutes before midnight, which means I'm very much a cusp person, as they say. 

My mother's [Chrisoula Demetrakas] best friend had her baby twenty minutes before 

midnight, so it was a very sweet little thing that went on there, and we were friends as 

little girls. 

So I wanted to talk just a bit about where my parents are from. 

COLLINGS: Yes, I want you to talk about that, too. 

DEMETRAKAS: Okay. They're both from Greece. They're from the Island of 

Lesbos, which makes my father [James Demetrakas] a Lesbian as well, and the whole 

family Lesbians. On a little island. It's not a little island. It's actually a good-sized 

island off the coast of Turkey, and because it's so close to Turkey, it was invaded by 

the Turks, even as late as when my father was there. I don't know about my mother; it 

might have been my mother's side as well, in this little town called Kalloni, which is a 

little port town. 

My father left there before my mother did. Even though they lived in the same 
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town, it was kind of like living in Santa Monica and Venice or something. He lived 

more in the port area, and she lived a little bit inner. Her family was considered 

wealthy because they were doctors, and I think one grandfather of hers was a mayor or 

something like that, and his family was much poorer. They didn't know each other 

there; they didn't meet until they met here in America. 

When my mother was nine, her parents left for America, and they couldn't 

afford to take everybody. They took two sisters plus a brother, the mother and the 

father, and they had to leave her behind. 

COLLINGS: Was she younger or older? 

DEMETRAKAS: She was the next to the youngest, only a year older than her 

brother. It was an experience that just shattered her, shattered her to be left behind. It 

was a very close family, like most Greek families are, and she never forgot it. 

Actually, I took her to Greece about five years ago. She'd been back a few times, and 

she's like now ninety-nine. She was like ninety-four at the time. We walked around 

the town, and I had a videocamera, and I asked her to tell me about what went on, and, 

"What was this house? When did you go to school? In what church were you 

baptized in?" and so forth. 

And when we got to the little house that she stayed in with her aunt when her 

parents left her behind, and she told the story, she began to weep. It just struck me 

that here eighty years had gone by, and still, every time she tells that story she weeps, 

but when she was in front of the house it was just overwhelming. It's a story that— 

Then the First World War broke out. She was supposed to stay behind just a year or 

so, perhaps. 
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COLLINGS: To earn money for the ticket or something. 

DEMETRAKAS: Yes, but the First World War broke out, so she was left behind. 

COLLINGS: For how long? 

DEMETRAKAS: Three years or four years or something. No, no, I think it's more. 

It's like six years or something she was left behind. So it's very interesting, because 

she was exceptional, one of the exceptional ones of the family. 

COLLINGS: In what way? 

DEMETRAKAS: Well, in that she loved education. She worked all her life, and her 

other sisters stayed in the home. She worked in factories. She made shoes. Well, she 

was the one who made the show shoes. She was a floor lady of her floor, and she 

made more money than my father did most years, so she was a very capable person. 

COLLINGS: Where did she get this drive? 

DEMETRAKAS: You know, I don't know much about my grandparents [Asanoula 

Verros and John Verros], My grandfather died before I was born. My grandmother 

was alive, and I got to know her. She was very forceful, very kind, very smart, and 

that's about all I remember of her. I was only eight when she died. 

COLLINGS: Did she live in Greece as well? 

DEMETRAKAS: No, well, she'd already been here. She came over; the mother, the 

father, and three of the children. So I don't know where she got that drive, but she's 

definitely exceptional. She's exceptionally bright, and at ninety-nine she still has 

spirit, which is what's kept her alive this long, and curiosity, and can laugh. She has, 

I think you might say, some kind of trust in the universe, you know, some kind of trust 

in life that I think I did inherit, even though she was prevented from going to school, 
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not even being able to go to high school in America, or anything like that. She was 

prevented from having an education because she was a woman. This was something 

I learned as a kid, and I'm sure it laid the groundwork for some feminist consciousness 

that bloomed later on. 

And, yes, she lived under the thumb of how women were not educated, told 

who to marry. She had an arranged marriage with my father, and she suffered from 

that, because she wanted to be independent. She wanted to study and become a 

teacher. She had a vision for what she wanted to do with her life. It was 1920 when 

she came over, and she was sixteen, or— I forget what. Let's see. Seventeen. And 

they just put her to work. 

COLLINGS: So she was the only one of the siblings that had that— 

DEMETRAKAS: The only one. Well, my uncle [John Verros], that man there 

[gestures], was also bright. 

COLLINGS: Her brother. 

DEMETRAKAS: Her brother, the one that was like a year younger than her. He was 

very interesting. Yes, he's interesting, because he went to high school in America. He 

went to whatever grade school was left for him to go to, and high school, because he 

was very young when he came here, too. He went to Haverhill High School, and then 

he left Haverhill and went to New York City to become an actor. 

COLLINGS: Wow. That's really something. 

DEMETRAKAS: That was a big change, and again, we're talking early twenties, 

early, mid-twenties. I guess he was— Yes, 1924, 1923, when he was nineteen or 

something, he went to New York to become an actor, and he did become an actor. He 
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was on Broadway, small parts. He was stage managing. He studied acting. He lived 

in the city, lived the life of an actor in the twenties and thirties, and was on stage with 

Ruth Gordon and Humphrey Bogart, and worked closely with [Elia] Kazan. 

COLLINGS: How did your parents feel about that? I mean his parents feel about 

that? 

·DEMETRAKAS: Well, he was a guy. He was a male child, so, you know, they 

couldn't stop him. Yes, he was a male child. He was committed and dedicated to 

what he wanted to do, very committed to it. I mean, even when I grew up in the 

forties and fifties, it was hard to break away from the family, so for him to have done 

it in the early twenties, mid-twenties, was amazing. 

COLLINGS: When your grandparents came over here, did they join a community of 

people from their village in Massachusetts? 

DEMETRAKAS: Yes, they did. They did, very much so. In fact, it's horrible to 

think about, but that's what they based my mother's marriage on. They wanted her to 

marry not just a Greek, because the thought of a non-Greek was, you know— But a 

Greek from their island, and not just from their island, but, if possible, from the 

village. 

COLLINGS: Or even the part of the village, [mutual laughter] 

DEMETRAKAS: Yes. Well, my father was the one. 

COLLINGS: He wasn't from the same village, was he? 

DEMETRAKAS: Well, like I said, it's like if you lived in Hermosa or Hermosa 

Beach. He lived in Hermosa Beach, they lived in Hermosa, so it was close enough. 

Yes, they gathered in Haverhill, which was— Well, Massachusetts has a lot of Greeks 
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It was a little, small city, industrial, shoemakers and textiles when I grew up there. It 

was Greek, French, Italian, and Irish. We went to the Greek Orthodox Church. We 

went to the Greek baker, the Greek doctor, the Greek haberdashery, the Greek grocer, 

Greek shoe repair. I don't think we ever— Rarely do I remember going to a merchant 

who wasn't Greek. 

COLLINGS: Were you bilingual as a child? 

DEMETRAKAS: Oh yes. I think I probably spoke Greek first, I mean as a little tot, 

probably mostly Greek until I was five or six. I mean, I don't ever remember learning 

English. I mean, I think you just learn English like anybody in America, but at home 

it was 99 percent Greek. 

COLLINGS: Did you have all Greek friends at school? 

DEMETRAKAS: Actually, that's a very interesting question, because the friends that 

I remember from the time we lived in Haverhill— Because we moved when I was— 

I guess we moved when I was eight. I think it was the year my grandmother died. So I 

went through the second grade in Haverhill, whatever, but the friends that I remember 

were all Greek, and they all lived in the blocks and two blocks that we— And they 

were friends of my parents, like the girl I mentioned, and then another little girl who 

lived around the corner, and so forth. 

COLLINGS: So this was basically a working-class community? 

DEMETRAKAS: Definitely working-class, yes. A couple of people in it, like my 

uncle, who was a dentist and so forth, broke out of that level, but most of the people 

that I knew were either working-class or merchants. 

COLLINGS: And what kind of political persuasions did people hold? 
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DEMETRAKAS: Well, my mother became a Roosevelt Democrat in the thirties and 

never strayed, and is still very much that kind of Democrat. My father, I don't know, 

he seemed to waver. My father was not as strong a person as my mother. He was not 

as bright or curious about his world, which I think goes along with the whole sex sort 

of culture, male and female gender culture of the Greeks, because the men were still 

reeling from Turkish rule, which ended in the mid-1800s or the late 1800s. Well, my 

father was born at the end of the 1800s, and he came over here. He was a very young 

boy; he was like fourteen. He was older than my mother, of course. And when the 

Turks invaded Greece again, he actually went all the way back in the bowels of a ship 

to be a soldier. He had no money. He just went back because that's how much they— 

And I think really the— 

COLLINGS: He went back from here to be a soldier. 

DEMETRAKAS: Yes, yes, all the way in those days. I mean, of course that tells you 

how much he hated the Turks or any idea that they would invade again, but I also 

think the Greek psyche has taken a hundred years to come out from under being 

occupied. They were occupied for three hundred years. So anyway, the male psyche 

as I observed it as a kid was that the men sat in cafes and drank coffee and talked, and 

the women did all the work, and, you know, there is something passive about that. 

And my mother was always on the go. 

COLLINGS: So you think that this sort of passivity had to do with being occupied 

and not being able to take an active role in determining the foundations of the 

government and what have you? 

DEMETRAKAS: Yes, I think that passivity kind of lingered, and also I think it made 
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Greeks cynical and no belief in the fact that people could come together and build 

something. Greek politics has been a mess ever since then. So what I observed when I 

went to Greece, much later when I was, like, twenty-one or twenty-two, when I went 

to visit Greece for the first time, it was still the same thing. The men were, like, sitting 

around talking. Some of them would do well, but the women did all the work. 

COLLINGS: Housework. 

DEMETRAKAS: Well, yes, housework, but also even whatever work it took to keep 

the family going, farming work or— Not that men were totally useless, but there was 

that difference. I think with my father it limited him. It made him less adventurous, 

less capable of taking risks, less confident in himself in terms of going forward with 

work. He did start a business of his own and he worked very hard at it, and to some 

degree succeeded at it. He opened up a bakery in Boston when we moved to Belmont, 

or sometime after we moved to Belmont, and it was open for quite some time, ten 

years or something. For a while it helped us make a living. My mother still worked, 

of course. 

COLLINGS: What did she work at, did you say? 

DEMETRAKAS: She made shoes. She made shoes. She literally sewed shoes 

together. She worked for Stride Rite shoes in Boston, which is a big company, it 

makes really good children's shoes and other shoes, for a long time, and she was very 

respected at the factory. 

COLLINGS: So did she work full-time? 

DEMETRAKAS: Yes, and my grandmother and the evil aunt who took my mother 

when she was a little girl, they brought her over. She wasn't that evil, but you know. 
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COLLINGS: Did she have any of her own kids? 

DEMETRAKAS: She had had her own kids who'd died very young. I think there 

were like eight and nine years old or something like that. I think they got some 

influenza or something that killed them way back then. She was a cantankerous 

person, and that kind of person, hard on kids, but I grew up with her. She was alive 

till I was seventeen, eighteen, nineteen, I guess, so I remember her very well. 

COLLINGS: Was she the one who was in charge of the household while your mother 

worked? 

DEMETRAKAS: Well, yes, you might say, yes. I mean, my other grandmother was 

around till— I said until I was eight or ten, and so we had the two of them. When we 

lived in Haverhill, we lived in a three-story, three-family home, they called them, you 

know, two-family, three-family—three-family home, but it was also attached to 

another house. So we lived in the bottom floor. My aunt's family lived on the second 

floor, and the grandmothers, the grandmother and the grand-aunt lived on the third 

floor. Then later on, one of my aunt's sons lived in the other building. So I grew up 

with this kind of a compound. 

Interestingly enough, even though I was the black sheep of the family, and I 

went off to art school and went to live in Paris, and then New York and all those kinds 

of things, when I was in my early, mid-thirties I moved next door to my mother up in 

Tahunga with my two kids, and my ex-husband, my husband [Baird Bryant] at the 

time, his mother and auntie [Daisy Davis and Mertle Mortimer], we had a house that 

had a main house, a small house, and a little studio, and at one point his mother and 

auntie moved into the little house. 
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COLLINGS: Was he Greek? 

DEMETRAKAS: No. And so we had a little compound. We had my mother and 

father next door, the other grandmother and auntie here, and us in the middle, and my 

two little boys [Pablo Bryant and Guido Bryant] grew up with that. So it was kind of 

an amazing thing that I never would have thought I would ever do, which is replicate 

something that I was surrounded with when I was a kid. And I'm glad I did. 

COLLINGS: Yes, funny how that happens. 

DEMETRAKAS: Yes. 

COLLINGS: So how many siblings did you grow up with? 

DEMETRAKAS: Two, an older sister [Elpe Demetrakas] and an older brother [Tony 

Demetrakas], My brother was a lot older. He died a few years ago. He was, like, 

twelve and a half years older than me. My sister is two and a half years older than me. 

COLLINGS: And what kinds of things have they done in their life? 

DEMETRAKAS: Nothing like me. My brother was caught in the generational Greek 

culture thing, where my father just— When my brother came home from the Second 

World War— I think he graduated from high school and went right into the army; 

I think he graduated. If he didn't, it was very close to graduation, and he just left. 

COLLINGS: So he was graduating like around— 

DEMETRAKAS: '41 or something, yes. And my two cousins, who lived in the same 

building, as I said, they went. The two males were in the Army, too, and my brother 

went into the Naval Air Corps. Anyway, when he got back, my father just scooped 

him up and made him work in the bakery; not that my brother had an inclination to go 

to college. My brother was not— He was a very funny, very bright guy who kind of 
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wasted his talents because he never pursued anything. I don't know whether it was 

because he just didn't know how to do it, whether he allowed himself to get sucked 

into this family thing of, "You're the oldest son. You have to work in the family 

business." And then once he'd done that for five years or so, he didn't know how to 

break out of it. 

COLLINGS: So he could have had, like, the GI Bill, for example, right? 

DEMETRAKAS: Yes, exactly. Didn't do it. 

COLLINGS: Were his friends from childhood going to college and what have you, or 

did they also tend to be doing what he was doing? 

DEMETRAKAS: I think they tended to be— I didn't really know his friends. I met 

friends of his later in life, but not then. 

So my sister went to a secretarial school, but once she came out here, she was a 

legal secretary for a while, and then she started to work in the film business. She 

became a production coordinator and a production secretary, and a production, like, 

assistant to the producers, and that kind of thing. She still works in the industry. She 

was a production coordinator on several big-time TV shows, like Candace Bergen's 

Murphy Brown, and oh, god, I don't know, about three or four of them. I can name 

them if we need them. 

COLLINGS: Sounds like there's a pull in that direction. 

DEMETRAKAS: Yes. Well, that's the other interesting thing, where my uncle came 

out here to be in film, and unfortunately, he was in a— Something about on an 

airplane he had a cold or something, and he blew out his eardrums. He didn't become 

totally deaf, but it affected his hearing, and for a while he was very hard of hearing, 
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before they could correct it. That just about killed his career, because he couldn't hear 

directions. But he did act in a lot of movies. He was in Viva Zapata with [Marlon] 

Brando. He was a Greek playing Mexicans. 

COLLINGS: Oh yes, right. 

DEMETRAKAS: As opposed to Anthony Quinn, who was the Mexican playing 

Greeks. He played Mexicans, he played Italians, he played Valentino types. He was 

mostly active in the forties and fifties, but in the sixties and seventies he did some 

television. Remember Mary Hartman, Mary Hartman? He played her errant drunken 

father. He's had some roles over the years. 

COLLINGS: That was a great show. 

DEMETRAKAS: Yes, it was a great show. So raw, that show. 

COLLINGS: When you were a child, what did you want to be when you grew up? 

DEMETRAKAS: Well, I started drawing right at the get-go. I wanted to be an artist. 

Oh yes, I was going to be a painter. 

COLLINGS: Was that the first thing you wanted to be? 

DEMETRAKAS: Oh, absolutely. I mean, if you ask me what my first memories 

would be, I would say they would be drawing in the borders of books and magazines 

and newspapers. Even as a very little girl in Haverhill, you know, first grade—we 

didn't go to kindergarten, just straight to the first grade—drawing was it, painting was 

it. In fact, when I was a little girl, I don't really remember us having toys. I don't 

think we had many toys. 

COLLINGS: No, I think plastic hadn't been invented, [laughs] 

DEMETRAKAS: Yes, and I didn't play with dolls. I know somebody gave me a doll 
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and I thought it was nice. I didn't play with trucks either, because we didn't have any 

toys. But we made toys, and we drew a lot. For me, drawing was it. That's what I 

was going to be from, as I said, since I remember. 

As soon as I could, I took art classes outside of school. That was mostly in 

Belmont. I went to the Museum School [Museum of Fine Arts] on Saturdays as a kid, 

the Boston Museum School, and I went to the Massachusetts School of Art 

[Massachusetts College of Art] on Saturdays as I got into junior high and high school. 

I went to the Massachusetts School of Art, which I don't know if it exists anymore. 

And that's why I went to Rhode Island School of Design. 

COLLINGS: So where did these ideas come from, to take art classes? Were teachers 

encouraging you? 

DEMETRAKAS: Yes, teachers were very much encouraging me, very much, all the 

way through school. 

COLLINGS: How far outside of the city of Boston were you when you were growing 

up? 

DEMETRAKAS: Well, most of my growing up was in Belmont, which is right next 

to Cambridge. 

COLLINGS: Oh, okay. So do you feel that you were sort of in the atmosphere of the 

university, in that sense? 

DEMETRAKAS: Oh yes. I used to go down to the university when I was about 

twelve years old, and go onto the courtyard that is so beautiful, and set up my oil 

painting, and paint in oils at the university. I used to do that, and my father's bakery 

was right down the street from the Museum of Art, the Boston Museum, literally 
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walking distance, so when I was a kid, I started to go in the museum. 

COLLINGS: Oh, what a wonderful situation. 

DEMETRAKAS: I could come and work for my father on Saturday morning, and 

then I'd go—I'd be about thirteen or so—take the subway into town. You could still 

do that, you know. You could still be a young girl on a subway alone, and it would be 

fine. Worked for my dad and then I'd go to the museum sometimes, so I would walk 

through that museum a lot as a kid. 

I remember even specifically standing before the [Paul] Gauguin, that big, big 

Gauguin that says "Where did we come from? Where are we going?" He actually 

wrote it onto the painting. It's a very famous painting. And reading that, and just 

having my mind just blow up. Spending a lot of time in the Egyptian rooms, trying to 

figure out things. Yes, I knew I was going to be a painter at least by eight or nine. 

Before that, I just did it. I didn't think about— 

COLLINGS: A painter in the sense of being an artist? 

DEMETRAKAS: Yes, in the sense of being an artist. But what I did also do—When 

we were living in Belmont, we owned one of those two-family houses and we lived in 

the second floor, and the attic was ours. In fact, my brother had a room up there, and 

then there was his room and then the attic part. At the end of the attic was a little 

window. It was actually a little sort of bay window kind of thing, sort of nice, and I 

took that little area and made a little studio out of it. 

COLLINGS: Oh, how great. 

DEMETRAKAS: I actually had two drawing tables going. That's when I started 

doing cartoons. I showed you that, didn't I? 
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COLLINGS: Yes. Let's talk about that, because the themes are interesting. 

DEMETRAKAS: Yes. Hold on one second. I know I have some more of them, but I 

don't know— Here's a couple more. These are the only things I have left, I think. 

COLLINGS: Well, I guess one of the things that really struck me about that particular 

cartoon was— Well, it strikes me as it's almost a sort of a play set. 

DEMETRAKAS: Oh yes. 

COLLINGS: I mean, there's the three characters there— 

DEMETRAKAS: Yes, a tableau, yes. 

COLLINGS: There's a tableau. There's a kind of narrative action going on, and you 

sort of think that something's going to happen at any moment. The other thing is that 

the setting is unusual. For a young girl to be doing the interior of what looks to be a 

police station, I thought was kind of unusual. 

DEMETRAKAS: Or a bunch of gangsters. I think it's more a bunch of gangsters. 

COLLINGS: Okay, yes. Well, you would know. 

DEMETRAKAS: They just had robbed the store, and now it was in the news. 

COLLINGS: Oh, I see, okay, because from here I thought it was sitting there in the 

station house, whiling away time. 

DEMETRAKAS: Yes. This is your idea of what cops are like, [mutual laughter] 

Look at the shoes he's got. They're smoking cigarettes. The walls are cracked. The 

guns and liquor are on the table, [mutual laughter] 

COLLINGS: Right, right, okay. Yes, exactly. I thought it was the station house, 

[mutual laughter] 

DEMETRAKAS: Well, that's when I got into my cartoon era, which was, I don't 
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know, several years, you know, into high school; I don't know how many years. I did 

cartoons and illustrations and paintings. I created a little guy named Painter Pete. 

I wanted to make him into a real cartoon, but I didn't know how to tell a story at the 

time. I was still just visual. I would think of one image. I could do an image that told 

a story, but I didn't really— I did some actual strips, but I didn't take it far enough, 

and I think it's because my narrative— I was not a kid who— You know, people 

didn't read to me in bed, at night. 

COLLINGS: Well, this is kind of interesting because it's actually, as you've said, 

they've just done a heist, and so the action is outside of the frame, and there's this kind 

of interlude. This is a picture of an interlude. 

DEMETRAKAS: Exactly. Oh, definitely. 

COLLINGS: That's pretty sophisticated for a twelve-year-old kid, frankly. 

DEMETRAKAS: Well, it must have been the seeds of my filmmaking, because 

there's a painter at the time— 

COLLINGS: Balthus [Balthazar Klossowski de Pola], that's who it reminds me of. 

DEMETRAKAS: Balthus— 

COLLINGS: Yes, [spells], Balthus. I'll bring you— 

DEMETRAKAS: Oh, Balthus, yes, yes. Oh, do, bring something in, yes. 

COLLINGS: Yes, that's what it reminds me of. It's just that kind of off moment— 

DEMETRAKAS: Off moment, yes. 

COLLINGS: —before or after the action. 

DEMETRAKAS: Yes, very true, very interesting. So I was up there all the time. I 

was up there all the time. I started to do printmaking. No, I was only doing wood 
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prints then. I didn't do real printmaking until I went to RISD. 

COLLINGS: How did you get into wood printing? Was that from school? 

DEMETRAKAS: Yes, I think it was just something that was offered, and then I did it 

once or twice and liked it. 

COLLINGS: It sounds like you went to a pretty good public school. 

DEMETRAKAS: Oh, the public schools were great. They were great. Belmont High 

School sent more students to Harvard [University] than any other high school in the 

country. You know, it was like 90 percent of the students went to college; 10 percent 

or 15 percent, I don't know what the exact number is, but a smaller, much, much 

smaller percentage went to the trade school or something like that. 

COLLINGS: Yes, so that was a nice— Were your parents aware that they had come 

to a community with good public schools— 

DEMETRAKAS: Oh yes. 

COLLINGS: —or was that an accident? 

DEMETRAKAS: No, they were aware of that, because my uncle, the dentist, lived in 

that town, and my mother and he were very close. He was an educated man, and my 

mother wanted to be close to him, where the schools would be good and everything. 

COLLINGS: Good. 

DEMETRAKAS: Yes. She was very aware of stuff like that. 

COLLINGS: But were you encouraged with your painting and art, do you think? 

DEMETRAKAS: Well, yes and no. She didn't really encourage me to be an artist. 

She encouraged me to get educated. She encouraged me to at least make something of 

myself through my education. The choice to be educated as an artist is my own, and 
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one that she was like— I think she was not frightened, but concerned about. My 

father was, like, didn't want me to do it. 

COLLINGS: Would he have wanted you to, like, be a medical doctor or something? 

DEMETRAKAS: I don't know what he would have wanted. I don't know, because 

he was the one that pushed my brother to go into the damn bakery business and 

everything. His sights were not very high. I even forced him to give me money to 

do— Remember— You may not know this, but there was an art school by mail. 

COLLINGS: Oh yes, I remember those ads in the backs of comic books. 

DEMETRAKAS: Yes, and when I was a kid this is like— I thought, well, I'll do this, 

because it was yet another way to learn more, because I was a kid and I was doing the 

Saturday classes and everything, but I wanted more, so I convinced him to shell out 

money for that, and I took that course. 

COLLINGS: Boy, you must have been pretty persuasive, [mutual laughter] 

DEMETRAKAS: I could be demanding, I guess. I was pretty persuasive, because I 

worked at it so hard and I loved it so much. I think that even he saw that I had so 

much passion for it. You know, that's what I did all the time, and I also was a big jazz 

enthusiast and listened to music all the time. 

COLLINGS: Was that also something that you got through your school? 

DEMETRAKAS: I don't know where I got it. I just started to listen to music a lot. 

I mean, I know that we did have music in school, but mostly in those days they would 

teach about classical music. 

COLLINGS: So as you were kind of progressing through your art education, were 

you also kind of keeping up with your Greek friends, or were things getting more 
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varied by that point? 

DEMETRAKAS: Well, you couldn't date, so you had to sneak out, and so I didn't 

quite fit in with my high school pals, because they were allowed to date. I didn't fit in 

anyway, because I was the artist, because I was a tomboy, I was into sports, and I fit in 

as the class artist, so I had a place. 

COL LINGS: Were there any other people who shared your interest? 

DEMETRAKAS: There were a few. I mean, there were a few. I can't say that I ever 

suffered, you know, like any kind of real misfit kind of thing. I wasn't particularly in 

with the in-in-in crowd, but I really didn't have any interest in it. I guess I could say I 

was respected by them because of my talent and because of my sports abilities, and 

general being a student, good student, so I didn't have a whole lot of problems. But I 

did have kind of some good oddball friends. 

COLLINGS: Was this a little early for the Beat [inaudible]?— 

DEMETRAKAS: It was just— Actually, the Beats had already— 

COLLINGS: I mean for high schoolers to know about— 

DEMETRAKAS: To be aware of it? Yes, it was in the fifties, in the early fifties 

when I was in high school and in the late fifties in college. So, yes, the Beats were 

big, of course, and that's one of the things— When my parents moved out to 

California, I came out for one summer. I was in college by then, and took a drive up 

to pay homage to the bookstore [City Lights] and so forth up there in San Francisco. 

So, yes, I did fall in love with the Beats because they were interesting and they 

were revolutionary and because they loved jazz. So what was that connection, jazz 

and— Also, I was also, even though I was fanatically interested in painting and 
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drawing and all that, I felt like as an artist, I very early on felt like as an artist I needed 

to know all the arts. Now, I don't know why I felt this, but it also goes hand in hand 

with being a film director, because when you're a film director you need to know all 

the arts of film very well. You need to really know music. You need to know acting 

and story, blah, blah, blah. 

And there weren't many— I didn't know anyone else like that, to tell you the 

truth, now that I think about it. I mean, I would purposely go listen to classical music. 

I would purposely go to a play. I would purposely read books on poetry so that I 

could— Not that I didn't enjoy it; I loved it. I mean, I didn't do it just as an education, 

but I very consciously did it, I should say, rather than purposely; consciously tried to 

educate myself about all the other arts. 

COLLINGS: Were you interested in theater? 

DEMETRAKAS: I wasn't particularly interested in theater. I was more interested in 

poetry. I knew I wasn't a musician, so I didn't take a musician's interest in music, but 

I loved music and I really loved jazz. Movies, I want to talk about movies. For me, 

movies were kind of fun. You went to them on Saturday night or something, and 

I wasn't particularly— I mean, a [Alfred] Hitchcock film would be— I thought they 

were different and strong, but I didn't really understand how profoundly— 

COLLINGS: Well crafted? 

DEMETRAKAS: Yes, I didn't. And then films were very commercial, and I was in 

the fine arts, and there was a big line then in those days, big, big line between what 

was commercial— I guess I have to say I still probably— I think it probably affected 

my career as a filmmaker hugely. Two things affected my career as a filmmaker. 
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One, the plastic arts, the art of painting and drawing, is very abstract, and the art of 

filmmaking, especially narrative filmmaking, even documentary narrative filmmaking, 

is very concrete. And it was very hard— I think that was the biggest leap for me when 

I went into film. 

COLLINGS: Did you ever consider sort of more experimental types of forms for 

film? 

DEMETRAKAS: Well, I played with that early on. That's how I got to know Chick 

[Strand], Did you ever see her film, Soft Fiction? 

COLLINGS: Yes. 

DEMETRAKAS: I do a monologue in Soft Fiction. But no, it's funny, when I finally 

decided to do film, it was after I'd fallen in love with film and lived in Europe. Do 

you want me to tell that? 

COLLINGS: Sure. Let me flip the tape over. 
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TAPE NUMBER: I, SIDE TWO 

December 11, 2002 

DEMETRAKAS: During the fifties when I was in high school and I was painting so 

hard, I was completely committed to being a fine artist, even though I had played a lot 

with cartoons and even a little illustration. When I went to Rhode Island School of 

Design, I decided to major in illustration instead of painting, partly because— You 

know, I don't know why. Partly you could say, well, because you wanted to make a 

living. 

COLLINGS: Sure. 

DEMETRAKAS: But I don't think that was it. I think it was because there was 

already some storytelling thing that was waking up in me. When I was at Rhode 

Island School of Design, I did a lot of painting. I studied a lot of painting there, and 

I did a lot of printmaking, and illustration was really basically my major. I just sort of 

got my major over with. I was really interested much more in the painting and the 

printmaking. But the illustration still was part of like— Even though my illustrations 

at the time were kind of abstract, I still was somehow bonded to the idea of telling a 

story. 

COLLINGS: Was this illustration like in the sense of, like, for commercial— 

DEMETRAKAS: Magazines— 

COLLINGS: —you know, advertising? 

DEMETRAKAS: No, not for advertising; for storytelling. 

COLLINGS: Like to accompany something in, like, Saturday— 
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DEMETRAKAS: Post or something, yes, storytelling illustrations. So as far as film 

went, when I was a little girl we only went to the films rarely, but we did go, and I 

liked them. Then when I was in high school, as I said, for me, Doris Day type of 

films, I found them kind of silly, and they were okay once in a while. 

COLLINGS: How strange, [mutual laughter] 

DEMETRAKAS: Well, my friends didn't. I did like, very much like Rebel Without A 

Cause. That movie kind of hit me. And I didn't analyze it. I didn't understand why it 

hit me. I didn't feel the need to analyze it, because it was just a commercial movie, 

but it happened to be a commercial movie that hit me with a lot of emotions. 

COLLINGS: Was that something you just ran across in the course of your movie 

watching, or did you go to it with a feeling that this was something you were going to 

really like? 

DEMETRAKAS: I just ran across it, because it was so popular, and he [James Dean] 

was so popular, and he was adorable. I did see him in whatever it was else he made 

with Elizabeth Taylor and so forth, and that was very good. You know, that was a 

moving story, but Rebel Without A Cause was my generation. It was the Beats. It was 

me as an artist, rebelling against my society, which very much was part of who I was, 

and so I guess it was that kind of connection that it had, plus it was a volatile movie. 

COLLINGS: Did you feel that your sort of heritage, your kind of European or Greek 

heritage was a plus at that point? 

DEMETRAKAS: Well, as Melina Mercouri titled her autobiography, here she was an 

actress, a world-renowned person as an actor and a filmmaker and a theater director, 

and then she was in Parliament or something, or Minister of Culture or something like 
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that, but the title of her autobiography is I Was Born Greek, and that kind of tells you 

everything. 

COLLINGS: Like in the sense you felt like you couldn't get away from that? 

DEMETRAKAS: No, in the sense that I was very proud of it, in the sense that I came 

from a culture, even as battered and as in shambles as it was in my lifetime, it had 

tremendous culture. It had tremendous intelligence in architecture and art, and it was 

the cradle of western civilization, so I was as proud of that all my life, even as a kid 

when I was pissed off at being Greek, and how the girls were treated, and how we 

couldn't date, and all that kind of stuff. It had nothing to do with the feeling of being 

part of a family that had a heritage. 

COLLINGS: Yes, that gives you a lot of power. 

DEMETRAKAS: Yes, it does. And it wasn't just because we were Greek. I mean, 

it's like, in other words, with other Greeks there would be that understanding that 

that's what we all represented, that we all had that, and that we all owed something to 

that. And my mother always, as I said, believed in me and always encouraged me to 

do something with my life, to educate myself, to— And even in the way that she— 

There was not just like going to school or getting a degree, but educate yourself as a 

person, that you become— People would say well spoken or whatever it is, in those 

days. She understood that, too. It wasn't just get a degree and get a job and make 

money. 

In fact, I have to say that unfortunately my family was not particularly devoted 

to making money. Neither my father nor my mother had that thing about money. In 

fact, it was almost embarrassing to talk about money in certain situations. You didn't 

24 



talk about money. So that didn't help my career, [laughs] 

COLLINGS: Yes, I hear you. 

DEMETRAKAS: I didn't inherit any hustle vibes, or any hustle genes, I should say. 

COLLINGS: Did they have that in common with their community, or was that kind of 

unusual? 

DEMETRAKAS: I think it was kind of in common with our family, extended family. 

COLLINGS: Yes, because you usually find that in association with artistic families, 

academic families. 

DEMETRAKAS: Yes. 

COLLINGS: Who paid for the education at college? Was it expensive to go to RISD 

at that time? 

DEMETRAKAS: It was so cheap, unbelievable. But I paid for it by scholarships, 

getting scholarships. I got scholarships and partial scholarships, and then later on I 

think I got one full scholarship. My mother and father paid for it. I worked in the 

summers. 

COLLINGS: But it was manageable to start with, the tuition. 

DEMETRAKAS: Oh yes, yes, as tuition and also as moving down to Providence and 

living in Providence. I didn't commute. In those days, for one thing, it was a hugely 

long commute. But I was ready to leave the house. 

COLLINGS: You probably didn't watch much in the way of TV, or did you? 

DEMETRAKAS: Only like sort of the few classic things at night the family would 

watch together. 

COLLINGS: Earlier on, did you listen to any radio dramas? 
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DEMETRAKAS: Oh yes, and when I was a kid, I listened to radio dramas, I mean 

when I was little. Definitely listened to those classic radio dramas in the forties, when I 

was eight and nine and twelve, and somewhat in the fifties, but by then, in the fifties 

when I was junior high, and then in high school I didn't listen to radio very much 

because I was too busy. Then I was already listening to jazz, and mostly that. 

COLLINGS: But just in terms of— 

DEMETRAKAS: Storytelling? 

COLLINGS: —storytelling, yes. 

DEMETRAKAS: Yes, I did listen to radio dramas, yes, and I liked them a lot. I 

listened to The Shadow. 

COLLINGS: I used to listen to those later on, kind of a classic rebroadcast Saturday 

night, and some of those things are really chilling. 

DEMETRAKAS: They were, yes, and they were so well done. 

COLLINGS: With great sound effects. 

DEMETRAKAS: Yes. 

COLLINGS: So it sounds like you were really sort of gravitating always towards 

culture and urban life from a very early age. 

DEMETRAKAS: Yes, right. 

COLLINGS: And jumped at the chance to go and live on your own in college. Did 

you have roommates? 

DEMETRAKAS: Well, my first year was in a dorm. I think I was crazy, I don't 

know. I'm not actually a crazy person, I realized after many years. 

COLLINGS: That takes a while. 
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DEMETRAKAS: It takes a while before you realize you're really sane, or actually 

you're not that sane. But I think ultimately I have to say that I probably always was 

fairly sane. But in college I felt, I just felt— Well, I'm intense. I'm more intense 

than— And I was definitely more intense than a lot of the other girls the first year. 

But then, you know, Rhode Island School of Design attracted very special people, and 

when I think about my friends in college, whom I can think about more readily, they 

were all pretty intense, even the girls. 

COLLINGS: What was the ratio of girls to boys? 

DEMETRAKAS: Well, in the illustration group it was— There were a lot of girls at 

RISD. I don't know, I would say a few more boys than girls, but not huge, maybe 

60:40 or 65:35, or something. No, there were a lot of young girls, young women at 

RISD. 

COLLINGS: At that time you were still planning to be, like, an artist, a sort of 

independent artist, is that right? 

DEMETRAKAS: Yes, I was. I wish, you know— When I started teaching at CalArts 

[California Institute for the Arts], of course, this is a long time later, but I realized that 

people need to be taught about what the world is about. We didn't have courses like 

that. We didn't have any mention of what would happen afterwards. You know, 

nobody talked about it, even in the context of maybe not a course, but in the context of 

how they taught something. Nobody talked about it. 

My illustration teacher talked a little tiny bit about going to New York and 

working for the magazines, but he didn't really tell us how to do it, or he didn't tell us 

about politics. He didn't tell us about how whatever the—what's the word I'm trying 
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to think of—the relationships that one has to build. He didn't tell us about 

networking. He didn't tell us about— And I think that's key. 

COLLINGS: Was it easier to break in in those days, or was this just a gross 

oversight? 

DEMETRAKAS: I think it was easier— You mean to illustration? 

COLLINGS: Yes. 

DEMETRAKAS: I think it was easier, but what I did was, I didn't do that. I got on a 

boat and went to Paris, and lived in Paris for two and a half years, and didn't pursue 

illustration at all, just painted, just went straight into painting. By that time I was 

committed to being a painter and not an illustrator. Illustration was something I 

thought, well, I might have to do this to make a living when I come back to the States 

or something, which I sort of played with, but never really tried to do. So from then 

on I was really painting. 

COLLINGS: Where did you get the idea of going to Paris? 

DEMETRAKAS: Well, when I was a little girl I was in love with the Impressionists. 

And like I say, I used to go to Boston Museum, and I would look at [Paul] Gauguin, 

and then I started to fall in love with the Impressionists, and I looked at all the other 

Impressionists. 

COLLINGS: What did you like about them? 

DEMETRAKAS: I liked the fact that they were playing with light and that they were 

magical. Their paintings were magical. I liked some of the other painters, too. I liked 

magical painters. I'm trying to think of who— I'll think of it as we go along. But it 

was the Impressionists who kind of like— Again, you know, in a way it's the story of 
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the Impressionists that's so— You know, Toulouse Lautrec and those days, and 

Gauguin and [Vincent] Van Gogh, and the madness, and traveling to Tahiti, and all 

those stories, you know. Like when it came to people like [Edouard] Manet, I wasn't 

as interested, because their stories weren't as interesting. But also their— 

[Telephone rings. Tape recorder turned off.] 

DEMETRAKAS: So I fell in love with them because they were magical and because 

they all had fabulous stories. 

COLLINGS: Right. Life stories. 

DEMETRAKAS: Life stories. Even [Claude] Monet, who was sort of the sane one 

that went down and lived in this idyllic place, you know, and then [Pablo] Picasso 

wasn't an Impressionist, but he came from that, and [Georges] Braque. Then I fell in 

love with the Surrealists, you know, because they were crazy and they had stories. 

Anyway, as a little girl I remember I started writing a novel about a girl who 

went to Paris to be an artist, and I never finished the novel. I think I got twenty or 

thirty pages written. I've never found those pages. 

COLLINGS: Oh, that's too bad. 

DEMETRAKAS: Yes. I started writing a novel about her, and it was just something 

I was going to do. It was just something I was going to do. I was going to go to— 

Paris was like this place that I dreamed about for years and years and years. And 

when I actually went to Paris, I mean, I graduated from RISD. I worked that summer. 

I saved money, and I was on a boat to Paris in September. That one really killed my 

family. That was tough on my family, because they didn't understand that. 

COLLINGS: Was it shameful for them, in a sense? 
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DEMETRAKAS: It wasn't shameful, but they felt it was very selfish. And it was. 

I wasn't thinking about them at all, you know. I mean, my mother was heartbroken that 

I was just going to leave. 

COLLINGS: Did they feel like you were never coming back? 

DEMETRAKAS: They were afraid of that, and they didn't know what I was going to 

do. They were afraid for me to go out into the world like that, to a foreign country, 

and not know anybody, and have a few hundred bucks in my pocket. 

COLLINGS: Did you know people from RISD? 

DEMETRAKAS: I had one address, and I tell you, I don't even remember who it 

was. As I said, as soon as I graduated, three months later I was on a ship going, and 

I stayed there almost three years. 

COLLINGS: How did you support yourself? 

DEMETRAKAS: Well, I did have a cousin [Terpy Captan] who was— She was ten 

years older than me, or twelve years older than me or something, and she was in the 

Air Force. She was a nurse, an Air Force nurse, and she was married to an Air Force 

pilot. They had three kids that were, I guess, not tiny, like five and eight and ten, or 

something like that. I don't know. Anyway, they were stationed an hour from Paris, 

because we had Air Force bases still in Europe at the time, all over Europe. 

When I got to Paris, I was just in the streets, going to the jazz clubs, smoking 

marijuana for the first time in my life, and starting to paint inside my hotel room. 

Then I started to run out of money, and I thought, well, you know, they've got these— 

The kids, they call them dependent schools, because the family lives on the base. The 

kids go to a dependent school and it's a little American school. So I asked my cousin 
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if they had art, if they taught any art, and they didn't teach any art. 

So I went to the principal of the school and I convinced him that he needed to 

have art in his schools, that his students were being deprived, that all they got to do 

was watch jets take off all day. So I got this wonderful little job where I actually made 

more than enough to live on in Paris, and I would get on a train and take the train to 

Lyon [?] and teach. I think I taught, like, a day and a half. I taught just art to, I think, 

fourth, fifth, and sixth grade, or fifth and sixth. Then I'd go to the PX and buy things 

that I couldn't— 

COLLINGS: All the stuff cheap. 

DEMETRAKAS: All the stuff cheap, right, and then I'd go back to my life in Paris. 

COLLINGS: Great. What a great setup. 

DEMETRAKAS: Yes. 

COLLINGS: How could you ever pull yourself away? [mutual laughter] 

DEMETRAKAS: And then in the summer I really got a coup going in the summer, 

because I thought, well, how am I going to live in the summer? So because I was 

going to the Air Force base, I knew just a little bit about the fact that NATO, the 

center of NATO was in Paris. And so I thought, well, that's a lot of families living in 

Paris, you know, because every single country that belonged to NATO would have a 

whole entire staff, and everybody on that staff would have a family. I found out that 

the families of NATO lived in a kind of campus, like a housing campus in St. Germain 

des Pres, which was— Have you been to Paris? 

COLLINGS: Yes. 

DEMETRAKAS: So St. Germain is where Louis XIV and all that sort of thing is, 
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Versailles and all that. Is Versailles there? What's the name of that place? 

COLLINGS: I don't know, but I can see, like, the train stop or subway stop in front of 

my eyes, but I can't place it somewhere. 

DEMETRAKAS: So what I did was I went out to St. Germain des Pres, and I had a 

friend who I smoked a lot of pot with. She was my age, and when she was in 

college— She was Jewish from New York, and so she went to summer camp, which is 

something I never did. My family never could afford summer camp. We didn't think 

of summer camp. But she went to summer camp and she actually had, I believe, been 

a summer camp aide or a staff member or something, so she knew what summer 

camps did. So I asked her, I said, "Well, you know, what if we went to NATO and 

started the first international day camp for children of NATO. We'd bring the kids 

together." And so we did. We went and pitched it, and they bought it. 

COLLINGS: Great. 

DEMETRAKAS: And we started the first international day camp for NATO. We did 

it for two summers, my next two summers, I think. God, I was stoned half the time 

I did it. I don't know how I ever did that. I remember just locking myself in the 

bathroom while the kids were running around, and smoking some grass, [laughs] 

COLLINGS: When in Rome. 

DEMETRAKAS: But we did it so successfully that it went on for years afterwards, 

even though I didn't do it after a while. So that's that, and I made like a hundred 

dollars a week doing that. That was a lot of money in Paris. 

COLLINGS: Oh yes, at that time. 

DEMETRAKAS: At that time. So we did that for, I don't know, five weeks or six 
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weeks in the summer, and then I went back to teaching in the fall, and starting to 

occasionally sell a painting. 

COLLINGS: Oh, you were? 

DEMETRAKAS: Yes, I was occasionally selling a painting. In Paris was when—and 

then in New York it really hit me—when I kind of came up against, because I'm just 

the age where, you know, the Feminist Movement started in the sixties, really, mid-

sixties in New York, late sixties, '70 in L.A. Mid-sixties I was in New York. 

COLLINGS: Why did you leave Paris? 

DEMETRAKAS: I left Paris because I had had appendicitis and I was in the hospital, 

and I got busted. I had been buying hash and selling it to a couple of friends, like 

literally to friends, you know, like maybe four people, and you didn't have to make 

much money then to make money. You know, like if you made fifty bucks, it made a 

big difference. So I would buy for my friends, because I would go to this Algerian 

cafe where I was not only the only American, I was the only woman. I would sit 

down and smoke with these guys and buy hash, and after I bought it for myself a 

couple of times, a friend of mine said, "Oh, will you get me some when you go next 

time?" It was just really literally that. It wasn't anything more important than that. 

But, you know, once or twice I would buy for like a friend who was coming 

from the United States, or like someone would be visiting me and they'd want to bring 

hash home, and we'd go out and I'd buy it for them. So one of my friends, who 

happened to be a lover for a short while—and I always thought it was ironic that he 

was a filmmaker—went back to the States, and I think he had a heroin habit at the 

time. He got busted. He had some hash on him, and he actually told them where he 
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got the hash. 

COLLINGS: Oh, my god. 

DEMETRAKAS: So one morning I woke up to the knock on the door of Interpol. 

COLLINGS: Oh, great way to start the day. [mutual laughter] 

DEMETRAKAS: And I didn't know it was Interpol, so I was sleeping in the nude, 

and I took a cape. I had this cape I wore, a red cape or maroon cape. 

COLLINGS: Where did you get that? 

DEMETRAKAS: I got that in Paris. I don't know, I was walking around in Paris 

wearing a cape, you know. And I put the cape around me and answered the door, 

and—phoom—came right through, two guys from Interpol. 

COLLINGS: That must have been scary. 

DEMETRAKAS: It was scary, and I did have drugs in the apartment. I mean, I 

actually had heroin in the apartment, but mostly I had some mescaline and some pot or 

hash. And they searched my apartment. 

COLLINGS: Did they throw everything around? 

DEMETRAKAS: Oh, my god, they sat at my desk and started reading my mail and 

opening up the drawers. 

COLLINGS: Oh, my god. 

DEMETRAKAS: Opening this and looking in that, and my letters from my family. 

COLLINGS: Oh, how horrible. 

DEMETRAKAS: Overturning the mattress, and my place was a mess. I was just 

sitting there like shaking, you know, terrified that I would implicate some friends, and 

terrified that I would go to jail or prison, and that would shame my family. That was a 
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moment of thinking of shame. I mean, I remember it like it happened yesterday. 

[laughs] 

COLLINGS: I'll bet. 

DEMETRAKAS: It was not something you forget, and I grew up fast that morning. 

But it also had its ironies to it. In typical French fashion, and the fashion of my life, 

too, that these two guys, one of them was American, one was French, because it was 

Interpol, and when you get busted by Interpol, they send someone who speaks your 

language. So the American guy was all kind of gruff and kind of intimidating and 

scary, and I was terrified. So I got dressed and stuff, so they had to take me down to 

the station, take me down to the Isle de Cite, you know, like this prison that— 

COLLINGS: Like the tower or something. 

DEMETRAKAS: Yes. [mutual laughter] Well, that's what they used during the 

French Revolution, so people were hung in the Isle de Cite. So they took me down to 

Isle de Cite, but that morning their car had broken down, so we had to take the subway 

to the Isle de Cite. So I was like riding on the subway between the Interpol guys, 

busted, you know. [laughs] 

They took me down there, and the guy was still in America. What did happen? 

He had sent some to somebody, and that's what happened. Anyway, he was being 

interrogated and I was being interrogated, and this went on for hours. This is when, 

you know, you're sitting there and you're thinking, like, I'll give them my mother's 

name, you know, anything to get me out of there. But I think I was pretty good 

about— I mean, I know I didn't give any names up, and I was pretty good about trying 

to sort of lie around them, in a way that I wouldn't be caught with a lie. 
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One of the funniest things about this is that when they looked through all my 

drawers and things, they found— As I said, friends of mine would come through town 

and they would stay with me. I had some broken mescaline capsules that were red, 

big red, and they were broken. They were in a drawer somewhere. I think I had taken 

a mescaline trip and then I put them in the drawer, and they were right next to other 

red tablets which were soap tablets that one friend of mine had brought, and she'd 

showed me these soap tablets, like if you're on a train or something, you just open the 

tablet and you've got soap. It was a little white powder. So there were these red 

tablets that were broken, with white powder, and then there were the whole ones. So 

they took the broken ones and threw them away. 

COLLINGS: Oh, good. That's nice. 

DEMETRAKAS: And they took the whole ones down to the station so that they 

could be analyzed, chemically analyzed. So, of course, they came up as soap. 

Do you remember the Olympia Press, or did you ever hear about the Olympia 

Press? 

COLLINGS: No. 

DEMETRAKAS: Well, it's quite famous. The Olympia Press was started by—and 

I'll remember his name at some point—by this Frenchman during the fifties, before 

my time, because I was really there in the early sixties, the end of '59, but '60, '61, 

'62, '63. In the fifties, the Olympia Press was the press that printed all the sort of 

quote, unquote, pornographic writers, like Henry Miller and those really good writers. 

And friends of mine, and people who became my friends, had books published by 

Olympia Press, including my husband-to-be, which I didn't know at the time. There's 
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a whole other interesting story about how he and I met. But he had been to Paris 

before I. He was older than me and he'd been there, and he'd left. Literally we 

crossed like ships. I was sailing to Paris for my sojourn, you know, my artist sojourn 

in Paris. He was returning from Paris, from his sojourn. And some of the friends that I 

made in Paris turned out to be his friends, later on that I found out. 

But anyway, one of them, a couple of them— One of them worked with 

[Maurice] Girodius; that was his name, Girodius. The Olympia Press was very 

famous, as I said. Later on Girodius came to New York and he started poetry 

magazines and so forth. Anyway, Girodius, I had met Girodius and met William 

Burroughs when he was in town, and the Beats. I didn't ever meet Henry Miller, but I 

met Mason Hoffenberg, who ended up writing some— Terry Southern, you know, 

who ended up writing screenplays. So anyway, so I got to know some of these people, 

and a friend of mine told Girodius about what had happened to me, and he got me the 

use of his lawyer, French lawyer. 

COLLINGS: Interesting. So you were interrogated and released that day? 

DEMETRAKAS: Yes, I was released. 

COLLINGS: But there were charges filed? 

DEMETRAKAS: Which is insane, because it was literally like this. It was like this. 

It was like they would pick this up and look at it, and they wouldn't look underneath 

and see where all the pot was. You know? And they would like open this drawer and 

go like this, and they wouldn't find the hash, you know. They went into the kitchen 

and they didn't find the spoons of— 

COLLINGS: So wait. So did they find anything? 
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DEMETRAKAS: They found the pink pills. That's all they took with them. 

COLLINGS: Were they incompetent? 

DEMETRAKAS: They didn't find one roach. 

COLLINGS: Were they trying to scare you? 

DEMETRAKAS: I do not know. Well, I was pretty neat about that. I was pretty 

neat. I didn't actually have roaches— I wasn't the type of person that ever had like 

ashtrays full of roaches. I don't remember doing that. And my hash was in a 

container with papers, and I would smoke cigarettes at the time, so I had cigarettes 

around, and these other things. Like I didn't even remember that I had the mescaline 

in the drawer. It wasn't like I took it every day or anything. It was just like there from 

months ago, you know. So when they found those pills, that was like what they 

thought was my stash. I was incredibly lucky. 

COLLINGS: So there were no charges filed against you? 

DEMETRAKAS: So, no, they still wanted to bust me on the pills. 

COLLINGS: The soap pills? 

DEMETRAKAS: Yes, but, see, they freed me because they hadn't tested the pills yet. 

So they put me, like— I don't know, I think I paid bail, I'm not sure. But they put 

me— You know, I was on whatever it is, like on what you are on bail, and then I got 

the lawyer. They actually made me go through a medical examination to see if I was a 

drug addict, and I seemed to pass that okay. Girodius got me this lawyer, and I guess 

it was just a matter of a few months. It took a few months to— And in that time I had 

my appendicitis attack, was in the hospital and had my appendix out, and I was like 

kind of shaken by all these things that were happening. And I was— You know, I was 
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taking too many drugs. 

COLLINGS: Did that start in Paris? 

DEMETRAKAS: Yes. 

COLLINGS: Did you seek it out, or did it come to you? 

DEMETRAKAS: No, it just kind of came to me, because I used to hang out in jazz 

clubs, and some of the artists that I knew— I think we were the first people, really, 

I mean, to take LSD. I'm trying to think whether it was LSD or mescaline. I think it 

was mescaline first, and then LSD later. So, I mean, I wasn't like a big dope addict, 

but I was just taking too many drugs. I was playing with drugs too much. 

COLLINGS: It was part of the lifestyle? 

DEMETRAKAS: Yes, it was part of the lifestyle. And for me it was all about being 

an artist. I mean, it wasn't about— I mean, you could say hash was recreational, but 

the other drugs, I mean, mescaline was all about exploring your mind. I mean, there 

was no tripping, you know. It was like, what did this do for my mind as a painter? 

What did it do for my mind as an intellect? And then I just did it too much, just was 

playing around too much. But it was always, even— Whatever the drug was, it was 

always exploring. It was always exploring. 

COLLINGS: You were heightening consciousness rather than subduing it. 

DEMETRAKAS: Yes, absolutely. Yes, absolutely, much rather than subduing it, you 

know. I can remember the people that I used to get high with, and what it was all 

about for them, too. We were constantly exploring. So it kind of hit me hard. I knew 

I'd made a terrible mistake. I knew I'd been too careless, because it was against the 

law. As it turned out, it wasn't like— I mean, I think in France the laws were different 
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from America about drugs. 

COLLINGS: Worse or easier? 

DEMETRAKAS: In some instances, easier. I mean, I don't think there were 

particularly any laws about mescaline or anything like that. I think hashish might have 

been a minor law about that. 

So my lawyer calls me up. So I finally had called up my lawyer. I said, "Well, 

what's going to happen? I've been in limbo for months. I don't know if I'm going to 

be busted or what I'm going to go through here, you know." 

And he said, "Well," he said, "they're trying to figure out what's in those pink 

pills." So when I told him there was soap in there, I guess he went back and he told 

them soap, and they knew it was soap. So they said, "Okay, it's soap. Forget about 

it." And that was the end of it. 

COLLINGS: Wow. That was lucky. 

DEMETRAKAS: That was really lucky. What was that movie that was about 

Turkish prisons and stuff? 

COLLINGS: Oh yes. I forget the name. 

DEMETRAKAS: Midnight Express or something. That was just terrible. No, it 

frightened me a lot. It shook me, and so I kind of wanted to get out of town. I didn't 

feel comfortable. I was scared. Like all those months I was afraid that I was being 

watched, which I think I was, to some degree, to see who else they could bust, and I 

mean, I was terrified about my friends being— If I could implicate a friend. It was 

just very bad. The funny part of it was, I had just started to get an offer for a show in 

Italy, and I didn't really rise to the occasion. 
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COLLINGS: You just wanted to get out. 

DEMETRAKAS: Yes, I was just down. I was down. And so when I hit New York, 

I was down, and it didn't make for a very good time in New York. 

COLLINGS: So you came to Paris to become an artist, and you left Paris in sort of a 

bedraggled state. 

DEMETRAKAS: Yes, somewhat bedraggled. I did a lot of painting in Paris. I did a 

lot of painting. I think that was when I matured, to some degree. I mean, I needed a 

lot more maturing as a painter, but that's when all the training and all the exploration 

with printmaking and with cartooning and with painting, all that, like, focused just into 

painting. That's all I did in Paris is paint and draw, but painting. I didn't do any 

other— I didn't do even any printmaking. 

COLLINGS: Did you ever do any photography? 

DEMETRAKAS: Yes, I started some photography at RISD. They didn't have a 

photography course yet, but I started a fascination with still photography, and I had a 

camera all the time after that. I didn't do much shooting in Paris; a little bit. I wish I 

had— I have nothing left of it. I don't know how or what happened to it. So 

photography was like a tool. It wasn't something I got deeply into. But, I mean, it 

was something I— Again, I went to photography shows. I got photography books. 

I mean, I looked into it, but I didn't really explore it. 

COLLINGS: And in Paris you started seeing films that grabbed your imagination. 

DEMETRAKAS: Right, right. Well, the thing that really grabbed it for film was, I 

was still at RISD. I believe it was my last year at RISD, and I went to see a film at a 

Film Society kind of thing, not at a movie house. It was Bergman's The Silence. I 
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think I told you that. It was Bergman's The Silence, and it knocked me out of my seat. 

I was just stunned that film could be as fine an art as painting, as the fine arts. 

COLLINGS: So was it the cinematography or the story? 

DEMETRAKAS: It was everything. It was magic when that ghost— You know, 

when death arrived. The visual power of it was magical. It cut through on the 

subconscious, and brought out those feelings that you only think of alone and have in 

your dreams. It was beautiful. It was slow. The timing of it was timeless. It was like 

a dream, in that it was timeless. It didn't feel fast, it didn't feel slow, but it was this 

time that was out of time, out of normal day-to-day movement time, and no film had 

ever taken me to a place like that before. Plus it was dramatically riveting. The story, 

the characters, the performances were riveting, so I was just stunned and amazed. 

I didn't ever think then, or even when I was in Paris I didn't think I would be a 

filmmaker, but I was incredibly attracted to it, so I hit Paris and I immediately started 

going to movies, because it was the new wave, so I was going to look into what that 

was, so there it was. For the whole time I was in Paris I went to the movies a lot. 

COLLINGS: Did you go by yourself? 

DEMETRAKAS: A lot. I went a lot by myself, a lot with friends. I went to the 

Cinematheque. I didn't read the French newspapers a lot, so I didn't really read a lot 

of, like, reviews and discussions. I did read a little bit; it was stuff that came out of the 

Cinematheque. But I was just so excited about it. I was so excited about it. And also, 

I would see a film like Breathless, Au Bout de Souffle, and I would be on the same 

streets it was happening on. 

COLLINGS: Yes, that must have been really— 
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DEMETRAKAS: So I could feel the energy. 

COLLINGS: And then to see it right when it's coming out, too. 

DEMETRAKAS: Yes, right when it's coming out, and to feel that energy in the 

street. And then one of my best friends was a woman named Madeleine, and 

Madeleine was older than me. She might have been six to ten years older than me, at 

least, and she had been a hooker and she had sort of made a living for a while in some 

level of that. 
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TAPE NUMBER: II, SIDE ONE 

December 11, 2002 

DEMETRAKAS: I met Madeleine when I was living on the Rue St. Andre Lazare, 

which is in Saint Michel area. It's the student area and it's the Left Bank, of course. I 

always lived in the Left Bank. As I said, I was still in a hotel, so I was doing small 

pieces in a hotel. I met Madeleine probably in one of the jazz clubs with some artists 

that I knew, and she was a really great person. She was like the kind of person that, 

you know, I hate to be cliche about it, but that you would read in, like, the life of 

Toulouse Lautrec or something, you know. She was like this character who came out 

of this seedy background, but had so much dignity and so much wit, and was beautiful 

and incredibly feminine, and so much passion for art, but had this kind of tragic side to 

her that her passion— You know, I don't know how it would have been fulfilled. 

COLLINGS: She didn't have any schooling or anything? 

DEMETRAKAS: No, and she never tested her talents. I remember that I was riding 

on the subway with her one day, and we must have looked very different. You know, 

I'm darker and more kind of bohemian-looking and so forth, and she's like very 

pretty, very feminine, very classic French, well dressed and everything. Anyway, 

some guy was looking at us, and she just turned around and looked at the guy like this 

[demonstrates], and just said, "What are you looking at?" in a way that, like, withered 

him, completely withered him. And I was shocked. I didn't realize that I, as an 

American woman, was intimidated by situations like that. I didn't realize that. You 

might say that that was my first feminist moment of standing up for myself. I didn't; 
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she did. Not that I was ever a carpet or anything. As a woman, you know, clearly I 

broke away from everything on my own, but I didn't yet have that feminist 

consciousness of taking myself seriously. 

I took myself totally seriously as an artist, on the one hand. On the other hand, 

there was that schizophrenic thing that happened when you grew up in my generation, 

where you might have taken yourself seriously, but you still kind of thought you were 

a second-class citizen on some level. You weren't a man. I don't know how else to 

describe it. I didn't think I was a second-class citizen, but I wasn't a man. And when 

she did that, it was just amazing, that moment, because also she did it not like a nasty 

little street-person saying, "Fuck you." She did it with incredible dignity, and cut like 

a knife. 

COLLINGS: Just shut it down. 

DEMETRAKAS: Shut it right down. And it taught me a lot. I don't know why I got 

on to her. Oh, and so her kind of tragic, loving faithfulness to art and to artists was an 

inspiration to me the whole time I was in Paris. 

COLLINGS: And how did you meet her again? Just kind of part of the social group? 

DEMETRAKAS: Part of the social group. As I said, I lived on Rue St. Andre des 

Arts, and one of the well-know jazz clubs—it was a cellar, down in a cellar—was right 

on my street. So l started hanging out there, and I think I met her either there or 

through an artist friend who was there. 

COLLINGS: Did you see a lot of her? 

DEMETRAKAS: I saw a lot of her, just casually, as friends, you know. I mean, over 

the years that I was there we were friends. She's one of those people, I wonder 
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whatever happened to her, because we lost touch. 

COLLINGS: So was she sort of a mentor in terms of a way of being in the world? 

DEMETRAKAS: Yes. Yes, she was, and it was a way that was strange to me, 

because I had been— When I grew up, I was like the tomboy and I played sports, and 

I was the independent artist, and I was into something like jazz that no one else was 

into, all these things that most other girls didn't do. I was also into boys. I was also 

into— I liked to look good and everything. I wasn't into things like clothes and stuff. 

I liked to look good, but I wasn't into it. I mean, as a high school girl I wasn't into all 

that. I just liked— 

COLLINGS: The accessories and things. 

DEMETRAKAS: Yes, the accessories and the passion for all that, and spending time 

on all that, and that was another way that I was different. But with Madeleine, that 

didn't matter to her. You see, she was able to cut through that and see me as a friend, 

a woman, and a painter, and that's how I had always lived my life and saw my friends, 

but I knew that a lot of the society that I grew up in didn't see me or other people that 

way. So, you know, I mean, it's not as though I needed Madeleine to kind of affirm 

who I was in Paris in those days, but it was a great comfort to have a friend who didn't 

take any shit. [laughs] 

COLLINGS: So some of the other people that you were with knew that you were an 

artist and a painter because you had told them, but she just sort of recognized that for 

herself? 

DEMETRAKAS: Yes. She recognized me and my talent as much as she did any of 

the men. Also, I have to say, to give them due credit, the men that I hung out with 
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also recognized that. I didn't get a lot of crap from them. 

COLLINGS: So were there many other women in this group? 

DEMETRAKAS: There was always a few, yes. 

COLLINGS: But not mostly? 

DEMETRAKAS: Mostly I knew men. I would say mostly I knew men as friends, but 

there were always women. There were either girlfriends or writers. I knew a lot more 

writers than I did— I didn't know any really good women artists. I knew mostly 

women writers, like who wrote for Girodius, you know, or who were on their own 

sojourn. 

Maybe we should stop. 

COLLINGS: Okay. 

[End of December 11, 2002 interview] 
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TAPE NUMBER: IV, SIDE ONE 

January 17, 2003 

COLLINGS: This is Jane Collings interviewing Johanna Demetrakas in her house in 
th 

Los Angeles, on January 1 7 , 2003. 

So, let's see. Reestablishing the scene here, you went to New York in 1962. 

DEMETRAKAS: Right. 

COLLINGS: And was there anything surprising about America when you returned 

here? 

DEMETRAKAS: Oh, god, everything was surprising about America. It was so 

different, it did take me a while to— It was culture shock for me, even though I'm an 

American and I was only gone a little less than three years. I didn't return at all during 

those three years, so, well, I guess it could come down to speed, speed in the sense that 

there's no space to really communicate with each other, speed in the sense that—in 

Paris, of course, I was expatriate, so I didn't feel the pressures of being French, a 

French artist, a French woman. I was liberated from that, and therefore it was more 

spacious. I was a human being in a world of human beings, and I just maneuvered in 

my own way, and that was acceptable. 

When I hit New York— And I was pretty naive about this, from many 

respects, even though in some sense I was more sophisticated, living in Paris, going to 

art school, blah, blah, blah, I was also still very naive about a lot of things, and I was 

particularly naive about male-dominated society. 

COLLINGS: And the art scene in New York at that time was very male-dominated. 
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DEMETRAKAS: Very, very, and it was intense. The one thing about it that I 

enjoyed in New York, that seemed to crack that a little bit, was Andy Warhol. That 

scene seemed to be an open, fermenting, and exploding, and fermenting and exploding 

over and over again, scene that included women in it. It wasn't that I was, like, 

particularly aware of it. It was, you know, this includes, this does not. The Cedar Bar 

does not include it. Warhol's place includes women, but because when I grew up 

I never thought of myself as a woman, I thought of myself as a painter, as an artist, you 

know, and I really never thought of myself as an appendage, I never thought I was 

incomplete. I never thought that I was driven to connect with someone else, and that 

that was, like, the core of life. 

COLLINGS: Were you planning on getting married? 

DEMETRAKAS: No, I didn't plan on anything. I was planning on getting laid, 

planning on having a sex life and boyfriends. It was always difficult with men, 

because I was just too intense, but I had a couple of passionate love affairs in Paris, 

maybe three, you know, some that lasted a few months at a time, so that was just part 

of one's life, you know. And one had a life, and that was part of one's life, and you 

know, I just never, even as a kid, I never thought of my— I guess I always understood 

the existential. 

COLLINGS: I think some people just get that. 

DEMETRAKAS: Yes, you know, it was like, of course you're born alone, you die 

alone. You breathe alone. You live inside; you're alone. I mean, I understood it, you 

know? And when I was in Paris— I think I started reading [Albert] Camus in Rhode 

Island School of Design, but I certainly had read him when I was in Paris. I know he 
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died when I went to Greece, because I remember hearing when he died. I remember I 

was sitting in a cafe in the center of Athens, and I opened up the American newspaper, 

the Tribune. I think it was called the Trib, yes, and there it was that Camus had been 

killed, and it was a big shock to me. I liked philosophy and all that sort of thing, but I 

never for a second thought that it was in any way unusual for me to be this way. I just 

thought this is the way it is to be a human being. 

Anyway, when I got to New York— And I think part of how I lived in New 

York says something about, on the one hand, even though I was completely a whole 

person, on the other hand, I was intimidated by the male-dominated art world. 

COLLINGS: Well, it was pronouncedly so, from what I've understood. 

DEMETRAKAS: Yes, it was pronouncedly so, and the intensity of the business of art 

was different than in Paris. In Paris, of course I was very young. I'd just gotten out of 

college, and I was giving myself that time to get a body of work together, and I was 

starting to create a body of work, and I wasn't running around looking for a gallery. 

And by the time I left Paris, I had a couple of galleries that were interested in me, that 

just came out of just sort of consistent— 

COLLINGS: Just being there for a while. 

DEMETRAKAS: Just being there and knowing other artists, and eventually 

somebody was interested, whereas in New York it was like, get on the bandwagon, 

you know, find the gallery, get the owner, get the support of the guys at the Cedar Bar, 

you know, make the connection. It's all the kinds of things I ended up having to do in 

Hollywood years later, you know, networking and hustling and so forth. 
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When I felt that, it was like a big wind that hit me in my face and knocked me 

over, you know. And what I didn't— Okay, so I personally reacted to that from the 

point of view of, I'm an artist, I don't know what to do about money, I'm not a hustler, 

all that stuff. 

COLLINGS: "I'm purer than that." 

DEMETRAKAS: Yes. Sure, I'm purer than that. But what I didn't know, 

consciously, was I'm a woman, they're guys; somehow I'm not being invited in. I 

wasn't conscious of that. And I do remember— Well, to finish that thought, those 

things kind of kept me on the outside, and I sort of romanticized that position. I'm on 

the outside, I'm a loner—I wasn't a loner socially, but as an artist—and that's fine 

with me, because I knew that my work was still rough, and that I had started 

something. I mean, if I had had some support, I probably would have stayed an artist. 

I probably would have— 

COLLINGS: Financial support? 

DEMETRAKAS: No, no, support like, "Hey, your work is good. Let's hang in there, 

and here's the dialogue." If I had that kind of support— The financial support I was 

always able to, like, figure out something, and work and do something. Anyway, so I 

kind of put myself in that "I'm outside this game. I'm not particularly into games." 

COLLINGS: I have one kind of description of the Cedar Bar, and this is like earlier 

than you were there, but one particular famous artist going in and asking for "bourbon, 

Chinese food, espresso, and a sexy babe, in that order." [Demetrakas laughs.] Is that 

extreme, do you think, as a description? 
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DEMETRAKAS: No, no, no, no. No, it was— No. I remember it as it was, what was 

it, off of Fifth Avenue? I kind of see where it was, but I can't remember the exact 

location. But it's a typical New York bar, sort of dark and woody, and, like I said, a 

lot of guys, and a lot of, like, intense dialogue with guys. 

COLLINGS: How did you hear about it the first time? 

DEMETRAKAS: Oh, well, just artists, just other artists that I knew, and also other 

barflies. I mean, it was just one of the bars in the village, and I lived in Greenwich 

Village. I lived in the West Village, and then I lived in the East Village, and then back 

into the West Village, so mostly the West Village. Right there. And so it was a bar, 

and it was an artists' bar, and when I heard about it, of course, I went to it. 

There was another artists' bar that was kind of rougher, whose name I can't 

remember, and I went into it one day with my boyfriend at the time, and we ordered a 

couple of beers, and the bartender gave Sam his beer in a bottle, and he gave me one 

in a glass. I said, "Oh, no, no, I'll just take it in the bottle." 

And he said, "No, no, you have to have a glass." And it was this— Why 

would I remember that, you know? It was so weird. It was like he was telling me how 

to drink my beer, number one. Number two, I had to have a glass and he didn't. I 

mean, it was just so weird, and there were little things like that that you remember that 

make you feel— 

COLLINGS: Do you remember other little things like that? 

DEMETRAKAS: Well, I wish. You know, I didn't actually hang at the Cedar Bar, 

because I didn't really know the big ones, the big people, the famous artists, and 

I wasn't really very pushy. I didn't know how to insinuate myself into that crowd, and 
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it felt very, like I said, very closed, very intense, very male, so I didn't really— I 

mean, I went to the Cedar Bar half a dozen times, and usually with Sam, and it was 

kind of like visiting something. 

COLLINGS: So in general, did you feel like to go to these kind of artist-type 

hangouts in New York you needed to go with a boyfriend? 

DEMETRAKAS: No. No, I didn't feel that, because a couple of times I'd try to get 

up to Andy's place, and my timing wasn't right, unfortunately. He also was into 

something. He was someone I admired, whose work I liked a lot, but so much of what 

he did wasn't painting, in terms of what made him famous and fun. It was kind of like 

not my scene. So I went to Elaine's a few times, you know, I mean just that kind of 

thing. I was just there. I kind of felt the energy, but I didn't really participate in it. 

COLLINGS: Of course, as we know, toward the later sixties, more of what's called a 

counterculture was getting going. Did you see any of the glimmerings of that when 

you were in New York in the early sixties? 

DEMETRAKAS: No, I didn't see too much of the counterculture coming. Which 

kind of glimmerings do you mean? Do you mean the civil rights and the students— 

COLLINGS: Well, by 1968, 1969, there was a full-blown freak scene. 

DEMETRAKAS: Well, I'm in L.A. by then. 

COLLINGS: Yes. So I was just wondering if there were any— 

DEMETRAKAS: If I saw it coming? 

COLLINGS: —if there were any little signs of that on the streets of New York in 

1962. 
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DEMETRAKAS: Yes, from '62 to '65, those three years that I was there, well, the 

thing that was going on was drugs a lot. Drugs was really heavy, and I was dipping 

into that. It wasn't my whole world or anything, but I knew— I mean, I knew some 

people whose world it was, and I think I felt sort of that world. 

COLLINGS: That was part of the art scene at that— 

DEMETRAKAS: It was part of every scene. I mean, I knew people who took drugs 

who were in every different kind of life than mine. 

COLLINGS: Regular, like, office jobs, that kind of thing? 

DEMETRAKAS: Some of them, yes. Some of them, yes. Certainly musicians, some 

people in the advertising game. 

COLLINGS: You said that you had a job as a social worker? 

DEMETRAKAS: Yes. 

COLLINGS: Did that change your outlook at all? 

DEMETRAKAS: Well, the job as a social worker started to raise my consciousness in 

specific ways, instead of general, you know, sort of little general leftie— I started to 

understand more about the real world that I was living in and what the social inequities 

were actually doing to people, you know, to experience it, because even though I had 

very little money, you know, I was white and college-educated, and I could always 

make a buck. I was an artist and I could always live minimally, and I wasn't starving. 

So when I went into Brownsville, which was the heart of an African American 

neighborhood, and worked with kids, again, I had that, like, naivete. You know, I 

thought, "I'm here! Let's do it! You know, we're going to have fun. We're going to 

communicate." And I don't know what the hell I did there, [laughs] I mean, I must 
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have done something, because I had that job for quite a while; not quite a while, 

maybe a year. And then I left of my own accord, so I must have been doing okay. 

But I do remember some young teenage African Americans trying to get— 

You know, I thought that they were, like, bright young guys, and they had reached the 

point where they were about to either drop out of high school or graduate, and that was 

it. And I was appalled. I was like, "Come on. You're smart. You've got to go," you 

know. That was when I first understood the cultural difference, in that what I was 

talking about was like another language to these guys. They lived in a world that— 

And it was me whose eyes had to open up, my eyes. 

So, yes, that work raised my consciousness considerably, and I think perhaps, 

you know, like— It was the first time I began to understand cultural differences within 

a culture. 

COLLINGS: Did it make you question your own work as an artist and the kind of 

painting you were doing? 

DEMETRAKAS: No. No. You know, abstract painting just came naturally to me, 

even though my paintings have hidden figures and shapes in them. I don't know what 

I would have evolved to as a painter if I didn't become a filmmaker, because I think it 

evolved slowly. I was already in my late twenties when I went to film, which I 

considered late. But I think it would have evolved to some more figurative level of 

something. 

COLLINGS: Yes, maybe like something like that, the sketch, the kind of narrative 

sort of sketch that we talked about earlier. 

DEMETRAKAS: Yes. Yes. Did I ever show you—Hold on one second. 
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[Tape recorder turned off.] 

DEMETRAKAS: So I don't think that that experience actually changed anything 

then, but I think it was the seed of something. From the point of view of painting, it 

was the seed of something that— I know that one thing it did, it started to change my 

mood in my paintings. I remember doing things in New York that were darker, and I 

do think it changed my mood. 

But New York, for me as a painter, was probably— If I didn't go to L.A. and 

get into film almost immediately, it was a transition from the Paris stuff that was soft 

and kind of ephemeral and murky, into something clearer. I mean, I got to the point 

where you see that piece, which is 1968, and a few other pieces like that. 

COLLINGS: With very sort of hard edges. 

DEMETRAKAS: Hard edges, yes, and much clearer shapes. 

COLLINGS: So you came out to the West Coast in 1965, right? 

DEMETRAKAS: Right. 

COLLINGS: And where did you land first on the West Coast? 

DEMETRAKAS: Well, I came to Los Angeles. I was escaping a bad love affair, is 

what I was doing. Did I talk about that? 

COLLINGS: No. 

DEMETRAKAS: No? Oh, well, that was one of the sort of stupid things I did in New 

York. I did two really stupid things. One was take too many drugs, play with it too 

much, you know, too often, not like a hooked addict or something, but enough so that I 

think it clouded my— I think it was like a bit of an escape from what we were 
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talking about, escape from the Cedar Bar. And the other thing was have this terrible 

love affair that I was completely addicted to, and so in 1965 I escaped that. 

COLLINGS: Good. 

DEMETRAKAS: At one point, a friend of mine gave me a television set, because he 

said he couldn't stand me calling him and talking about it anymore. He said, "Just 

take this and watch Johnny Carson at eleven o'clock instead of calling me." 

COLLINGS: Isn't there a Douglas Sirk movie like that? 

DEMETRAKAS: Is there? 

COLLINGS: Yes. Anyway— 

DEMETRAKAS: Well, that was one of the things that kind of woke me up, "I have to 

get out of here." And my parents had moved out here, and my family; actually, my 

brother [Tony Demetrakas] and sister [Elpe Demetrakas] had moved out here. I had 

an uncle, my uncle the actor [John Verros] was out here, and my love affair with film 

that really started in Paris was still very intense. I still went to all the movies, 

especially, of course, in the sixties in New York, and I loved them. 

I got one little tiny job in New York, because I thought, well, if I'm going to 

continue to support my painting, it would be fun to support it in the film world, just 

thinking of it as a day gig. So I got one little job, you know, in the editing room, 

taking commercials out of things, like really, really fundamental. Then I went to L.A., 

because that's where my family was and that's where the film industry is, and I was 

thinking, well, to get more seriously involved in film— Again, still as a way to 

support painting. 
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COLLINGS: When you were doing the editing, or the un-editing, did you enjoy just 

the— 

DEMETRAKAS: The physical? 

COLLINGS: —just working with the film and the equipment and everything? 

DEMETRAKAS: Yes, I did, because it was incredibly simple. There were only a 

couple of pieces of equipment involved, but it was physical, which painting is, and 

you were in a room by yourself, which painting is, so, yes, I enjoyed that. That's why 

I started out in the editing room, because of those two things. You were still handling 

the film, and you were alone, pretty much. 

So I came out here and my sister's husband [Dick Villard] was also an actor, 

and he was struggling in the industry. My sister was still a legal secretary, but she 

soon became a production coordinator, so there was a little business right in the 

family. 

There was something called the Artists' Protest Tower. Did you hear about 

that? 

COLLINGS: No. 

DEMETRAKAS: Oh. The Artists' Protest Tower was a protest against the war in 

Vietnam, and it was on Sunset Boulevard where it turns just before La Ciena 

[Boulevard]. There's a turn, and there used to be an empty lot there, and in that empty 

lot a group of artists, including Judy Chicago, got together and created the Artists' 

Protest, and there was a tower by that artist, Mark di Suvero. 

COLLINGS: I'll check it when I leave. 
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DEMETRAKAS: Yes, the tower was built by— He was a sculptor who died a few 

years ago, who had a limp, and I knew his work. I didn't know Judy Chicago, though. 

And I thought, well, this'd be fun to make a little film about this, and this could be my 

first film. I got a little bit of money from a friend who supported me, but I didn't 

know what I was doing, and I kind of was producing it, because I didn't know how to 

direct, I didn't know how to shoot. So I got a friend of mine to direct and another idiot 

to shoot, and we went down there and started shooting. 

COLLINGS: Does that film exist still? 

DEMETRAKAS: In my cellar in Tujunga. I don't know that I would even say it 

exists anymore. We went down there several nights and days and interviewed people. 

We'd shot them working on the tower, and I noticed this woman with a pneumatic 

drill working on the tower. I'd never seen a woman working on a pneumatic drill. 

COLLINGS: Yes, that's right. 

DEMETRAKAS: And I said, "Who is that woman?" This is 1966, I think, or it may 

have been the end of '65, or beginning of '66. 

And someone said, "That's Judy—," only she was not Judy Chicago yet, I 

don't think. I think she was Judy [Gerowitz]— 

COLLINGS: I forget the name offhand. 

DEMETRAKAS: Yes, well she wasn't Judy Cohen, but she was Judy— One of her 

husbands' names. So I went up and interviewed her, and that's when I first met Judy 

Chicago. 

COLLINGS: Oh, I'd love to see that film if it was possible. 

DEMETRAKAS: I don't know. I don't know. I could try to lay my hands on it. 

59 



COLLINGS: Oh, don't go out of your way. 

DEMETRAKAS: I never finished the film. It's just footage. 

COLLINGS: Why did you lean toward documentary— 

DEMETRAKAS: Documentary. 

COLLINGS: —for your first films? 

DEMETRAKAS: Well, I didn't actually lean towards documentary. I mean, I think I 

did that because that was something I could do. That was something within my realm. 

I mean, it was entrepreneurial, you know. I'd, "Listen. Let me do this," and figure out 

how to do it. I didn't have to join a union or anything. I mean, one of the things I 

understood by then was that, for instance, even in editing, although I hadn't thought 

about editing yet, I knew that you had to get in the union. You had to be an assistant 

for years. I mean, that was something I could never be. I could never be an assistant 

for years. 

COLLINGS: Yes, yes. [laughs] 

DEMETRAKAS: So it was just my entrepreneurial— Again, I think it was just the 

artists doing their thing, as opposed to, "How do I get into this industry?" Even the 

word "industry" was something that I would never relate to. 

COLLINGS: But you never leaned toward a, like, Chick Strand type of— 

DEMETRAKAS: No, interestingly enough. No, I didn't lean towards experimental, 

but I did lean towards narrative, dramatic narrative. 

COLLINGS: Yes, because it just seems like that would flow from painting, so I was 

just wondering about it. 
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DEMETRAKAS: Yes, yes. Well, the thing is, I think it was my love of European 

filmmaking that kept me from doing that, because everything that I saw in Fellini and 

Bergman and early Truffaut and Louis Malle, I mean, was so different and fresh and 

original and visual. It was enough for me, you know. I didn't need to go that abstract 

step further. 

COLLINGS: You didn't need to create new sort of languages and ways of expressing 

things in film, because the ones that existed were fine. 

DEMETRAKAS: Yes. Yes, they were fine, and they were stimulating to me, and I 

didn't know how to do them yet, so, you know. 

COLLINGS: Yes, you wanted to be able to learn that language. 

DEMETRAKAS: Yes, I loved that language. I thought that language was great. And 

also I think that because I fell in love with those films and was sitting there in the 

audience, I wanted my films to be seen worldwide. I wasn't thinking about 

distribution. I didn't consciously say, "Well, gee, experimental films have a tiny 

audience. I want a big audience." It was just, that's my audience. You know, I didn't 

even think about it. I think it's because of what you said; I think it's because that was 

the language I wanted to speak. 

So that was my first endeavor, and it wasn't terribly successful. I learned an 

awful lot. I learned a lot about what not to do, what to do, visually how to do an 

interview, I mean not how to completely, but it was the first time I just had tried 

anything. And I met Judy, and that was great. 

That experience also deepened what started out in Brownsville with the social 

worker job, because that experience put me on the street with people who were 



actually doing. I mean, I had, like, attended some protests, and I was sympathetic, but 

that experience, you know, interviewing people— That's where I met a guy who 

ended up being— We ended up being good friends, he and his wife and my ex-

husband and I, because he was teaching the artists nonviolent—what's it called? 

Nonviolent— 

COLLINGS: Protest? 

DEMETRAKAS: Yes, but that whole formal way of how to be— 

COLLINGS: You don't respond— 

DEMETRAKAS: Nonviolent resistance. 

COLLINGS: —with taunts and things? 

DEMETRAKAS: Nonviolent resistance, yes, where you don't respond and so forth, 

and how do you do that without getting hurt, and how you do that, you know, and able 

to communicate to people and so forth. And he was a young African American guy 

who was teaching those people, and we met there. So I began to— I mean, that 

impulse to make a film, because, of course, it was Artists' Protest Tower, don't forget. 

That's the first thing about it, you know. It was the art that drew me. 

COLLINGS: Were you particularly against the war at that point? 

DEMETRAKAS: I was definitely against the war, yes. 

COLLINGS: That wasn't just on the periphery. 

DEMETRAKAS: No, no. No, I was definitely against the war. So anyway, that 

experience of doing the Artists' Protest Tower brought me closer to understanding the 

culture of protest and the culture of resistance to some overbearing societal oppression 

of some kind or other, which I think sort of paved the way to feminist awakening. 
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COLLINGS: So you did not go to film school or anything at that point. 

DEMETRAKAS: No, never went to film school. 

COLLINGS: Okay. So your next film venture was— 

DEMETRAKAS: Next film venture was interesting. It was one of my friends, and I 

don't even know how I met him, is a director, a writer/director, and he mostly came 

from theater, and he had started a feature film. They ran out of money, and he finally 

got the money together to finish it. I said, "Well, I'd love to work in the editing 

room," because I was already attracted to that. "I'll be the assistant editor, so I can 

learn how to be an editor. I'll design your sets if you let me be the assistant editor." 

That was the deal, because he wanted me to be the art director. So we made that deal, 

and that was the only time I got to design sets, actually. I thought I'd be doing it 

again, but it was wonderful designing sets. 

COLLINGS: Yes, sounds like fun. 

DEMETRAKAS: It was. We had this fabulous old house in— Do you know where 

Otis Art Institute is? 

COLLINGS: Generally. 

DEMETRAKAS: Yes, well, now they're downtown where there used to be mansions. 

There was a street down there that used to be all really, really big mansions. They're 

all gone now, and that one was actually on its way. It was condemned, but it was still 

a very good building, and we shot in that building. Then later my husband and I lived 

in it for a couple of months. So we had this wonderful building, and it was my first 

experience with real collaboration and the whole thing about film that is a group 

experience. 
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COLLINGS: Yes, yes, because I wanted to ask you about that, how you made that 

transition. 

DEMETRAKAS: Well, that was the most— I mean, I got a lot of flak, because a 

female art director was rare in those days. There were a few in the business, in the 

industry, but very few, and so I got a lot of flak from the guys who helped me build 

the sets and stuff. I remember that. I don't remember exactly what. 

COLLINGS: Because you were sort of directing their work. 

DEMETRAKAS: Yes. Oh, it was more than sort of, you know. I knew exactly what I 

wanted, and actually, it was a wonderful lesson for me because, I mean, it was the 

first time I understood set direction, where you look at a set and you create a person's 

life through what's on their desk, you know, every single object, and how messy or 

how non-messy it is, and how many things are old and how many things are new. I 

mean, I just suddenly understood what to do that was. 

You know, everything I'd taken for granted when I looked at a film suddenly 

became— So I understood that, and then set design, where you design the whole 

room, and the camera has to be able to look in any corner. You have to be able to 

lower the camera and see something, and know exactly what's going to be there. 

Colors. And then building things, too. I'd never built anything, so I didn't really 

know how to build it. I had to depend on the guys to build it. But it was tough being 

the director, the art director, because I got a lot of flak from the males, but I got a lot 

of support from the director and the producers. I didn't have any bullshit there, and I 

was able to do a good job. 
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I also met my husband-to-be [Baird Bryant], and that flourished there. And 

then I got into the editing room, and it was the one and only time I assisted, because I 

would never do that again. 

COLLINGS: Why is that? 

DEMETRAKAS: Well, you know, as an assistant, basically, you know, you— 

COLLINGS: "Please get me this." 

DEMETRAKAS: Well, you know, cutting film, this was film, right? This wasn't 

digital. Now, when you write something on the computer, you cut and paste, and we 

did that manually with film. So every time you cut the film, what do you do with the 

trims? How do you organize them? How do you make them available to the editor to 

look at them again later on? So you have to take them apart, put them together, take 

them apart, put them together, and have an organization going, a log book, 

descriptions, and you have to have ready for the laboratory when you're— And the 

next step is printing. 

COLLINGS: Yes, very complicated, more recordkeeping. 

DEMETRAKAS: It's just, yes, recordkeeping. But you're in the room as the film is 

being cut. Edit by edit you see it begin to grow, you see it come together, and things 

fall apart and come together again, and you hear the dialogue between the director and 

the editor, and what that dialogue is about, and all that. So it was great. 

COLLINGS: What's the name of that film? 

DEMETRAKAS: It's called Jordi. It was written by the same— It was a novel by the 

same person [Frank Perry] who wrote that really well-known film that came out in the 
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sixties, that was two children's names, David and Lisa. Did you ever hear of the film 

David and Lisa? 

COLLINGS: Yes, it sounds familiar. 

DEMETRAKAS: Yes, it was kind of a well-known film. 

COLLINGS: What is it about? 

DEMETRAKAS: Well, Jordi is about mentally— About crazy kids, kids in a home. 

COLLINGS: But it's fiction, right? 

DEMETRAKAS: Yes, it was fiction. So I was on the set because I was the art 

director and set dresser, or one of the set dressers. So I was on the set and I was in the 

editing room. 

[Tape recorder turned off ] 

DEMETRAKAS: All right. Celebration at Big Sur. 

COLLINGS: Right. Well, first of all, I wanted to tell you that there are a lot of 

posters and lobby cards and stills from the film being sold today at high prices— 

DEMETRAKAS: Really? 

COLLINGS: —online [for Celebration at Big Sur]. Yes. 

DEMETRAKAS: No kidding. 

COLLINGS: This is just one example. 

DEMETRAKAS: You know, we have not been able to even make a cent off this 

movie. 

COLLINGS: Well, someone's making some money off this. 
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DEMETRAKAS: They've been making movie off it for thirty years, money off of it 

for thirty years. Isn't that amazing? Complete set. That is great. Wow. I've got to 

buy that. Oh, I'm so glad you showed this to me. 

COLLINGS: That's just one example. I've found many. 

DEMETRAKAS: Wow. 

COLLINGS: Yes, just go online. 

DEMETRAKAS: It's funny because Rolling Stone magazine said that was the worst 

rock movie ever made, [laughs] It's like one of my, I don't know what, hidden 

honors, I guess, to be put down by Rolling Stone. People who've seen it— I saw it 

recently. It played at the Cinematheque, and I hadn't looked at it for ten, fifteen years 

And it is actually more— You could say the Celebration at Big Sur was my 

experimental film, because the way that film worked— Did you ever see it? 

COLLINGS: Yes, I just saw it. 

DEMETRAKAS: Oh, you did? 

COLLINGS: You gave me the videotape. 

DEMETRAKAS: Oh, I gave you the videotape. 

COLLINGS: I forgot to bring it back this time. 

DEMETRAKAS: Oh, that's okay, I trust you not to lose them like that. So it is very 

experimental, don't you think? 

COLLINGS: Yes, with the lilac hot tub scene, [laughs] 

DEMETRAKAS: Well, also the way the music and the imagery was cut was very 

experimental— 

COLLINGS: Yes. 
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DEMETRAKAS: —and much more so, in fact— And I think we did— I mean, 

Woodstock came out at the same time, and Woodstock had a lot of money behind it, of 

course. We didn't have any money. But the work that we did, you know, that the— 

Did you happen to notice that Pat O'Neil's name was on there? 

COLLINGS: At the end? 

DEMETRAKAS: Yes. 

COLLINGS: No. 

DEMETRAKAS: Well, do you know who Pat O'Neil is? 

COLLINGS: Yes. 

DEMETRAKAS: Well, he did our opticals, so a lot of those imagery of floating 

things going together and stuff, which Baird [Bryant] actually did a lot of that work, 

more than I did. I did more of the visual editing, putting images together that were 

cut. He did some of the optical work with the images, and I think that was a precursor 

to MTV [music television], to music videos. 

COLLINGS: Yes, yes. 

DEMETRAKAS: So, using film and music that way, which I don't think Woodstock 

did. Woodstock shot the performances much better, you know, more cameras and 

more intensity, and we took the performances and bound them to some kind of 

imagery. 

COLLINGS: I'm glad to hear that it was shown recently, because that means that it's 

being preserved and well taken care of, probably. 

DEMETRAKAS: No, no. 

COLLINGS: Because I just thought it was really a wonderful time capsule. 
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DEMETRAKAS: It is a time capsule. 

COLLINGS: And it just expressed the period so eloquently when I saw it, because the 

videotape has got some sections that are not in the greatest shape, and I was thinking, 

oh gosh, I hope that this is in some other form, being well taken care of. 

DEMETRAKAS: Yes, I don't know, you know. I mean, that print that showed at 

Cinematheque was my husband's print, and it was a little bit red already. I don't 

know who's got really any good— It was on television right up until about three or 

four years ago. I would hear, "Oh, someone called up and said Celebration was on," 

or, "I ran across it," or, "My ex ran across it," or something. We were never able to 

figure out who owned it anymore, because 20th Century Fox had it, and then they sold 

it to a distributor who sold it to a distributor who sold it to a distributor. There's no— 

COLLINGS: Yes, there's no real idea who has it now. So how did you come to that 

project? 

DEMETRAKAS: Well, Baird had been shooting— It was through Baird, Baird my 

ex-husband, Baird Bryant, who is a fabulous cameraman. He had already been 

shooting music performances. He had shot on some other concert, and he was sort of 

well known amongst— And he also shot Jimi Hendrix, and he was well known in that 

world of documentary shooting of performances and concerts. So the producer came 

to us, Carl Gottlieb, who wrote Jaws, and Carl and his wife at the time, Alison, came 

to us and said, "We'd like to do this little small film." It was a small amount of 

money. 

So we were guerilla filmmakers, so we approached it from that point of view. 

There's a small amount of money, so we got three cameras together, but, for instance, 
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we didn't get an elaborate sound system going, which we should have, because it was 

music. You know, we should have had mixers and all. 

COLLINGS: I thought the music sounded pretty good. 

DEMETRAKAS: Well, it sounded pretty good as mono. I mean, it was Nagras and 

everything, but it was pretty simple. If we had had more elaborate music recording, 

we probably could have done more commercially with the movie. But as it turned out, 

20th Century Fox bought it. It was my first movie that was bought by a major 

distributor and distributed in theaters. It was my first movie in theaters, and I was 

along on the shoot. I was pregnant. 

COLLINGS: How far along? 

DEMETRAKAS: Seven months, six or seven months; yes, six months, but pretty big. 

So I was along on the shoot and helped in every way I could. I helped do things, do 

some interviews and figure out what to shoot, and blah, blah, blah. But mostly I didn't 

really direct; I just was co-associate director. And then in the editing room, Baird and I 

took over and made the movie. 

COLLINGS: In terms of the performances, the ratio of male to female is about fifty-

fifty. Was that a decision that you made, or was that— 

DEMETRAKAS: No. 

COLLINGS: That reflects what happened at the concert. 

DEMETRAKAS: Yes. And it was a great—For me it was a great experience of 

female power; you know, Joan Baez. 

COLLINGS: Yes, I was really struck by that. 
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DEMETRAKAS: Yes, Joan Baez and Joni Mitchell, and then the wonderful black 

singers, and the Spanish. I mean, they were just beautiful and powerful. 

COLLINGS: Yes, it's interesting, because one hears about the Women's Movement 

coming out of, in some ways, the Civil Rights Movement, but it strikes me that some 

of these very prominent female singers may have laid some of the groundwork for it 

just in terms of moral courage. 

DEMETRAKAS: Yes, and being voices, yes, because Baez, of course, was a big 

voice, not only as a great performer, but as an anti-war person. 

COLLINGS: Right. Exactly. 

DEMETRAKAS: So she was inspiring from that point of view. 

COLLINGS: It was wonderful to see that very young Joni Mitchell. 

DEMETRAKAS: Oh yes. That was the first time she ever sang that song, 

"Woodstock." That was the first time. 

COLLINGS: Oh yes, what an expressive face. 

DEMETRAKAS: Yes. 

COLLINGS: What was that altercation about between those guys? 

DEMETRAKAS: Oh, Stephen Stills. [David] Crosby, Stills, [Graham] Nash, and 

[Neil] Young. 

COLLINGS: Yes, yes. 

DEMETRAKAS: Well, some guy was high. The guy that was high, he was just 

stoned. 

COLLINGS: Staggering about. 
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DEMETRAKAS: Staggering about. He was stoned and he was challenging Steven, 

you know, on selling out. 

COLLINGS: Okay. Let me turn this over. 
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COLLINGS: He was challenging him on selling out? 

DEMETRAKAS: Right. He was challenging Stephen Stills on selling out, and 

Stephen got pissed. He couldn't handle it, so there was almost a fight there. Well, no, 

there was the beginning of a fight there; not almost, they started. And it was 

incredibly ironic. I mean, if you wrote it into a skit now— In fact, I saw— Who's that 

comedienne, the gay comedienne who had the show? 

COLLINGS: Ellen DeGeneres. 

DEMETRAKAS: Ellen DeGeneres last night, and she did a beautiful piece on a 

flower person, a spiritual—only now it was the nineties—it was a spiritual person and 

how aggressive they really are, you know, and how— "And I went back to my love 

self, you know, even though these people around me didn't know how to be human 

beings." You know, that whole thing? 

COLLINGS: Yes. Exactly. That's funny. 

DEMETRAKAS: So Stephen Stills is up there, and he's singing this, the anti-war, 

and "We've all got to get together" and everything, and then this— I don't know if he 

was drunk. I think he was a little, maybe on acid or something. You know, he comes 

out and he's clearly incapacitated, you know. 

[Telephone rings. Tape recorder turned off.] 

DEMETRAKAS: He was clearly incapacitated, and so should not have been taken 

seriously by anybody, especially the performer. And Stephen very quickly lost it, 
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which I think you can only say was that this man, this drunken man, pushed Stephen's 

buttons, and you know, if we have a button to push, it's our button, you know. So, 

clearly, Stephen was feeling some inconsistency in himself. Otherwise, why get angry 

at the guy? If you're confident that you haven't sold out, then there's nothing to get 

angry about. 

COLLINGS: And why did you decide to put that scene in the movie? 

DEMETRAKAS: Well, there's a couple of things going on there that I think are 

interesting in terms of filmmaking. One is that— And this connects my filmmaking to 

Buddhism in a way that only happened later in my life, that the intuition or the instinct 

was there, and that is that reality is the most interesting thing. So you could say— It 

might sound simplistic, but I put it in there because it happened, and because it 

happened, it fed the movie an irony that the movie didn't have before. The movie had 

this— You know, obviously, we felt positive about what we saw. We felt positive 

about Woodstock and Joan Baez anti-war pieces, and we felt positive about the love 

and the love children in the crowd. I mean, at the beginning— 

COLLINGS: You didn't feel positive about the crowd? 

DEMETRAKAS: Oh yes. At the beginning of the film, you might or might not 

recall, it says, when it has the credits it says, "the people, the audience, and the Pacific 

Ocean." That's because I saw the audience and the Pacific Ocean as being part of the 

film, not just stick figures that happened to be there. But ocean— 

COLLINGS: Yes, and there's a lot of time devoted to the audience, and to the ocean. 

DEMETRAKAS: Yes, and to the ocean, because as a filmmaker, I believe that you 

have to set the environment. Your most important thing is to create the environment 
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so that the audience can feel that they're experiencing the film instead of watching the 

film. 

COLLINGS: Right. And there is a very clear sense of where it all is. 

DEMETRAKAS: Yes. 

COLLINGS: And actually, there's a nice kind of sense of timing throughout it, 

because there are eating interludes and— 

DEMETRAKAS: Yes, yes. 

COLLINGS: —other kinds of sort of procedural things that one might do at a 

[inaudible]— 

DEMETRAKAS: Cleaning the garbage. 

COLLINGS: Yes. Exactly. 

DEMETRAKAS: So environment, I consider environment very important, and as I 

said, for me, I want my films to be experiential. I want people to experience what I 

experience, and I did the same thing with Womanhouse. Or I felt it very clearly. 

When I walked through Womanhouse, it blew my mind, and I wanted to make a little 

film that would do the same thing to somebody who would walk through the house 

and have it blow their minds. I wanted them to have that experience. So I 'm not 

necessarily showing off the singer or the song or the joke or that fight; I'm creating the 

atmosphere where they all can come to life, and then you experience it and then you 

come to your own place with it. 

COLLINGS: Yes. What about some of the interviews, like, for example, there's one 

woman who says that she thinks that American society is, I don't know, coming to its 

senses, or getting it together or something; I think she says something like that. 
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DEMETRAKAS: The English woman. 

COLLINGS: She has blonde hair. 

DEMETRAKAS: Was it blonde, whitish blonde? 

COLLINGS: Yes. 

DEMETRAKAS: Yes, I think she has an English accent. I think she's English. 

COLLINGS: Okay. With statements of that sort, was that something that you put in 

the film because you like really identified with what people were saying? 

DEMETRAKAS: Yes, some of that was. Yes, some of that is identifying. Some of 

that is. 

COLLINGS: What about the guy who talks about being a freak, and the notion of the 

freak? 

DEMETRAKAS: Freak. Isn't he wonderful? 

COLLINGS: Yes. 

DEMETRAKAS: The teacher. 

COLLINGS: Yes. 

DEMETRAKAS: He was a teacher. God, he was so fantastic. Well, I thought he was 

very important, because, well, again, I guess supposes a certain naivete here. I thought 

he was a wonderful character because he was goofy and definitely had a first, you 

know, "What?" you know, kind of quality to him, but you could feel his gentleness. 

You could feel that he did have fun with his students, and they probably loved him. 

COLLINGS: Yes. 

DEMETRAKAS: And so for me, that's a wonderful, like, dichotomy, you know, like 

here is this crazy, and we're not going to trust this guy, he's crazy. On the other hand, 

76 



he's probably one of the most gentle and honest people those students will ever come 

across, and that interests me a lot. I love to work with opposing things that come 

together in some way. The Buddhists call it co-emergent wisdom, you know, where 

you bring up like the duality of life. You bring up reality or the inner world of your 

mind, and the outer world. You bring them together, but you actually transcend them, 

you know. 

COLLINGS: Yes. 

DEMETRAKAS: The positive and the negative, you know. The positive and the 

negative are transcended, like when a person who has cancer says, "You know, I 

wouldn't wish cancer on anybody, but my life has changed for the better." That's 

transcending the positive and the negative. It doesn't matter anymore that cancer's 

bad, and you can't say cancer's good. You've transcended it. So when you have 

something on the screen that is pulling at you with two kinds of energy, positive and 

negative energy, and they're somehow working together, well, you've done 

something, I think, very, very compelling. 

COLLINGS: Yes. 

DEMETRAKAS: And then again, it's up to the audience. I mean, for me it was like I 

saw that in him. I saw this gentleness in him. I saw inventiveness in him. I saw 

freedom in him. I saw tolerance in him. And maybe someone else could never get 

past the freak part, but I feel it's up to me to present what I see, and try to encase it in 

an environment so that you might actually see the same thing. 

COLLINGS: Did you do a lot more interviews than you used for the film? 
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DEMETRAKAS: Not a lot more. It was all shot very quickly, in two days, and the 

only thing we— The other parts that I directed were, we went back up for one day of 

pick-ups, and I directed that day, and I directed Mimi [Farina] with her lover, that little 

dance they did. 

COLLINGS: With Sir Galahad. 

DEMETRAKAS: Sir Galahad. Oh, you've got such a good memory. Sir Galahad, 

and that wonderfully insanely funny shot of the guy going down to the bathhouses 

with a towel whipping around him; he's running at a high speed. That was mine, and 

ocean shots, and— 

COLLINGS: From a helicopter or something? 

DEMETRAKAS: Well, that we did on the day of the shoot, but we did a lot of ocean 

shots that were POV shots, and some other things. I forget what else, but anyway, I 

directed the pick-ups. 

COLLINGS: Okay. So just in terms of historical information here, this was shot in 

1969, right? 1971? 

DEMETRAKAS: It was shot at the end of, yes, '69, you're right. I think it was 

December. When was it? I said September, but I had my boy in December, so I think 

it was shot in September '69. 

COLLINGS: So what, in 1969 in California, was a freak? Because, you know, this 

guy talked about being a freak. 

DEMETRAKAS: Well, he was a freak. 

COLLINGS: I know, but what was a freak— 

DEMETRAKAS: Oh, what was a freak in those days? 
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COLLINGS: —in that cultural context, yes. 

DEMETRAKAS: Well, he was describing himself not in his own cultural context; he 

was describing himself according to the mainstream context. 

COLLINGS: But wasn't freak kind of like a term of identification? 

DEMETRAKAS: Yes, it was, and in 1969 you'd already had the Summer of Love, 

which was '67, I believe, wasn't it? 

COLLINGS: I thought it was '68, but I don't know. '67, '68. 

DEMETRAKAS: Yes, Summer of Love was big. Certain of the war protests, the San 

Francisco war protest, which my husband and I went and shot, was also big. I wish 

we had that footage in our hands. 

COLLINGS: Oh yes. 

DEMETRAKAS: We've got it somewhere. So by the time— This was in late '69, a 

freak— I think freak, at the time, meant that that person was fully committed to— In 

other words, if you were a hippie, you were fully committed to hippie. You wouldn't 

even begin to live any kind of conventional life. 

COLLINGS: Did that job, food, relationships— 

DEMETRAKAS: Yes. That doesn't mean you didn't make money. It doesn't mean 

you didn't have— Maybe you only had one husband, [laughs] But it means that you 

didn't really— You know, it's like if you were a Buddhist, you were a total Buddhist, 

you know. If you were a hippie, you lived on a farm in a commune. If you were a 

musician or you went on the road with, you know, those crazy people that went on the 

road, you did it fully. To me, that's what a freak meant, and I think it meant that, you 

know, that person is a freak. They're totally what they are. They're into it 
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completely, which means that they don't give any lip service, even, to a conventional 

lifestyle. 

COLLINGS: So you couldn't be a freak on the weekend. 

DEMETRAKAS: Not really. 

COLLINGS: In terms of the general audience there, I mean, there was one person that 

you talked to who was in the Army, right? 

DEMETRAKAS: Yes. 

COLLINGS: I mean, were most of the people in the audience totally committed to the 

lifestyle of hippie or freak, or would there be a few— 

DEMETRAKAS: Well, I wouldn't call myself a hippie or a freak, but I would call 

myself totally a member of that audience, you know. We were the filmmakers, we 

weren't— But I related to the audience. I'm not the kind of person who would ever 

have gotten up and danced, you know, with paint on my face, [mutual laughter] I just 

wouldn't. I'm too shy. You know, I wouldn't do that. And I was pregnant, so of 

course I wasn't getting high or anything like that. 

What was your question? 

COLLINGS: Well, I guess I was just thinking about the— 

DEMETRAKAS: Makeup of the audience? 

COLLINGS: Yes, the makeup of the audience, and I also had another question which 

I didn't ask, which is, did people at that concert, for example, feel that this concert was 

making a difference, making a historical difference? 

DEMETRAKAS: Oh yes. 
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COLLINGS: Or were they just kind of escaping from, you know— They're off on the 

weekend having a [inaudible] time. 

DEMETRAKAS: No. No, it's a good question and I'm glad you asked it, because it 

forces me to say something that I might not have said; I might have forgotten. The 

people who threw the concert, the such-and-such folk music concert, what was it, 

Esalen and Big Sur— It was called the Big Sur Folk Music, or something, that concert 

was like the second or third year. It was like a bit of an ongoing thing. I think it might 

have been the third year, and it was thrown by a peace group that Joan Baez was a big 

part of. It was folk music and peace group. Carl Gottlieb could get me— And I think 

it'd be good when we finish, we'll go over some of these things that are missing. 

COLLINGS: Sure. 

DEMETRAKAS: I'd like to fill them in, because Carl can tell me, and I'll tell you 

exactly how it worked, because Carl happened to know Joan, and Joan was in that 

peace group up there, and they throw this concert and that's how he got into it, and 

then he got to us. So in other words, that concert was known in the peace activist 

world as a center, as a moment, as a celebration of what they do. So it attracted. It 

wasn't a rock concert; it was a folk concert, even though some of the people there 

were rockers as well as folkers. 

COLLINGS: And was there any political organizing of any sort going on at the 

concert? 

DEMETRAKAS: You know, I'm sure there was some, but it wasn't incredibly 

dominant or anything. It was mostly what it said. It was mostly a celebration of what 

they do, of the Peace Movement. In talking about who was in the audience, what was 
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the makeup of the audience, that's who was attracted to be there. Also, other people 

who were attracted to be there, people who loved that music, just loved the music, 

because Crosby, Stills, Nash and Young, well, especially Young, were not just folk. 

You know, they were getting into rock and so forth. And Joni Mitchell certainly 

wasn't just a folksinger of any kind. She was hardly a folksinger. So a lot of people 

were there for the music, and the rest of the people were there for the activism. 

COLLINGS: Was it a fundraiser of any sort? 

DEMETRAKAS: Not that I know of. So I mean that audience, in general terms— Of 

course I'm sure there were some people, but in general terms was very much what it 

looked like in the movie, because we really concentrated on the audience. 

COLLINGS: Yes, we get a good feel for it. 

DEMETRAKAS: Yes. 

[End of January 17, 2003 interview] 
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COLLINGS: May 6th, Jane Collings interviewing Johanna Demetrakas in her home. 

DEMETRAKAS: Let me ask you, when we were talking about the very, very early 

seventies—of course, [Celebration at] Big Sur is '69 we actually shot it, and it came 

out in 1970—did I talk about consciousness-raising groups or anything like that? 

COLLINGS: No. I was going to actually ask you about that with Womanhouse, but 

please talk about it now, if that makes sense. 

DEMETRAKAS: Okay. I'm not going to remember exactly when, but I do think it is 

somewhere around 1970. I think it's early, early, early 1970, maybe late '69, when I 

personally had my feminist awakening. 

COLLINGS: This was exactly what I wanted you to talk about. Thank you, Johanna. 

DEMETRAKAS: I had been married a few years, I don't know, '67 we got married, 

and I married a man [Baird Bryant] who was also an artist. He's a beautiful 

cameraman, filmmaker. He also lived in Paris. He left Paris when I went to Paris, and 

he was ten years older than me, and we passed like ships in the night. Did I tell you 

about that? From the time I was actually twelve years old— When I was twelve years 

old and I was a painter, I used to go down to Harvard University, because I lived right 

near there, and set up my easel and do oil paintings in the Harvard Yard. And he was 

a student at Harvard at the time. And then while he was a student, he was one of the 

first sociology students, and he sort of created, or was the founder, or one of the 

founders of a program for high school students to do mock U.N.'s [United Nations], 
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where once a year from around, I think, the New England states, or New England, 

New York, or something like that—it wasn't the whole country—students, sort of 

good students in social studies, would be invited to play a role in a mock U.N., and see 

how it works. So you would be picked to represent a country, and when I was in high 

school I was picked to represent a country and take part in the program that he had 

started like eight years before. 

COLLINGS: Oh, my goodness, how funny. 

DEMETRAKAS: So we passed like ships there, and then when I graduated from 

RISD, I got on a boat a couple of months later and went to Paris and lived there, and 

he was on a boat coming back the same year, actually, just a few months before me. 

And I met people in Paris who, later I found out, were his friends. 

COLLINGS: Oh, my gosh. 

DEMETRAKAS: Then I went to live in New York, where I did hang out with old 

friends of his. He was living in New York, but we never met, but we hung out with 

some of the same people, and then we finally met in California. 

COLLINGS: Wow, that's funny. 

DEMETRAKAS: So it was like almost twenty years, fifteen years of following him 

around, or him following me around, whatever. Anyway, he was a fine, fine 

cameraman and very much an artistic filmmaker, unfortunately at the time not 

knowing how to do that in this country and make a living, you know, not quite an 

independent, like a Pat O'Neil or Stan Brakhage type, you know, but also not a 

commercial filmmaker. Now there's more space for that kind of work. 
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Anyway, we worked together a lot, and so we had a relationship that was very 

intense, very artistic, you know, two crazy artists, you could say, that kind of thing, 

and I at the time, as a woman, as a filmmaker and a woman, becoming a filmmaker, 

going from art to film at that time in the late sixties, you know, when I grew up, I 

never faced the sexism thing. I never named it. And so I grew up in the fifties, and so 

it was always like, "Well, those men are like that. They all are," you know, and it was 

always about the male ego, never about the female ego. There was no such thing as 

the female ego. So I grew up with that, and I kind of would, when I had to re-inspire 

myself as a painter, and then as a filmmaker, I would simply identify with great male 

filmmakers. I didn't have this kind of masculine, competitive nature, ever, because as 

a painter, you know, it's not about competition. If it's about competition, then you're 

just reacting to something. As a painter it's always about originality, and so I never 

got into the competitive thing. So, you know, this is how I kind of made it as an artist 

in a world that rejected me as a woman, and kind of like, you might say, in denial, 

when I described the New York years. 

But getting married and getting pregnant started to push the sexism more 

heavily into my face, like, for instance— 

COLLINGS: It's funny how that happens, [mutual laughter] 

DEMETRAKAS: Like, for instance, my husband's name is Baird Bryant, which is a 

really nice name for him, but Johanna Bryant is really boring after Johanna 

Demetrakas. 

COLLINGS: Yes, sure. 
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DEMETRAKAS: And so when we got married, I had this, like, instinct not to want to 

take his name on, but that instinct was kind of, I thought, was embedded, or came 

from, I should say, being an artist and wanting to have your own name as an artist. It 

wasn't so deeply thought out that it was like I wanted to have my own name as a 

person. And so when we got married, I thought, well, I'll just change my name on 

legal documents, for Social Security and things like that, so that legally we can get the 

tax breaks and whatever, and should something happen to one of us, all that sort of 

thing, and so I changed my name legally to Johanna Bryant, but people just started 

calling me Johanna Bryant. 

COLLINGS: I see. Like who? 

DEMETRAKAS: Well, strangers, I mean people who I didn't know that well, not 

friends, not fellow workers, not artists. But it started to, you know— In film you meet 

a lot of people because you work with different people. You know, every job is a 

different person, so over the years you start meeting a lot of people. Anyway, I 

remember distinctly the thing that really changed was when I had the first baby, and 

when Baird and I would walk into, say, a party, and I would be holding the baby, men 

would talk to Baird, you know, new men would talk to Baird, men who didn't really 

know me. My old male friends talked to me pretty much as an equal. I can't think of 

any that I would think really never did. But when I'd meet new people, I suddenly felt 

this difference. 

COLLINGS: And how did women react to you? Any different? 

DEMETRAKAS: Not really. I mean, a lot of women, you know, I mean women talk 

about babies sometimes when you see babies around, but aside from that, I don't 
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really remember a difference with women. But the difference with men really stung. 

You know, I actually noticed it, and to the point where I wanted to just yell, you know, 

yell something in the room, like, "Hey, I'm here," something like that. 

So just at that time, Los Angeles, I would say—this is just my opinion—but 

Los Angeles, I think, was a couple of years behind New York in terms of really 

getting the feminist thinking exploding as a phenomena across the city, in all the 

different worlds that the awakening really took place in. I think it was a couple of 

years behind New York. I think New York was clicking with this a little bit sooner. 

COLLINGS: But you weren't involved with it at all in New York? 

DEMETRAKAS: No, because New York was like 1965. 

COLLINGS: Oh yes, and you had left already. 

DEMETRAKAS: Yes. I left New York right after, somewhere in the end of 1965. I 

was there from end of '62 through most of '65, so it hadn't quite burst there yet, 

either. It was in just those years, '67, '68, '66, that it was starting to burst in New 

York, and in '70 it really hit L.A. 

I was trying to remember the other day to tell you her name, and I can't 

remember it now, but I will get her name from somebody. There was one specific 

dinner that I had with this woman who wrote a book or two, became kind of one of the 

early feminist thinkers, and at that dinner she just—with my ex—she just like laid it 

COLLINGS: Was it Sheila de Bretteville? 

DEMETRAKAS: No, it wasn't, it wasn't. I got to know Sheila right after this at the 

Woman's Building and with Judy Chicago and all that stuff. It wasn't Sheila de 
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Bretteville. It was— She was not an artist; she was a writer. She was from New 

York, and she came out here to live for a while. She knew friends of mine in New 

York, and we had met before. Anyway, we had this dinner together, and she just laid 

out the whole feminist critique, and it was like a bomb going off. I mean, it was just 

like a bomb. 

COLLINGS: What was the central point of the critique? 

DEMETRAKAS: Well, it was kind of like— What she laid out really was kind of 

what Kate Millet did with Sexual Politics. That's what she laid out. 

COLLINGS: Yes, just sort of the underlying bare bones of what you had kind of 

taken for granted. 

DEMETRAKAS: Yes. Well, what do you mean when you say what I had taken for 

granted? 

COLLINGS: Well, just in terms of your relationship, your role vis-a-vis your child, 

your role vis-a-vis your husband. 

DEMETRAKAS: Right. 

COLLINGS: Did your routine at home with your husband change at all after your 

baby was born? 

DEMETRAKAS: No, because even before that I was definitely out for equal work, 

across the board. What happened was, I mean, every marriage has its personal 

strengths and weaknesses, and sometimes it's kind of you play the classic role, and 

then other times classic roles are reversed. Baird did a lot of things that I didn't do, 

and I did a lot of things he didn't do. But ultimately, one of the things that was true in 

our marriage, particularly with Baird as a man, was that I did carry the emotional load 
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of keeping the family emotionally together, and I did carry some of the classic— Like 

I was the one who cooked 90 percent of the time, and Baird did a lot of work around 

the house, in fixing things and building things, and blah, blah, blah, and was quite 

good at it. But what was— 

COLLINGS: Who was ultimately responsible for childcare? 

DEMETRAKAS: Well, we got a nanny after, like, two years, I think. We got a 

nanny, and so we all shared it. And the thing was, he is a cameraman, and so he didn't 

work all the time, so he was home a lot when I wasn't home. Sometimes when I was 

editing, I would be out of the house. If I was working on one of my own films, I'd be 

working on it from the house. If I was editing, I would try as much as possible to 

work in the house. And we had a wonderful house that had a main building, a little 

house, and then another building, and I had my studio in it. 

COLLINGS: Oh, that's great. 

DEMETRAKAS: So I could take a real editing job and do it at home with my kids 

around me, and when I needed to be away, he could be there, because he wasn't 

always working. So in a certain way, we shared a lot of that, for sure. But the thing 

that weighed heavily on me was that I had to really do the emotional thing. I had to be 

the one who was really aware of what was going on, you know. 

COLLINGS: You mean with your children? 

DEMETRAKAS: With the children and relationships and everything. Between Baird 

and I, in terms of our marriage, what changed was I started— I immediately started to 

involve myself in feminist activities. 

COLLINGS: Was this because of the business at the dinner? 
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DEMETRAKAS: Yes. Well, also because it was bursting all around me, and now I 

was seeing it. 

COLLINGS: Yes, but sometimes one doesn't feel particularly addressed by what's 

going on around. 

DEMETRAKAS: Oh, I was not only addressed by that, I was addressed by it as a 

woman, as a mother, as a wife, as an artist. 

COLLINGS: Just one little— I don't want to interrupt you all the time, but— 

DEMETRAKAS: That's all right. 

COLLINGS: —do you think that at the dinner, if you had not had your son, that you 

would have been as receptive? 

DEMETRAKAS: Oh yes, I would have. Oh, yes, oh, yes. 

COLLINGS: You would. 

DEMETRAKAS: Oh yes, because, you know, I mean, I was aware, even though in 

New York it was kind of like I didn't want to face the fact that I was rejected because I 

was a woman, I also had to face the fact that I was not aggressive enough, that I didn't 

say, "Hey, this is the situation here. How do I crack it? How do I open the door?" I 

didn't do that. I just backed off and just kept painting, like, "Fuck them." 

COLLINGS: "I'm very pure." 

DEMETRAKAS: Yes. "Fuck them. I'll paint," you know. But that was partly, I 

realized later on, just fear. 

COLLINGS: And did the feminist awakening cause you to need to address anything 

vis-a-vis your Greek culture, your Greek upbringing? 
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DEMETRAKAS: Of course, yes. It resonated all the way down to my toes. I had 

not, for instance, after I graduated— Really, from graduating high school on, I didn't 

have much to do with the Greek Orthodox church, but it had been the church I grew 

up in, and if I was home at Easter I'd go to the midnight mass or something. It was a 

nice thing to do. But I went through in college, and especially in Paris and New York, I 

went through becoming a quote, unquote, atheist, you know, I mean really dealing 

with the idea of God or no God, and all that. It was a while before I came to 

Buddhism. 

In the Greek Orthodox church, priests can marry. It always bothered me that 

women couldn't be priests, but it was just another part of the patriarchy. It's been like 

that for a few thousand years. What are you going to do, you know? That's kind of 

how, like, I'm not going to spend my life trying to change that. It's like, okay, that's 

the way it is. And so, of course, when I started to actually really be an engaged 

feminist thinker, I looked at it more severely, and more— So, yes, it affected that. 

It affected my relationship with my father, which was always stormy, and I 

always had a lot of resentment towards him, and he was like, basically, born at the end 

of the 1800s on an island in Greece, you know, and he had total, utter— And not very 

well educated, whereas my mother, who was also not very well educated, had a spirit 

that goes to this day. I mean, she was brighter than he, she was more courageous than 

he, but, you know, he was a nice man in a lot of ways. He wasn't, like, some kind of 

horrible person, but he was sexist in that way, and it used to make me so mad. 

COLLINGS: It's just like it's a given. 

DEMETRAKAS: It's a given. 
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COLLINGS: It's just like the sea. 

DEMETRAKAS: And if you delve into it, and I used to delve into it, because I could 

get mad at him because he was also a racist— Now, he wasn't a racist, like, in a way 

that, like, brought us up to be racist. I mean, he wasn't that kind of racist. He was a 

simple man, and he owned a bakery, and his chief baker was a black person, so he 

wasn't, you know, on the one hand— But on the other hand, politically, if you brought 

the subject up, his racism would come out. Otherwise, his racism didn't come out; 

that kind. 

But I would bring it up and get mad, you know. We'd have big fights about it. 

I would get mad at him just because of the way he treated us, my sister and I, which 

was like in that classic Greek way, where the boy, my older brother, gets the freedom, 

he gets to this, he gets to that. He doesn't have to clean his room. In fact, we're 

supposed to clean his room. 

COLLINGS: My god. [laughs] 

DEMETRAKAS: It was just awful. That part was awful. And neither my mother nor 

my father understood how bad that was. They just didn't understand it, you know. 

My mother kind of would get mad, too, because she was too bright for this, and she 

didn't want to be— But she was, like, a good breadwinner, you know, and she was 

just an active, bright person, and anyway, she had lived with it all her life, you know. 

So my sister and I would get really angry at that, but we didn't look upon that 

so much as, like, broader sexism; we looked upon it as Greek bullshit, you know. This 

is the way the Greeks did it. You know, this is America now. We don't do this here, 

you know. So we didn't connect it to our own lives and our own futures as women in 
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this country. So that started to— I remember I did, even as a thirty-year-old woman, 

have arguments with my father that were different than they were when I used to argue 

with him about racism. 

COLLINGS: Because it was more personal. 

DEMETRAKAS: Yes. And I would fight with him about how he treated my mother. 

He didn't actually treat her badly, but sometimes he would refer— You could feel the 

superiority, and I started to challenge him on that, like I challenged him before from 

the point of view of racism, and he just didn't— I mean, he never could understand it. 

So anyway, I know I was answering a question, and it was about the broader 

resonance in my life [inaudible]— 

COLLINGS: Yes. I asked you how did the feminist awakening jibe with your Greek 

background. 

DEMETRAKAS: Right. Okay, so, religiously and familiarly. 

COLLINGS: And then the other thing was, why did you decide to have your son? 

Was this something that you just kind got into as a sort of like normal married thing to 

do— 

DEMETRAKAS: No. 

COLLINGS: —or was this going to be a kind of an expression of femininity? 

DEMETRAKAS: I didn't decide to have a son, or a daughter. I didn't decide to have 

a kid. I had kind of— You know, I did not think about kids or marriage until about 

twenty-eight years old, and then some hormone kicked into place. My sister had a 

baby and he was just so adorable. 

COLLINGS: Yes. [mutual laughter] 
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DEMETRAKAS: And I even remember— Talk about remembering certain moments. 

I even remember one time, I had just moved to L.A. in late '65, and he was born in the 

end of '64, and so I got to know him as a little eight-month-old and a ten-month-old. 

I remember one time— And I even stayed at my sister's for a month or two or 

something, and while I was staying at her house, he got to know me, and, of course, 

full of love. And one time I came home from work and he just said, "Auntie." He 

started running towards me like this [demonstrates], you know, and it was like, oh 

god, I'd never had this before. It was just something that just blew my mind. 

Because you know, as an artist, an artist's life is, it is— I remember being 

accused by my cousin when I was young and I went off to live in Paris, and she wrote 

me a letter about how selfish I was. Basically what I had done is graduate from 

college, work, save some money, and move to Paris. But it was leaving the family 

behind, and so therefore it was a selfish act. And it was a selfish act. I wasn't 

thinking about my mother and father; I was thinking about my life, and building my 

It was so instinctual in me, you know. It was just like, this is what you do as 

an artist; you devote your life to your work. And you don't do it as a sacrifice, even 

though it is, but you do, and that's your joy and that's your life, and so I wasn't 

thinking— You know, I loved having boyfriends, but it was like procreation wasn't 

really the point. And I never thought ahead. I didn't think about, well, when am I 

going to have kids? Am I going to do it, or not? Da, da, da, da, da. I didn't think 

about it. 
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But when this hormonal change kicked in and I actually started to think about 

it, and I started to think about having a steady boyfriend— I'd had a couple of steady 

boyfriends, but not all the time, and I fell in love with Baird. He was ten years older 

than I, he didn't have any kids, and we had a pretty passionate thing. He was also a 

totally devoted artist, only his art form was film, and we started working together, 

because I met him because I had decided to do film. I had already made that decision. 

I had already started doing this work, like I was telling about the Peace Tower and that 

kind of thing, and just delving into it. 

And so when we were in New York, we decided to get married, and about a 

month after we decided to get married, I found out I was pregnant, so that was it; no 

thinking. 

COLLINGS: So after you had this kind of moment at the dinner, was it after that time 

that you started going to consciousness-raising groups? 

DEMETRAKAS: Yes. After that time, I don't know exactly how, but I had met Judy 

Chicago, and because I was still transitioning into the film world, it took three or four 

years before I really— It didn't actually take that long. It took maybe two or three 

years to say to myself, "This is what I'm going to do now," because before that, I had 

been painting or drawing every day of my life, practically. And then suddenly, I 

remember, about a year went by, and I said, "My god, I haven't done a painting or a 

drawing in a year." 

COLLINGS: Wow. Because you'd been so busy with film? 

DEMETRAKAS: Film, and so into it, and learning so much, absorbing a whole new 

craft and so forth. So, yes, I did immediately become aware of the budding Woman's 
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Building, the people who were involved in it, Judy, and very shortly after that, 

Womanhouse was created. So I had been editing film— Let's see now. Let's keep 

this straight. Womanhouse was '71. 

COLLINGS: '72 is what's on the credits, I think. 

DEMETRAKAS: Which credits? 

COLLINGS: I don't know. 

DEMETRAKAS: Yours or— 

COLLINGS: They'll probably all vary. I had a version of Womanhouse that said '72 

on it, but— 

DEMETRAKAS: A version? You mean a film version? 

COLLINGS: Yes, I thought so. 

DEMETRAKAS: Not mine. Someone else's? 

COLLINGS: All right, possibly. It's 1971 that it was completed? 

DEMETRAKAS: I believe it was '71, that we shot the film the last weekend of the 

show, and I put the film in the freezer for a year, because I didn't have any money. 

Then I won a grant, the American Film [Institute], AFI grant, finished the film, and it 

came out in '73. So you can double check on that as far as when Womanhouse 

existed, but I believe it's '71. 

COLLINGS: '71, okay. 

DEMETRAKAS: So when I heard about it— 

COLLINGS: The piece, when you heard about the piece— 

DEMETRAKAS: Yes, I wanted to make a film about it, and I hadn't really directed 

anything before. This is my first film that I directed, and, you know, I did start to go 
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to the Woman's Building, that kind of thing. I can't remember the building; it wasn't 

the building then, it was something else, but it turned into the building. And I started 

to go to consciousness-raising group. We'd formed a wonderful consciousness-raising 

group with people like, oh, boy, Vija Celmins. Do you know who she is? 

COLLINGS: No. How do you spell that? 

DEMETRAKAS: Brilliant artist, she lives in New York now. [spells], Vija Celmins. 

Ry Cooder's wife. 

COLLINGS: Ry Cooder's wife. 

DEMETRAKAS: Yes, Susan— I'll get her name for you. What's-his-name's wife, 

oh, god, this wonderful painter, Sam Francis' wife, Mako Idemitsu, Japanese, [spells] 

Mako Idemitsu, she lives in Japan now. This is so interesting. The woman who used 

to be the curator for, I believe it was the— What's the museum in Pasadena? 

COLLINGS: The Norton Simon? 

DEMETRAKAS: Norton Simon. She had been, I think, at L.A., at the [Los Angeles] 

County Museum [of Art], but I think she was at the County and went to Norton 

Simon, and she is now married to the head of Bard [College], what's his name, [Leon] 

Botstein or something? 

COLLINGS: I don't know. The head of Bard now? 

DEMETRAKAS: Yes, the president of Bard College. He's been the president of 

Bard College all his life, and he was just in the news. He's always in the news, 

because he also conducts orchestras, and Bard College actually got the money together 

to have Frank Gehry build an auditorium. 

COLLINGS: Oh, beautiful. 
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DEMETRAKAS: Anyway, Botstein or something is his name. Ann. I'm not going 

to remember her name. 

COLLINGS: Ann Philbin, maybe? 

DEMETRAKAS: No. And Lucita Hertado, who was married to Millikin, who's also 

a great painter. 

COLLINGS: That sounds like a kind of a multicultural group in some ways. 

DEMETRAKAS: Well, it's interesting. Vija Celmins is from someplace like, not 

Romania, but like Lithuania or somewhere. She's my age, so she was a little kid 

during the Second World War, and that was a big thing in her life. 

COLLINGS: I'll bet. 

DEMETRAKAS: And Lucita is from Venezuela, married to Millikin, what's his 

name, something Millikin. Her son is a well-known artist, too. Lucita's a good 

painter. Curator, Lucita, Susan, Mako, myself, and Vija is six. I think there might 

have been one or two more. Anyway, it was a very strong group, very strong group. 

Every one of them was really strong. 

COLLINGS: How often did you meet? 

DEMETRAKAS: We met once a week. No, once a week or every other week? I 

think we met once a week, for a while, anyway. 

COLLINGS: And who was sort of the leader of the group, or was there one? 

DEMETRAKAS: There wasn't really a leader. And at the very same time—now, this 

is an interesting thing—at the very same time in 1971, in June of 1971, which puts it 

right about the same time, I met Chogyam Trungpa, Rinpoche, my Buddhist teacher, 
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and it was also a very powerful meeting. I went to hear him speak, and then two 

weeks later or three weeks later, he gave a weekend seminar. 

COLLINGS: Why did you go to hear him speak? 

DEMETRAKAS: Because when I had my first child, it was one of those reality things 

that happen in one's life, birth and death, and when I actually had a child, a brand-new 

human being in my arms, that came really out of nowhere, in a sense, it was like I 

finally recognized that death was real. Because you're thirty years old, I mean, you 

haven't really thought that seriously about death. 

I'd always been interested in philosophy and science sort of from that point of 

view, kind of like, what is this really all about, you know; I'd always been interested. 

Remember when I talked about the painting, of going as a kid, going to see the 

Gauguin, looking at that question, "Who am I? Where did I come from?" Those 

questions were always interesting to me, and giving birth really, really opened up that 

question, that quest in me. And it was a time when spiritual awakening was happening 

in America, and people were letting go of Catholicism and Judaism and so forth, and 

looking for something less hypocritical, and so there was a lot of guru-shopping going 

on, you know. My husband was also interested, so I started to start of go to see this 

guy talk and that guy talk, and I went to see Krishnamurti a couple of times, and I 

started reading a book or two. You know, it wasn't like a huge quest, but it was in me. 

And an old friend of mine [Fran Lewis] that I knew in Paris had been working 

with, studying with [Chogyam Trungpa, Rinpoche], and she called me up. She was 

living in London, and he had been teaching there. That's where he first went after 

India. First he escaped from Tibet, went to India, and then learned English and went 
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to London, went to Oxford. Anyway, she had been studying with him, and she called 

me up and she said, "I'm in the States. We're on a tour. You've got to meet this 

guy." And so I, well, I might as well see him. And l had just read his book. I'd just 

read it, which was so weird. 

So I went to see him speak, and then I went to this seminar. I went to see him 

speak, and I didn't understand a word he said, but I thought he was incredible, and 

then I went to the seminar and I really understood what he said. I met him and I was 

just— 

COLLINGS: So what was it that particularly grabbed you about that message? 

DEMETRAKAS: Well, the seminar was called The Battle of Ego, and it really was 

for the first time in my life, even having studied Psychology 101, you know, it was 

really the first time in my life I understood, a flash of understanding of what ego is. It 

resonated with me incredibly. It was something I wanted to know about. It was 

something I wanted to study. 

COLLINGS: You mean the role of ego in daily affairs. 

DEMETRAKAS: The role of ego, and even more profound than that, spiritual life. 

What is it? You know, what is really going on? And what happens when you 

meditate? What happens to the mind? And creativity and so forth. I mean, it was just 

cutting through all my preconceptions about mind. 

So then I was one of the founders of a meditation center [Los Angeles 

Dharmadhatu] here in Los Angeles, which still is around today. I used to say that on 

Monday nights I would practice egolessness, and then on Wednesday nights at the 

consciousness-raising group I would raise it back up again. 
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COLLINGS: Right, [mutual laughter] Was that a contradiction? 

DEMETRAKAS: It was a great combination, yes. It was a great combination 

because you can't transcend ego if you don't think you have one. And believe me, 

looking back at women's behavior when I grew up, as a little girl in the forties and as 

a teenager in the fifties, you know, women, like, practically— That's kind of what 

they did, was sort of claim they don't have one. 

COLLINGS: Right. I have a funny story I'll tell you after we're finished. 

DEMETRAKAS: Oh, good. Yes. And if you study Buddhism, it actually deals with 

that; you know, it deals with that. It's much harder— One of the reasons I think it's 

much harder for women, well, certainly in Asia, to have grown on the path of 

Buddhism like the males did, aside from the sexism of the culture, was that if you 

think you have no ego, if you think you have no self, that you are subservient to other, 

well, what's the path about? There's no path, you know. You have nothing to 

transcend. Anyhow, that's why women are called, what, vessels. So it's when you 

begin to sense yourself and work with self that you can transcend self, you know, and 

possibly just open up and be present. 

So it wasn't a contradiction at all, but it was a wonderful parallel journey, 

I mean, because both those quests kind of exploded within a year of each other, or 

whatever, at the same time in my life, and I was having children at the same time. 

COLLINGS: You had a second child. 

DEMETRAKAS: I had a second child. 

COLLINGS: When was that? 
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DEMETRAKAS: A year and a half after my first. Two boys. Looking back now, I 

think that the rest of my whole life was really, what, influenced by those two major 

things, Buddhism, feminism. 

COLLINGS: And so right in the same span of time, you had your two sons, you 

discovered feminism, and you discovered Buddhism, sort of all in the space of 

about— 

DEMETRAKAS: Two years. 

COLLINGS: Two years. Very busy schedule. 

DEMETRAKAS: Well, my mind was just like [whooshing sound]. And it was very 

exciting and wonderful, actually. It was a great, great time in L.A. for feminist art and 

for women to get together, and for cutting through all kinds of things. This is when 

rape groups came up, you know, health groups came up, Women's Bodies, Women's 

Minds, all those books were coming out. People were paying attention to them. You 

started to actually begin to see the world. 

And for me as a filmmaker, it started to be very clear that, you know, I started 

to be able— And this, I have to say, Kate Millet's book Sexual Politics— This is such 

a clear— I don't know what scholars are saying about that book, but that book was 

just so clear, and gave you such a way to look and see, especially movies. I mean, I 

had already begun to experience that by working for Roger Corman. I mean, I worked 

on three Roger Corman movies; I think three, at least two, I think maybe three. One 

of them was directed by Jonathan Demme; it was his first film. It was called Caged 

Heat, and it's about women in prison. So, you know, working in that world, and 

seeing— Did I ever tell you the story of Caged Heat? 
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COLLINGS: No. 

DEMETRAKAS: That Jonathan actually hired me—this was '73—after I'd done 

Womanhouse, and I had met his wife Evelyn [Purcell] just socially in the film world, 

kind of, and Evelyn had seen Womanhouse. And Jonathan was shooting Caged Heat. 

Jonathan is not a sexist. Even though this was very early on, and he's like fifty-five 

years old now, or sixty—yes, he's probably sixty now—anyway, he's not a sexist kind 

of person. 

Evelyn told him about Womanhouse and he saw Womanhouse, and he asked 

me to edit his film, because he didn't want the women in the film, you know, the 

caged women, to be treated just simply through masculine hype, and that was very 

enlightened on his part, and kind of funny that, you know, I would get hired to cut a 

Roger Corman movie called Caged Heat, [laughs] 

COLLINGS: Right. After Womanhouse. Another kind of Womanhouse. [mutual 

laughter] 

DEMETRAKAS: Right. 

COLLINGS: So what do you think you were able to bring to Caged Heat, through the 

editing? 

DEMETRAKAS: There were a few scenes that— You know, it's hard for me to tell 

now. It was my second feature or something, or third feature that I worked on as an 

editor. I was still learning a lot. I learned a lot about action cutting with Jonathan. 

But I can remember a few scenes that I cut in kind of a more artistic way, rather than a 

conventional action way, or a conventional suspense, you know, that I cut in a more 

sort of offbeat— And Jonathan just loved it, and used it. 
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So like one of the scenes where the mad doctor has the woman unconscious 

and he's going to do something weird, you know, and I cut it for kind of a weirdness, 

which made it interesting to Jonathan. 

COLLINGS: Which maybe sort of showed kind of the perversity of the scene, rather 

than the eroticism? 

DEMETRAKAS: Well, it showed the perversity. Yes. Exactly. It took away from 

the eroticism— Are we done with this tape? 
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DEMETRAKAS: Yes, by directing the editing towards a strangeness and a 

weirdness, it did, it took it away from being erotic, so that sounds like a subtle thing, 

but thank you for picking up on it perfectly, because it really makes a difference. 

COLLINGS: It does. 

DEMETRAKAS: And then many, many years later, when I worked on— What is that 

movie? Did I give it to you? Some Nudity Required. 

COLLINGS: No, I haven't seen it. 

DEMETRAKAS: Okay. Well, that's a long time later. It's about movies like the 

Roger Corman movies, that are now being made really as sexual violence, where the 

violence ends up being— 

COLLINGS: Right. They've got their niche audience. 

DEMETRAKAS: Yes, where the violence just isn't in there for action, or for danger, 

or for suspense; it's in there to excite men. 

COLLINGS: Right. 

DEMETRAKAS: So this was thirty years before, where I was sort of sabotaging any 

of that, not that Jonathan was doing it. Roger was doing it, but not that Jonathan was 

doing it. 

COLLINGS: Roger would do it? 

DEMETRAKAS: Yes, Roger Corman. 

COLLINGS: Oh, Roger would do the violent for the excitement. 
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DEMETRAKAS: Sure. Yes. He ended up— In his early films it wasn't so overt at 

all. This is why Ron Howard and Jonathan, people like that actually made their first 

films with Roger, because it wasn't so overtly exploitative. 

COLLINGS: The sense that I have of it is that he sort of didn't care, as long as the 

films made some money, and people had a little freedom in that sense. 

DEMETRAKAS: Right. But, see, as long the films made some money, actually, has 

many more strings to it than that sounds. You can't sell a film, for instance, that 

doesn't have any violence. You can't sell a film, for instance, that doesn't have tits 

and ass. 

COLLINGS: But you can bracket those elements. 

DEMETRAKAS: Yes. 

COLLINGS: He didn't care how they were bracketed, right? 

DEMETRAKAS: That's right, but they had to be in there. I think if— You know, 

Jonathan was smart enough to do something that was commercial for Roger, but didn't 

want to do it where they were either exploiting the women through sexuality or 

through violent sexuality, or sexual violence. 

COLLINGS: I think that we're almost sort of out of time, but if you want to just kind 

of start on— You knew the Womanhouse project existed. 

DEMETRAKAS: Right. Okay. So I learned about the Womanhouse project. I don't 

remember how; it might have been even through newspaper articles. It was in Time 

magazine. It was amazing, and it was an incredible piece. So I went to visit it, of 

course, and I walked through the building, and then it was mind-blowing. 
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COLLINGS: Even for you, having already sort of had your consciousness raised and 

everything? 

DEMETRAKAS: Oh yes. Well, you know, I mean it was great stuff, walking into 

that kitchen with all those breasts on the wall. 

[Telephone rings. Tape recorder turned off ] 

DEMETRAKAS: Because, well, you know, Judy, I had met Judy before, and I had 

been going to the Woman's Building, and all those other things leading to the 

Woman's Building. When did the Woman's Building— Wasn't it '73? 

COLLINGS: Yes. Exactly. 

DEMETRAKAS: Yes, so it was after. The Woman's Building actually came into 

being after Womanhouse. 

COLLINGS: Yes, but I think that there were a lot— Actually, I read a book on this 

earlier in the year— 

DEMETRAKAS: There were temporary places. 

COLLINGS: —and then I went to New Zealand and came back. 

DEMETRAKAS: Oh, you did? 

COLLINGS: Yes. 

DEMETRAKAS: Wow, you'll have to tell me about that. 

COLLINGS: So my dates got jumbled on the flight, but, yes, there were a lot of 

activities out of CalArts, and also one of the Cal States a little bit north of here, that 

were— Fresno, Judy Chicago lived in Fresno, and then in CalArts, and then left 

CalArts to go to Womanhouse, I mean, to set up the Woman's Building. 
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DEMETRAKAS: Right. The Woman's Building, and before that there was 

something called Chrysalis. There was a group of women, or an organization called 

Chrysalis that was a women's feminist group. They met at— 

[Tape recorder turned off ] 

DEMETRAKAS: So I went to see the show, and I walked through the show and it 

was just amazing. And then I watched the performances, and that was amazing. I 

mean, there were some things in the show, I mean, that just struck such chords. 

COLLINGS: Like what? 

DEMETRAKAS: Well, the biggest chords were the menstruation bathroom, the 

breasts in the kitchen, the woman putting the makeup on. Those are the three that I 

think, as far as rooms go, were the most powerful, and then Judy's piece, the Cock and 

Cunt piece. 

COLLINGS: Oh, that's just fantastic. It's so funny and so correct. What an ear. 

[mutual laughter] 

DEMETRAKAS: Do you know that piece— I mean, Womanhouse is a film. It's been 

in distribution for over thirty years. 

COLLINGS: Yes. Sure. 

DEMETRAKAS: And I still get— It's still being sold in colleges. I get people call 

me up. I just had a young woman call me up from some college somewhere in 

Michigan, I think, just the other day, saying, "Can I interview you? I've seen the film 

Womanhouse," you know, and it's still, like, resonating. 

COLLINGS: Oh yes. 

DEMETRAKAS: And the Cock and Cunt piece is, as far as I'm concerned— 

108 



COLLINGS: That says it all. "Here. This is all you need to know." [mutual 

laughter] 

DEMETRAKAS: It's still current. It's not old. So we did; it just was like, "Oh, my 

god, I've got to make a film," and I had not directed before. Baird and I got co-

filmmaker credit on Celebration at Big Sur, but that really came out of my editing 

prowess, and I directed some scenes in that, actually, and so forth, but still, I hadn't 

made my own film, and I hadn't, quote, unquote, directed a film from beginning to 

end as the director. So, you know, we were sort of guerrilla filmmakers. I mean, we 

made films low budget, we went out and shot, you know, that kind of thing. So I just 

said to Baird— I mean, I had a great cameraman right there, and we had all the 

equipment. 

COLLINGS: Oh, you did. Excellent. 

DEMETRAKAS: Yes. We had all the equipment. I had bought an editing Moviola 

at the time, and Baird had cameras, and J think we had the Nagra already, or we 

bought the Nagra around then, so the sound— So, you know. So we called up some 

friends, and I called them up, and I had to go through Miriam Schapiro, which wasn't 

easy, and Judy, which was easy, and CalArts, and get all the rights, which I'm not very 

good at that sort of thing, but I did do it. And by this time the last weekend of the 

show was coming up, so I had one weekend to shoot the whole movie. I think I did 

the consciousness-raising scene Wednesday night, and then Saturday and Sunday I 

shot the movie. 

COLLINGS: This was a consciousness-raising group that was held at Womanhouse? 

DEMETRAKAS: Yes. 
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COLLINGS: Every Wednesday night. 

DEMETRAKAS: I think it was every Wednesday night, or every other Wednesday 

night, or while the show was on. I think the show was only on six weeks, and I think 

they had CR either every Wednesday night or every other Wednesday night. 

COLLINGS: I see. And do you know if it was always the same people? 

DEMETRAKAS: Or Thursday night, whatever it was. 

COLLINGS: Or was it like all different people every session? 

DEMETRAKAS: Oh, it was the same people, because it was the same group. It was 

only for the group who made— It was only the artists. 

COLLINGS: Oh, I see. Okay. 

DEMETRAKAS: It was only the students and Judy and Miriam. 

COLLINGS: I see, okay. 

DEMETRAKAS: And maybe some other student teacher there, or something, but it 

was the students and Judy and Miriam. So I shot that little CR session. There's not 

too much of it in the film. There's a little bit of it in the film. And when I went 

through the piece, what I wanted to do as a filmmaker I'm not a very conceptual 

person, in the sense that I think what really is— And maybe this is simply, I don't 

know, some primitiveness on my part, but when I go to make a movie, I don't like to 

impose an order on the film. I like the order to come out of the film. And so maybe 

some would say that that's too responsive, that it's not creative enough, but I think it 

ties into the Buddhist aspect, too, which is to— You know, the point of the Buddhist 

ethic, you might say, or teaching, is through meditation you quiet your mind. You can 

never stop your mind, because your mind never stops. You begin to work with your 
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mind, and then you begin to cut through the habitual patterns of the mind, to an open, 

creative space where you're actually present in the present moment, and then you can 

respond to reality directly, rather than through the biases of all your hopes and fears. 

So as an artist, like when I was painting it was like, always like just kind of 

opening up to the blank canvas. And when I was in Paris, I'd look out the window 

and look at the sky and look at the colors, and then just start, and it was abstract 

painting, but it was painting that was evocative of something, of a mood. 

COLLINGS: But you don't feel you need to do your own camera work, though? 

DEMETRAKAS: No, no. No, I don't. But I feel that what I'm doing is more 

responding to reality and then taking that response and going out with it, so I try to 

make my movies experiential, so that the viewer actually experiences the film rather 

than is hit by the film. 

COLLINGS: Yes. I think Womanhouse is a good example of that. 

DEMETRAKAS: Yes. So that's why I wanted to do Womanhouse, and I bring it up 

because I realized the other day, or fairly recently, that all my films are like that, you 

know, that I actually want to somehow be the mirror to reality, direct mirror to reality, 

and then sort of turn that mirror around and let you see it. 

COLLINGS: Well, I think with both Womanhouse and Right Out of History [The 

Making of Judy Chicago's Dinner Party], I mean one of the things that's so valuable 

about these films is that obviously we cannot transport ourselves back in time to these 

places, but that these films provide a very wide door for going through and getting, 

really, almost the next best thing to having actually toured those spaces, to have been 
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in Judy Chicago's workroom itself. So I think that both of those are nice expressions 

of what you're sort of describing. 

DEMETRAKAS: Okay. So that was like my thought; that was my direction. I'm 

going to make a film that is like walking through the building like I walked through 

the building. I'm going to make a film where you walk through the building and you 

feel like you're there. 

COLLINGS: Right. And you're sort of discovering each room. 

DEMETRAKAS: Yes. So that was my direction for the film. 

COLLINGS: And you cover every room? 

DEMETRAKAS: I believe so. I think every room is covered, and I zeroed in on 

the— I wanted the interviews with the public to be just smidgens, just glimpses of 

how the public was responding, both positively, negatively, confused, like the men 

that are confused about the menstruation bathroom. 

COLLINGS: Did you use all the interviews you shot? 

DEMETRAKAS: Not all, but I didn't shoot that many. I had one weekend to shoot 

the entire film. 

COLLINGS: Did you zero in on, like, guys who looked kind of uncomfortable for the 

menstruation bathroom interview intentionally, or did you just kind of find that's kind 

of what you got? 

DEMETRAKAS: No, I looked for guys. I looked for guys, not necessarily confused 

guys, but what would a guy's reaction to the menstruation bathroom be? Of all the 

rooms, what would it be to that? I looked for men with children. I looked for— 

COLLINGS: Why were you looking for men with children? 

112 



DEMETRAKAS: Well, just because I wanted to show, perhaps, that this wasn't just a 

female— This wasn't just interesting to women from a political point of view, that it 

was bigger than that. I wanted it to be seen as art, I wanted it to be seen as human 

experience, so I wanted to show that all kinds of people were, in fact, taken by it. You 

know, you didn't have to be a woman to say, "Wow," you know. So, yes, I tried even 

in the very short time, with a very short span, to give a little variety of what the 

reactions were. 

COLLINGS: And you shot a lot of pictures of the audience during the Cock and Cunt 

performance. 

DEMETRAKAS: Oh yes. 

COLLINGS: I saw a lot of questioning looks in those audience members. 

DEMETRAKAS: Yes. 

COLLINGS: Since you were there, I mean, what was that about? I mean, were 

people responding well at the time to the piece? 

DEMETRAKAS: Well, people were uncomfortable. 

COLLINGS: Yes, that's what it looks like. 

DEMETRAKAS: Yes, especially the Cock and Cunt. 

COLLINGS: Right. I thought that the young men in particular looked very 

uncomfortable. 

DEMETRAKAS: Yes, uncomfortable, they were uncomfortable. And the women 

were particularly uncomfortable during Faith Wilding's piece. 

COLLINGS: The Waiting piece. 

DEMETRAKAS: The Waiting piece. That's a sad piece. 
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COLLINGS: What is your reaction to that piece? 

DEMETRAKAS: Well, it expresses a kind of passivity that I never had. 

COLLINGS: Right. That's why I was wondering how you responded to it. 

DEMETRAKAS: Yes. And yet at the same time, I could see what it meant for other 

women, what it meant for women in my family. I could see some of that in my sister, 

not so much in my mother, but on the other hand, my mother was thwarted. I mean, 

they wouldn't educate her. She wanted to become a teacher. She was a girl, they 

wouldn't educate her, all that stuff, so she became thwarted and in some ways was 

waiting to find something in life to do that meant something more to her than just 

earning a living, you know, all that. I think she suffered from that, to some extent. 

But the kind of frozenness that that piece gets to, I personally didn't relate to it, 

you know, but I did relate to its effect on women in the past, and I was old enough and 

young enough to have come from a time when it was a lot more. I mean, you could 

say that— What's this movie that just came out this past year? Hours? The Hours. 

Did you see The Hours'? 

COLLINGS: No, I haven't seen it yet. 

DEMETRAKAS: Oh. Well— 

COLLINGS: You recommend it highly? 

DEMETRAKAS: Yes. I recommend it, and it has one of the stories—You know 

what it is? It's the Virginia Woolf thing, Mrs. Dalloway. And one of the stories is 

about a woman in the fifties who's frozen by her life. And the Waiting piece 

definitely resonates there. 

COLLINGS: Yes. You need to go now, don't you? 
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DEMETRAKAS: Yes, one more question. 

COLLINGS: Okay. Is there anything else that you can sort of say about the 

discomfort of the audience members around that Cock and Cunt piece? 

DEMETRAKAS: I can't remember for sure, but I think there were some 

disgruntled— Interestingly enough, some disgruntled male artists. I kind of remember 

that. I remember a couple of guys getting up and kind of huffing and puffing a little 

bit, or making fun of it, or— 

COLLINGS: Oh, afterwards. 

DEMETRAKAS: Afterwards. 

COLLINGS: I see. 

DEMETRAKAS: Yes. I didn't see anything—As I said, I only shot one weekend. I 

went to see the piece two weekends before, or something like that, so I saw the piece 

two weekends, and as far as the performance goes, I saw the performance three times, 

only. So during those three times, sometimes, as I said, I think some of the male 

artists in town were a little, you know, dismissive, or a little— Some of them, not all 

of them; that I do remember. I remember people in the audience being really 

uncomfortable, guys squirming a little bit more, laughing but squirming, and I don't 

remember anyone saying or doing that was like any kind of excessive reaction. 

COLLINGS: I was just wondering whether you, specifically, were showing the 

audience looking uncomfortable, or whether they were just so uncomfortable you 

couldn't possibly have hidden that. 
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DEMETRAKAS: You couldn't. You couldn't hide it, and I did show it. I mean, it 

was more interesting than people who just were passive, or people who were just 

looking and there was no expression. 

COLLINGS: But this isn't something you brought out; this was flat-out a reaction. 

DEMETRAKAS: i would say half and half. I would say half and half. I probably, 

you know— I'm sure, not probably, because I remember doing this kind of thing, but I 

would say, "Pan over to him. Pan over to her," because I could feel energy coming 

from that discomfort, and when you're making a film you go for when the energy 

comes up, and what energy is it, what is it doing, to what's going on, you know. So 

I was drawn to those faces. 

COLLINGS: Okay. 

[End of May 6, 2003 interview] 
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TAPE NUMBER: VI, SIDE ONE 

June 23, 2004 

COLLINGS: We left off last time at the point where we would logically start talking 

about making Right Out of History, which is on the Dinner Party, as you know. 

DEMETRAKAS: Okay. Well, that would put us in the middle of the seventies, and 

the middle of the seventies was kind of a period where things had— You know, at the 

end of the sixties and very early seventies, '70, '71, is when consciousness-raising hit 

Los Angeles, or hit the West Coast, slightly earlier on the East Coast. So the middle 

of the seventies, the early and middle of the seventies, is when we were, like, full-

blown living it for the first time, and many of us were already in our late thirties or 

mid-thirties, I guess. You know, we were just married, some of us, like I was, with 

two little tiny kids, and this consciousness that was really, completely, utterly life-

changing, and permanently life-changing in how you view the world. And really, 

suddenly I'm just viewing the world in a completely different way. 

COLLINGS: Can you think of any specific decisions or ways that your life changed 

because you had this realization, or the way friends of yours lives changed? 

DEMETRAKAS: Okay. I mean, I can remember, actually, the moment of 

awakening, in a sense, was— And I'm not going to remember her name, but there's an 

East Coast writer who I knew, a writer of novels and things, and she had been 

awakened in New York, let's say, two or three years earlier, and she was out here. I 

had started to hear feminist thought and what is it, and so forth, and you know, it's a 

very funny thing about the mind and about the era one is born in, and so forth, because 
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I wasn't ignorant of the fact that there was such things as Suffragettes, and that we had 

to get the vote, and it took a while to get the vote, and how ridiculous is that. But that 

was in the past. 

And also, I had grown up—I think it also is a very personal thing—I had 

grown up, right from the get-go, as being headstrong and totally immersed as an artist, 

right from a young, tiny kid, and when I drew my way, and painted my way through 

high school and so forth, and went to Rhode Island School of Design, and you know, 

that was it. I was going to live in Paris and paint, and that's what I did do, and so I 

had pursued my dream, my vision, and my work the way men usually do, and not the 

way girls did in the fifties or sixties, early sixties, which is when I went to college and 

stuff. 

So girls didn't pursue it like that. I mean, there was an assumption, I guess, or 

whatever it is, is like, I'm an artist, this is how I live. You know, there was no 

question in my mind. Only occasionally someone would question it; I never 

questioned it. So having pursued my whole life like that, to become an artist, I had 

never— And then I thought, well, of course, I had wrongly thought that living in the 

world of artists, gender differences weren't— You know, because art is your ability, 

you're above all that, you know. And then you learn. You read about people like 

Picasso and how he mishandled women and so forth, and you sort of say, well, gee, 

that guy did it. 

Then I got kind of this—I mean, I know I spoke about it; I believe I spoke 

about it. When I went to New York after Paris, I got this kind of hit of being 

excluded, you know, and so I had had experiences, but I somehow always had shoved 
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them in a corner and said, well, that's how they were, and I wasn't really up to it, and I 

should have played the game harder, and I kind of blamed myself, and so forth, and 

got through that. 

And so when this woman came to L.A. and it was kind of, I had just started to 

hear about really how deep this movement, this Feminist Movement was cutting, and I 

went to dinner with her, with my husband at the time [Baird Bryant], and it was 

something that she said at dinner. It was kind of like she just made me see how 

women are portrayed, how women are treated, how women are across the board in the 

human experience, you know, motherhood, everything. She just made me see the 

difference, and there was actually a vital difference in my own life, in every woman's 

life in our society as it was that day in 1970, on all these levels, and I just went— Oh, 

it was like unbelievable. It was just like a big light shining through. 

And then I immediately read Sexual Politics by Kate Millet, which kind of 

clarified it, you know. It went right through the arts and politics and so forth. It 

brought the two together, and so forth. And then it was like, "boing." 

So, how did it affect my life, and how did it— Well, one of the things it 

affected was my marriage, because both my husband and I were very— I mean, he 

was an artist, he was a filmmaker, he was a very artistic, quirky, bohemian guy, but he 

was ten years older than me, too, so he had even more— 

COLLINGS: Different generation. 

DEMETRAKAS: Yes, he's a different generation, and he didn't face it, didn't face 

his own prejudices, if you like, and neither did I face his prejudices. 

[Telephone rings. Tape recorder turned of f ] 
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DEMETRAKAS: So it affected my marriage in troublesome ways, but unavoidable 

ways, because both of us were facing something that we hadn't faced before, and each 

coming from a completely different place, him being ten years older, being a man, and 

having been brought up in kind of a— He went to Harvard [University]. You know, 

he went to one of the most exclusive prep schools before that. He wasn't rich, he was 

just talented, but he was a talented, handsome white guy, you know, and— 

COLLINGS: Thoroughly deserved all this privilege, [mutual laughter] 

DEMETRAKAS: Yes, he went in ROTC as an officer in the navy before he moved to 

Paris, and he founded a poetry magazine. Yes, so he didn't get it, in a lot of ways, and I 

was just getting it. 

Of course, I guess one of the things I wanted to say about this time was that 

women like myself, who just had a sudden awakening and a deep awakening, just 

plunged into that and wanted to live it immediately. There was no living it any other 

way once you— In a way, it's just like you can't be a virgin again. There's no living 

your life any other way. You're not going to be kowtowing anymore. 

COLLINGS: You mean you didn't want to cook the meals anymore, you didn't— 

DEMETRAKAS: No. I cooked the meals. In many ways I did what is traditional 

woman's role, which is that in our family of two sons and Baird and myself, I carried 

the burden of being the emotional core of the family, which I think is a big distinction 

between men and women that some men in the last twenty years have maybe begun to 

understand, but very few, and that is that there is somebody who carries the emotional 

core of the family, and it's usually the wife. 

I did that partially because my particular husband was not able in that place, in 
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that area, and in order to bring my sons up as best I could, I had to do that. And I 

knew that intuitively, and I did that. And that was okay. I've never regretted that or 

felt that Baird somehow betrayed me there. I could get in this feeling that his sense of 

fatherhood was impaired by his artist's egotism, you know, where the artist is the 

center of the universe and your children aren't. Unfortunately, that's what came with 

him. And it probably was the case with me a lot, too, and I had to learn, actually, to 

get past that and take my children seriously, which I did. I mean, part of that was 

intuitive, and part of that was just simply realizing, oh, my god, this is a life; I have to 

really learn that. 

Luckily, at the same time I was developing my Buddhist path, and that's one of 

the things between Womanhouse and the Dinner Party, that's one of the things that 

was deepened in my life considerably. I mean, if you say, "What did you do between 

1971, '72, and '76, when you first started the Dinner Party?" it would be— 

COLLINGS: Besides have two small children, [laughs] 

DEMETRAKAS: Besides have two small children, earn a living, deal with a 

troublesome marriage, I very much deepened my commitment to the Buddhist path. 

You know, I went to seminars and traveled and studied and all that stuff. And that 

also helped me be a more compassionate and conscious mother and human being, and 

he did, too, and that helped him, too, but it was still a big thing to cut through, this 

assumption. So it affected my marriage. 

I cannot say in a million years that it was the reason why Baird and I 

eventually separated, because it's far more profound reasons, more profound, not the 

most profound in what feminist is in terms of life philosophy, but more profound than 
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what alcoholism is, what that does to a relationship. 

COLLINGS: Was he an alcoholic? 

DEMETRAKAS: Yes. And all the things that had to do with alcoholism, confidence, 

all those kinds. But it did affect our day-to-day things. A funny example of it is— 

This came back, and this happened in '78. When the Dinner Party was opening in 

San Francisco, we still weren't finished with the film. The opening was part of the 

film, so Baird and I flew up to San Francisco for the opening, to film it, and my friend, 

our friend John Steinbeck, Jr., was hanging out with and taking care of my boys, who 

were big by then. They were ten and nine. 

So we flew up there and John was going to come up. We were going to shoot 

Friday, Saturday, Sunday, or whatever the days were, and he was going to come up the 

last day so that the boys could see the piece. And I was going through this thing with 

names. What are my kids' names? Why do they have to have just the name Bryant? 

COLLINGS: At this point you were going through this? 

DEMETRAKAS: Yes. I mean, we had been going through it since they were born, 

you know, but we'd never quite settled on it, and as the years went by, I was trying 

different things. I didn't want to call them Demetrakas-Bryant, you know, because 

that was like too much to lay on anybody, on the one hand. On the other hand, I also 

was still, like, why do they have to have that name? It was the patriarchal thing. 

So my mother's maiden name was always a name I liked, and it was kind of a 

nice name, which is Verros [spells]. It goes way back to our country and so forth, and 

Greece and so forth, and it's the part of the family that I grew up with the most, was 

the Verros family. My father's part didn't come over. So I thought, well, Verros-
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Bryant is an interesting name. That's nice. So I started trying to use the name Verros-

Bryant, and I didn't— Unfortunately, at the time I didn't really say, "This is what 

we're going to call them. What do you think? Would you agree with me?" I'd just 

kind of like would pose it some of the time. 

So when we flew up to San Francisco, I bought the tickets for the kids, and put 

the name of Guido Verros-Bryant and Pablo Verros-Bryant, and when John Steinbeck 

took the kids to the airport to pick the tickets up, he didn't know what name, [mutual 

laughter] So we were waiting at the airport in San Francisco and they never arrived. I 

called John and he was furious at me. Everybody was furious at me, and I was furious 

at me, because I'd forgotten that I'd done that. So that's sort of an example of a lot of 

the stumbling that happens when you're trying to figure something out like that. 

COLLINGS: That's an interesting example. 

DEMETRAKAS: Other things were that I was breaking into real directing. After 

Womanhouse I was breaking into real directing, but Baird and I were never really— 

We never really learned well how to play the Hollywood game, the industry game, and 

he was especially bad at it, because he was a very talented cameraman, and he would 

have opportunity after opportunity, and not know how to— Not proceed with it. And 

so we were struggling in the seventies to make a living. And we did, we made a living 

on our work, but it was not easy and we took too many stupid jobs to do it. I consider 

that, in a way, one of the times in my career where I didn't pay attention to simply 

what you have to pay attention to in an industry, to go forward. You know, you may 

not like it, but you have to if you want to go forward, you know, networking and 

doing— I mean, like, for instance, an example of Baird, he shot a "making o f ' movie 
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with Richard Brooks and Jean Simmons, and Richard Brooks was so impressed. Do 

you know who Richard Brooks is? He was a great director of the fifties and sixties. 

COLLINGS: Yes, the name is familiar. 

DEMETRAKAS: Married to Jean Simmons, and he was so impressed by how Baird 

shot this stupid little movie about their movie, that he offered to get Baird in the union, 

and Baird didn't do it, you know. 

COLLINGS: Why? 

DEMETRAKAS: Because he came from this artist place, you know, and also I think 

because, you know, now that I look back and see alcoholism and lack of confidence, 

he was a guy who didn't find it easy to work in those circles, you know, union guys 

and rules and this and that. He was a maverick and he didn't know what to do when 

he was intimidated. 

COLLINGS: He had to work on the days when he felt well, perhaps. 

DEMETRAKAS: Well, he was very strong. He was never the kind of person who got 

drunk on the job or anything like that. 

COLLINGS: But I mean, did he have periods when he didn't feel up to interacting 

with people? 

DEMETRAKAS: He had periods of depression, periods of depression. So we 

stumbled along there and somehow kept it all together for our children and so forth, 

and in '76 I said, "I want to make another movie. I'm sick of editing these stupid 

films. I want to make another movie." So I was looking around, thinking what to do, 

and I called Judy [Chicago] up. 

COLLINGS: Oh, you did. 
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DEMETRAKAS: Yes. I called Judy up and I said, "So what are you doing? Are you 

doing anything interesting?" 

And she said, "Well—." [mutual laughter] She said, "Well, I'm doing this 

project," blah, blah, blah. "Do you want to come and see it?" And, of course, Judy, 

when she does something, like, well, as big as the Dinner Party, of course, there were 

years of research, and she did a model, and then she did a life-size model. She was 

working on, I believe, what you might call a life-size model of the table at the time. It 

was very early; it was early '76. The film was four years— Yes, I started in '76 and 

finished in '79, so those four years, '76, ['7]7, ['7]8, and ['7]9. 

So in '76 sometime she was working on the model, and she had already done 

research. She had already put a research team together that was ongoing research on 

the women, you know, on the history. 

COLLINGS: The card files. 

DEMETRAKAS: Yes. Did you see the movie? 

COLLINGS: Yes. 

DEMETRAKAS: And so then she had been also doing research on ceramics, because 

she really was innovative in ceramics. I don't know why she's not given enough 

credit for that kind of stuff. She pushed the medium. And on, of course, needlework 

and all the things to do with needlework, all the different kinds of it and everything, 

linens and cloths and all that stuff, and then in structure, you know. So there were all 

these different categories of research that were going on simultaneously, and she was 

building this model. 

So I went down and I filmed the model, filmed putting the model together for 
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the first time. It never got in the movie, but it was fantastic. What it did for me, what I 

immediately got was two things. One was a fantastic time warp, where she 

connected me in 1976 feminism to the women who have excelled throughout history, 

and somehow created a time warp where we came together. Then the thing that made 

it come alive coming together, that made it not be just a theory or an idea, even the 

plastic things, is all the people coming together to make the piece created this cauldron 

and this salon and this studio, atelier where the time warp became real. I mean, it was 

a living time warp. 

COLLINGS: Right. Yes. It attracted all of these talented, interesting, creative 

women to this space. 

DEMETRAKAS: Right. And they worked in the space, and there were some men 

there. There was always some men, obviously only one out often, or two out of ten, 

but some men were always there, and they always brought another color, another 

texture to things, and that was great. And then the third layer of it is the film, where I 

knew that only in film could you recreate that atelier. 

COLLINGS: Yes, yes. The film is a really important document, because you can see 

the piece, but it's the making of it is, of course, lost, except in the film. 

DEMETRAKAS: Yes. So there was this three-tiered thing going on for me of like 

my sense of history changing, because of looking at the women in history seated at a 

party in a new way, and discovering new women that I never heard about, the group 

itself and then the film. So it was like over the next four years of making the film, it 

was this incredibly exciting well that I could go to for my own nourishment and also 

for my own excitement as a filmmaker, to see it develop, and then also, of course, to 
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witness it. 

COLLINGS: So how often did you go down there? 

DEMETRAKAS: I went down there— You know, I would shoot— Like at the 

beginning I would shoot for two or three days, maybe, of whatever the stage was, and 

then I would go like a month or two later, maybe for an evening, just to cover a 

consciousness-raising session. Then maybe like three months would go by, and I'd go 

and shoot for two days again, and then I'd do an interview. I'd get enough together 

and I'd start editing a little bit, and say, "I need an interview." So then I'd go down 

and maybe do an interview or two. Or, of course, if something special was going on 

like I remember [Fritz] Mondale's wife visited the studio one time, and we shot that; 

never got in the film either, but we were there to shoot that. Or if something special 

was going on, like they were going to pull the such-and-such plate out of the kiln, and 

it had busted, like it had cracked every time they did it. 

COLLINGS: Yes, that's in the film. 

DEMETRAKAS: Yes, and that's in the film. And so we would show up to see what 

happened. So, obviously, when they had little milestones, we would go. And then I 

would also go to kind of ask my people who were working there all the time, like, 

what's going on socially, what's going on between people, and when were the rough 

spots, and a little bit of that gets in the film, too. And so those were the things I would 

check in with over the next three years, until the opening, and then the opening and a 

little bit of the post-opening, you know, the interview with Judy. Then most of that 

after that was simply finishing the editing and finishing the film, trying to get the 

money to finish the film, because even in '78 after it opened, I didn't have enough 
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money to finish the film. 

COLLINGS: Now, what kind of things were you trying to show in terms of the social 

interactions with the people in the workshop? You said you had people that would tell 

you stuff that was going on. 

DEMETRAKAS: Well, some of it's in the film, which has to do with, one of the 

things was men, men on the project and what was going on with men. Then another 

thing was women on themselves, kind of rebelling against Judy's power, and another 

thing was Judy and what is she really doing with women here. Is she abusing them, or 

is she not? Or is she not abusing, but is she abusing their generosity, you know, and 

overworking them or whatever, or not compensating them, or something like that, all 

those things she got accused of doing. So they were the three main threads. 

COLLINGS: And did Judy herself have sort of an editorial perspective on any of 

these questions? 

DEMETRAKAS: Well, I like to approach film, documentary film, as a living 

experience, and I've never been the kind of person—and I do think I've paid the price 

for this—who plans ahead, or who has an angle on something and then pursues the 

angles. I mean, this is something I've learned as a filmmaker, is that eventually, 

whatever the film is, however you arrive at it, it has to say something about the subject 

that goes beyond simply being a witness. 

But my approach to filmmaking has been that if you are a really profound 

witness, number one, your response is going to be embedded in what comes out, and if 

you, in fact, witness reality profoundly, then in some way your audience is going to 

witness that reality profoundly, and you don't have to impose another idea on top of it, 
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like, "This is what the Dinner Party means." If you can show your film ten years later 

to people, and they come out of it having experienced the Dinner Party, the making of 

the Dinner Party themselves, that has been my vision as a filmmaker. That's been my 

main direction as a filmmaker, going there and somehow come out of there with an 

experience for my audience that is so deep and subtle that it doesn't need me to 

impose my ideas on it. 

COLLINGS: I think a lot of the women that are in the film come out really well 

drawn. You have a very strong sense of what motivates them and what their reasons 

for being in the workshop are, so in that sense it's a realized portrait of what's going 

on there. What was your shooting ratio, do you remember? 

DEMETRAKAS: No, I don't, but I think it was somewhere between 20 and 30:1. 

COLLINGS: Wow. 

DEMETRAKAS: Not very big. Nowadays, usually a shooting ratio in documentaries 

is between 100 and 200:1. 

Well, going on what you said about drawing the characters, I mean, I think 

Judy, drawing Judy as a character is the main character, of course, was the trickiest, 

and therefore the most interesting. I think it also exemplifies what I'm trying to say 

about you experiencing this person so profoundly that I don't have to tell you what 

she's about. You'll figure out what she's about. 

And so I went through something with Judy in the middle of the project that 

was a real interesting challenge to me as a filmmaker, and that is that, you know, I had 

done Womanhouse, and Womanhouse stands out because a lot of the feminist art was 

documented in clumsy ways, not by real filmmakers. 
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COLLINGS: Yes, just kind of with somebody with a PortaPak. 

DEMETRAKAS: Yes, or performance art types, where there's one shot, that kind of 

thing. So Womanhouse stood out because it was well documented, beautifully shot, 

and all that kind of thing. So when I told Judy that, yes, I'd like to make a film about 

the making of the Dinner Party, she was really happy about it, and ready to go, you 

know. And she and I— And this is another thing that I, of course, should have 

learned, is, you know, we didn't sign a contract. We didn't develop a contract. We 

shook hands and said, "Oh, yeah, great. Yeah, do it." And without even laying any 

other groundwork; just that, you know. 

And so I started working on it, and obviously I was putting my own money 

into it, and I raised a little money here and there. I'd get a little grant, $3,000, $5,000, 

you know, it kept me going. And my husband and I already had the cameras and the 

editing equipment and everything, and I already had a really great cinematographer in 

my husband, and I already knew how to take sound, so we just made the film, you 

know, and I was an editor, blah, blah, blah. So we proceeded to make the film, which 

means investing a lot of time and money, right? 

COLLINGS: Absolutely. 

DEMETRAKAS: So about two years into it, or a year and a half, I'm not going to 

remember exactly when, but it was somewhere close to the halfway point, or just 

before the halfway point, another film crew showed up. And I think— I can't 

remember, a couple of film crews had showed up, and one of them was just doing like 

a little ten-minute thingy. 

COLLINGS: Yes, like something for the news or something. 
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DEMETRAKAS: I said, "I don't mind that." But another film crew was talking about 

making this movie on it, and she allowed it to happen. And so I came across this and I 

said, "What's going on here?" And then I found out, in fact, they were shooting, they 

were shooting seriously, and blah, blah, blah, you know. And so I went to Judy. I was 

outraged. So I had no contract. 

COLLINGS: What was the film? 

DEMETRAKAS: I can't remember. I can't remember. I think they were European, 

but nevertheless, it was going to be a major film, or at least a feature-length film or 

something like that. So I had to go to Judy and confront her and say, "What are you 

doing?" 

COLLINGS: What did she say? 

DEMETRAKAS: Well, basically what she said was, when it kind of hit her, you 

know, because she was like deep into her thing, she's got to deal with all the politics 

of the room, and people getting pissed at her, other people calling her an abuser or, 

you know, exploiter, and everything, you know. And she's like, you know Judy, she's 

a full, high-intensity, high-achiever, focused kind of person. So when I came to her 

and confronted her with it, it's like a shock to her. I mean, she's doing this enormous 

piece which is this five-year piece of her life, you know, and so this other team wants 

to make a film on it. As far as she was concerned, fine. 

COLLINGS: "Fire away." 

DEMETRAKAS: Yes. And so I made her see, like, why should I commit myself, 

why should I— And she just looked at me and she said—and this is really to her 

credit—she said, "Johanna, you can't trust me. I'm in such a state of mind, in terms of 
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doing this, where I'm going to stop the filming of the other film, and I understand 

now, and you'd better write a little contract or a little letter of agreement or something. 

I just feel like you just can't trust me in this state of mind, because I could do 

something like this again." In other words, she totally understood that she had to 

commit to me, and that she wanted to commit to me. It wasn't— But she understood 

that she herself, you know— And I thought that was so interesting when she said, 

"You can't trust me." It was very, very honest of her. 

COLLINGS: And it really speaks to her mindset when she's on a project, too. 

DEMETRAKAS: Right. Yes. I mean, she had to deal with museums and all this 

legal shit with museums, and the foundations that were supporting her, and all this 

stuff, and so, basically, that was it. It never happened again, and I think we drew up a 

letter of agreement. I don't know where the hell it is, and there was never a problem 

again. 

COLLINGS: How important were the consciousness-raising sessions to the project? 

Was that something that was at the heart of the workshop, or were they just sort of 

occasional things? 

DEMETRAKAS: They were not occasional; they were very regular. I think they 

were really very important in terms of constantly giving a voice, that the workers, 

everybody knew they had a voice, they had a time when they could speak out. 

COLLINGS: And did the sessions ostensibly deal with production questions, or were 

they kind of structured as being more broad-ranging than that? 

DEMETRAKAS: Well, I think they dealt with, regularly, production questions, 

because that had to be done. I think that it just depended on what was going on and 
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who was going on. I mean, the two that I covered, the one with the men and then the 

one where she gives that incredible speech about women are fucking ignorant, I mean, 

that one about that women are fucking ignorant was really about— I mean, when they 

started that meeting, she wanted it— She had had it, you know. She had had it. No 

one was reading the book, no one was figuring out— No one was doing any of the 

homework. 

COLLINGS: This is homework that was related to the project, or that was part of the 

political education of the group? 

DEMETRAKAS: It was the CR [consciousness-raising] homework. Exactly. 

Political education of the group. It sounds like, homework, they've got to do it, 

they're being treated like children. No. It was just simply part of the self-education. 

Like if you're going to commit to something like this and spend all your time, at least 

know what's in it, what it's about, you know, because it isn't just about making nice 

needlework. So, I mean, that's who Judy is. I mean, she thought that was important 

and she pushed it, and a lot of women didn't want to— They were too lazy. 

COLLINGS: So did you have the sense that most of the women in the workshop 

understood the political ramifications in the piece and supported it? 

DEMETRAKAS: Yes. Oh, definitely, yes, and felt it organically themselves, as 

women and women artists, because a lot of them weren't women artists. A lot of them 

were women— When I say a lot, I mean anywhere between, I don't know, 20 and 30 

percent could have been women who were already in their fifties and sixties, who 

were fantastic needleworkers, whose lives were actually very, very conventional, and 

yet had had this talent that was completely unrecognized, that Judy tapped. 
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COLLINGS: Did they tend to be from southern California? 

DEMETRAKAS: Tended to be, but there were women who did come in from other 

states and moved here, or from up north and moved here. I mean, one of the examples 

that always blew my mind is the woman who made the floor. She's in the film a little 

bit, you know, when she teaches Judy how to do that lace ceramic. 

COLLINGS: Right. The Emily Dickinson plate. 

DEMETRAKAS: Yes. She taught Judy how to do lace ceramics, and she actually, 

you know, Judy— The vision for the floor is ambitious. There's what, nine hundred, 

is it? 

COLLINGS: Nine hundred and ninety-nine. 

DEMETRAKAS: Nine hundred and ninety-nine tiles, triangular tiles, and they have 

to fit together over this 47-by-47-by-47-foot triangular floor. Well, that's no small 

feat if you're going to do individual tiles. 

COLLINGS: Yes, it sounds like it. 

DEMETRAKAS: How are they going to fit together, for sure? I mean, they have to 

be— And she actually went to, I believe, at least two tile makers who said no, too 

difficult. Tile makers, businesses, you know. 

COLLINGS: Right. They just didn't want to bother with it. 

DEMETRAKAS: They probably bother didn't want to bother with it because it was 

art, and that would be a pain in the ass. So they find this little tiny woman who has 

this studio, who's been doing tile all her life or whatever. I'm not going to remember 

her resume very well, but she did say she'd do it, and she did it, and did it beautifully. I 

mean those tiles, I think those tiles are some of the most beautiful part of the whole 
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piece. That's why I took that shot from above. 

COLLINGS: They have a luminous quality. 

DEMETRAKAS: They have a luminous quality to them, and they just— Yes. So I 

went up to the top of the museum and had them let me into their attic so I could shoot 

through there, down onto the piece and get those beautiful shots where you feel the 

luminous floor. So here this woman, she did that. She committed to do it, she taught 

Judy how to do lace ceramics, and she produced this floor. And this was another thing 

that was wonderful about the piece. You didn't really know how things were going to 

turn out. I mean, that floor took months and months to make. They didn't know until 

the end whether it was going to all fit together or not, you know, so that was very 

exciting to work on. There were so many things, the ceramics that didn't— You 

know, that took a long time to do ceramics that come out right. It made the movie so 

exciting to work on, because you just didn't know what was going to work and what 

wasn't going to work. 

COLLINGS: Were those the only two consciousness-raising sessions that you 

attended, the two that you shot that are in the film? 

DEMETRAKAS: You know, I don't remember. I may have attended one without 

shooting, because it seems like there were more. 

COLLINGS: And the one with the men, that's the actual film crew, isn't it? 

DEMETRAKAS: Part of it is. My husband's part of it, yes. Part of it is the film 

crew, part of it is other men who were there. The one guy, Baird, my husband, he sat 

in on it. 

COLLINGS: The one with the beard? 
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DEMETRAKAS: No. 

COLLINGS: The sort of dark-haired guy? 

DEMETRAKAS: Light. 

COLLINGS: There was one guy that was sort of particularly under fire, it seemed. 

DEMETRAKAS: Probably not him; he's kind of soft-spoken. 

I think that one of the important things to talk about in terms of the Dinner 

Party is the enormous antagonism against Judy and the accusation of exploitation, that 

Judy was exploiting women. You know, having been around it for four years, and 

having seen— Have you gone to see the piece? 

COLLINGS: No, I haven't seen the piece as such. I've got a beautiful book of it, but 

that's the extent. 

DEMETRAKAS: So when the piece is exhibited, everywhere it's been exhibited 

there's a whole entry room that has not only the names of everyone who worked on it 

and what they did, but photographs, many, many photographs of them working on it. 

COLLINGS: Oh, that's nice. 
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TAPE NUMBER: VI, SIDE TWO 

June 23, 2004 

DEMETRAKAS: You know, Judy has a very, what's the word, acerbic, or— She has 

an edge to her personality, and it comes out sometimes in the most embarrassing ways. 

When she's full into something, she really is a bull in a china closet with people, but 

she knows that and she's constantly working on it, like you work on your things and I 

work on my things. She does know that, but she also knows that she has to be able to 

forget that sometimes, to get her work done. She just can't, like, constantly do that to 

herself, you know. And when she's in the throes of something as deep, as big, and 

complex as that was, she puts the blinders on sometimes, and she can be blunt and she 

can be hurtful, out of her passion and out of her own expectations of people, and so 

forth. But I wouldn't call that exploitive. 

COLLINGS: Well, it's a sort of a cruel juxtaposition that here she wants to get this 

thing done, and she's got to forge ahead and do it, and meanwhile there are these 

rather extraordinary expectations in terms of how people are to relate to one another, 

and particularly how women are to relate to one another. So it seems that you've got 

extraordinary passions and pressures that are not particularly well linked. 

DEMETRAKAS: Well, it's interesting you say that. It's like when I started off this 

whole session, we were in the mid-seventies and we were new to this. It was only five 

years old, and a lot of us were already in our thirties and forties at the time, and 

already had been married, and already had dealt with a lot of the traditional aspects of 

life that do oppress women. I mean, I came from a generation that still when I got 

137 



married, it was like could I have my own credit card? You know, that was still going 

on in the sixties. So there's an edge to it. It happened in the Civil Rights Movement 

as well. It happens whenever that happens. So there was an edge to it. We were all 

plunging in, and we were all "goddamn it" feminists and so forth, you know, so there 

was that as well as Judy and her personality and her genius and so forth. 

So I think it's important, because from the point of view of making the film, I 

was not going to whitewash Judy. I mean, I think when she explodes at the women 

and says, you know, women are fucking ignorant, that's a tough thing for her to say to 

those women who are working their asses off for her, and I want the audience to see 

that it's a tough thing for her to say to those women. But I also want the audience to 

see who she is. And I did some things like I purposely used classical-sounding music, 

because I think really good classical music soothes the soul. So I used something that I 

thought would help soothe my audience against the rough edges, so that they could 

experience the rough edges, but that it wouldn't be just some kind of— 

COLLINGS: So offputting. 

DEMETRAKAS: Yes. Or, and I wouldn't be particularly, you know, "Oh, look at 

her. Isn't she cool?" 

COLLINGS: It doesn't come off that way. 

DEMETRAKAS: Yes. It comes off, hopefully, as a complexity 

COLLINGS: It does. 

DEMETRAKAS: —you know, that she's complex. 

COLLINGS: What kinds of reactions have you gotten from workshop participants 

and from Judy herself, to the film? 
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DEMETRAKAS: Over the years? 

COLLINGS: Yes, or even at the time. 

DEMETRAKAS: At the time? Oh, Judy loved the film. I mean, Judy was stunned 

by the film at the time. And when we showed it in '79, when we actually got it out 

into the world, it just blew people away. 

COLLINGS: What did they like about it? 

DEMETRAKAS: From the participants' point of view, I think they felt it was real, 

you know, that it did show the edges, and it did show the incredible work, and it 

allowed, as you said, carving out personalities and characters who aren't just Judy, and 

how prominent they were in the work that they did, and so people felt that they were 

included, not just as minions, so that was good. 

You know, from the filmmaking point of view, I was very excited because I 

had a lot of— It's visual. You know, it couldn't be a better project. I mean, if it was 

the same exact project, only a history project and people were academics, what would I 

show? You know, still photographs of Mary Queen of Scots? What would I show, 

you know? So the fact that it was visual was just wonderful for the film, and I could 

make my own filmic little points. Like I remember one of them was, somebody said 

something particularly biting, and then I cut to a needle coming through, you know, 

the weaving, just like you saw the needle comes up like that, you know. So I had a 

chance to play with the thing visually, as well, add my layer to it, both in the kind of 

documentary-style-type thing, and then also in the visuals. 

COLLINGS: There's one scene in it, actually, that has to do with before the making 

of the Dinner Party, when Judy is at a ceramics, a china-painting convention. 
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DEMETRAKAS: The china-painting convention, yes. 

COLLINGS: And I really like the way that you bring out in those older women at the 

china-painting convention, their passion. I think it's really particularly well realized, 

because at that time, I think that one tended, perhaps, to have a sort of a knee-jerk 

reaction against women in their floral-print dresses and permed hair, and what could 

they possibly know about anything, but you sort of see through all of that. That's 

quite a nice sequence. 

DEMETRAKAS: Oh, I'm glad you like that. That's one of my favorite things in the 

film, actually. 

COLLINGS: Is it? 

DEMETRAKAS: Oh yes. I would have made even more of that, because it was like 

that was the kind of thing that happens when your eyes are suddenly opened. You 

suddenly say, "Oh, what if I just looked at this person as a full human being? What 

then would happen? Wow, she does her stuff on the kitchen table?" And it's awe-

inspiring, because simply shifting and not looking at her as a middle-aged florally 

dressed hobbyist or something that you would look down your nose instantly— What 

if you didn't do that? And then so I mean, when I didn't do that, I was just delighted 

by what I saw. I thought those women were delightful and full of life and adorable 

and funny, and that their work was a craft, but in some cases very beautiful, in other 

cases just traditional, but still— I mean, if it was a guy who painted a racing car, you 

know, they would be shooting him from the bottom up, so he could look heroic. 

COLLINGS: Did you go into the convention expecting to see it that way? 
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DEMETRAKAS: Yes, because I'd never been to one before, so I was looking 

forward to it. I thought it was going to be a kick, and it was a kick. It was fun, and I 

was surprised at the level of the craft, that it wasn't just superficial. 

COLLINGS: Yes, really detailed, incredible, incredible paintings people were doing. 

DEMETRAKAS: Yes, and so when you meet women like that and you celebrate 

them for a minute, just for a minute, it actually communicates something. 

COLLINGS: Yes. Were they all of that age? It seemed like they didn't have a new— 

DEMETRAKAS: A lot of them. 

COLLINGS: —a new generation coming up. 

DEMETRAKAS: A lot of them. 

COLLINGS: They must have been delighted that Judy was so interested. 

DEMETRAKAS: Yes. Well, that's another fun thing about Judy. She's done that all 

her life. In her early work, when she was doing very early work in Pasadena, she was 

painting automobile parts, and she went to school to study that in a regular automobile 

painting, detailing type of school, you know, with a bunch of guys. 

COLLINGS: That's wild. 

DEMETRAKAS: Yes. She always does that. She still does that. She took 

watercolor lessons recently, a few years ago. 

COLLINGS: Under an assumed name, by the way. 

DEMETRAKAS: The watercolor lessons? 

COLLINGS: Yes. 

DEMETRAKAS: Yes, I think they were under an assumed name. But still, she 

goes— It takes a certain lack of ego to do that. I mean, she has this huge ego, but 
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she's able to let it go for a minute, to learn something from someone like Rosemary 

what's-her-name [Radmaker], the china painter, and really learn from them. It's not 

just to appropriate their craft; it's learn from them. And I think in her work, at least in 

the Dinner Party and in the Birth Project, and even in the last thing that we did, the 

Millennium [Project] slogan thing, which was kind of strange, she's constantly 

celebrating needlework or ceramics work or, quote, unquote, women's crafts. 

COLLINGS: So you did further projects with her? I wasn't aware of that. 

DEMETRAKAS: A couple of things. They're small. One of them was, I shot a little 

promotional thing to raise money for the Dinner P a r t y — 

COLLINGS: Yes, with Lily Tomlin. 

DEMETRAKAS: —with Lily, and then later Kate Amend and I co-directed a little 

twenty-minute museum piece for the Millennium Project, for the museums to show, 

on the making of the Millennium Project. And that was fun to do. We only went and 

spent three days with them while they were doing their final work. Well, actually, we 

didn't; we went twice, and then we went to— Yes, I mean, we did a thorough job of it, 

but it was a short and very much an informational piece, a museum piece. And she 

had learned a lot about how to deal with women, in terms of, like, she got contracts 

together with women, and they owned a certain amount of the project together with 

her, actual ownership and how all that works. 

COLLINGS: Oh, that's interesting. 

DEMETRAKAS: Yes, so she was sharing on a different level. 
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COLLINGS: And how did the women in the workshop, of different generations, 

interact? I mean, for example, Rosemary, the older woman who was a china painter. 

Was she— 

DEMETRAKAS: Rosemary Radmaker, I think. 

COLLINGS: Yes, yes, that's right. Was she expected to do the reading and so on— 

DEMETRAKAS: Oh yes. 

COLLINGS: —or was she exempt? 

DEMETRAKAS: No. Well, she came on special occasions. Actually, Judy even 

went to her, I think, up in Seattle or wherever she's from, so she didn't come and have 

a residency, so to speak. But, yes, I think the generational thing was such that 

everybody was invited to do the reading, or whatever the kind of work they were 

doing, political work they were doing. And they seemed to get along well, the 

generation gaps, because I think when you worked on that project, you were inspired 

the way I've said I was inspired, you know, to celebrate somebody else who brings 

something to the project, whether it's needlework or academic historic research, the 

research people, so there was a lot of respect for these people, you know. And there 

were people who came away from the project, still, who feel they were exploited. 

COLLINGS: Why did they continue with it? 

DEMETRAKAS: I don't know. I mean, there's not many. Most of them grew out of 

it and saw that, in fact, they were given quite a bit of credit. I mean, if it was 

Rembrandt or whoever in their salon, forget it, your name is gone. So I don't know, I 

think— Who knows, you know? It might be a personal thing, whatever. 
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COLLINGS: Was it part of the political education, that one would even be able to 

come to the consciousness that you were being exploited? Was that sort of a 

necessary fallout of the consciousness-raising? 

DEMETRAKAS: I don't think so. I think it had more to do with people on the 

outside saying what they said, which affected people on the inside. 

COLLINGS: Oh, I see. Okay. So that sounds like it was a great project to work on. 

DEMETRAKAS: Yes, it was. It was. I'm trying to think of other examples of going 

there to shoot, and interview Judy and so forth. One of the great things was that going 

over there, like if I hadn't been there for two or three months, things had changed, of 

course, and there was a lot of work done, and there's new people, and there's this and 

that. And Judy's boyfriend, Kenny [Gilliam] at the time, was quite helpful in terms of 

figuring out structures for things, you know, how to build the tables, and lighting and 

so forth. A lot of different people worked on lighting. 

COLLINGS: Yes, lighting is super important for something like that. 

DEMETRAKAS: Yes. So there were a lot of other technical things that had to be— 

And that was an interesting education for me, to learn as we went along. I think for 

me, as a filmmaker and as a feminist, particularly as the kind of documentary 

filmmaker I am, which is the kind that does want to get into an experience and 

experience it as little as possible without laying my own trip on it, that it made me go 

through things of like, for instance, distrust of Judy at a certain moment, and risk, and 

what am I going through all this for, you know, when I went through that thing about 

distrust with her. It made me go through a thing like that. 
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On the other hand, being a pretty committed artist all my life, I also understood 

where Judy was coming from, in terms of her dedication to that, and a little bit of the 

blinders on and so forth. I understood how that is when you're working like that, so I 

had some empathy with her. And some of the artists, you know, I think it might have 

been difficult for some of the artists who were younger. Like I was what, I was in my 

middle thirties, and some of the artists were younger than that. They were in their 

early twenties. And I think that because if you were in your early twenties and you 

had already been exposed to feminism for three, four, five years, you were also 

grabbing your life. You were sort of taking your life in your hands, and part of that, as 

an artist— I'm thinking of the ceramicist girl, what's-her-name, I forget her name 

now, who gets pissed off [Judy Keyes]. 

COLLINGS: The one who— She said that she didn't always want to be the one to 

take things out of the kiln. 

DEMETRAKAS: Yes, yes. And that was a tricky moment, you know, because Judy 

was favoring the guy that she thought was more experienced, and did know more. 

COLLINGS: He said he didn't want to take that responsibility, and she said he didn't 

have to, and that that's just the way it was going to be. 

DEMETRAKAS: Yes. 

COLLINGS: And I suppose there's far more to it than why he wouldn't be taking it 

out, that would be sort of more than just that he didn't feel like it. 

DEMETRAKAS: I think what it comes down to was that the guy didn't want to take 

the responsibility. His contribution as a ceramicist was much higher and more 

complex. I mean, he really helped figure out how to do these things with Judy and 
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with the girl. I forget her name. But his experience and what his contribution could 

be to the piece was bigger than this young woman's could have been at the time, 

because of her less experience. 

COLLINGS: And was there also some factor, like you had to be there at a certain 

time to take it out, and he didn't want to do that? 

DEMETRAKAS: Well, I think that she allowed him that out because she wanted his 

expertise at a higher level, and she knew that the young woman could handle that 

delicate job. So it was kind of like she had to pit— It was politics. She had to pit 

what he could do to the project, or contribute to the project, against he didn't want to 

do this work, he wanted to do that work, and he was more valuable doing that work 

than he was doing this work. 

COLLINGS: And this was a period when a great deal of moral capital is attached to 

being able to sort of state what you're comfortable with and not comfortable with. 

DEMETRAKAS: There's that. There's that. And there's also, I think, this is also an 

example of when a political vision becomes too dogmatic, that it bites its own butt, 

you know, because practically speaking, Judy was right. It was more important to get 

out of him the bigger things that he could do, than insist that he equally share the load 

of the lesser things, and the young woman saw it more on the strictly political— 

COLLINGS: The gender issue. 

DEMETRAKAS: Yes, and didn't want— And I don't blame her. She was very 

young, and that's what she was— 

COLLINGS: That was the focus of a lot of what they were doing. 
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DEMETRAKAS: Yes. So she went for it, and she wasn't quite mature enough to see, 

well, sometimes, I mean, go with what's right for the moment, for everybody to do a 

better job on that team, than it is for, like, sexual politics for a second or two. So that 

was an interesting thing. That was very interesting and very tricky to edit and to 

shoot, because I wanted her to be able to have her voice heard, but I also wanted to 

show that sometimes we have to break through, that anything becoming rigid, whether 

it's absolutely righteous politics, civil rights, whatever, as soon as it becomes rigid, 

then it's not doing its thing anymore. And that's like the Buddhist side of me coming 

in there, and knowing what I wanted to say there. 

COLLINGS: So you just came upon this exchange? 

DEMETRAKAS: No. Well, I came upon the exchange, because I happened to be 

there because of how critical the moment of these things coming out wrong was. So, 

well, I get the call, you know, "We've had a lot of problems," blah, blah, blah, so I said, 

I'd better go down there and see how they're doing, so I happened to be there. 

And I also, I'm sure, had learned that there was problems between them because of 

COLLINGS: Problems between the girl and Judy? I just can't remember her name 

either. 

DEMETRAKAS: Yes, I can't remember her name. I should, because I know her. 

Haven't seen her in a long time, but— 

COLLINGS: This raises the question of whether any of the people in the workshop 

objected to being filmed for the movie. 

DEMETRAKAS: Not that I can remember. 
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COLLINGS: Even during some of these exchanges? 

DEMETRAKAS: Well, sometimes people would not contribute very much, and you 

could tell that they didn't want to contribute, but it wasn't because they, like, didn't 

want to be shot or anything like that. It was just like they were too shy, or they 

weren't ready, or whatever. 

COLLINGS: When she was talking about this, she seemed like she was really 

mustering every ounce of courage in her body. 

DEMETRAKAS: Well, she was, because she was confronting the boss, and that takes 

courage. 

COLLINGS: Yes, it does. 

DEMETRAKAS: That's why I saluted her, you know, that she did. She didn't just go 

to a consciousness-raising session and cry about it. She was on the spot, and it's very 

important, and it shows somebody standing up to Judy. I think in the film it's very 

important, because that happened more than once. Some people got mad and left, but 

they told her off, and all kinds of things like that happened. So this kind of, for me, 

represents the fact that women did stand up to her, not that it's easy to do or that it 

happened all the time, but it happened. 

COLLINGS: Do you think that if she had had the same personality, was a male, and 

the project had to do with a different theme, that there would have been these issues? 

DEMETRAKAS: That people would have felt exploited? 

COLLINGS: Yes, and bossed around. 

DEMETRAKAS: You know, my opinion would be—this is just my opinion—no. 

My opinion would be that it would be taken as an apprenticeship. 
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COLLINGS: Yes, with a master, and that you were lucky to be there. 

DEMETRAKAS: Yes. 

COLLINGS: And lucky to be there to take it. 

DEMETRAKAS: Yes, as long as you wanted to take it, a week or a month or a year. 

Yes, I don't think it would. Even to this day, it doesn't work like that with men, you 

know, who have assistants and who have so forth, you know. 

COLLINGS: Was she friendly with people, and chatting about the weather and that 

kind of thing? 

DEMETRAKAS: Oh yes. I mean, Judy has a studio. I mean, sometimes when she 

was like in her little painting section or something, she would want to be alone, but, 

yes, she'd come out and talk to people, and walk around the room, and have dinner 

and all kinds of things. Judy is not unapproachable. But when she's focused, she 

could be pretty— But she's not, as a rule, as a personality thing, unapproachable. No. 

COLLINGS: So it wasn't that whenever any of the people in the room tried to talk to 

her about anything, they'd have to sort of summon all their courage in the way that 

this girl did? 

DEMETRAKAS: Oh, I don't think so. No. You would have to summon your 

courage if you were going to confront her like that, but not in everyday work kind of 

thing. 

COLLINGS: And just in terms of the organization of the workshop, were there sort of 

like levels of— Was there sort of a hierarchy, like, this person, in essence, supervised 

these six people, and those six people, in essence, supervised these thirty people? 
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DEMETRAKAS: To some extent, yes. It would be categorized in whether it was the 

research program was headed by Ann [Isolde] and one other woman, I forget who, 

Susan Hill was more or less the head of the needlework, and a couple of different 

people worked on the ceramics. Then there was the painting of the ceramics and so 

forth. 

COLLINGS: Was this a structure that evolved sort of organically, or was this a kind 

of an organizational chart that was put together, you know, understanding the 

enormity of the project? 

DEMETRAKAS: I think Judy understood that she would have to have people who 

knew how to do— Like, she'd have to have at least one person in each art form. I 

think she understood that early on, and she started to recruit. The earliest people that 

she recruited were people who stayed a long time, like Susan Hill and Diane Gelon. 

COLLINGS: And Diane Gelon went on to travel with the piece for a while. 

DEMETRAKAS: Yes. 

COLLINGS: She sort of became a caretaker, in some ways, of the piece. 

DEMETRAKAS: Well, she's a lawyer, and she looked out for the situation, you 

know, like does the media handle things. There's a lot of technical and legal things 

with media, and insurances, and traveling with the piece, and all that kind of stuff. 

She still is there for that. 

COLLINGS: Yes, that's great. 

DEMETRAKAS: She lives in London. She's been living in London for many years, 

and she does international film legal work. 

COLLINGS: Is there anything else that you'd like to say about that film? 
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DEMETRAKAS: Well, it seems like there is. I think that one of the things that I was 

really glad about making the film at all, as opposed to making the film, was that even 

though the piece had tremendous success— When you say that there were like, I don't 

know what, twelve, I think at least a dozen; it may have been fourteen exhibitions 

around the world, from, like, I think Australia and Germany, and England, I think, 

Canada, I think, all over the U.S., I don't know where else, but over a period of, say, 

ten years of enormous success and interest, still the piece was also blasted by people 

like the New York Times. New York wouldn't touch it. Of course, now it's found its 

home at the Brooklyn Museum. 

And during those years, because the film was out there, it helped enormously 

to keep the piece in people's minds, educate new people about the piece, and to go all 

over the world, and for Judy to have to show any time she was trying to raise money, 

to pay for the storage of the piece, or repair, or find a permanent home. 

COLLINGS: Oh, it's fantastically important. 

DEMETRAKAS: Yes. So it was gratifying for me that year after year the film 

would— And it did very well for many years. It's still in distribution, but not very 

much. You have to kind of go through a new distribution phase right now. 

Womanhouse has always been distributed, for over thirty years. 

COLLINGS: Well, the wonderful thing about these pieces is that they never lose their 

efficacy, because as time goes on, they become documents of a period as well, so they 

really become even more valuable as time goes on. 
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DEMETRAKAS: Yes, they do. And the thing is, I went to see—I went recently, I 

think since you and I met last— I was invited by Mount St. Mary's College, I think it 

is— 

COLLINGS: Oh, you've got the poster behind you. 

DEMETRAKAS: Yes. It is Mount St. Mary's, isn't it? 

COLLINGS: It says MSM, yes. 

DEMETRAKAS: Okay. Film series, right. Somebody, who knows—It's this little 

college in Westwood. 

COLLINGS: Right. It's across the street from UCLA. 

DEMETRAKAS: Yes, but it's way up in the hills. 

COLLINGS: Their gate is on Sunset, though, right? 

DEMETRAKAS: No, that's another one. 

COLLINGS: Oh, that's their high school. 

DEMETRAKAS: That's the other one. Anyway, this is a little girls' college, four-

year liberal arts girls' college, which has now gotten— Oh, it's nestled in the hills up 

there. It's this fantastic location, kind of like behind the Getty [Museum] in the green 

hills. 

COLLINGS: Oh, oh, is that what that is? Yes. Okay. 

DEMETRAKAS: Beautiful, and it's mostly now Latina girls that go there. I think 

twenty-five or thirty years ago it was more exclusive, white Catholic girls' college. 

Anyway, I got invited to show Womanhouse there this year, and I go up to this 

place and I'm walking around. It's evening time so it's kind of quiet, this gorgeous 
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little campus, you know, with these eighteen״, twenty-year-old Latina girls, and I'm 

thinking, what are they going to think about Womanhousel 

COLLINGS: Yes, that's interesting. 

DEMETRAKAS: We showed it and I spoke, and it was amazing, because there were 

only about twenty kids in the audience, twenty-five kids, maybe thirty, and their minds 

were blown, and it was so relevant to them. At first they were like very shy and asked 

me really silly questions, like, "How much money did it cost to make the film?" or 

something like that. And then they slowly started to come out, and by the end of the 

question-and-answer period they were talking about how it's still relevant today. 

COLLINGS: In their community in particular? 

DEMETRAKAS: Well, they didn't say in their community in particular. They just 

said in relations with boys and so forth, in relations with their brothers, and how men 

get away with things. It was still relevant for them today. 

COLLINGS: Yes. So, sadly it's true. 

DEMETRAKAS: Sadly, sadly it's true, and something as outrageous as the Cock and 

Cunt piece is just as outrageous today. 

COLLINGS: Oh, my god. That piece is just right on. 

DEMETRAKAS: It's gold, you know. 

COLLINGS: Yes, it's gold, it is gold. 

DEMETRAKAS: And I love the way it makes that— Embarrasses, it embarrasses me 

when I look at it. I still look at it and think, oh, god, and yet it's so on the money. So 

that gives me a lot of pleasure after all these years, to visit a school like that and have 
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an exchange with twenty or thirty kids that brings this to life, you know, and gets them 

thinking. 

It also gets them thinking as artists, so this is another thing that I guess is at 

least worth mentioning, and that is that both these films— And they're all the films I 

try to do myself, where I have some control. It's just really important to me that the 

artist's vision, whether it's my vision or my vision on top of someone else's vision, is 

seen, and one of the things that they did respond to was to be inspired to be something. 

COLLINGS: What do you think that they were going to do? 

DEMETRAKAS: Well, I don't know. A couple of the students talked about that, 

though. They talked about somehow being inspired that this was art. "This is art! 

Wow!" And that's, I think, important. 

COLLINGS: Have you received many— I mean, was this sort of an invitation out of 

the blue, for Womanhouse, or do you— 

DEMETRAKAS: Well, I used to receive them all the time— 

COLLINGS: Yes, I would think. 

DEMETRAKAS: —you know, over a long period of time, even years and years, and I 

haven't gotten an invitation like that for a while. But when I get my statement for 

Womanhouse twice a year from the distribution company, there's a list of fifteen 

colleges around the country where they're buying prints of it now. 

COLLINGS: Is that Women Make Movies? Is that where it came from? 

DEMETRAKAS: Yes. So I don't get invited as often to talk about it, but they're still 

buying it, which is really interesting. I mean, I think by now, in the thirty years, it 
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must be in three or four hundred colleges in the country, at least, so that's a good 

feeling, to know that it's still opening people's eyes. 

COLLINGS: Yes, it certainly is. 

I'm going to stop this. 

DEMETRAKAS: Okay. 

[End of June 23, 2004 interview] 
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although you never made any money at CalArts, but just enough so that if it was a 

tough month, at least CalArts was there. 

COLLINGS: Yes, something steady. 

DEMETRAKAS: Yes. Gee, I'm trying to even think about some of the projects that I 

did at that time. Most of them were, like I say, editing jobs. I wasn't really directing 

very much. I did direct a film on— Late in the mid, late eighties, I started and finished 

a film on how women survive breast cancer. 

COLLINGS: How Will I Survive? 

DEMETRAKAS: How Will I Survive?, yes. 

COLLINGS: And Massage for Health, also. 

DEMETRAKAS: Oh, Massage for Health was funny, because I've never done 

industrials, and I had never done commercials, so those were two areas of film— I've 

done all kinds of film, documentaries, television, reality shows, drama, features, short 

films, and a little bit of educational, but not too much, but I had never done those other 

things. Somebody came to me and asked me to direct this— This was just when sort 

of how-to videos were hitting the home video market, and this was a video on how to 

give a whole-body massage. 

The producer wanted to do some dramatic skits at the beginning of the tape, of 

the instructional tape. He wanted to do some dramatic skits, and that's what interested 

me, was the chance to do some dramatic skits in film, because I had never— Up till 

then, I had done some writing, dramatic writing, and obviously had done some 

dramatic editing, but I hadn't done any dramatic directing, so I thought, well, this is a 

good little start. And he had a budget, and so I did it. We got Shari Belafonte as the 
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kind of the star, and she's the person who eventually gets the massage from the chief 

masseuse; there were two, a male and a female. 

So we did these skits, and it was the first time, as I said, I was directing an 

actor on film—it was tape, on videotape—but directing an actor with sets and a whole 

crew that I was directing, that wasn't a documentary crew. And that was exciting. We 

did these little skits, and then we shot, and I had a very wonderful camera person, Judy 

Irola, who's a real artist, and I wanted an artistic look, and it has a beautiful look to it. 

And Shari was terrific, and the masseuse people were terrific. 

The producer was a complete and utter crook, who, in fact, went on with that 

one videotape to establish a company. It became— I don't know how many hundreds 

of thousands of dollars he made on that, but it was definitely hundreds of thousands of 

dollars, and I got paid $7,000 for two weeks' work, plus supervising the editing and 

finishing it as a real finished, great-looking product. And it established him in the 

how-to business. He went on to make yoga tapes and all kinds of tapes, never paid me 

a penny of what he owed me. So it was a really tough, one of the few— I haven't had 

too many of those when I've been totally screwed, but I have been screwed, like 

everybody else in the business. But it was a harsh lesson— 

COLLINGS: Yes, I'll bet. God. 

DEMETRAKAS: —about that. And I'm the kind, I'm so non-confrontational that I'll 

let too much time go by, and then when I, you know— Some people were calling me, 

saying, "I want to sue him. He hasn't paid me. I want to sue him." And I finally sort 

of tried to get on the bandwagon, but by then the passage of time meant that I wouldn't have gotten the main money that I'd lost. 
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COLLINGS: You have to do it within a certain period? 

DEMETRAKAS: Yes, yes. So it was like more than four years later, so that was 

rough. But at the same time, I did get out of it what I wanted to get out of it, which 

was a lot of experience directing. You know, it's an hour-long tape or something, so 

even though it was directing—most of it was directing how to do a massage—it tested 

me in a lot of different ways, and I got a chance to get some chops. So I just went on, 

you know. What else is on that list? 

COLLINGS: Then in terms of TV you've got Doogie Howser [M.D.], L.A. Law. 

DEMETRAKAS: Yes, that's all late eighties. Okay. I'm trying to think of what 

came before. 

COLLINGS: And then in film, Homesick. 

DEMETRAKAS: That's all later. So I was writing then, too. Actually, I think I 

started How Will LSurvive? around '87, '88, and that was continuing working with 

female subject matter. It was a film that, unfortunately, they never got a really good 

budget for, so we just had to kind of scrape along and do it. It's a good little piece. 

It's a piece that I think has helped a lot of women, but it never got out in the world 

very much, because the producers just never got behind it enough; they weren't 

professional enough to know. There was this woman who had been a cancer victim 

and a survivor, and she wanted to make the film. She's a really smart woman. She 

was teaching in the MBA program at USC [University of Southern California], but she 

didn't know anything about film, and it wasn't really her world, so the film kind of 

didn't get the support it needed. 
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COLLINGS: So even within the community of women who had breast cancer, it did 

not get out there? 

DEMETRAKAS: It got out there somewhat, but not nearly enough, not nearly 

enough. It's not a film I'm ashamed of. I think we did a great job. We only had, like, 

less than $50,000 in it. And one of the things about that experience was that I got to 

talk to a lot of women who had breast cancer, and I learned a lot about— As you do, 

which is why documentaries are so amazing. You enter their world and you have to 

be really soaked in it in order to do something about it. You have to really know the 

world that you're entering. So that was another very powerful experience for me, to 

be with women who had survived, to be with women who barely survived, and even 

since then a couple of our survivors have gone, that it came back and got them. 

Really, knowing a little bit about what the medicine was, and the stories 

about— And this was, okay, this was in the late eighties, so there was still— I mean a 

lot of the women that we talked to, especially the woman who initiated the film, she 

got breast cancer when she was twenty-seven, and her doctor, her good, rich doctor in 

Connecticut, wouldn't believe there was anything wrong with her. You know, she's 

young, she was complaining about her period or tenderness in her breasts and stuff, 

that just, you know, "Get over it," kind of thing. And he lost incredibly valuable time, 

so that when she actually found out she had cancer, the only way she found out is that 

she was literally in pain. 

COLLINGS: Oh, my god. 

DEMETRAKAS: That's how far it had gone. And she had to have enormous doses 

of chemo, and enormous doses of I know she had enormous doses of radiation. I 
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can't remember if she had enormous doses of chemo or not at that time. She must 

have, because she just had— Everything just hit her. Anyway, she survived. So there 

were stories at the time, now, not just—and I'm sure this still exists—not just stories 

of illness and what happens around illness, but stories of sexism, because of how male 

doctors see females as patients, and how they treat them, how they talk to them, how 

they don't listen to them, and so forth. I got a lot of those stories. We didn't include a 

bunch of those stories because that's not what it was about. It was about surviving. 

COLLINGS: Do you still have that footage? 

DEMETRAKAS: Yes. It was about surviving, and there's some talk of it when they 

tell their stories. The producer, she tells a little bit about how she wasn't listened to, 

but that's not, like, the point of the film, you know. But it was another deepening of 

my understanding of female subject matter and how it resonates with what I had been 

learning and going through in the seventies, and you know, Our Bodies, Our Minds 

(sic) [Our Bodies, Ourselves], you know, the books that were coming out, and the 

whole movement, the whole part of the movement that was directed towards women 

taking over their health, and being able to talk to a doctor, and if a doctor doesn't 

listen to you, dump him and find one that does, and that whole thinking that I grew up 

not having in the fifties, not at all. 

COLLINGS: Yes. You said, just to sort of throw a quote at you, I've got an article 

about an appearance you made at Northeastern University in 1997. 

DEMETRAKAS: Wow. 

COLLINGS: Online. Apparently, you had said, "It's twenty-five years after the 

feminist revolution, and finally, women are beginning to make films, and they make 
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them differently." And I was just wondering if you still supported that comment, 

because you made it seven years ago, and how you would characterize it. Make them 

differently in what way? 

DEMETRAKAS: Well, it's a complex thing, and it's something that has definitely 

evolved. It's kind of like one of the things that when we were waking up, our 

consciousness was waking up in the early seventies, and one of the things was—and I 

may have talked about this earlier—was beginning to understand that the language 

that women spoke and men spoke was slightly different. It's slightly different because 

of, like, hormonally and all those kinds of things, and maybe spiritually. I don't know, I 

can't put my finger on all of it. Some of it can easily be explained, like, because of 

hormonal, like what testosterone does, you know. 

So we began to look at that, and we began to look at— Did I talk about how 

episodic television is— Like, it started out with soap operas, where you have a 

continuing story. 

COLLINGS: No, you didn't talk about this. 

DEMETRAKAS: No? Oh, good. Okay. So it started out with—These are some of 

the observations we made then. Then the observations, of course, evolved. But it was 

like soap opera are a feminine-structured expression which is multi-orgasmic, it's 

multi-climactic. There is rarely one climax that you build towards and manipulate, 

and there's a lot of small climaxes. And often in women's work you find, like, 

multiple endings. There isn't this sharply defined this-can-only-end-one-way attitude. 

And that was one of the main kinds of ways of looking at things. 
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So, episodic television, which came out of that, which is a much more 

interesting form, as far as the actual work, like the difference between, let's say, a 

show like NYPD Blue or a good show like—well, it used to be good, anyway—but 

some of those good— Cagney and Lacey, some of those shows. And then now with 

HBO you have things like Six Feet Under that are very, very sophisticated. Those are 

perfect examples of a feminine structure. They're multi-climactic all the way through. 

They continue on. They're not like, in and of themselves, a piece, and there's a sense 

of ongoing, an ongoing quality to them. 

COLLINGS: There's also sort of an ensemble. There isn't one person's sensibility 

controlling the movement of the plot. 

DEMETRAKAS: Right. And so that was kind of what we began to notice in the 

early seventies. And what I noticed as I went along was that— And I just had a 

discussion with a male comrade at the IDA [International Documentary Association]. 

I'm on the IDA jury for documentaries, and we were talking about a film called In the 

Name of God, which is about what's called extremist, but it looks like there's a lot 

more than just extremist, Muslim countries and societies within the countries that train 

their children, since they're babies, to kill and hate Jews, and so forth. And it's a 

shocking, shocking piece. And I liked it because the filmmaker is almost invisible. 

You just go into those societies and you see how they behave, and then you go into the 

next one and the next one and the next one. And towards the end— And the way the 

filmmaker divides the film is the first part is the men and what the men are doing, and 

the second part is what the women are doing. And only at the end, when you see the 
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women doing— And they're just as fanatic as men. Only at the end does somebody 

begin to question what they're doing, and it's a woman. It was a surprise to me. 

My comrade on the jury thought it was a very good film, a very important film, 

a beautifully made film, but he faulted it because it didn't have a kind of— 

COLLINGS: Context? 

DEMETRAKAS: A context that was building to something and paying it off. It 

didn't take all that behavior and put it in a context. So to me, some people would 

argue that it's not a piece of art unless you do that, but I would argue that if someone 

can make a film that's so envelops the reality that you enter it and become part of their 

reality, that that is a context, and that you don't have to manipulate it any more than 

that. And to me, I don't know, but I think that's maybe a more feminine view, which 

is like a lack of manipulation, and working with what is real. 

I remember one time Judy Chicago said to me— She's such a freak. She was 

in L.A.; this is years ago, she was in L.A. and for some crazy reason, she went to 

Disneyland, and, of course, she loved it. You know, she's a regular human being. But 

one of the things— She came out of it and she said, "You know, everything in 

Disneyland, everything there has been designed by men. Everything is an artifice. 

Everything is a piece of art." 

COLLINGS: That is really the stunning thing about Disneyland, isn't it? 

DEMETRAKAS: Yes. And I said to her, "But Judy, you're an artist. Are you saying 

that when things are made, that they're suddenly no good anymore?" That's not what 

she was saying, but at the same time, in a way it was. She was saying, like, nothing is 
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ever let to be what it is. Nothing is ever explored for its own integral being, its own 

ontology, you know. 

I think maybe that's even why, for instance, there's a lot more women 

documentary filmmakers than there are in features or television. Now, some people 

will say, well, that's because it's a little easier to get into documentaries, but, you 

know, it may be easier to get into it, but it isn't easier to make great documentaries, 

and it isn't easier to continue to raise money and make films year after year. 

COLLINGS: Right, right. I would think you, frankly, need to have less of that 

auteurist ego to immerse yourself in your subject, as a documentarist. 

DEMETRAKAS: Yes. So I think that maybe that maybe is still one of those— 

That's how I'm looking at it these days, is seeing— And I know that when I, over the 

years, have developed— People ask me, "Well, how do you make films?" and stuff, 

and I've talked about that I want my films to be an experience. I want people to go in 

and experience something they've never experienced before, and when they come out, I 

don't want them to be talking about how I did it; I want them to be talking about 

what they experienced. So I realize that that's also exactly what I'm talking about 

here. That's also about the reality, and respecting the reality, and being open to where 

it can take you. And I don't agree with the argument that that simply isn't, quote, 

unquote, as creative. 

COLLINGS: No, I don't either. 

DEMETRAKAS: So I still think that women make films differently, and I'm trying to 

think of— There is an example. There are some examples, lately, of features where 

you really feel the difference. Give me some time and maybe I'll come up with that 
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later on, because I think that's important. I think there are films you can point to right 

now that are different, or feel different, particularly features, because documentaries, 

the form is more pliable. The form changes all the time. It changes per film, whereas 

in features there's basically a pretty steady form. It changes subtly, like now we have 

special effects, so it changes a little bit, but basically, it's still a concrete form, and so 

how women work within that concrete form is more subtly different, you know. I can 

think of somebody recently There's some new filmmakers. Well, Jane Campion is 

one. She's a good example, and she doesn't get anywhere near the respect or the 

widespread adulation or whatever that she deserves for her originality and her power 

as a filmmaker, because I think a lot of guys don't understand them. 

COLLINGS: Yes, In the Cut, particularly. 

DEMETRAKAS: You know, I missed that one. I've got to see that one. That was 

trashed. It basically came and went, and I read some mediocre review saying that she 

didn't really understand the film business in America; what's she doing talking about 

COLLINGS: Well, she tackled sort of a sacrosanct subject, which is sort of the New 

York police detective film, and she feminized it, so it was "pretty bad" what she did, 

quote, unquote. 

DEMETRAKAS: Okay, so there's that. 

COLLINGS: How did you get into the Some Nudity Required project? 

DEMETRAKAS: Well, that project came to Kate Amend, who is an editor, who has 

been my editor and who works with me sometimes, and she's one of the great editors. 

She was working with Odette Springer, who originated that, because it's her story. 
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It's the story about her life in this wacky exploitation film business. They were just 

having some problems, and they asked me to come in and help, early on. 

So I came up with— Because there was her story, and there was the 

exploitation world which she had entered and worked in, and she was interviewing 

people and then shooting people, filming people working. And she wanted to find a 

way to insert her own personal story, so that's where I came in, and figured out how to 

film her and bring her, integrate her story into the overall film, and tie it into the theme 

of exploitation films, and what are they really tapping. So then it became a three of 

ours film. She's still the main director. I'm the co-director and the writer, and I 

directed all the sequences with her in them, and a couple of other small things. It 

fascinated me, because I just thought her story, it hit it right on the head. 

COLLINGS: Because the film is not available, why don't you just sort of do a brief 

thing on what it is. 

DEMETRAKAS: Okay. Some Nudity Required is not available because Roger 

Corman sued us, even though he signed a release, and everybody else had signed a 

release, including all the releases for the footage from the movies, and the music and 

everything else. He sued us because he didn't like our point of view, and so therefore, 

the film cannot be seen. 

COLLINGS: So his suit was successful, or is it pending? 

DEMETRAKAS: Well, it was successful in the sense that we couldn't fight it. 

Neither one of us had enough money to fight him in court. It would have been 

hundreds of thousands of dollars. 

COLLINGS: So it's not going to be released. 
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DEMETRAKAS: It's not going to be released. It's been snuffed. Thank goodness it 

got some release before, and there are still copies floating around. It was even in 

video stores. It was selected for Sundance [Film Festival] and did well in some other 

festivals, but after that one year of festivals and some distribution, it was pulled 

because of the suit. It's really sad, because I think it's one of my best pieces that I've 

been on, and Kate, too. Kate did a fantastic job, and I think Odette really rose to the 

occasion. She's very talented. 

So the story is that Odette Springer, a young woman who grew up in New 

York in a somewhat privileged situation, talented musician, went to not Juilliard, but 

New York School of Music or one of those great schools, learning and singing opera, 

and learning piano, classical piano, and was really, really very good; came out to Los 

Angeles and wanted to, after some early work in the very difficult field of classical 

music, came out here and wanted to write music for films, and got hired, mostly by 

Roger Corman, and was working for Roger for, I don't know, now I can't remember 

whether it's three years or a little bit more, but it's not a whole lot more, around that 

figure. 

She went through a personal struggle, because here she was a classically 

trained musician with a lot of talent, and she was writing for these cheesy exploitation 

films. And it has to be said, to Roger Corman's credit, that the early Roger Corman 

films were mostly parodies and camp movies, and funny, and I even cut two of them, 

including Caged Heat, for Jonathan Demme. So, yes, they were exploitative and sort 

of kind of floozy films, but they were amusing. 
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COLLINGS: Yes. I interviewed someone who was a director for him, and her films 

were full of all kinds of progressive, activist, feminist scenes. He didn't care. 

DEMETRAKAS: He didn't care. They were full of those. In fact, I don't know if I 

mentioned this, but when Jonathan Demme hired me for Caged Heat, he basically 

hired me because he'd seen Womanhouse, and thought that I could bring a fresh 

sensibility to that exploitative world, you know, and Roger was up for it. However, 

after the seventies, those films kind of deteriorated and became— The films of the 

eighties and nineties, or late eighties and nineties, were much more harsh, and they 

became based on sexual violence. One of the directors even told us that. We couldn't 

use this in the film, but one of the directors even told us that the violence, the rhythm 

and the timing of the violence was based on how long they thought it would take a guy 

to jerk off to it. 

COLLINGS: Oh, wow. 

DEMETRAKAS: You know, which would show, of course, women getting beaten or 

raped or whatever. So those kind of campy, fun, exploitative films had been corrupted 

down to this. 

COLLINGS: Was that because they were just now available for the video market, and 

people could be more surreptitious about— 

DEMETRAKAS: As the markets changed, there were no more drive-ins to run the B-

movies. B-movies themselves really fell by the wayside. Things became either A-

movies or not. 

COLLINGS: So now you could get into this really hardcore niche. 
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DEMETRAKAS: Yes. Yes. So the niche became more hardcore, because it became 

more isolated from the general public. I guess that's what happened. I'm guessing. 

Whereas before, you might have seen one of those kooky movies, you know, that so 

many people— Martin Scorsese made Big Ber tha— 

COLLINGS: Տաշ, Boxcar Bertha. 

DEMETRAKAS: Boxcar Bertha, and Ron Howard made one, and, of course, Jack 

Nicholson and all those guys. They weren't their best movies, by any means, but they 

had a lot of humor to them, and they were kind of witty. 

COLLINGS: It was kind of like you with the massage thing. It was a jumping-off 

point. 

DEMETRAKAS: Yes, it was a jumping-off point. Roger exploited you, and you got 

a chance to make a movie. 

So anyway, by the time Odette was working with them, they had become very, 

very— They were all about sexual violence, and they were just so much more cheesy. 

There was no interest. The filmmakers who were making them had no interest in any 

other issues. They weren't making any parodies of anything. They weren't satirizing. 

They weren't exploring any political things, nothing. It was just pure, unadulterated 

exploitation with a lot of sexual violence. 

And so when she first started working, she was repelled, you know, like, 

"What am I doing? What am I doing? What am I doing?" And then as she worked— 

But she stuck with it. She had a baby. She needed to help with the finances, and she 

wanted to get experience so she could sell herself as a composer. She stuck with it 

and she found as she went along she started to enjoy it, and by observing herself 
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enjoying it, you know, she was, "What am I doing?" Now it's another level of "What 

am I doing now?" And eventually one of the movies kind of snapped for her, or 

something snapped in her, and she started to remember being molested as a kid. 

COLLINGS: Oh, god. 

DEMETRAKAS: So it's a tremendous circle of irony, because from the point of view 

of Odette, it was working in that dirty little world that helped her remember some part 

of her life that had been holding her back. 

COLLINGS: You have to question, do the people who view the new movies have the 

same reason for watching it. 

DEMETRAKAS: Yes. 

COLLINGS: And then do they turn around and visit this on other people, an endless 

cycle. 

DEMETRAKAS: Especially young. Especially, I think, one of the things that there's 

literature on is how fourteen-year-old boys are the main audience for these. 

COLLINGS: Oh, my god. 

DEMETRAKAS: Fourteen, fifteen, sixteen, up to twenty-three, I think. So it's a 

terrible way for a youngster to learn about sex. 

COLLINGS: It certainly is. 

DEMETRAKAS: Yes. So she went through this awakening, through the very things 

that were repelling her, and having had that awakening, she wanted to make a movie 

about letting people really see what this world is about, this exploitation world. What 

is being exploited? Who is being exploited? Because it isn't just women. Sex itself is 

being degraded, you know, from something that is beautiful and fun and kooky and 
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impossible, you know, for human beings to ever really understand, to something that 

is just degraded and violent and false, and so forth. 

So I see it as a degradation of one of the great human experiences, which is to 

have sexuality. I also, of course, see it as a terrible degradation of women and 

violence against women. So it was all those things, and so her story, I thought, you 

know, gosh, if you make feature films, I mean, this story is made in heaven. It just 

goes around and around, you know. So that's why I got excited about working on it, 

and trying to crack the structure so we could come up with something where you could 

sort of see it through her eyes as we went along. You would see the real world, you 

know, the interviews with the directors, and behind the scenes, shooting those movies, 

and then you would hear Odette talk about how, little by little, her attitude changed, 

and what were some of the things that woke her up, and then in the end, how she 

confronted herself. So I felt it's very much an extension of the early feminist times, 

because it's another kind of awakening, and it's not only an awakening, it's facing it 

and then doing something about it. 

COLLINGS: Yes. It must have been hard to deal with that footage in the editing 

room, because when you gave me the tape, ordinarily I will look at something twice, 

but with this it was just the one time. I even searched through a lot of the scenes. 

DEMETRAKAS: Went past—You can't do that. You're supposed to see how it is. 

COLLINGS: I mean, some of them are really, really 

DEMETRAKAS: Raw. 

COLLINGS: —raw, yes. 
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DEMETRAKAS: And those are just ordinary examples. They're not like we picked 

out the most raw. In fact, we picked out some of the dumbest ones, you know. 

COLLINGS: Wow. 

DEMETRAKAS: There are some that are more— 

COLLINGS: Sadistic? 

DEMETRAKAS: —seriously violent and more sadistic. So I think that movie needed 

the time for people to grow with it, because it's not an easy movie to watch, and it's a 

fast movie. I think it was a little ahead of its time, believe it or not, in terms of how it 

plays. 

COLLINGS: When did that come out? 

DEMETRAKAS: '97 or something, '98. 

COLLINGS: I guess you don't have it on here because it's sort of officially didn't 

come out, right? 

DEMETRAKAS: Well, I should probably put it on there, but— Let's see. We were 

at Sundance. I think we were at Sundance in '98 or '97. It was one of those years. 

The movie went on to win a couple of festivals around the country, actually. So I 

think that movie— It was difficult to find a good distributor, as it is for— 

COLLINGS: Yes, yes. 1998 it was, yes, about that year. 

DEMETRAKAS: It was difficult to find a good distributor, because it's a tricky 

movie to sell. 

COLLINGS: Oh, I think it would be almost impossible to find a distributor for that. 
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DEMETRAKAS: But I think it's the kind of movie, if somebody believed in it and 

put it in theaters, it would eventually— It would be a cult movie, because there isn't 

anything like it. 

COLLINGS: No, I know. 

DEMETRAKAS: There isn't anything like it before or since, that comes not even 

close. Unfortunately, the distributor we got, that was whole thing was— That was one 

of those other times in films when things fall apart, but the distributor just wanted to 

sell the sex side of it, because it was an easy sale. I mean, there it is, you've got it. 

You can say you've got this. It's right there, why not use it? And when you're 

looking for a poster— In fact, I'm going to frame my little poster. I have a small 

poster for it, and we were furious when we looked at his poster, but anyway. 

COLLINGS: The cover of the video that you gave me is titillating. 

DEMETRAKAS: Yes. 

COLLINGS: It's probably the same— 

DEMETRAKAS: It is. You're right, yes. I have it somewhere up there. So Some 

N u d i t y — 

COLLINGS: I mean, it would almost be the similar situation where you have an anti-

war film that is full of combat footage, and the anti-war people can't stand to see the 

movie because they can't deal with the combat footage, and the people who love 

combat-type things go to it because they love the combat footage, [laughs] 

DEMETRAKAS: No matter what. Yes, you're right. It was a difficult experience. It 

was hard to raise money for it. But we got through it and I think, I don't know, I look 

back on it and I think it's special and different than— When Roger pounced on us, we 
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thought we could beat it. Luckily, we had insurance and we had lawyers and stuff, but 

we couldn't afford to really go to court. 

COLLINGS: Now, does his injunction, or whatever it's called, last forever? 

DEMETRAKAS: I suppose so. 

COLLINGS: Or like fifty years from now could it— 

DEMETRAKAS: Well, it's supposed to last forever, but he's not going to last 

forever, so maybe someday. 

COLLINGS: Yes, because this could be something that would be very important and 

interesting in the future, for illuminating a particular culture and an era. 

DEMETRAKAS: Definitely. Yes. 

COLLINGS: If it's preserved properly. 

DEMETRAKAS: I'm thinking someday in the future, you know, when his estate is 

really down, and he's finished with the business, and so forth, that maybe we could do 

something with it. 

COLLINGS: Yes, that would be good. That would be very good, because these 

issues are not going to die, unfortunately. 

DEMETRAKAS: No, no. 

So Out of Line, so going back to the mid, late eighties, in 1988 there was a new 

program called the Discovery program, which was produced— A couple of producers 

in conjunction with, I think, Columbia or Warner Bros., I can't remember who, several 

of the studios, actually, put together a program to give an award to filmmakers who 

were not directors—we're talking about dramatic directors—before, who had been 

camera people or editors or writers, or actors, or whatever, and they wanted to direct. 
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So there was this yearly— It started in '87, i think. The first one was '87. We were 

the second round. 

It was a competition, and in 1988 I won that competition. There were 

something like six hundred entrants from the industry, of which six were picked, and 

you got a chance to make— It was really equivalent to around a $50,000 grant. You 

got a chance to make a 35mm short film that's half an hour or under, with a full crew 

and a casting director and everything you needed. 

And so I won that year. I was just in the middle of, or towards the end of 

finishing— We were just finishing How Will I Survive? when I found out that I won it, 

and I got to make a short film. And I made one, of course, that did very well. It's 

called Homesick. It's written by Bob Gordon, who went on to write Men in Black II 

and Galaxy Quest, o n e of— 
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COLLINGS: Galaxy Quest, you were saying. 

DEMETRAKAS: Galaxy Quest, yes, which is a great, funny sci-fi spoof, very funny. 

It was good. 

COLLINGS: I'll take a look at that. 

DEMETRAKAS: He's a wonderful writer. Anyway, he wrote Homesick and we got 

a chance to make the movie, and that really opened up that whole aspect of 

filmmaking to me, dramatic filmmaking. I got an agent out of it, and I got some of the 

episodic television, the L.A. Law, the Doogie Howser. I got to do some writing. And 

it was still difficult. When I was directing— I directed a couple of D o o g i e s and an 

L.A. Law and some other things, and those were the sort of most well known, and 

some specials for TV that were re-creations and stuff, and some Unsolved Mysteries. 

But particularly, I mean, this is 1990, '91, and 1990, '91, I'd be on the set at, 

again, like an L.A. Law, and some woman would come up to me who was on the crew 

and say, [whispers] "I can't tell you how glad I am to have a woman directing this." 

COLLINGS: Really. 

DEMETRAKAS: This is 1990. Now it's— 

COLLINGS: Did they say why? I mean, I can guess, but did they say? 

DEMETRAKAS: Why they don't have women directing? 

COLLINGS: No, why they were so glad. 

DEMETRAKAS: Oh. I mean, it must have been a little bit different reasons for 
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everybody, but— So that was still going on. There was a survey out just a few months 

ago that said that in the DGA, the Directors Guild [of America], that are still shows, 

famous, famous shows like Everybody Loves Raymond, I think is one of them, where 

in three or four years of doing, what, twenty-three shows a year, a hundred shows, a 

hundred and twenty shows, there's never been one woman director on some of the 

main shows, not a lot of them, but some of them, and some of the others, only one 

woman director a year, or a season, or whatever. 

So still, it was like hovering around. These are kind of statistics that I paid 

attention to for a while in my life, and even before I made Homesick and got into that 

world, you know, the statistics were 5 percent of the Directors Guild were actively 

directing women, 6 percent. I mean, for a couple of years it went up to 7 or 8 percent. 

Now it's back down again to 4 or 5 percent. So it's a tricky thing, because when you 

change something in society, it isn't just, "Okay. From now on, women can do this." 

You know? 

COLLINGS: Right. It's not like the Soviet Union or something. "Fifty percent will 

be women." 

DEMETRAKAS: Yes. So, I mean, I've been teaching in film schools now for twenty 

years, between University of Southern California and CalArts, and we still have much 

fewer women applicants, because the industry is a macho industry. So, you know, 

there's that whole— And it's going to take a while for enough women to direct so that 

you see, well, women are very good directors, too. 

So, let me see. 

COLLINGS: So you were going to talk about— 
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DEMETRAKAS: Out of Line. So this is building towards Out of Line. So anyway, I 

got that experience, and I worked with 35mm. I did major TV shows and so forth, and 

I got enough of that experience. It was a little rough. 

I had developed the project with Bob Gordon, who wrote Homesick, who is 

this wonderful writer, very successful writer since then and has been for many years 

now. Anyway, I developed a film with him. We worked really hard on it. He had 

been my student at CalArts. He had this short film that he'd written that I thought 

could make a wonderful feature, and I just helped him develop it into a feature. I 

didn't write it; I just guided him. But I developed it with him. And after Homesick 

I got a lot of attention, and there was buzz about doing this next movie with Bob, and 

the movie—we called it The Forlorn, or Bob called it The Forlorn at that time—it was 

a romantic comedy, very funny and fresh, and I got bought out of my own project. 

COLLINGS: Whoa! 

DEMETRAKAS: By the illustrious Harvey Weinstein, who shook my hand and 

looked into my face and said, "Looking forward to—." 

COLLINGS: "What a great project." 

DEMETRAKAS: Yes, "What a great project. Yes, you'll direct it. Fine," and was 

actually making deals with other directors at the same time. And so they just came in 

and bought me out, and I learned a terrible lesson then about how everybody in this 

business wants a deal. That includes your agent and your lawyer, and so the advice 

you get from your agent and your lawyer may often be to their best interest. 

COLLINGS: Wow. 

DEMETRAKAS: And, you know, it's kind of a stupid thing to learn at that age that I 
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was then, which was a grown-up age, but anyway, so I got bought out of that. Then I 

also ran up against— I think part of what I ran up against with the people over at 

Bochco was not [Steven] Bochco himself, but some of his people, was, I wouldn't say 

it was kind of overt sexism; I would say it was not knowing how to work with women, 

and a little bit of me being too much of an artist in an industry, me not picking up on 

the fact that I have got to be in this industry if I want to do it, because I'm not going to 

be given the kind of slack that other men are given, that men are given, artistic men. 

So that ended up difficult, at least with that one company. 

COLLINGS: So what kind of slack were you looking for? I mean in terms of plotline 

or— 

DEMETRAKAS: No, it was just— You know, it's just how you do things. They 

were very hands-on, as they say, in Bochcoville, but, you know, where like you tell 

them exactly how you're going to shoot something, and then you have to shoot it 

exactly how you said you were going to shoot it, and if you deviate, they go crazy. 

COLLINGS: Oh, I see. 

DEMETRAKAS: Like if you literally deviate from shooting from here to there, they 

go nuts. "Why are you switching on us?" It's like it's sabotaging their control. And I just, 

I mean, I was pretty good at it for a while, but every once in a while I would just 

like forget and do something that felt like the right thing to do. It sounds stupid, but 

that's what it came down to. 

COLLINGS: No, that's an important detail. 

DEMETRAKAS: Yes. So it was like there was some disenchantment after that, and I 

did some reality shows, and some of them were fun to do. Then I started writing. One 
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of the reality shows I did was an Unsolved Mysteries that was the first Unsolved 

Mysteries that they had. It was called an urgent Unsolved Mysteries, where the 

mystery literally had to be solved, because something was at stake right away, or in 

the near future. 

The story was about a— There was this amazing parole officer from San 

Diego, a woman, who had brought them this case as an urgent case. It was a case 

about a child molester. This is a parole agent in San Diego, a woman who deals with 

all high-profile cases, which is murderers, sadists, child molesters, big time. She had 

this child molester who had done time, obviously, because he was on parole, for 

molesting his own children, and had sworn to one of his daughters that when he got 

out, he would be a good little boy for the parole officer and the system, but he would 

find some dumb woman with whom he could make his own babies. 

COLLINGS: New ones. 

DEMETRAKAS: New ones. Make them himself, so he can molest them. 

COLLINGS: New ones that didn't have such big mouths, because they were littler. 

DEMETRAKAS: Well, not only that, but that he was making them with this woman. 

So it's the kind of thing even a writer wouldn't think about, you know, dream up, 

make your own babies so you can molest them. 

COLLINGS: Just like you hear about people having babies so that they can harvest 

their DNA for a sibling. 

DEMETRAKAS: Oh, well, yes, something like that, yes. So he had, in fact, found a 

slightly retarded woman, gotten her pregnant— 

COLLINGS: Oh, my god. 
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DEMETRAKAS: —and this parole officer was right on the case, and as soon as the 

baby was born, it was taken away from them. 

COLLINGS: Oh, poor woman. 

DEMETRAKAS: So he went on to get her pregnant again. 

COLLINGS: Oh, my god. 

DEMETRAKAS: And so the parole officer was always visiting them unexpectedly 

and so forth, you know, because when you're on parole, the conditions of your parole 

depend on your crime. So if you're on parole for passing bad checks, you cannot have 

a bank account, and if you're on parole for molesting children, you cannot live in a 

building where there are any children. It can be a huge apartment building; you still 

can't live in it. Or it could be a house with one other person; you can't live in it. So 

he couldn't live in the same building that his own child was going to be born in, so the 

parole officer was just waiting until the child was born to take it away again, unless he 

moved out. And she went to visit him one day and they had absconded. He took off 

with her. She was six months pregnant. So the parole officer decided to take it to 

Unsolved Mysteries. 

COLLINGS: Oh, good thinking. 

DEMETRAKAS: Yes, very creative. Came up to Los Angeles and told them the 

story, and they thought it was a very strong story, and they asked me to direct it. I 

went down, and that's when I met her. I directed it; it was a very strong piece, and we 

got the guy. 

COLLINGS: Whoa. 

DEMETRAKAS: And he was all the way to Oklahoma, because apparently, a lot of 
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people who abscond, jump parole and so forth, go to Oklahoma because there's a lot 

of Native land there, and if you happen to be at all Native American, or in his case 

Hispanic, Mexican American, if you happen to be of a color that will mix, that you get 

yourself on the Native land, you know, the reservations, and they can't get to you. So 

people go to Oklahoma. Apparently, he had been on a reservation, but he had come 

out and they were living somewhere. Anyway, they caught him. 

COLLINGS: Great. 

DEMETRAKAS: It was one of the most satisfying things I ever did. But I thought 

this woman had an incredible—Suzanne Pelayo is her name—she had incredible 

stories. I mean, she was always telling stories. So I sat her down and I said, "Why 

don't you tell me some stories. Maybe we can do something together." And out of 

that she told me this one story that happened in the seventies, and out of that I wrote 

Out of Line. It's not really like the story, but there's the premise in it of a guy getting 

out of jail— Did you see it? 

COLLINGS: Yes, yes. 

DEMETRAKAS: Okay, the guy getting out of prison who has to do— Actually, the 

hit isn't from the original story, but who asks somebody to teach him how to be 

presentable in society. It was that. It was the parolee who asks somebody to teach 

him how to be— That was what I took, and then came up with another story. I was 

attracted to that story because I was attracted to Suzanne as a female hero, and that's 

what she is. I mean, she's an amazing hero. So I certainly wanted to explore that. 

I also found parole— I went down to San Diego, I think it was about six or 

eight times. I visited the prison with her. I went out on her rounds with her. I got 
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involved in a chase with her. I went on her rounds again. I think I went on rounds 

with her three times, all different ones, different people. One time we visited a stalker. 

That was the most spooky, spooky thing. His place was immaculate. He had pencils 

all in a row. Oh, he was spooky. 

Another time we walked into this men's hotel, and as we walked in, Suzanne 

walked straight up to this guy and said something like, "Pedro, we have to stop 

meeting like this," and he took one look at her and ran. She started chasing him, so I 

went after her, and we jumped in the car to try to get him, and for a while we followed 

him on the street, and then he ducked off the street. When he ducked off the street, he 

dropped a little bag, a little, like, gym bag, and I jumped out of the car and got the gym 

bag. And there was this moment when I was out there getting the gym bag and 

picking it up that I felt like it was so exciting, but it was also— 

COLLINGS: Really dangerous. 

DEMETRAKAS: —really stupid, [mutual laughter] Really dangerous and really 

stupid, which she let me do. I mean, she had a gun and everything. So we jumped 

back in and we lost him. Then we opened the gym bag and she told me about this guy. 

He had slit people's throats. 

COLLINGS: Oh, please. 

DEMETRAKAS: He had slit people's throats. He gets out of prison and he 

disappears into the underground. He never even shows up for parole. His modus 

operandi was that he picks up gay guys, or he lets gay guys pick him up. He goes to 

their apartments, and then he kills them. I zipped open the bag, and there was a couple 

of cartons of cigarettes and some clothes, and a cardboard sign that said "Will work 
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for food," you know, that made me think, anytime I see anybody with one of those 

cardboard signs— 

COLLINGS: You're going to run. [laughs] 

DEMETRAKAS: Well, I'm certainly not going to hire him, you know, [mutual 

laughter] Where in the past I might have, you know. Really, I might have. I mean, 

I'm always helping people. I might have hired somebody like that. 

So her world was a fascinating world, and the thing that I loved about it, that I 

still don't understand why— I would still like to do this show. I developed a TV show 

about it. 

COLLINGS: That's what I was wondering. 

DEMETRAKAS: Yes. I developed a TV show about it, and I wasn't able to sell it. 

Everybody thought— This was mid-nineties, '95 '96. 

COLLINGS: You know what? Maybe now, because you see more of these tough 

women [inaudible]. 

DEMETRAKAS: Yes, that's true. Maybe now, maybe now. Maybe it was too early 

then. I think a lot of those guys that do TV shows see parole as kind of boring, but 

believe me, it's not boring. It's so much more interesting than the ordinary cop show. 

COLLINGS: Yes, it sounds like it. 

DEMETRAKAS: Yes, because you have to figure out who's lying, and who's 

actually trying to change, and, what is it, go straight. And you don't want to get in the 

way of someone who's trying to go straight and just treat them like a piece of shit, you 

know, which some parole officers do, because it's all about punishment now. None of 

it is about rehabilitation. And the other thing is, it involves families, because you go 
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to see the guy or the woman, and see that her family is around her, her husband or her 

kids, and it's all complicated, you know. 

COLLINGS: I think now this cultivated appetite for reality programs, and COPS has 

been on now for ten years. I wouldn't be surprised if you could float that one now. 

DEMETRAKAS: Well, maybe I should try again. So I wrote Out of Line and I was 

fascinated with it. I think parole is perhaps more of a, quote, unquote, feminine side, 

because it involves a certain kind of— The parole officer has to be, like, a shrink. She 

definitely has to be a detective. She has to be someone like Sherlock Holmes. She has 

to be a real— What's the word? I mean, she's not just like a cop. She has to figure 

things out. She has to figure out who's lying, when, and when to be there to get him, 

and so forth. She has to be like a family counselor. And so it's like all these different 

roles. You know, sometimes there are kids involved and it's tragic, and you try to 

protect the kids, and da, da, da. 

And the other thing is, every day somebody's getting out of prison, you know, 

lots and lots and lots of people are getting out of prison, and the only person between 

them and the rest of us is the parole officer. And the way people are treated in prison 

now is so bad that when they get out, they're worse than when they went in, because 

of the whole attitude. There's no rehabilitation, just punishment, punishment, 

punishment. So, I mean, I think the parole officer is like a key person. 

COLLINGS: Yes, for sure. 

DEMETRAKAS: And I think it is more of a feminine role, and that may be why it's 

so hard to sell the television industry on it, because it doesn't have that macho life or 

death thing, but that is life or death. 
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COLLINGS: Yes. And also, if they don't have a partner, then you don't have that 

sort of buddy-buddy thing. 

DEMETRAKAS: Right. But that's built in. The partnerships—They don't always 

have partners, but they often have partners, and whenever you're going to do an arrest, 

you have to have a partner, so that could be worked into the story. 

Anyway, I guess what I'm saying is that I think one of the reasons I was so 

drawn to this particular aspect was that to me it had all the drama of a cop show, but it 

had so much more going for it psychologically and socially speaking, you know, and I 

think that's the feminine side of me, obviously, coming out again, seeing things 

differently, and wanting to say something different about them. 

COLLINGS: So were you satisfied with Out of Line, in terms of how the film was 

able to express this? 

DEMETRAKAS: No. I think I got something in it. I think I made a film that is 

different. Unfortunately, the people who decided to make it basically make not Roger 

Corman-type exploitation films, but they make action— They call them action 

suspense, but if you see them, if you look at them, they're really a kind of hyped-up 

exploitation film. 

COLLINGS: Yes, you've got sort of the struggle, the tough guy in the prison, the 

kingpin in the prison, and the— 

DEMETRAKAS: But the way I played it, it's not like— If I showed you one of their 

movies, it's kind of a graduation of the Roger Corman things, only it's careful not to 

be quite as sadistic and violent. 

COLLINGS: Right, right. 
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DEMETRAKAS: But the rhythm is the same. It's about hype, hype, oppression, 

danger. You know, it's just all hype. There's no real storytelling there. The 

characters are usually— Occasionally, they'll do one that stands out a little bit because 

it has some quality to it. They did one that I'm not going to remember the title of, that 

the young man that won, [Adrian] Brody, what's-his-name Brody, that won the Oscar 

a couple of years ago, that best actor Oscar, was in it, and he played this maniacal 

killer who buries this woman alive. 

COLLINGS: Oh, I hate that. I hate it when they do that. 

DEMETRAKAS: And so all the through the movie she's like— 

COLLINGS: Oh, yes, yes, I saw that thing. Oh, god. 

DEMETRAKAS: So that was one of their best. 

COLLINGS: Yes. Oh, I hated that thing. I saw it by accident. I wish I'd never seen it. 

DEMETRAKAS: Okay. So that gives you an idea of one of their best. Anyway, I 

ended up making almost a romantic comedy, and sometimes in mine it was very 

funny. When she does things like not let him kill the spider, it's really, basically, an 

outrageous thing. But, you know, they messed with it. They made me open— The 

movie's supposed to open with her picking up the baby from this guy who was going 

to sell it. Remember, the baby was abandoned by the mother? She kind of sold it to a 

drug dealer, and he was basically looking to turn it over, but she gets in there and gets 

the baby. So the movie opened with her going to this rough place and coming out 

with a baby, and that sets the tone as to what the movie's about. And then you go to 

the prison and you meet him. 
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COLLINGS: He's a very compelling sort of character. 

DEMETRAKAS: Yes. So they wanted to start with the guys in the prison, because 

right away it say violence, it says prison. So, that kind of thing. They did a couple of 

things like that, and the ending, too. The ending, of course, the way 1 had written it, 

he goes off to Mexico and they never meet again, and, of course, they wouldn't stand 

for that. 

COLLINGS: Because they wanted to see him— 

DEMETRAKAS: Because— 

COLLINGS: Justice wasn't served? 

DEMETRAKAS: No. They said it's a love story and you've got to get them together 

at the end. 

COLLINGS: Yes, because, you know, in the old Hays Office days, the code required 

that you show him being punished. But, of course, now that wasn't it. 

DEMETRAKAS: No. So I was getting double signals from them, because on the one 

hand they were saying, "Yes, it's a love story. They have to be together in the end." 

On the other hand, they really wanted another one of those action, violence stories, 

you know, like the one you saw. So, luckily, they gave me free rein most of the time 

when I was shooting, most of the time when I was cutting, but they did three things 

that compromise the quality of the film a lot, and one was change the beginning. 

Another was change the ending, fired my composer, who was a wonderful composer, 

and put this cheesy music in there, and some of the compromises I had to make in 

terms of losing some scenes that I thought were important scenes. So I feel that the 

film is not as strong as it could have been, but I'm not ashamed to show it. 
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COLLINGS: Well, it still has this nice— I mean, Jennifer Beals does a fantastic job 

as this character, and the character is well realized, I think. 

DEMETRAKAS: And I guess that you could say it's certainly an extension of the 

feminist times, you know, where she— I'll tell you an interesting story about directing 

her, because Jennifer Beals is a rebel. She made that film Flashdance and she was 

inundated with what Hollywood was about, and split and went to Yale [University] or 

Harvard [University] or someplace. I think it was Yale, or Princeton [University], one 

of those places, and studied acting and so forth, and then carved out a very 

independent career. So she wasn't easy to work with, but at least I had a really smart 

person there. 

But there were times when— I'm not going to remember exactly, and I wish I 

could remember exactly, like, what was going on in the scene, but when she turns the 

tables on him towards the end, and she knocks him out and everything, and there's a 

question— Things are going on in there where he would say something and she would 

reply or respond in a supportive way, you know, and I had to say to her, "You're in 

command here. He is not in command. You are in command." And it was a while for 

her before she really got— I don't know if she ever really understood that she had the 

power, not only as a woman, power and so forth, and a lover, and as the star of the 

movie, but as a character and as a parole officer, she had the power. I think that's an 

interesting thing, in the year 2000, which is when we shot it. 

COLLINGS: Yes. And especially because she was playing against somebody who 

was not known, right? 

DEMETRAKAS: Right. 

190 



COLLINGS: I mean, it's not like she was playing against Robert Redford, and she's 

sort of intimidated. 

DEMETRAKAS: Oh, but I mean she had the power as a character. I'm talking about 

as a character. 

COLLINGS: I know, but even in terms of the face-to-face dynamics of the two actors. 

DEMETRAKAS: Oh, the dynamics of it, right. 

COLLINGS: So it just kind of shows how really ingrained that was. 

DEMETRAKAS: Yes. Well, that's something I learned when I worked for Bochco 

and L.A. Law. It's only when I got inside. You would think this kind of thing is 

obvious, but, you know, and as a feminist and as somebody who's studied something 

about feminist thought, you know, you looked at movies, and one of the shocking 

things about waking up was looking at those old movies and seeing how incredibly 

sexist they are, incredibly. I just looked at a [Alfred] Hitchcock movie the other day, 

The Man Who Knew Too Much. 

COLLINGS: Doris Day. 

DEMETRAKAS: Doris Day and Jimmy Stewart are in some Arab country, and their 

kid is kidnapped. 

COLLINGS: And she sits in the hotel room or something? 

DEMETRAKAS: No, he's a doctor, and so the way he deals with her— 

COLLINGS: Oh, he tranquillizes her. 

DEMETRAKAS: He tranquillizes her. 

COLLINGS: Yes. [laughs] 

DEMETRAKAS: So she goes to lie down and sleep. Her kid is missing! I mean, 
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don't tell me that any mother, even in the fifties, is going to be tranquillized when her 

kid is missing. I mean, he put her to sleep. This is what women do; they sleep. So, 

you know, we've had that kind of awakening. But then when you're on the set, okay, 

and you see the pressure on the women to look beautiful is complete and utter and 

total, and total. And the pressure on the men to be macho, to be male, like, what a 

man will not take is not the same as what a woman— For instance, an insult or 

anything that anybody does that shows power opposite a man has to be dealt with right 

away, whereas opposite a woman, anything that anybody shows power isn't even 

discussed. 

COLLINGS: You mean in terms of— 

DEMETRAKAS: The dynamics on the set, and the dynamics between the characters. 

I'm talking in terms of between the characters, not between actors and people. 

COLLINGS: Oh, okay, so you're talking about on the set, between the characters. 

DEMETRAKAS: Characters, yes. A male character is given this kind of 

consideration that if his self-respect or dignity or his whatever is ever questioned or 

threatened or ridiculed or anything, it has to be dealt with, where it's not at all the 

same thing with a female character. 

COLLINGS: When you spend so much time dealing with these actors on set, it's 

probably like seeing the world, everything in hyperbole. 

DEMETRAKAS: Yes, yes. 

COLLINGS: All of the regular dynamics just writ large. 

DEMETRAKAS: Right. Exactly. Made large, and so the women have to look 

beautiful, and the men can never be confronted or challenged without response. 
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COLLINGS: Without an immediate interplay on that. 

DEMETRAKAS: Yes, and definitive response. 

COLLINGS: So it's almost as if every story is about defining the parameters of this 

man's honor, and the magnitude and the power that goes with that, of this woman's 

physical beauty. 

DEMETRAKAS: Yes. It is. It is. 

COLLINGS: Talk about a formula. 

DEMETRAKAS: It's part of the language, you know. It's part of the language. They 

got a little upset with me because Jimmy Smits and I talked about— His girlfriend gets 

raped, and he's standing up in the courtroom, and for a minute he loses it. 

COLLINGS: Now, which one is this? 

DEMETRAKAS: L.A. Law. He's standing up in the courtroom, and he and I talked 

about him, like, not exactly bursting into tears, but like holding back tears. And the 

producer was critical of that, because Jimmy showed that kind of emotion, and their 

idea of what a New York cop is, a man, blah, blah, blah, blah, blah. You know, they 

will talk about it in terms of, quote, unquote, character, okay, but it's much more than that. 

COLLINGS: Was Jimmy Smits open to it? 

DEMETRAKAS: Yes, he was, and he did it. Yes. It's much more than that. I think 

if I could say that that's what I learned, being behind the scenes, being in that world, 

less so when I made Out of Line, which is an independent feature, as opposed to 

television, which is a very intense industry, but also that the television reflects the way 

Hollywood has been for a long time. It's subtle. There are a lot of, lot of, lot of subtle 
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things that you feel, in terms of how the characters are dealt with because they're male 

or female. Gender is huge. 

COLLINGS: More so on television. 

DEMETRAKAS: Well, I wouldn't say more so, because my experience in the film 

world has always been in independent features and low budget, so I don't really know. 

I mean, I've been on Hollywood sets, but I don't live on them, so I don't really know. I 

mean, I know that women in Hollywood have a horrible— I mean, even Jennifer 

Beals drove me crazy, because she would take forever in makeup and hair and 

wardrobe. You know, I would have three hours to shoot a scene. She'd come in an 

hour and a half later, so I'd have to shoot the damn scene in an hour and a half, 

because she was in there figuring out what to wear. And you can't penetrate that, 

because the women know if they don't look good, that's it. Not only will they be out, 

but they will be ridiculed. "Oh, look. She gained a little weight there." It's horrible, 

so that part of it is awful. 

So anyway, it's funny, in the year 2000 there it is, all the same stuff, you know. 

Not a lot has changed. The other thing about that, too, is that you learn. You learn 

that, well, gender is important, and gender is different, and this may be a kind of 

ignorant way of looking at gender, but it's not unreal. 

COLLINGS: I think that's a good point. 

DEMETRAKAS: And, you know, women are beautiful, and there is something that 

has to do with the basic makeup of women attract men, that's how it works. The 

peacocks are the women, they're not the males. So that's part of who we are, and we 

have to deal with that, you know. The thing is, how do you? And it's not an easy 
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thing to deal with, like in an industry like that, which is where we are making movies, 

you know, putting out images of women, live women walking around, and live men 

walking around, not stills, not advertising. It's culture. 

COLLINGS: Yes, and it's very powerful, as well. 

DEMETRAKAS: So gender and culture is not anything that's going to change 

overnight. But what it did for me, anyway, just to finish up on this very briefly is, I 

mean, it put me on my toes, because I tend not to think that way. I mean, I have been 

living mostly in a kind of artistic world, and I just don't think that way as a habit, you 

know, so I had to be really careful and learn that, learn that awareness about the men 

and what they needed, and the women— 

COLLINGS: Well, it almost seems as if just the fact that the proximity to the industry 

made it more crucial that you learn this, because it seems like it was something very 

pointed within the film industry. 

DEMETRAKAS: It is, yes. 

COLLINGS: So that even if you had remained a painter, for example, you might have 

had the feminist awakening that you were talking about, and then just sort of 

incorporated it into your life in some compartment of your mind, and then moved on 

from there. But you've been struggling with it ever since because you've been 

working in the film industry. 

DEMETRAKAS: That's a very, very good point. Yes, that keeps it— 

COLLINGS: Keeps it fresh. 

DEMETRAKAS: That's true. That's true. 

Well, the only other thing I could add right now—and then maybe we'll think 
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about finishing up, and then I can read it eventually—that I think is interesting is, well, 

there are a couple of things. One is, since then, the projects that I've worked on, I 

haven't done a whole lot of directing since then. I directed one thing, which was a 

pilot for a French sitcom— 

COLLINGS: Oh, that sounds like fun. 

DEMETRAKAS: —which was in French, and which was a cast of men and women. 

It didn't have really much of any feminist particular connection to it. It was a lot of 

fun. I did that about two years ago, a little less than two years ago, so I'm kind of 

really getting ready to direct again. So I've worked on Amandla! and some other films 

as an editor. 

COLLINGS: Bus Rider 's Union? 

DEMETRAKAS: Bus R i d e r ' s Union, yes. 

COLLINGS: That was co-director, wasn't it? 

DEMETRAKAS: Right, co-director on that. 

One of the things I think that I should mention is that as a Buddhist for the last 

thirty years, I've brought my feminist consciousness to that as well. In Buddhism, 

where it's nontheistic, and even though culturally there's, obviously, sexism, not so 

much in the actual—in fact, hardly at all, that I know of—in the actual teachings, is 

there much sign of it, but in the way, like, other quote, unquote, religions, in the way 

things break down, like monasteries get much more money than nunneries do, and 

there's hardly any women that are— In Tibetan culture, women are nothing, you 

know. 

So it's been interesting for me, as a feminist and a Buddhist, to like go to Tibet 
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and see how that is, you know, and then to see, for instance, how in America it's 

changing, you know, that like in my community, many of the best teachers are 

women, and many of the people that run things are women. And we have an abbot— 

We have retreat centers that are co-male and female, so it's changing. It's changing 

Buddhism. It's not really changing, obviously, the basic intellectual or philosophy of 

it, because that's not about gender, and from the Buddhist point of view, anybody can 

reach enlightenment, male or female. There is no restriction at all. But just cutting 

through the cultural binds, it has begun to happen tremendously in America, partly 

because my teacher was such a radically different teacher, that that's been an 

interesting life experience for me, to tie it together with that part of my life. 

I would say that's the other big part of my life. There's my work and there's— 

I mean, aside from family—and there's my practice, my Buddhist practice. And it has 

grown, it's helped me grow, both as a Buddhist and as a woman, because it gives you 

tolerance, and as a feminist I might not have much tolerance, you know. It gives me 

some tolerance. 

COLLINGS: Yes, I was just going to say that would be sort of one area where it 

sounds like you can see really concrete, very satisfying progress, which is nice. 

DEMETRAKAS: So it's all about awakening, too, right? And when you've had an 

awakening like I did, because I was old enough to have had thirty or twenty-eight 

years, or twenty-five years before, of not being awake in terms of a feminist, and then 

you wake, it's true awakening. I mean, you can tell, you know that right then your life 

changed like that, and you saw the world completely differently, and it's not about one 

small thing; it's about everything. So Buddhism has kind of the same effects, or has 
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had the same effects on me, that it changed my life and it's not about one small thing. 

It's about everything in my life. So somehow those two things come together, and 

they work together really well, actually. 

So I think that's it. 

COLLINGS: Okay. 

[End of interview] 
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