
Please note that this transcript is being made available for research purposes only and 
may not be reproduced or disseminated in any way. Should you determine you want to 
quote from the transcript, you must seek written permission from the UCLA Library's 
Center for Oral History Research: 

UCLA Center for Oral History Research 
Room 11717 Charles E. Young Research Library 
Box 951575 
Los Angeles, California 90095-1575 

oral-history@library.ucla.edu 

mailto:oral-history@library.ucla.edu


JORGE PRELORAN: AN ORAL HISTORY 

Interviewed by Jane Collings 

Completed under the auspices 
of the 

Center for Oral History Research 
University of California 

Los Angeles 

Copyright © 2008 
The Regents of the University of California 



COPYRIGHT LAW 

The copyright law of the United States (Title 17, United States Code) governs the 
making of photocopies or other reproductions of copyrighted material. Under certain 
conditions specified in the law, libraries and archives are authorized to furnish a 
photocopy or other reproduction. One of these specified conditions is that the 
photocopy or reproduction is not to be used for any purpose other than private study, 
scholarship, or research. If a user makes a request for, or later uses, a photocopy or 
reproduction for purposes in excess of "fair use," that user may be liable for copyright 
infringement. This institution reserves the right to refuse to accept a copying order if, 
in its judgment, fulfillment of the order would involve violation of copyright law. 

RESTRICTIONS ON THIS INTERVIEW 

None. 

LITERARY RIGHTS AND QUOTATION 

This manuscript is hereby made available for research purposes only. All literary 
rights in the manuscript, including the right to publication, are reserved to the 
University Library of the University of California, Los Angeles. No part of the 
manuscript may be quoted for publication without the written permission of the 
University Librarian of the University of California, Los Angeles. 



CONTENTS 

Biographical Summary vii 

Interview History xv 

TAPE NUMBER: I, Side One (April 19, 2004) 1 

Family background—Early interest in film—Conflict with father over 
Preloran's decision to study in the United States—Support from the 
American community in Buenos Aires—A first film—Struggles with 
asthma—Plays piano—More on family background. 

TAPE NUMBER: I, Side Two (April 19, 2004) 23 

Directs a film on racism while in Germany with the Army—Gets 
married—Daughter Arianna Preloran is born—Thesis film Death Be 
Not Proud—Begins working in the documentary form in Argentina— 
Travels extensively in rural Argentina to film—Reconciles with 
father—The influence of Father Garcia—Makes films for the 
University of Tucaman 

TAPE NUMBER: II, Side One (April 19, 2004) 43 

Preloran's technique as a documentarian—Screens films at an 
ethnographic film colloquium at UCLA—Receives a Guggenheim to 
do a film on the Warao Indians—The structure of Preloran's films— 
Innovates a style of ethnobiography—Screening the films—Preloran's 
focus on documenting the humanity of his subjects—Zerda's Children. 

TAPE NUMBER: III, Side One (April 28, 2004) 65 

The impact of the invention of the Eclair camera on documentary 
film—Styles of ethnographic filmmaking—The style of Preloran's 
early documentaries—The making of Imaginero—Preloran's intention 
in making his films—The community in which Hermogenes Cayo 
lived. 

TAPE NUMBER: III, Side Two (April 28, 2004) 87 

iv 



The qualities that the ethnographic filmmaker must possess—An edited 
sequence that portrays a sense of community—The use of the radio as a 
device in Cochengo Miranda—The making of Cochengo Miranda— 
Preloran's use of sound—The theme of transculturation—More on the 
making of Cochengo Miranda—Female characters in Preloran's 
films—The making of Zulay Facing the Twenty-first Century. 

TAPE NUMBER: IV, Side One (May 3, 2004) 111 

Preloran's relationships with his filmic subjects after production finishes— 
Responses to the films—Preloran's reluctance to use his films to espouse 
political views—His film on the ethnocide of the Ona people—More on 
responses to the films—Preloran's working method when editing— 
Obsessive—More on the making of Zulay. 

TAPE NUMBER: IV, Side Two (May 3, 2004) 132 

Zulay Sarabino—Henry Fonda's participation in Zerda's Children—The 
making of Luther Metke at 90—The tendency of Preloran to present portraits 
of loners in his work. 

TAPE NUMBER: V, Side One (May 12, 2004) 149 

The support of the Fund for the Arts—More on traveling extensively to film in 
rural Argentina—The making of Quilino—More on Preloran's use of sound— 
Meets future wife, Mabel Preloran—The abduction by the Argentine military 
of Mabel Preloran's niece—The Preloran's leave Argentina—The making of 
My Aunt Nora. 

TAPE NUMBER: V, Side Two (May 12, 2004) 172 

More on the making of My Aunt Nora—Screens My Aunt Nora extensively in 
Europe—More on the making of My Aunt Nora 

TAPE NUMBER: VI, Side One (May 17, 2004) 191 

The plot of My Aunt Nora—More on the abduction by the Argentine military 
of Mabel Preloran's niece—Damacio Caitruz's narration in Aracaunians of 
Ruca Choroy—Preloran's hiring at UCLA—Teaching duties—Selecting 
students for the film program at UCLA 

v 



TAPE NUMBER: VI, Side Two (May 17, 2004) 209 

Class requirements for students at the film program at UCLA—Occasional 
contact with students' parents—Working with students—The effort that goes 
into working with production students—Promotions while at UCLA. 

TAPE NUMBER: VII, Side One (May 24, 2004) 228 

The making of the Patagonia series—Begins making books based on the 
interviews for the documentary films—Preloran's proposed pedagogical 
method centered around the books. 

TAPE NUMBER: VII, Side Two (May 24, 2004) 250 

More on Preloran's proposed pedagogical method centered around the books. 

TAPE NUMBER: VIII, Side One (May 24, 2004) 267 

More on Preloran's proposed pedagogical method centered around the 
books—Attends a dinner at the Reagon White House—Final comments. 

GUIDE TO PROPER NAMES 281 

vi 



PROFESSIONAL HISTORY OF PROFESSOR EMERITUS 
JORGE PRELORAN 

By Fermin Rivera 

GENERAL INFORMATION 
Birth date May 28, 1933 
Birth place Buenos Aires, Argentina 
Citizenship U.S.A. 

EDUCATION 
University: University of California, Los Angeles, California. 

Theater Arts Department. 
Degree: BA in Motion Pictures, 1960. 

LANGUAGES Bilingual English-Spanish; reads French. 

CHRONOLOGY 

1956 
He was a draftsman for C.E. Erickson, Cartographers; Berkeley, California. 

1959 
He was a draftsman for Richard Neutra & Robert Alexander, Architects; 
Los Angeles, California. 

1960 
He was an assistant to FAX Productions, documentary film producers; 
Hollywood, California. 

1962/3 
He was given a special grant from the Tinker Foundation of New York to film throughout 
Argentina for 18 months on the Gaucho, and for a month in Colombia on the Llanero. 

He spent an additional 6 months in New York to edit a series of 5 films. 

1963/9 
He was hired as the Audiovisual Advisor to the President of the Universidad Nacional de 
Tucuman, under contract to produce educational films. During this period he produced 16 short 
films and 29 film-strips on a wide range of subjects. 

1965/9 
In addition, he got a grant from the Argentine National Fund for the Arts to co-produce with 
the National University of Tucuman a series of films on Argentine folklore, under the 
supervision of Dr. Raul Augusto Cortazar. Twenty short films were made on most of the 
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characteristic regions of Argentina, having traveled some 150,000 miles throughout the country 
over a span of 4 years. 

1968 
He was invited to the First International Colloquium on Ethnographic Film, at the 
University of California, Los Angeles, (UCLA). (April) 

1969 
He received a fellowship to film "The Warao People," an anthropological study carried out at 
the Orinoco Delta in Venezuela, from the Ethnographic Film Program at UCLA, funded by 
the Ford Foundation. (July-August) 

Month-long premier presentation of 19 of his films at the Teatro San Martin, Buenos Aires. 
(November) 

1970 
He was a Guest Lecturer at the UCLA Motion Picture Division. Led seminars in 
Ethnographic and Documentary Film. (January-August) 

He was a Fellow at Harvard University, Cambridge, MA, to work on the English version of 
his film "Imaginero." (September-October) 

Returned to UCLA to edit the film "La Tirana", by Richard Hawkins, shot in Chile, using a split-
screen process for double simultaneous action. (November-December) 

1971 
He returned to Argentina to continue work on ethnographic films on the Araucanian Indians, the 
Ona Indians, and a mestizo culture of Valle Fertil. 

He received a Fellowship of the John Simon Guggenheim Foundation. 

1972 
He produced and conducted 12 weekly hour-long television programs at Channel 7, Buenos 
Aires, Argentina (showing on Saturdays at 5:30 P.M.) in which he presented his films, with 
guests. 

1973 
In Paris, France, he presented "The Ona People" at the Musee de l'Homme. (May) 

In England he was a tutor at The National Film School in Beaconsfield. (June-July) 

He was invited to the International Conference on Visual Anthropology at the University of 
Illinois, and to the IXth International Congress of Anthropological and Ethnological 
Sciences - Chicago (September). 
He presented the essay "Documenting the Human Condition", later published as a chapter of 
the book "Principles of Visual Anthropology" edited by Paul Hockings (Mouton, The Hague, 
Netherlands, 1975). 
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1974 
He was awarded a grant from the American Folklore Society to continue work on 3 
ethnographic films in the Western Pampas of Argentina. 

1975 
"Imaginero" was considered one of the "Ten Best Films in Argentina's Film History", 
according to a survey of Argentine film critics. (July) 

He was awarded a Fellowship of the John Simon Guggenheim Foundation for a second time. 

His film "The Warao People" was awarded the Gold Medal at the Chicago International Film 
Festival in the Anthropological Film category. (December) 

1976 
Assistant Professor at the University of California, Los Angeles, Department of Film and 
Television. (September) 

He was invited to present a retrospetive of 14 films on Argentine themes, 
at the National Anthropological Museum of Mexico City, as well as at the Anthropological 
Museum of Guadalajara. (June-July) 

1977 
He participated in the panel of Third World filmmakers at the Latin American Studies 
Association in Houston, Texas. 

Part of his film "The Warao People" was used in the NBC News 3-hour 
Special, "Violence in the United States." 

He was invited to the Museum of Modern Art of New York to premier "Zerda's Children." 
(June 26) 

He was also invited to the 1st Margaret Mead Film Festival at the Museum of Natural 
History, New York, to present "Imaginero." (September) 

1978 
He continued to receive invitations to present his films at 

University of Oregon, Eugene 
California State University, Fullerton 
University of Southern California, Los angeles 
American Anthropological Society Congress, Los Angeles 
Organization of the American States, Washington, D.C. 

and especially at the 2nd Margaret Mead Film Festival at the American Museum of Natural 
History, New York, as its guest of honor, in three events moderated by Margaret Mead. 

1979 
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He continued presenting his films at: 
Third World Film Festival at UCLA 
USC Conference on International Studies, Los Angeles 
American Folklore Society Meeting, Los Angeles 
Museum of the American Indian, New York 

And finally, at the Ecuadorian Cinematheque in Quito, for a 12-film 
retrospective (December). 

1980 
"Chucalezna" was awarded the Hemisfilm '80 Film Festival prize (San Antonio, Texas). 

He spent a 6-month sabbatical in Ecuador documenting the Otavalo culture in the Andean 
highlands. 

While in Ecuador he also edited two short films: "Cartas al Ecuador", by Ulises Estrella, and 
"Quitumbe", by Teodoro Gomez de la Torre. In addition he did camera work and editing on 
the first Ecuadorian dramatic feature "Dos Para el Camino", by Jaime Cuesta. 

1981 
He received an Academy Award Oscar nomination for "Luther Metke at 94" in the category of 
Short Documentary. 

He produced-directed the feature "My Aunt Nora" in Quito, with Ecuadorian talent. 

He was awarded the platinum KONEX (highest prize to a contemporary artist in Argentina). 

1983 
He premiered of "My Aunt Nora" at UCLA. (June 5) 

He was promoted at UCLA to tenure track Associate Professor. (July) 

He traveled throughout Western Europe for 6 months (35,000 km in a VWcamper), presenting 
"My Aunt Nora" at the non-competitive film festivals of Edinburg, Mannheim, Biarritz, 
Figueira da Foz, Florence, Barcelona, Huelva. (June-August) 

He also lectured on "Ethics and Aesthetics in Ethnographic Film" at the universities of Paris 
(Sorbonne VII), Copenhagen, Oslo, Stockholm, Helsinki, Geneva, Basel and Madrid. 
(September-December) 

He was a member of the International Jury at the 25th Bilbao International Film Festival, 
Spain. (December) 

1984 
He was invited to a retrospetive of 16 films at the Cinemateca Uruguaya, Montevideo, with the 
Latin American premier of "My Aunt Nora". 
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He was invited by the Argentine National Film Institute to offer seminars on ethnographic 
film, a 10-day retrospetive of 26 documentaries, as he 
traveled to 11 cities throughout the country. (July-September) 

He was invited to show 16 of his films at the 25th Bilbao International Film Festival, Spain, 
where he also presented 30 UCLA student films with 17 of the filmmakers attending. These 
retrospectives were then repeated at the universities of Murcia, Malaga and Madrid. 
(December) 

1985 
He was invited to a State Dinner at the White House in honor of Argentine President Raul 
Alfonsin. (March 19) 

He was promoted three rungs to Full Professor Step 2. (July) 

1986 
He traveled to Argentina to research on the origins of life in Patagonia. (July) 

He traveled to Ecuador to complete filming on the Otavaleno people. (August-September) 

He traveled to Boston, New York and Washington D.C. to fundraise for The Patagonia 
Expedition, 1987-88. (December) 

1987 
His essay "Ethical and Aesthetic Concerns in Ethnographic Film" was published in the 
British Journal Third World Affairs 1987, London. 

He was awarded a Fulbright Scholar fellowship to produce/write/direct a series of 7 hour-
long television programs on the evolution of life on our planet as exemplified in Patagonia. The 
project involved the collaboration of 46 international scientists. (July-December) 

The book "The Ethnobiographic Documentary Cinema of Jorge 
Preloran" by Juan Jose Rossi, ed., presents essays discussing Preloran's methodology and 
philosophy of work. (Editorial Busqueda, Buenos Aires: September). 

He received the Grand Annual Award of the (Argentine) National Fund for the Arts, for his 
body of work. (December) 

1988 
He was invited to the San Sebastian International Film Festival, Spain, to present "My Aunt 
Nora" within a retrospective of "the best Latin American fiction films from the past 40 years." 
(September). 

He was awarded the Premio Sudamerica by the Centro de Estudios Histo-ricos, Antropologicos 
y Sociales Latinoamericanos. Buenos Aires. (December) 
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He was invited by the Spanish State Society for the Quincentennial Celebration, on an 
advisory panel for the production of a television series on Precolombian America. (February 19-
26) 

He was invited by the National University in Canberra, Australia, to participate in the 
Conference "Film and Representation of Cultures." (September) 

He was also invited to the 12th Margaret Mead Film Festival of Anthropological films, at the 
American Museum of Natural History, New York, to premier his feature documentary film 
"Zulay Facing the 21st Century." (December 4-9) 

1990 
He spent a 9-month sabbatical in Argentina working on The Patagonia Project, leading three 
expeditions into the region. 

1991 
He spent the year editing the 7-hour Patagonia television series, and filming more than 200 
animated sequences and 8000 computer animated maps. 

1992 
He completed the above mentioned series: "PATAGONIA - in search of its remote past." 

He traveled to Granada, to participate in a Spanish symposium on ethnographic filmmaking. 
(October) 

He also traveled to Argentina to premier in Buenos Aires "Zulay, Facing the 21st Century," 
receiving excellent reviews. 

1994 
The book "Jorge Preloran" by Graciela Taquini, was published within the series "Directors of 
Argentine Cinema", (Centro Editor de America Latina, Buenos Aires). 

He retired as Professor Emeritus from UCLA. (June) 

As a Fulbright Scholar he traveled to Argentina to pre-produce the feature film Juan Bautista 
Vairoletto, an outlaw who roamed the Western Pampas from 1919 to 1941. (June-December) 

He lectured on techniques for ethnographic filming at the Argentine universities of Cuyo, 
Tucuman, Cordoba, Comahue, Santa Fe, La Pampa and Misiones. (September-November) 

1995 
He organized data for the developing of a series of books to be used with his ethnographic films 
at the high school level. 

1996 
He traveled throughout Argentina's Northwest revisiting the places he documented 40 years 
earlier, to learn about possible cultural changes. 
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1968 
He traveled to Barcelona, Spain, for a retrospective at the Gava Festival of Environmental 
Films. (November) 

1998 
His series Patagonia was awarded the FundTV prize as "the best Educational Series of that year 
in Argentina." (June) 

The same Patagonia series was nominated by the Argentine Television Academy for the 
Martin Fierro award in the Educational category. (July) 

He was inducted into the Argentine National Academy of Fine Arts as a Corresponding 
Member in the U.S.A. (November 19) 

1999 
He traveled to Northwestern Argentina to photograph and interview individuals, as well as 
doing archival research, aimed at the development of the series of virtual books: "Sages Among 
Us." Those books focus on ordinary people who achieved fulfillment working as an artists, 
farmers or teachers. 

2000 
He began the editing of the above mentioned series of virtual books. 

He was invited by the University of Pontevedra, Spain, to analyze his film "Castelao" in a 
symposium dedicated to the memory of this great writer and social cartoonist. (October) 

2005 
He was awarded the Golden Astor for life achievement, at the Mar del Plata Film 
Festival. (March) 

He was declared a Distiguished Citizen by the legislature of the City of Buenos Aires. 
(March) 

He was asked, and agreed, to protagonize a feature-length documentary on his life's 
philosophy and world view. 

2006 
He published the book "El Cine Etnografico," discussing his ethics and methodology of 
work fEdiciones Universidad del Cine, Buenos Aires: May). 

2007 
He was named Honorary Professor of the Universidad Nacional 
de La Pampa. (March) 

He was informed that the Smithsonian Institution will begin in 2008 the project: "Jorge 
Preloran, collection: processing, restoring and access" of all his films and additional 
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documentation. 

He worked steadily on the multimedia series "Sages Among Us," with 22 
books completed, 14 in process, and 3 new ones in the making. 
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INTERVIEW HISTORY 

INTERVIEWER: Jane Collings, interviewer and senior editor, Center for Oral History 
Research. B.A., Communications, Antioch College; M.A., Communications, 
University of Iowa; Ph.D., Critical Studies, University of California, Los Angeles. 

TIME AND SETTING OF INTERVIEW: 

Place: Preloran's home, Culver City, CA 

Dates of sessions: April 19, 2004; April 28, 2004; May 3, 2004; May 12, 2004; 
May 17, 2004; May 24, 2004. 

Total number of recorded hours: 10 

Persons present during interview: Preloran and Collings 

CONDUCT AND PROCESSING OF INTERVIEW: 

Collings prepared for the interviews by viewing Preloran's work and reviewing 
printed photographic and text materials produced by Preloran pertaining to the 
work. 

The interviewer compiled the table of contents and interview history and supplied 
the spellings of proper nouns and the complete names entered in brackets in the text. 
Preloran reviewed the transcript. He verified proper names, made a number of 
corrections and additions, and provided the resume at the front of the transcript. 

SUPPORTING DOCUMENTS: 

The original tape recordings of the interview are in the university archives and are 
available under the regulations governing the use of permanent noncurrent records 
of the university. Records relating to the interview are located in the office of the 
UCLA Library's Center for Oral History Research. 
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TAPE NUMBER: I, SIDE ONE 

April 19, 2004 

COLLINGS: This is Jane Collings interviewing Jorge Preloran on April 19th, 2004, at 

his home in Culver City. 

Good morning, Jorge, and we are going to begin the interview with you. From 

what I understand from our brief conversation leading up to this, the interview is 

going to have, in essence, two parts. We're going to discuss your fate, and then we're 

going to move on and discuss your destiny. 

PRELORAN: Good. Good, good. 

COLLINGS: Let's start with the fate. 

PRELORAN: Okay, fate. Well, fate, to me, is the things that you were given, you're 

given; your parents, the place you were born, the time in history, the economic status. 

Those are the things that are given to you. Good or bad, you have no say in it. In fact, 

you have no control. That's the point. 

So, my parents. My mother [Marjorie Reedy Preloran] was Irish descent, first-

generation Irish descent, and from the capital of New York. 

COLLINGS: Capital, Syracuse? 

PRELORAN: No, no. Capital of New York, northern New York. 

COLLINGS: Buffalo? I can't remember what the capital— Albany. 

PRELORAN: Albany. Schenectady, actually. Yes, Schenectady, New York. 
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And my father [Luciano Atilio Preloran] was a first-generation Italian from 

Venice and coming from a rather stuck-up sort of prim society, and he had a father 

that was a carver, a wood carver, did wonderful stuff in churches and things. But he 

took engineering, he went to MIT, got his master's, and then he got appendicitis and 

he was put into a hospital. My mother was a beginning nurse, and they sort of met 

each other, and he'd go to her house, and she had five sisters and what have you. 

Then he went home, and when he went home, he found that he was a very 

eligible bachelor. 

COLLINGS: He went home to? 

PRELORAN: To Buenos Aires. Oh, yes, of course. 

COLLINGS: That's where he was born? 

PRELORAN: That's right. I'm sorry. Buenos Aires, yes. I'm Argentine. 

And he saw that people were very chaperoned and sort of insipid, and he sort 

of remembered my mother, and he wrote her and said, "Would you like to come and 

we'll marry? And if you come and spend a time and don't think you want to, then you 

can go back. I'll pay your way back." 

So Mom said yes, and she went. But her brother said, "Unless you get married 

before you land in Argentina, you don't go." 

So my father went up on the ship. The captain married them prim and proper. 

COLLINGS: Oh, that's the one you always hear about, you read about it. 

PRELORAN: Right, 1926. This is 1926. The boat took more than a month to get 

there, and, well, then they married a week later in the church, Catholics, of course. 
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So I was the second of three kids. My sister Peggy [Vivian (Peggy) Frigerio], 

is four years old than I am. And my sister Nancy [Preloran] is five years younger. So 

I'm in the middle. 

We lived in an outskirts of Buenos Aires, upper middle class. My father 

worked as an executive in an American company that sold electricity, so he'd go 

around and see the power plants and things like that. He was a dour man, sort of— 

They didn't get along with my mother. 

COLLINGS: Who, his extended family? 

PRELORAN: My father. 

COLLINGS: Oh, your father? 

PRELORAN: Yes, my father. 

COLLINGS: Oh, in the end he didn't get along with her? 

PRELORAN: No, he was dour. And he did a lot of hobbies. He'd do carpentry and 

things, beautiful things. And I'd hang around, and he'd grudgingly, you know, let me, 

but it wasn't a very nice childhood to me. 

My mother was very open and just wonderful in the neighborhood, but with 

me she had a problem because I had asthma when I was two years old, and at ten it 

was so bad that nothing could help it. And then as I grew, it went little by little, but 

I'd have always attacks, always. So I was also, you know, sort of overprotected by 

her. Oh, very overprotected. 

COLLINGS: Were there the medicines now like the albuterol and this kind of thing? 
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PRELORAN: No, no. At the very end, maybe, but, no, no. What I remember is 

sitting in my bed in my small room just full of smoke that was eucalyptus things being 

burnt, and that was the only thing that sort of calmed my attacks. But every week I'd 

get an attack. 

So I was very— I read a lot, I had a lot of erector sets, and collected stamps 

and things like that. So my mind was very inquisitive, but my body was just— 

Anyway, I grew up. 

I started to work. My mother was Puritan. 

COLLINGS: She was a Puritan? 

PRELORAN: Oh, yes. And she thought that work, work, work. I remember she'd 

wake me up Sunday morning and say, "What are you doing here? It's eight o'clock. 

You have to— You know, we have so much to do." And eventually, eighteen, 

nineteen, I started to deliver ninety dozen eggs in my neighborhood every Saturday. 

COLLINGS: Ninety dozen? 

PRELORAN: Yes. They'd come, they'd bring very fresh eggs to me from the farm, 

and then I'd wrap them in six and then take them around. So all morning Saturday I 

was delivering these eggs, which worked out very well, and then I was a babysitter 

and I did the gardens and I did carpentry and I'd make things, so I was getting a lot of 

money. 

So it came time to see what I was going to do with my life, and my father 

insisted that I go into architecture, and I liked architecture very much, so I did. I went 

in, but it happened that that summer for the first time I went out of Buenos Aires to a 
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valley, and I met Lorenzo Kelly a fellow just my age that was making movies. He had 

a little camera, and he was making movies of Superman and cowboys and what have 

you. And I thought it was easy, it was great. 

So I went back home, and I had about eight to ten friends that were just 

wonderful friends, eighteen, nineteen, twenty. They were already in the university, 

and they were all different. We'd have long sessions of discussions about sex and 

philosophy and life and this and that and the other, but sex was ever. 

COLLINGS: These were school friends? 

PRELORAN: No, no. They were friends of the neighborhood, neighborhood friends. 

Yes, I had high school friends, too. I was rather popular because I was always sort of 

peppy and happy, and although I was very dour at home, it was just double 

personality. 

So the father of one of the girls had a camera, and we decided to make a 

movie. And we thought, "What should we do? It has to be no sound." So we decided 

it was going to be a gangster film, because you could do it all with action and you 

could get all your friends in and what have you. 

So it turned out to be Vengeance, it's called. It's about an outlaw who robs a 

bank, and he's recognized by two witnesses. So in order for him to get free, he has to 

kill the two witnesses. So he goes after one and does it, and then he goes after the 

other and then is captured. And because, as we went along, you know, will people 

understand this? So we thought, what if he narrated it over the film, and then we had 
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a last shot of him in the bars and saying, "Crime does not pay." I mean, we're talking 

about fifties, the early fifties, okay? Very melodramatic, just a howling experience. 

It took two years, because the last scene we had to have three cars and a 

motorcycle, and that was difficult at the time. 

COLLINGS: Absolutely. 

PRELORAN: And then we had a shootout in an island, and we got one gun and so we 

shared it between the police and the gangsters. [mutual laughter] 

COLLINGS: That sounds like a pretty complex film. 

PRELORAN: Oh, yes, yes. No, I had a— 

COLLINGS: To tell you the truth. 

PRELORAN: Yes, it's in 16-millimeter, black and white. And I look at it today and 

say "I couldn't have edited it better." It was just astounding that you have this 

language more or less intuitively, and I've seen it with my students. They come in 

and they're incredibly savvy in how to tell a story. So we didn't have, of course, 

television, still, yet. 

COLLINGS: Did you see many movies growing up? 

PRELORAN: Well, now, I'm getting to that. 

COLLINGS: Okay. 

PRELORAN: I'm nineteen, twenty, and I start getting into movies. So instead of 

going to the university, I'd go into the university in the mornings, and then because I 

was in a suburb that you take a train, half an hour, you go in, you spend the morning, 
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you come back, you have lunch, you go back. So that was the routine. And by one 

o'clock, I was in the movies and I'd stay until nine. 

COLLINGS: Wow. 

PRELORAN: Going from one movie to another on a street in Buenos Aires that has a 

gazillion movies. Oh, I'd stay to see three, three times the same movie, and I had a lot 

of income so I could do it. 

So every day I went to the movies for two years, weekdays and then weekends 

at home in the neighborhood, and I was alone. I loved it. I started to make files about 

the directors and about the actors and who produced it and who was in it and all kinds 

of things. And I had— It was just my own— I was a loner, obviously. I was sociable, 

but I was a loner. 

COLLINGS: So what years was this? 

PRELORAN: This was 1952 to '54. 

Okay, now, in '54 [Juan Domingo] Peron was just about to be thrown out, and 

he was getting really bad, and the students were up in arms. In Latin America, the 

university people have a lot to do with bringing down politicians. So he started to 

crack down, and he really put a lot of kids in jail and things like that. 

COLLINGS: Now, were you at all interested in politics? 

PRELORAN: No. No. I was completely apolitical, although I was anti-Peronista. 

But I was set on movies and, obviously, on architecture. I was in third year. 

And with two kids, a girl and a boy, we decided, the three of us, to come to the States 

and see if we could study here. So I remember distinctly we were walking down the 

7 



street. We were whispering so that they wouldn't, you know— And we thought, 

"Wow, you know." So we went to the Lincoln Library, which is the American library, 

and we looked up all the universities here at the States that did architecture, and there 

were twenty-two that we wrote letters to, and the twenty-two said, "Yes, come." 

COLLINGS: Wow. Now, were you specifically trying to get away from this political 

turmoil? 

PRELORAN: Yes, that's right. Yes. We wanted to study, and this was just— You 

know, we knew that it was going to happen as usual, because you get to thirty and 

you're a bourgeois and you forget about all the old ways, all these old things. So it 

was a waste of time. Get your degree, do something with your life, get on with it. 

So, we waited till the last one, and the last one was [U.C.] Berkeley. And we 

said Berkeley. So we wrote back and they said yes, okay. So I had about eight 

months to get to the States and go to Berkeley. 

COLLINGS: How did your parents feel about that? 

PRELORAN: My father was absolutely livid, because I was doing all this on my 

own. I wasn't asking him. He was an Italian aristocrat. He was the father, although 

he wasn't a very good father, but he was a good purveyor and, you know, he prided 

himself on being a good man. But he didn't along with me at all, or my sisters. 

So he was livid, and he said, "I know exactly why you want Berkeley. You'll 

be in California, you're going to Hollywood, you're going to be in movies, and, you 

know, you're going to waste your life in nothingness." 
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And I said, "No, no. It's because Berkeley, you know." So he didn't give me 

one cent, he didn't mention it again for months, and I started selling everything. I sold 

my books, my train, electric train, I sold my this, that, and the other. And it happened 

that just in 1955, beginning of '55, the inflation started eating up everything I did. It 

just ate it up. So I was like running in the same place. 

So one day this was— My plans were to come here, spend the summer, work 

and get money, dollars, and then go to Berkeley. 

COLLINGS: Did you have American citizenship through your mother? 

PRELORAN: No, no. But I did get my visa very, very easily; immigration visa. 

Then it was one month before I had to leave, end of May, say, and I was 

desperate. I didn't know what to do, because I just didn't have it, and I was just 

churning there. And one day— Well, my mother was very popular with American 

women, and they'd play bridge every week. And this time, this day, this lady came 

and was sitting in the living room waiting, Helen Rodman, and my father decides to 

ask me at the table— We were in a, you know— Away. I don't think he knew she 

was there. 

"What are you doing?" sort of snide. 

I said, "Well, I've done this and that. I did some furniture for some lady, but 

she didn't pay me yet, and I'm trying— I don't know how to sell my bicycle, but, 

well, you know." 

So my father started a tirade. I remember it as a tirade. I don't know how long 

it lasted. He said, "Are you stupid? You go and you go and you ask the lady, 'Please 
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pay me, pay me because I need the money.' You can't go and ask her? You don't 

know how to sell your bicycle? 'I sell bicycle, good condition, put it, you know.' 

What are you doing?" 

And I was so furious, and I've never said— You know, my father was my 

father. I got up and I said, "How dare you say these things? You don't know what 

I'm doing. You couldn't care less. You don't care if I go or not." 

And he looked at me like this [demonstrates], and he slammed his hand down, 

and he said, "Goddamn these kids now," and he just went out the door and went to 

work in the afternoon. And I had an attack of asthma. No, no, not yet. 

So I went running into the office and I slammed the door. And my mother was 

crying, [imitates his mother]. And then [knocking sound] Helen Rodman knocks and 

says, "Can I see you?" 

"Come on in." 

And she came in and she says, "You know, I couldn't help hearing what 

happened, and so I wanted to tell you this, but you shouldn't have known it, that the 

American community is making a little fund for you." But it had to be—how do you 

say—no names. 

COLLINGS: Anonymous. 

PRELORAN: Anonymous. "Because we want to help you." You know, these were 

all my clients, ninety eggs [inaudible]. 

COLLINGS: The ninety-egg group. 
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PRELORAN: Yes, yes. All the kids loved, you know— I babysat for them, and they 

all knew I wanted to go. 

So she said, "Okay, you prepare yourself. Forget about everything. You'll 

have your passage to New York. Forget it." 

Okay. So I calmed down, I got an attack, I went to bed, and my father came 

home in the evening. And he came in and sat down, and he was like silk. 

COLLINGS: Really. 

PRELORAN: And he says, "Well, I've thought about it. I'll pay your way." 

And I said, "I'm sorry, you don't have to." 

"What?" 

"Yes, they're doing it." And he just walked out in silence. 

So a few days passed, and then one evening this man came I didn't know from 

the American community, and he brought me an envelope and a book, and he said, "I 

hope you have a great life." So it was an envelope with the passage to New York and 

three hundred dollars, which was quite a bit by the time. 

The book was A Magnificent Obsession, and inside Helen had written, "Life is 

a chain of events and of things, and it goes forward. So we are giving you this as a 

possibility that we have. We. You don't have to give it back to us. We have this. 

But what happens is that when you are ready, you, then, help somebody else. And we 

do it because you're absolutely— You know, you have vocation." or something like 

that. Okay. Oh, "And you have to do it anonymously." 
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So that's the deal. You don't do it to show off. You do it because you want to. 

Okay. The book goes into it, and it's very melodramatic and it's stupid and it's, you 

know. He goes into a closet and— Rock Hudson, and later— Oh, god, anyway. It's 

not— The book is called Doctor Hudson's Secret Journal, and it was the diary. The 

diary. That's the one that was— 

COLLINGS: Made into the movie? 

PRELORAN: No, no. A Magnificent Obsession is that, but Doctor Hudson's Secret 

Journal is where all these things happen. Anyway. 

Well, that was burnt into my brain with an iron thing. It was incredible. I 

came to the States. It took thirty-six hours to come, I remember, at the time. 

COLLINGS: By plane? 

PRELORAN: By plane. Jets were not yet there. 

I got a job. My father's company got me a job in Mackinaw Island. I went 

three months there, worked at the Grand Hotel, which was just incredible. It was my 

first taste of the States. Now, I came to the States and I was American. 

COLLINGS: Did your friends come? 

PRELORAN: Oh, yes, they came later and they came on their own and they went 

their ways, yes. We met up in Berkeley. 

But I was American. This is astounding, because I knew every nuance of this 

culture through the movies. Yes, through the movies, because I speak Spanish, 

nobody knows I speak English. And I speak English, nobody knows I speak Spanish. 

Yes, I'm totally bicultural, would you say, not bilingual. 
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COLLINGS: What language did you speak in your home growing up? 

PRELORAN: Well, with my father, Spanish; with my mother, English. They spoke 

English because that's the language that they met in. But my father spoke in Spanish, 

and, of course— But my first language was English because it's the mother language. 

And then you go to school and you have your friends and everything, but they were 

never mixed, never. Or you spoke one or the other. There was never that Spanglish. 

Then, of course, I was blessed because my father liked to read and he had a 

wonderful library, and I read all the time in bed with my asthma. And I grew up 

reading in Spanish, and then at fourteen, for some reason, I started reading English, 

never read again. So I never went to school in English. I don't know any grammar or 

anything, although my grammar is very good, because by reading and having a sort of 

photographic mind, I do have good— And I wrote so many letters. Oh! 

COLLINGS: Who did you write to? 

PRELORAN: Well, to my sister, because my sister went to the States, and then when 

I was in the States I wrote to everybody in Argentina and to my parents and things, but 

long letters, long, long letters. 

So I go there, I go to the first year. I find myself in Berkeley, fantastic place, 

beautiful. But I realized I didn't have any talent for architecture. For the first time I 

had to study and prove it. And my problem was that I would be given a problem, I'd 

solve it, and then I'd have no other idea. That was it. 

COLLINGS: Yes, you didn't have a kind of a visual, sort of that visual inspiration? 
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PRELORAN: Right. It was a lock-in. In film, it's exactly the opposite. My gosh, I'd 

go everywhere and I see all the potential. And so maybe the mind has certain ways of 

signaling. 

But, anyway, I saw my dean after six months, one quarter, and I said, "I quit." 

And he said, "Well, you know you're doing well. Are you sure?" 

"Yes, yes, I have to." 

Okay. So I went and I got a job the next day making maps for Safeway, I 

remember. And the next day I went into San Francisco from Berkeley, and I bought a 

Bolex camera and a tripod, and I was— 

COLLINGS: You didn't waste any time, huh? [laughs] 

PRELORAN: And I was totally broke. So I was there in Berkeley for a few months 

with my friends there at the university, and I made a film, a film that I had been 

writing for ages, ages, and polishing it in Argentina. So I made this film, and, oh, it 

was by William Irish. Yes. Many films had been made by him, by [Alfred] Hitchcock. 

COLLINGS: And what attracted you to this material? 

PRELORAN: It was easy because I thought, "Never again will I do something with a 

lot of kids, a lot of things." This is going to be very pleasant. 

COLLINGS: A lot of cars and motorcycles. [laughs] 

PRELORAN: So I read infinite quantity of short stories, and when I read this one, it 

was, you know— 

COLLINGS: This was it. 

PRELORAN: It was it. 
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COLLINGS: What was it about? 

PRELORAN: This guy is a watchsmith, lonely, brooding, and he has a wife, and he 

comes home and he sees that there's been somebody there and what have you, smoke, 

and what, and he thinks that she has a lover. And this goes on for several weeks, and 

so he goes home every day with a little bit of powder, and in the basement he goes 

putting them in little things. And then one day he has them all ready, he hooks them 

up, and he comes home at noon, knowing that she's not there, sets it up, the bomb, for 

three o'clock, with an alarm. 

COLLINGS: Good lord. 

PRELORAN: And as he's getting up, two burglars come in, and they see him and 

they tie him up in front of his bomb. And so then they come home, and he has three 

hours there, you know. 

COLLINGS: So this is destiny? 

PRELORAN: Yes. [mutual laughter] No. Fate. Fate. Fate. Fate. 

COLLINGS: Oh, this is fate. 

PRELORAN: No, no. Destiny is putting the bomb, but fate is— Yes. [laughs] He 

has no control over it. That's the fate. 

So he finds out that it's her brother, and they don't know what to do, and they 

go off, and the bomb fizzles. And he goes nuts. He goes crazy. So, anyway. It's 

okay. I have it up there. 

And then they drafted me, because obviously I had lost my university deferral. 

So I was sent to— 
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COLLINGS: You hadn't thought of that, had you? 

PRELORAN: Yes, no, I knew. 

COLLINGS: Had you? 

PRELORAN: But, you see, I had asthma, so— And, oh, I had been thrown out of the 

Argentine army because of the asthma, thrown out. I had an attack. 

COLLINGS: At like age eighteen, right, or— 

PRELORAN: Nineteen, yes. But when I went I got an attack that lasted two weeks, 

you know, and I kept [demonstrates]. 

COLLINGS: Exaggerating it? 

PRELORAN: Fanning it. Anyway. They send me to Fort Lewis in Washington in 

the middle of winter, and I don't have another attack ever, ever again. I've never had 

an attack of asthma when I left my home. It was my mother. 

COLLINGS: Your mother? She sounds like she was the nice one. 

PRELORAN: She was wonderful, but she was— With me, it was impossible. It was 

impossible. She was like there all the time. "What are you doing?" "What are you 

writing?" "Don't do that." "Watch yourself, it's cold." "What are you eating?" 

"Who's that girl?" You know, everything was control. 

COLLINGS: Was this feeding off the early asthma attacks when you were a baby that 

maybe scared her or something? 

PRELORAN: Right. She said, you know, "You don't know what it was to see this 

little baby, totally—." 

COLLINGS: Turning blue. 
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PRELORAN: She was a nurse, so she was really— Anyway, I understand her. But 

what happens, probably, and I guess this is a psychosomatic problem of asthma and 

other things, is that you have the sickness and anything that happens, it's the weakest 

part of your body, so it goes that way. So that was my weak spot. But when I was 

free and I was doing what I wanted, it cured itself. I don't know. 

COLLINGS: Wow, that's amazing. 

PRELORAN: Well, I was getting better and better as I was growing. 

COLLINGS: You got bigger, your lungs got bigger. 

PRELORAN: My lungs, yes. My lungs got stronger, yes, yes. But I did have 

occasionally, and there were— Now that I think of it, obviously, there were always 

sort of depressing moments of not being able to do what I wanted. 

I believe that being alone like that and being a loner, you become your own 

destiny. You become a loner in the sense of wanting to do what you want, and 

somehow I came out that way. I mean, it's probably part of the genes. But, boy, you 

know, I wanted to go to the States; I didn't care, I went. No fear at all, ever, ever, of 

doing anything that I've done. 

COLLINGS: Now, would you have wanted to go as much if there hadn't been all of 

this political unrest? 

PRELORAN: No, no. I'm sure. I'm sure. I'm sure, because this was a catalyst that I 

did with these two other kids. They're married. They have, I don't know, seven kids. 

They live here in Pasadena, and they are wonderful architects, great. But it just wasn't 

for me. 
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When I went into film and I started making this film, oh, it was just heaven. I 

don't know what it was. It was the making, it was the writing, it was the lighting, it 

was the camera. I did everything. I did the camera and, you know, figuring things 

out. It was such— So satisfying. 

So I went to the army. They sent me six months to Heidelberg, well, a little 

town called Schwetsingham, [phonetic], and I met there a black soldier, Art Hall, 

Arthur Hall, who had been a dancer in the— Oh gosh. Philadelphia? Katherine— 

COLLINGS: Martha Graham, would that be? 

PRELORAN: Maybe it was, yes, Graham. She had a— Well, I can check that. 

So, you know, we met. I was playing the piano. Oh, I played the piano, of 

course. I played the piano, too. When I was fourteen, my mother invited an eighty-

three-year-old Chilean concert pianist to home, and he was there with his sister and he 

was sort of living with his brother, and every week he'd come twice a week after that. 

We had an upright piano, and he started teaching us all the piano. I was the only one 

that had any sort of talent, let's put it that way, because the others sort of worked at it. 

But it was very difficult for me to memorize. I could not memorize. So I 

would read, and I would do well, and I had then a teacher, and she took me to her 

teacher, which was the top of Buenos Aires at the time. He was the pianist's teacher, 

and I was his ninety-fourth student or something like that, you know, way down there. 

And I'd go, and he was always after me because I didn't practice, but he liked how I 

played. So I did give a couple of recitals at his place, and one day I froze and I 

walked out. It wasn't for me. It wasn't. [laughs] 
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COLLINGS: But it sounds like it was a nice introduction to music, because, you 

know, one uses music with film. 

PRELORAN: Oh, oh, oh, oh, oh, oh, wonderful to play, yes. Because I don't listen to 

music; I don't listen to anything. I work in silence, but the thing is, Bach you'd rather 

play it than listen to it. It's the fingers that are doing some, you know— These lovely 

things. But when I started film, forget it. Everything else was eclipsed. 

COLLINGS: It sounds like you liked to do things with your hands. You mentioned 

the erector sets, the woodcarving. 

PRELORAN: Oh, yes, right, from very, very young. 

COLLINGS: You know, the piano-playing. Film is very hands-on. 

PRELORAN: Yes, yes. My father had a lot of hobbies, and bookbinding we did. Oh, 

gosh, yes. And I sold lawn chairs to all my neighbors, and I did little houses for 

mailboxes, you know. 

COLLINGS: And your grandfather was a woodcarver. 

PRELORAN: Yes. 

COLLINGS: These elephants? 

PRELORAN: Those are bookends, and they're just— 

COLLINGS: I see. They're wonderful. So that's a family tradition. 

PRELORAN: He was excellent. He was. 

COLLINGS: He was Italian, also? 
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PRELORAN: Yes. He was an anarchist, and he'd love to go to the opera and hang 

out with the opera singers and all that, and he didn't take care of my grandmother, so 

she was— Well, that's another story. 

My sister left for the States when she was nineteen and I was fifteen, so she 

took a boat that was a cargo ship that only had twelve passengers. And as we were 

waving goodbye, the ship was leaving, she said to my father, "Say hello to Nona." 

What? 

So I go home and I face my mother, and I say, "Well, what is this? Who's 

Nona?" 

"Oh, oh, I—." 

COLLINGS: Never mind. 

PRELORAN: Yes, yes. [Imitates mother.]. And so that Saturday, my father, this is 

how he did it, "Get dressed." And he just took me into an insane asylum, and the 

biggest in Buenos Aires, I mean it was a scary place. 

COLLINGS: I'll bet it was. 

PRELORAN: And here was this little old lady, ninety-something, that wasn't mad. 

She was left there because she had problems of nervous problems, breakdowns, and so 

she couldn't go out on the street and so on, so the family just threw her in there. And 

she had— She was free. She would go up to see friends and all that. So she was a 

lovely little lady, and she was enchanted to see me and meet me, and then she died a 

few months later. [laughs] But here was this dark secret in the family, you know. 

[laughs] Anyway. 
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COLLINGS: Now, was there like a class difference between your parents? I mean, 

your father was an aristocrat and— 

PRELORAN: Oh, my mother felt it when she went, yes. Here she was, a lovely 

redhead, lively, unconventional, and these stuck-up ladies made her life hell. But little 

by little, she grew into the part, and we had a nice house, and Dad would invite the 

people from his office and what have you. And the family started to visit us. 

COLLINGS: His family? 

PRELORAN: Yes. They were my aunts. They were just wonderful. Some of them 

were- One of them was wonderful, just great. I waited for her always. She was the 

grande dame, from a hauty family, I mean, listen, just stop it a minute, no, no, 

because this i s — 

[interruption] 

PRELORAN: So I'm in the army, and one thing that I forgot to tell you is that when I 

quit architecture, my father, who had never written me or anything, wrote me a letter 

that was so terrible. He said, "You're in fourth year, for God's sakes, of architecture." 

COLLINGS: He didn't know that you'd already quit. 

PRELORAN: Well, no, no, I told him, yes. 

"You finish and then do whatever you want, but you have— You're an 

architect." That was very important at the time. Well, it is now, too. And he said, 

"Look. This business of being an artist, an architect is an artist. Why can't you be an 

architect?" 
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And the point was that if you have urge to be an artist, why don't you just be 

an artist? But that's ridiculous, because I can't be a trumpeter, I can't be a ballerina or 

whatever, I can't be a playwright, because that's not my talent. My talent is channeled 

through something that I've found to be movies. The interesting thing is that the 

movies is the seventh art. It didn't exist before. So where does that come from? The 

urge to express yourself through a new art, it's very weird to me, because I can 

understand that, well, let's say, talent repeats itself, skipping one generation, so that 

my grandfather was the artist. My father was an absolute engineer, although he had 

some interesting talent. 

COLLINGS: Well, to me, I've always felt that film combined those kinds of talents 

and interests. 

PRELORAN: Well, and the fact that I'd go to see movies every, every day. It was 

like a drug. 

COLLINGS: Because you weren't just interested in seeing movies and perhaps being 

a critic or something— 

PRELORAN: Well, no, not really. 

COLLINGS: —or being a writer. You were interested in making them— 

PRELORAN: Yes. 

COLLINGS: —with the camera, with the tripod, the editing equipment. 

PRELORAN: Okay, I'll tell you. We're coming. We're coming, because you've— 
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PRELORAN: Well, the thing is that— Well, we'll get to that, because there is a place 

where I know exactly— I didn't know what I wanted, and really I never thought. I'm 

not an intellectual. Maybe I am now, but I wasn't. I was a doer of things, and I'd get 

excited with something, and I'd do it against all odds. It took me months, it didn't 

matter. It's the same exactly as what I'm doing now. I mean, I have a goal that's 

mine, not society's wish. 

So I wrote him back and I said, "Dad, this is my vocation, and thank God I 

have a vocation, because most kids don't have a vocation." Well, in Berkeley, of 

course, you were surrounded by kids that were in architecture. They had vocation. I 

mean, you don't get there just like that. 

So I started making— Oh, and I went to Germany, and with Arthur Hall we 

made a movie. We convinced the captain to give us a month off. 

COLLINGS: Really? 

PRELORAN: Yes. I was in a company that we didn't do anything. It was a bunch of 

mechanics that repaired big equipment, and so I was the office clerk. So we didn't do 

much. And so we went in and we made a film entitled The Unvictorious One about a 

black man being born in a day, with a day, and then he goes through life and he sees 

himself dark, but he doesn't know. And then he tries to get through a door, and it's a 

little difficult, but he gets through and he starts dressing himself, and then he goes to 
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another door and it's more difficult, and he's, you know— And then the third door is a 

white door and all black, and he can't get through. And so he dies at the end of the 

day saying, "Well, maybe in the next generation I'll get through." 

It was all done completely in one room with lights and things, and I like it very 

much, except that I want to add to it now a lot of things, masks and things of white 

people that— So it's there and I want to do it. But it was wonderful to just do that in 

Germany. 

COLLINGS: And when did you first start being aware of racial issues? 

PRELORAN: We had no racial issues at all. I'm totally anti-nothing. My father was 

anti-Semite, my father was Republican, my father was this, that, and the other, he 

hated this, he hated that. But when I started to travel, I just had an open mind, and I'd 

love everybody. So that happens when there is absolutely no black people in Buenos 

Aires. None. However, in these last years, Koreans started to come in, and the racism 

of Argentines toward Koreans is astounding, astounding. 

COLLINGS: What about like Indians and that kind of thing in— 

PRELORAN: Well, yes, yes, but I didn't have any— My mother was so democratic. 

She never had a maid. 

COLLINGS: Was that unusual? 

PRELORAN: Well, we were surrounded by Americans. It was an American 

community, so, you know, all those things didn't bother me. I was apolitical. Racist, 

no. 

24 



But then later, I started to really be concerned. So I went back— Oh, here I 

am in Germany a year and a half, right, and I start to write letters to a girl, Elsa Dondi, 

in my high school, she was a girl in my class that I hadn't seen for six years. And we 

start to— And then I say, "Listen, why don't you go over to my parents' house. They 

have a lot of slides I shot in the States and all of that. Why don't you go and see 

them." 

My mother sees this girl and she says, "God, this girl is wonderful. This is for 

you. She's for you, man." 

COLLINGS: She's got it all worked out. 

[interruption] 

PRELORAN: Oh, here's the film with Art. 

COLLINGS: Yes. 

PRELORAN: Oh, there's Art. Oh, there she is. And so my mother was taken by this 

girl, very, very soft and lovely girl, and so she starts to promote her. And we start 

writing and what have you, you know. 

And meanwhile, I start going out with a girl in Germany, a very nice girl. 

Just— I don't think we ever held hands or anything. It was just went out and we'd 

talk. She was at University of Heidelberg. And I wrote back to Mom that I had this— 

"[Gasps] Don't you even think of marrying a German girl, you know, the enemy, 

World War II. You know those people." [laughs] 

COLLINGS: Wow. 

PRELORAN: So she started to really, you know, promote Elsa. 

25 



So I wrote her and said, "Yes, would you like to come?" 

COLLINGS: And was Elsa Argentine? 

PRELORAN: Yes, yes, she's Italian descent, yes. 

So I waited a month, and then a big si, yes, she wrote. And a month later she 

came, and she spent three months there waiting for the army to okay my marriage, and 

it didn't happen. 

COLLINGS: Really? 

PRELORAN: No, because they had to— It was never, you know— If you married a 

German girl, it's easy, because you— But this was Argentina. They had to call the 

embassy and all that, the papers got lost, and so we were getting really bad, because 

she didn't want to have sex and I was respecting that. I was a virgin, you know. We 

were— This was very 1960, and I was a staunch Puritan, you know, in every sense. 

To me, my mother had given me these rules, you know, of rectitude. 

And so it got pretty tense, and we went to Italy and we saw my aunt, my lovely 

aunt, and then when we came back, Elsa said, "No, I'm going home," and she left and 

she went to Genoa to take the ship. And I went home, and, god, you know, and I 

called her, and then one day she said, "Yes, I'll go back." 

She came, I really made a stink, we were married, and one week later, I was 

flown back to the States. 

COLLINGS: By the army? 

PRELORAN: Yes. And I was out. So I was married, and she was in Germany. 

Anyway, she comes to L.A. 
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Oh, by that time I had been admitted to UCLA in film as an undergrad, so I 

was in seventh heaven. We came here, we spent two years, I got my bachelor's, she 

worked, and it didn't work out. She was such a lovely girl, but she just didn't get into 

film, and it was my, you know, my everything. So I'd stay out making films for 

others, I'd light others, I'd camera them, I'd make my own. 

COLLINGS: Yes, it's like it's around the clock, just all the time. 

PRELORAN: I took advantage of this, and it was my destiny. [laughs] I worked at 

it, yes. 

And so two years, and then she got pregnant and she went home slowly by 

boat, and I went to New York and I saw some people, and I made a phone call to a 

millionaire, Edward Larocque Tinker, who was a fan of a lot of horsemen in the 

Americas. He wrote a book. So he suggested that I make a film on the gaucho. So I 

went home, and he eventually sent me eight thousand dollars, I think, and so I got a 

Jeep loaned to me, loaned to me by the factory, a brand-new Jeep, and a fellow student 

came, German, and we started out. 

But previously, my wife had my child, Adriana Beatriz, in 1961, and a week 

later, we separated. She was having problems with the kid because she was giving 

milk that had toxins in it or something, because we were so badly matched. It was just 

when I left, peace, and she never let me in again. I mean, that was it. But luckily, she 

let me see the child over the years, so every so often I'd see her, and now she's forty-

two, forty-three, lovely woman, just wonderful, and her mother lives and she's great, 

too. 
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COLLINGS: And does she live in Argentina? 

PRELORAN: Yes. Her mother never remarried or anything. 

So my daughter doesn't like me too much because of that. I mean, she thinks I 

abandoned her, but I made efforts to get back and Elsa didn't want to. 

COLLINGS: Did she marry? 

PRELORAN: No, she didn't. 

COLLINGS: Your daughter. 

PRELORAN: Oh, yes, yes, ten, fifteen years ago, but she doesn't have any kids, and 

maybe she'll come. I got her a green card, so we'll see. 

But the thing then, I started to travel throughout Argentina for one year and a 

half. 

COLLINGS: Now, was this first time that you had traveled at all in Argentina? 

PRELORAN: Yes. I'd never seen my country, never. 

COLLINGS: Because prior to this, you'd been in your American expatriate 

community. 

PRELORAN: Well, I had gone to that valley once, but I had never seen it. But this is 

different. I went to work. I went to look and to understand. 

Okay. Now, one of the things that happened at UCLA was that when I 

graduated, I suddenly realized that I was not like the rest of the kids who had all kinds 

of ideas and scripts and things, and I had nothing to say. 

COLLINGS: So you had not been interested in documentary before this? 
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PRELORAN: Oh, no, no. No. But the way I worked— Well, no. No. I made a film 

as my thesis, which is astounding. Astounding. I mean, it's not. But the way I see, 

it's a story about a soldier that's in the middle of a battle and runs from the battle in 

shellshock until he leaves the battle. And he settles down, he has a smoke, he listens 

to the birds, he looks around, and nature's back, and then all of a sudden, a shot, and 

he's off again. And so he runs and he's shot and killed. 

COLLINGS: And this is Death Be Not Proud. 

PRELORAN: That's right. That's right. And I did it in Topanga Canyon, and I went 

with Tom [Thomas] Skerritt and my real good buddy Julio Luzardo, who did the 

photography, and we sort of eked out the story as we went along. So there it's 

obvious that I wasn't a preproduction person. I would rather be in the fray and 

deciding what to do. So yes, that— 

COLLINGS: It's almost more sculptural in that sense. 

PRELORAN: Yes. Right. Yes, that's right. Well, but the interesting thing is this. 

Now, this is where my ancestry comes in. The film starts with thirty-five seconds of a 

battle, all done with shots and with percussion. So what we did with this friend, he 

did a percussion thing [demonstrates], and what I did is I put the notes, instead of 

notes I put "cannons here, mortars here, machine guns," this, that, and I had five or six 

tracks that I mixed together. And then I cut to rhythm and so [demonstrates]. So it 

was all done absolutely mathematically, with eleven frames per second, per beat. Per 

beat; I'm sorry. 

COLLINGS: Were you listening to any avant-garde music at that time or anything? 
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PRELORAN: Oh, no, no. This was pure percussion. No, I didn't go in for that, not 

at all. I like Frank Sinatra, you know. I like melodies. I don't like— You know, 

music, to me, is just to have in the background if necessary, but my mind is working 

all the time. 

Okay. But the thing is that in the filming of the movie, I was using my 

mother's background, Celtic, magic, intuitive, improvised, fast. I see something, I do 

it; I don't think about it. That's where I think my mother came in, and my father is a 

mathematician. And the editing is then taken— That material is taken into another 

part of the brain, and that's absolutely rhythm and music and control, total complete 

control. And all my films since then have been that way, where you shoot as if it were 

a newsreel. You're shooting what's happening. But then in your mind you're saying, 

"Ah, yes, but I'm going to edit it with this and with that," and you're creating a film 

that's dramatic. But in the making— So that's exactly what ethnographic film is. So I 

fell into it almost, you know, perfect. 

COLLINGS: And you have these two thought processes running along 

simultaneously at the time. 

PRELORAN: Yes, yes. I don't know at the beginning, but now, first of all, the 

camera is a glove. You don't even know what you're doing. You set it, you know 

everything is perfect, and you don't even concentrate. You're concentrating on 

something else. And you're telling the story, and you're telling it, what's happening, 

in two ways. One is the action, and one is the reaction. What's this kid looking at, 

you know? So you have to be, all the time, sort of picking up everything. 
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Now, with my second wife, Haydee Mabel [Preloran], she's an anthropologist 

and she does the sound, and she's in the— I see her, and she goes, and so she helps me 

decide. But that's the perfect, the perfect way of doing it, two people, sound and 

camera, and the sound is the person that's looking for you. I've been blessed. 

COLLINGS: Yes, it sounds like. 

PRELORAN: Privileged. 

COLLINGS: Yes. 

PRELORAN: In other words, this thing here [Preloran's autobiographical graphic 

novel]— 

COLLINGS: Yes, this compilation of your— 

PRELORAN: No, this that says here, "What have you done with the talents I gave 

you?" is exactly— Is this it? Oh, no, here. 

COLLINGS: Yes, "What have you done with the—," yes. 

PRELORAN: Is the thing about fate and destiny. "What did you do with them?" 

COLLINGS: Yes. So it sounds like you have identified what your particular heritage 

was in the sense that you got these things from your parents and your upbringing, and 

you brought your own vision and you've done exactly what you wanted to do, and it 

sounds very satisfying. 

PRELORAN: Well, look. First of all—and I see this always with my students—you 

imitate somebody. You like something and you do something like them. And my 

imitation, I never saw documentaries ever. 

COLLINGS: Yes. That's what I was wondering. 
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PRELORAN: No, no, only Hollywood films and musicals and cowboys and all this. I 

loved it. Never did I do a cowboy film or a musical. In other words, it didn't matter. 

But when I did my own thing, somehow there's a style and a thing that's yours. 

COLLINGS: So when this project on the gauchos was thrown at you, that was just 

fortuitous. 

PRELORAN: Right. 

COLLINGS: And you grabbed it and ran with it. 

PRELORAN: Grabbed it. Oh, did I. I mean, this guy was eighty-three and he wanted 

a film that he could show as he was talking. In other words, that was common. You'd 

show a film, and then on the microphone he'd be telling— He'd be the center of 

attention. But when I got back with four films, because I found not one gaucho, but 

three in different regions, so I made hour-long films of three, and then we decided to 

make a fourth film of his presentation of the gaucho and then you saw the three. And 

I convinced him to do sound with them and finish them, because, you know, he was 

going to die soon, and this would be his legacy. So I shot him. He's in the film. 

I suddenly realized what Argentina was, an incredible country, goes from the 

tropics to the Antarctica. It's just incredible place. And my filming was very sharp, 

very sure. I mean, it wasn't an amateur working. I made very sophisticated films, and 

I realized that my real, real love for film is in the second part. 

COLLINGS: The editing. 

PRELORAN: The editing. You see, what you do is you pick up some material that's 

just footage, and then you put it in a certain form that's art. And the art form means 
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that you're doing it for an audience, you're going to tell them this first and then you're 

going to go through this, and then you're going to peek here and go there. And it's 

very clear how you have to manipulate this material to affect the audience the way you 

want it. 

COLLINGS: Now, could you use sound footage, do you think, or would you need to 

shoot your own footage? 

PRELORAN: I later did a lot of stuff, but in this first one, no. This one, I went. I 

went to these ranches and I stayed weeks and I shot a lot of stuff. It was just 

wonderful. Oh! And I learned how to go on horseback and, you know, do all these 

things. Asthmatic? Me? 

COLLINGS: That'll teach 'em. 

PRELORAN: And these were two kids, two of us, in a Jeep, going anywhere. Oh, 

my father was so mad. 

COLLINGS: Was he? 

PRELORAN: Oh! I was the black sheep of the country. 

Look, this is one thing that happened that really just— At one point I just had a 

Bolex, wound. It gave me shots of twenty seconds, and I rewound. And that means 

that you're doing things fast. You couldn't get people to talk. You couldn't get 

people talking. So I started to see the need to do things with a narrator. And then I 

started to change the soundtrack little by little, as the film— Oh, well, I'm getting 

ahead of myself. 
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But anyway, as a film thing, I needed a tape recorder. So I wanted to buy a 

little German Geloso, it's called, or something like that, very cheap, a hundred, two 

hundred dollars, a very terrible thing at the time. And I asked for a loan from the 

Fund of the Arts, and they said you have to have a guarantor. So I went to my father, 

and he, grumbling, went with me and he took the deeds of the house and he came out 

as my sponsor. 

Three days later, he confronted me and he said, "Now, look. I have put my 

house as a guarantee of your debt." 

COLLINGS: For the tape recorder? 

PRELORAN: Yes. "How are you going to pay this back?" 

I said, "Well, ten bucks a month or something like that, you know. In a year, 

I'll do it." 

"Well, listen to me. You are there, going all over the place in this goddamned 

Jeep, you can crumble and die and I have to pay your goddamned debt. So I want you 

to sign some—." 

COLLINGS: Life insurance. 

PRELORAN: "—life insurance, and I'm going to tell my brother to be after you with 

these ten, you know. Every month I want to be sure that it's done." 

I said, "Sure," you know. My uncle laughed. But this was extraordinary. Can 

you imagine a father doing that to you? A life insurance because you could die and he 

has a debt. 

COLLINGS: Of a hundred dollars. 
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PRELORAN: Pardon me. [mutual laughter] Anyway. 

Well, let me just go forward, just to get better with my father. Eventually, 

through the years, I did good. I got two Guggenheims and I— This and that. And 

then I came to the States and I was a professor in postgraduate work. 

COLLINGS: That must have gotten some points with him. 

PRELORAN: My father considered his life at MIT as the high point of his life. To be 

in a great university and to be a professor, for him, was it. So from there, I became 

there. And he came to the States and he went to a class of mine to be— You know, to 

see, and he didn't know what to do at the end of his life to please me. 

COLLINGS: Wow. 

PRELORAN: He had— 

COLLINGS: It sounds like it was so tied up with status. "My son the architect." 

"My son the professor." 

PRELORAN: Right, or no. Yes, but also no. Well, yes, maybe. He never bragged to 

me. But to me, it was, "You didn't do what I told you." To me, it was that. Status, 

yes, maybe, maybe, maybe. But, boy, when I— Those ten years or twenty, you know, 

until I became what I was, he didn't respect me at all. He never wrote me, he never 

gave me a cent; nothing. I did my own thing in the States. 

COLLINGS: And when you were growing up, did you have a sense that he was a bit 

of an odd duck like from other members of the family, or did they all line up behind 

him? 
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PRELORAN: He was a very honest man, but no sense of humor whatsoever, none. 

You know, he couldn't even laugh. He couldn't even take a joke. It was so forced. 

And I think I have a sense of humor. I mean, to me, everything seems fun. So I think 

that's probably the worst thing that he had. And my friends always thought, they said, 

a very strict man. They didn't like him. He was, you know, sort of— 

COLLINGS: So your sense of him was mediated by the fact that other people kind of 

agreed with your point of view, it sounds like. 

PRELORAN: Yes, but I lived there, and he didn't pay attention to me, so it was okay. 

I had enough freedom that way. And my mother was all over me. 

COLLINGS: What did your sisters do? 

PRELORAN: Well, my older sister came at nineteen to the States and worked at CBS 

in New York. She became a really, you know, shmancy fancy New Yorker, cute, and 

what have you, and married an Italian count, Venetian, very nice guy, and they're 

living in Maine now, retired. 

And my younger sister also came to the States, also worked in New York for a 

time, and then married an Armenian, a jeweler, never had kids, and after ten years, 

they separated, and she married again. Now she's in the middle of Argentina in a 

ranch. She has a— And she's divorced again, free and easy, very lively, just like my 

mother, very lively. 

COLLINGS: Did your mother ever make visits back to the States? 

PRELORAN: Yes. Once my father retired, my father would come to Boston every 

two years to wear his coat at MIT of the graduates, ex alma mater, you know, forever. 
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So they were always on the East Coast, and my mother has friends there, had friends 

there, and all. And she'd stay with my sister and what have you, yes. 

But I was the lost cannonball. It was just you couldn't keep up with me, I 

mean. 

COLLINGS: Now, did you go to church growing up? 

PRELORAN: I was a— I went to Catholic church, and then, no. Then high school, it 

was too expensive for them. 

Then when I came here, what an interesting thing. In Berkeley we met with 

these other two, this other couple that I came with, very staunch Catholics. We met up 

with this wonderful Father Garcia, a missionary amongst the Latinos and the blacks in 

Oakland, and every month, every Sunday, we'd go with him, two or three Masses, to 

these very small churches. He would go from one to another. And he was the guy 

that taught me how to drive, because I would drive him to the bracero communities in 

Central California, while he read the bribery and whatever. And so he was just a 

wonderful guy. He was the one that said to me, because when my father said that to 

me, I thought, "Wow, you know, what shall I do?" 

And he said, "Look, you have vocation, so that's it." 

COLLINGS: That's a given, yes. 

PRELORAN: That's a given, because it's like a fire that will take you through 

anything. "The point is, though, what you do with it. And so I'm asking you that 

whatever you do with your films, they have to be for society. They can't be for you to 

be famous, money, pornographic, this, that. No, no, no. They have to be constructive. 
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You have to leave the world better than you've got it." And that's it. "And then your 

parents at twenty-two, that's it. From now on, you are your own person." Now that, 

with this other woman, you know. 

COLLINGS: Yes, exactly. This is— 

PRELORAN: Burnt me forever. 

But I have to go on. You want to— 

COLLINGS: What were you going to say? 

PRELORAN: You want to stop? 

COLLINGS: No, I thought you— 

[interruption] 

PRELORAN: Unless you want to. 

COLLINGS: No, no, no. 

PRELORAN: Because I think maybe it's better if we don't do it too long. 

COLLINGS: If you— 

PRELORAN: No, no, we'll continue, but I'm getting excited. [Collings laughs.] 

So I made this film, these films for Tinker, went back to New York, six months 

edited in a little editing room there, and presented these two versions, Spanish and 

English, to him, and then I came back to Argentina. 

I went back to Argentina, and in my travels for those films, I went to the 

University of Tucuma where I had a friend. The gangster, he was now a professor of 

architecture, history. [laughs] He got me in touch with the rector, and the man asked 
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me if I wanted to work there, and I said sure, but I had to go back to the States and all 

that. And he actually wrote me twice to the States, asking me if I was coming. 

COLLINGS: To teach film, is that right? 

PRELORAN: No. So I went back, and he wanted me to make films. Well, that's 

what I suggested. I mean, we talked, and I said, "Would you like— It would be nice 

to document." 

All right. We have an institution here of cinema, and the guy that was running 

it was just terrible. So I said, "Look. I'll do it on one condition, that I'm independent. 

I have my camera, I have all my equipment, everything." 

And he laughed, and he said, "Okay, I'll make you my advisor in audio-

visual." 

So for six years I worked at the university, and I made thirty-six films. I made 

I don't know how many slide shows. I mean, we were cooking. I got another Jeep, 

the same company. It was Jeep, you know; they were making them down there. And 

I put on 250,000 miles on that Jeep in six years. They changed the— I'd go to the 

factory. They'd change the tires. They'd take the carburetor out, and they'd change 

that, and off I would go again. You know, probably four or five times I did that. And 

the Jeep was always in perfect shape. 

They'd give us per diem, and we were paid two hundred dollars a month, and 

that's it. 

COLLINGS: It sounds like a great arrangement. 

PRELORAN: No. Well, two hundred is nothing. 
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COLLINGS: I know, but you've got everything you need to hone your craft. 

PRELORAN: But they gave me a room, a little room, in a residency. So I was there, 

I had my Jeep there, and I was free. 

So I got my old buddy, the one that made the first films way down there, to be 

hired also, but he had a wife and two kids and he was a family man, so he stayed for 

me for about a year. 

So then I was driving up in the middle of nowhere, and I saw this young guy, 

so I picked him up. So he was a twenty-year-old kid that had just finished the army, 

and he was just going through. And I said, you know, "What do you do?" 

"Take photographs, an artist," what have you. And he became my assistant for 

two years. Two years, yes. And one of the best guys, photographer, wonderful, just 

wonderful, wonderful guy. 

COLLINGS: Oh, that's a beautiful photograph. 

PRELORAN: Yes. We had such fun, the two of us, just— You know. 

COLLINGS: Now, you saw the making of these documentaries as sort of fulfilling 

your mission to be doing something for society, right? 

PRELORAN: No, no, no, I don't think so. No, I don't think so. I don't think I 

thought much. This is all the sixties, okay. I started in '61, and by '69, well, I had 

quit the university, and I was on a Guggenheim. So by '69 I had made fifty-five films. 

COLLINGS: The Guggenheim was for the purposes of documenting these 

communities? 

PRELORAN: Yes. Well, let me go back, because it has to, yes, work up to that. 
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COLLINGS: Because perhaps not that much was known back then at that time. 

PRELORAN: The thing is this. In 1961, I was chubby always. I was chubby. So I 

stated taking a pill that had just come out Parabolin compuesto—and it turned out to 

be an amphetamine. So every morning I'd take this, and I was cooking. I mean, I was 

brilliant. I mean, go, go, go. I made six films a year, you know. I'd drive around 

alone in the Jeep, and I had this microphone here, and I'd go [demonstrates], and then 

make tests. I was like this for six years. 

So I mean, I didn't think. I was just having such a ball. People say, "Where 

did you sleep? How did you do?" We had no money. I don't even remember. Those 

things, I never had a sleeping bag ever. In hospitals, in schools, in prisons, it didn't 

matter to me. 

COLLINGS: So you were bringing the kind of more remote areas of the country to 

the public mind. 

PRELORAN: Well, here's the thing. When I started, I hooked up with a very 

wonderful, wonderful folklorist who gave me the vision of Argentina, and so with the 

funds of the arts, we made a deal, and we started what we called the Relevamiento 

Cinematografico de Expresiones Folfkloricas Argentinas, a documentation of the 

folklorist aspects of Argentina. And so I'd go to this place. There was a little feast 

here. And then I'd run over here, and there's another feast here. And then there's the 

harvest over there, and over here there was having- You know. So I had a map and a 

guide. 

COLLINGS: A calendar. 
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PRELORAN: A calendar. And we would go. We would run from one extreme to the 

other of the country. 

COLLINGS: Let me just pop another tape in. 
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TAPE NUMBER: II, SIDE ONE 

April 19, 2004 

PRELORAN: Oh, I have to take you upstairs to see all the tapes I have. 

COLLINGS: You had the calendar and the— 

PRELORAN: Yes. So we'd go from one place to another, just the two of us, and then 

we'd come home and I'd edit. He never cared about film at all. He'd be with his 

photographs, and I would do editing and all that at our place, and then we'd go off 

again, you know. To me, you know, it's like if we were two monks, total aesthetes, 

ascetic, aesthetes Do you call them aesthetes? 

COLLINGS: Ascetics? 

PRELORAN: Ascetic, yes. In the university, you know, they wondered about me, if I 

had girlfriends and what have you. There was no— Nothing. 

COLLINGS: But you were too busy. 

PRELORAN: No. But I mean, it didn't even enter my mind. Later I had an affair 

with a teacher once, but really, in six years it was absolutely astounding that film was 

completely absorbing. 

Now, I had the privilege of going into the most remote areas of my country, 

stayed there, learnt about them, and things like that. 

COLLINGS: And had people been going into those areas? How were you received? 

PRELORAN: Well, it's interesting, because you can see from my films, as I made 

them, how I started out very far, then I started getting nearer, and then eventually I 
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made some films about craftsmen and very near. And so I started to lose this tension 

that I thought was there. But what has happened—and I know this is something 

magical; I don't know what about it—is that somehow I created a style for myself in 

which I was very easy to be with, with these people. And I never took out the camera 

right away, and it was always, you know, very [inaudible]. 

And then if it was a craftsman, I would say, "Oh, I'd love to shoot," and I'd 

start there and go up to their face. And then after a while, you go back, and you go 

back and back, and then after that you could do anything you wanted, and these people 

didn't react to the camera. It's a gift. I don't know. I've seen other— We went with 

my first buddy to a big to-do where two great processions come together. He took 

one. I took the other. I threw away everything of his. 

COLLINGS: Why? That's what I was wondering, everybody waving and smiling at 

the camera. 

PRELORAN: Nobody looks at me, nobody. And the minute they start, I look away, 

and I shut the camera off. In other words, I know that I'm not going to use it. 

But this other guy was a tourist. He's not a professional. You're a tourist. So 

you're camera-cautious. I'm a professional, and they know I'm working. I don't 

know. I don't know. I swear. 

COLLINGS: But was it like that to start with? 

PRELORAN: Always, yes, yes. But the gaucho films is totally normal. 

Well, look. The thing is this. I've come to realize, later, of course, looking 

back, that the one thing that always bothered me in Buenos Aires was to be around 
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intellectuals, sit around a cafe, talking about Sartre, this or that, you know. I never 

read. 

COLLINGS: And I suppose there was quite a lot of that at the time in Buenos Aires. 

PRELORAN: At university, oh, yes, it's a very cultured city. I was in architecture, 

you know. It was. And it was more interesting now, obviously, because there was a 

lot of art. 

COLLINGS: Yes, it was a very important time. 

PRELORAN: Theaters, oh, theaters all over the place, more than Paris. Books 

printed, I mean people were very— Until the military sort of emaciated the 

instruction, education went down, and that's it. 

They gave me in Berkeley the fifth year of high school as the first year of 

college. Can you imagine? That was very highly— Now, at UCLA, some degrees of 

bachelor's aren't accepted unless you take some courses, too. 

COLLINGS: Oh, that's a big change. 

PRELORAN: There's a big book. No, no, yes, Argentina, very weak in this and that. 

Anyway, so the thing is that I was always leery of intellectuals, and I didn't fit 

in. I went to see musicals and things. But when I found that I could be at ease with 

somebody in the middle of nowhere and just enjoy watching, because I was there to 

work so I was watching, I wasn't just, you know, biding my time. 

COLLINGS: I wonder if you particularly responded to the fact that when people live 

in these very, very rural environments, they're constantly working on something 

themselves, you know. 
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PRELORAN: Yes. Well, look. One of the films I made, I took over a year in making 

it. We'd go, with my present wife, in our little Deux Chevaux, our little Citroen, and 

go way out in the boondocks and visit them every month or two months or something 

like that, for a year or whatever. I went there first once and I just sat there. 

Now, this is in the middle of nowhere, a semi-desert. The next neighbor is ten 

miles away, and, you know, this man had a hundred head of cows because he had a 

well and that's all he could feed. And they'd wander off and they'd come every day to 

drink water. So I watched this windmill, and I thought, "You know, this is it. This is 

the center of life. No water, this didn't happen." And this man was free, and he had 

his own cattle and all that and lands nobody wanted. And so, to me, that was the 

thing. 

So as I filmed the film, you constantly go back to the water and this and that, 

so that's me. That's what I was watching. And then you present the characters. You 

present their surroundings, then you start to delve into more and more, and then 

eventually you see something that happens in community. And then you go into his 

beliefs and things. It's a building of a personality, and at the beginning you say, 

"Well, yes," but then at the end you say, "Wow, this guy." 

COLLINGS: I felt that quite a bit in the Zerda's Children that you loaned me. 

PRELORAN: Yes, that was a such a— 

COLLINGS: Where in the beginning it seems that it's just about this very particular 

situation, and then it widens out to be about— 

PRELORAN: Was it a good print? Where did you see it? 
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COLLINGS: You gave me a videotape. 

PRELORAN: Oh, okay. Well, it's probably from a very bad print. 

COLLINGS: I don't remember. 

PRELORAN: But you— Oh, you don't— 

COLLINGS: What? 

PRELORAN: You don't remember what? 

COLLINGS: I mean, I don't remember if— I know that one of the things you gave 

me had some like frames flickers and things in it. I don't remember if that was the 

one. 

PRELORAN: No, but I mean, it needs a good new print, and I don't have the money. 

COLLINGS: It's a beautiful film. 

PRELORAN: That film, narrated— I mean, introduced by Henry Fonda, can you 

imagine? 

COLLINGS: Yes. 

PRELORAN: While I was a professor here. Now, by then I really knew that I— That 

is a film. Well, several of the latest films are now imbued with Rodman's, this Helen 

Rodman's idea. 

COLLINGS: Yes, that's what— See, that's why I was wondering about these first six 

years, because I haven't seen the films from that period, but this clearly is something 

where there's a very potent message about the situation. 

PRELORAN: Well, yes, but then I knew what I was doing. 

COLLINGS: Yes. 
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PRELORAN: Look, very fast. I did a lot of films. I'll tell you later. But in 1969, I 

was invited to UCLA to the first colloquium on ethnographic film, and all the popes 

were there. Jean Rouch. 

COLLINGS: Why were you invited? 

PRELORAN: Because Colin Young was a professor of mine, and he was then the 

head of the department, and he was the head of this ethnographic thing, and he had 

heard I was doing something. Maybe I wrote him. And he invited me out of the blue. 

And I said, "No, I can't. I don't have the money." 

And he said, "Oh, no, no. I'll pay your everything." 

So I came and I sat in the back, you know, and these popes, these great, you 

know, Jean Rouch and all these guys were up there, and I was watching films for the 

first time, and I thought, "My god," you know. 

COLLINGS: Ethnographic films? 

PRELORAN: Yes. So about the fourth day, I got my prints fresh from New York, 

and I told Colin I had them. He said, "Look, all right, I'll put you on right after lunch 

so you have an hour and a quarter. Do your thing." 

So I showed a short, and then I showed a film on the Mapuches that I hadn't 

finished yet. They had Damacio Caitruz, and I narrated it. They had me there three 

hours. 

COLLINGS: And what did they like about it? 

PRELORAN: [Walter] Goldsmith. 

COLLINGS: Or what did they not like about it? [laughs] 
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PRELORAN: Oh, no, no, no. They thought it was fantastic. He said, "What kind of 

a crew do you have and how many feet in film?" and everything. 

And I said, "No, no. It was, you know, just me." 

And "How did you get in there and how did you do this?" because it's the 

scene, the most interesting one, is that somebody had died and there was a procession 

and how they bury them and everything. Very famous anthropologist, Walter 

Goldschmidt, at UCLA, was just enchanted. 

And so it created such interest. And when it finished, Colin came forward and 

he says, "You're going to make a film for me." So he sent me later that year to the 

Delta in [inaudible] River to shoot the [inaudible]. And then I spent 1970 here editing 

the film. 

But they had to pay me somehow, so Colin just said, "Listen, take these two 

seminars on ethnographic film and documentary," and I didn't know one iota. '69, I 

was thirty-six. I had never taught in my life. I had been always in the boondocks. 

My mother was afraid that I was going to be uncivilized because I was always out 

there with—. [mutual laughter] Truly, she believed this. Anyway, so I did, and I did 

well. I did well. But that's something else. 

So at that point, for the first time I looked back on my work, and I started to 

understand what I was doing, and from then on I knew what I was doing. Interesting, 

because after that I got two Guggenheims and then I was able to make several— 

COLLINGS: So you got the Guggenheims after that? 

PRELORAN: 1971, '75. Yes. 
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COLLINGS: I see. So when you were doing those six years of the frenetic film 

activity, you didn't have the Guggenheims at that time? 

PRELORAN: Oh, no, no. No, no. I was shooting with practically l.5:1 [ratio]. Do 

you know what that means? 

COLLINGS: Ratio, yes. 

PRELORAN: Oh, I mean, it was— I bought film that was dated. I mean, I cut 

corners everywhere in order to do these films. But I was so good at the end that 

anything that I shot was more or less in the film, you know. [laughs] I was editing in 

my mind. 

Yes, that was enlightening to understand what your style was, and it was a 

style that caught the attention of the international clique of "popes." And so I did go 

to several meetings with them and things like that, and [inaudible] was considered a 

very important film because it created a style in which the character is like an actor. 

He's doing his thing, but you see it's so controlled that it seems that he's doing it for 

the camera. 

And secondly, that his voice is over the soundtrack, which means that you 

don't see him talk, because I only had a— And it gives you the potential to do the 

description of a person in his physical in the camera but in his spiritual on the 

soundtrack, and they combined and they're not complementary. I do this, I do that, 

no, no, no. As he's doing something, he's talking about his beliefs or something. 

So you have these— I started to understand. It had come intuitively, really. 
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COLLINGS: You have the subjectivity and the interior monologue of this person who 

in prior ethnographic practice had been objectified. 

PRELORAN: Exactly. Look. The way I see it is you go to the Warao, you don't 

know the language, you shoot, you do well, I mean, because you know what you're 

doing, and then you put a narrator, and that's it. So what you're doing is you're 

watching this film through a glass. And you can't get to them, and somebody is 

telling you what to think. They're ants, really. 

So the great discovery of mine was to record before the person, before. 

COLLINGS: Tape-record. 

PRELORAN: Tape-record. This happened with Hermogenes I met him and for six 

months I didn't take the camera out, and I went to visit him two or three times. And 

then the fourth time, we actually recorded him an hour, and that's what you hear on 

the soundtrack. And then I transcribed and start to put it in a dramatic context, 

because the years at UCLA helped me to understand drama. You have to know drama 

in order to communicate, at least with the western civilization, because we're part of 

that. 

COLLINGS: I think that's a very important point. 

PRELORAN: Yes, because Japanese or Indian, they have different ways of 

communicating. We found them maybe long and boring or this or that and the other. 

So I had to know the rules of the game of the Greeks, of Aristotle. And that UCLA 

gave me. No doubt. 
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So once you had all this on paper, then I'd go back and I'd shoot, knowing that 

this is going to go into that. So he was giving me his life, not my point. So now 

you're hearing him from inside out. There's no more window. And that's what 

probably has fascinated people with my films, you see. 

COLLINGS: Yes, I think so. Do you tend to spend more time than other—quote, 

unquote—"ethnographic filmmakers," as far as you know? I mean, this practice, you 

said, of going and visiting for six months. 

PRELORAN: Yes, I think so, yes. First of all, because I feel that when you shoot, 

you shoot in nature a cycle. So if you shoot in summer, so what's— So you should 

shoot the cycle. Second, as you go back, the friendship gets longer, better and better. 

COLLINGS: So is that a rule for your films, that you would always show the four 

seasons? 

PRELORAN: No, but I thought that that was the document. As, for instance, it had to 

be in color, because that's a document. So I wasn't making art. I was trying to be 

objective. That's another thing that's so interesting. I thought I was objective. Well, 

I was maybe at the beginning when I shot these little things, but as I got nearer and 

nearer— 

COLLINGS: Yes, it's harder and harder. 

PRELORAN: —it was becoming more and more subjective. And now I know it's my 

vision of Hermogenes, but the symbiosis between the subject and the filmmaker 

becomes very, very close when you work that way. 
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Now, the interesting thing about Colin Young and the UCLA ethnographic 

program was that he thought that the best way was to go into a place with no 

preconceived ideas. That was the thing. So the less you know, the better it is. Now, 

it's the same as if I started to film, and you as the audience learn like I do. Okay? So 

in a way, it's an interesting thing. You go in, you shoot a lot of film, hours and hours, 

all sync sound, and you hope for the best. 

Now, in the hands of David MacDougall or John Marshall, those are absolute 

extraordinary films. Again, maybe they also spend time. But in hands of others, it's 

just sort of footage. You know, you don't have a sense that they know how to put this 

together. And so, in a way, it's a document of something, but that's it. 

COLLINGS: Yes, it's a document of time and space. 

PRELORAN: Right, right. 

So I understood that, that from now on I was going to do ethnobiographies. 

That's what they called it here, ethnobiographies. You take a person, and it doesn't 

matter if you're an anthropologist or not or anything, it's just you go and you say, 

"Okay, how's life? How did you survive?" 

And so he starts to talk to you, or she, and they start to develop their own, you 

know, emphasis. Oh, god, the drought, you know. Oh! And every two minutes, you 

know, "But of course, the drought, I don't know what to do." Obviously, the film is 

going to be about the drought, because you're starting to get his ideas of how to deal 

with these things. It's wonderful. 

53 



COLLINGS: Now, did you ever start working with somebody and find that you 

weren't compatible and it really wasn't going to work? 

PRELORAN: No, because I chose. I chose. 

COLLINGS: How did you choose them, choose the people? 

PRELORAN: I don't know. The way I see it is they chose me. Yes, astounding. 

One case, I was making a film somewhere, and I was sitting in a bar having lunch. 

And this guy comes over and says, "Hi, you're Jorge Preloran. Yes. I'm a puppeteer 

and I'm here from Cordova, far away. I'm here doing a workshop," or what have you. 

Oh, yeah, man, and that's it. And a few months later, I was in a car with one of his 

students, and he said, "Oh, yeah, you know, it's fine." 

I thought, "Look," I don't know what got over me, went back to work, so I just 

called him up and said, "Do you want to make a film with me?" And so for seven 

months every time he'd go to that province of La Pampa, we'd meet up in the 

boondocks and he'd put on a show for the kids, because that's what he'd do. He'd go 

to schools, primary schools, get the kids all excited, and then they would write, they 

would paint, and they would model, according to the story. Now, why? I don't know. 

And it turned out that in a way he speaks for me, because everything that he says is 

what I believe. 

COLLINGS: Were there a lot of people going out into these countryside areas doing 

things of that sort? 

PRELORAN: No, I was the only one, yes. And up to now, I've seen nothing, except 

day before yesterday a student of mine sent me a film. Well, a student; an Argentine. 
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And he made a film that's even better than mine. Wonderful! Wonderful! He went, 

he spent time. Oh! I couldn't believe it! It was just so exciting to see this film. So 

now I have to go and see it again and makes notes. But, wow! For the first time. 

Because the way I see it is that this is a problem of ego. Now, you go to 

school, you're a university student, you're up there with the tout Buenos Aires and 

you want to be good with your girlfriend, you want to go to a cafe, and you want to go 

to movies and this and that. There is no vocation to go out and spend months and 

months out there without the amenities of the city, so that's the first thing. Kids just 

don't have any interest. 

Second, you don't make any money in this. I don't make any money. They're 

all free, you know. 

COLLINGS: Yes, you just had the professor position. 

Did the subjects of these films ever see them? 

PRELORAN: Yes. No, no. Well, Hermogenes, for instance, he had died, of course. 

So I took it to there, and we went to the city next, and it was screened, I remember, in 

a church. And Aurelia was next to me, the wife, and the little girl was Antonita, and 

they were looking at something, you know, they'd never imagined seeing. And the 

little girl, every time she'd see the father, would look away. What could she have 

imagined? Can you imagine? 

COLLINGS: Yes. 

PRELORAN: Anyway. But then, yes, in Damacio I took it. I took him to another 

town. We went to a school, we showed it, and he was so excited. He was, "Yes, yes, 
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yes, yes, I, yes, you know, I believe that," and he was speaking. [mutual laughter] 

But he would— The thing is that I took him back right away. He never saw it again. 

Maybe he would have to see it ten times to understand what film was about. 

COLLINGS: Did you ever consider using this technique with like middle- or upper-

class people in the city, subjects of this sort? 

PRELORAN: No. I realized very, very early on that in order to make these films, I 

could do it because they're relatively simple. They're isolated. Look, the way I see it, 

there are two histories. One is the history of everyday life, [President George W.] 

Bush and [President William H.] Clinton and this and that and this and that and the 

other and, you know. 

COLLINGS: Official history. 

PRELORAN: It's the history that you're imbedded in. You know, we are this. But 

there's another history that's way up here, of humanity, that doesn't delve with little 

moments. I think Toynbee said that Hitler probably was a flash in the pan, or 

something like that. Well, not quite, after fifty million people died. 

But the idea is that there's a flow of humanity. Now, Hermogenes could be a 

man that was up there living in this place, you know, for a thousand years, except now 

maybe— No, he didn't even have a radio or anything, but he could go in a truck 

somewhere. But he was in the Middle Ages. 

COLLINGS: Yes, doing the same things. 

PRELORAN: Exactly. So my interest was humanity, is humanity. I want to find the 

core of humanity, and, of course, one of the most interesting things— All right, wait. 
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All right. So it's humanity. So if you take a character in an isolated place and you ask 

them how they survive, then it's a human thing that you can share with anybody in the 

world. 

COLLINGS: Yes, whereas if you come into the city, you're documenting the 

permutation. 

PRELORAN: You need to be a sociologist. You need to be a historian. You need to 

be an anthropologist, and you'd have to know what are the strings that are moving us. 

COLLINGS: Right. That's a very important distinction. 

PRELORAN: Yes. Oh, there was another one. Wait a minute. Oh, I just thought of 

it. Well, it will come back. 

Yes, Hermogenes was like frozen in time, you know, and he himself says, 

"You know, this is all made of screws. I can, you know, take it apart." Of course, 

now, he couldn't imagine what's happening now, but at the time, he was a renaissance 

man. So anything that he could understand, he could do. Wow. And that's why 

maybe the films are more sort of like pure things, and they're documents of spirits 

because the questions I ask are always about the spirit, you know, how do you feel, 

what do you like, what do you dislike, what you believe, what you want for your 

children, what do you think life is about? And on the screen, you see them sort of 

coping with life. But his overlap is really the essence of man. 

COLLINGS: Yes, so that actually, perhaps, in the Zerda's Children film, which, as 

you say, was later, you don't have very much footage with the young people who have 

gone off to live in the city. 
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PRELORAN: Well, I tried. I tried to pick them up, but it was his story. 

COLLINGS: Yes, because, you know, as you say, they are just sort of caught up in 

this social permutation, whereas he's more involved in the daily struggle for survival. 

PRELORAN: Well, look. If you want drama, transculturation is the drama. It is it. 

It's fascinating to see how people adapt to the bicycle, to the radio, to the train, to this, 

to that, to the military service, to anything. So that's pure drama. That's where I want 

to take my stuff. 

Oh, god, wait a minute. Transculturation, yes, that's where— And the thing 

about Aristotelian drama is this. Look, you have five characters, but they're 

characters, they're not stereotypes. They have their quirks and their things and that, 

and they're together. There's a certain balance. You know, it's a family. Suddenly, 

one dies or goes away or something, and these now are unbalanced. So the story goes, 

and they become balanced again at the end. Okay? They go up to a crisis, crisis in 

book, everything is sort of balanced again. Okay. 

Now, in order to do that, the best way is to have a villain, so you have these 

characters moving around this bad guy and trying to do good. And in Hollywood 

films, that formula is very, very good. At the end, get rid of the bad, and there's 

balance again. 

So how do you do it in an ethnographic film? Because you need drama. So as 

you go along, you keep thinking, you know, what the beginning and what the— For 

instance, Zerda. I went seven months, and every time I'd go, I'd record him, always 

new recordings, film what was happening and what have you and this. And then I'd 
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go home and spend a month transcribing, putting in order, editing, and then making a 

list of questions again. So I'd go again, ask the question, shoot more, come back, add, 

what have you. 

And one day— Well, I mean, drama was all around me. It was obvious that 

there was one theme there that was the main one, and that is that "Had I known how to 

read, I would have been a different person. I would have been a mechanic, I would 

have been this and that." And so his way of dealing with that is trying to put his kids 

in the school. Okay. So he doesn't do it at the beginning, but— 

COLLINGS: Because they don't have shoes, they don't have shirts, they don't 

have— 

PRELORAN: Right, but no, no. But I mean, at the beginning the kids don't go to 

school. But his latest kids, his three, I think, three kids, he sends them to this live-in 

school. One is fourteen, or thirteen, twelve. The other are two girls. They're sharp. 

They'll get along. And the boy— 

COLLINGS: This is so sad. 

PRELORAN: And the boy just doesn't pass first grade, two times. And the teacher 

says, "Well, I'm sorry, but he can't stay anymore. He's too big." He's, you know, 

sexually and all that. And so his father is defeated. That, when that happened, I went 

there once and he said that, I thought, "This is the end. This is the end." I mean, this 

is. You build something in hope, and then, pow. 

And it just happened the next time I went, the fellow who was assisting me, 

just a great musician, wonderful guy, he opened— I can see him. He opened the door 
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and he said, "You know, I did something. I don't know if you'll like it. I wrote a 

song for Almiro Zerda." 

Oh, well, sure. I thought, "Wow, what a beautiful song." I went and I shot 

that scene in slow motion, and what have you, to give it— You know, and so you go 

watching and seeing what to do with your film as you go along. And then one day 

you say, "It's finished." You know, you have it all. 

COLLINGS: I felt really also just the very fragile sense of this kind of fragile social 

safety net, because here the boy had the chance to go to school, but he couldn't grab it 

and so fell through. 

PRELORAN: Yes, but the kids were younger, and as long as they're young enough, 

they'll catch on. But he was too late, yes, yes. 

Well, now, the other thing, of course, is this. What are you doing with an 

ethnographic film? What are you doing? What's the point? Well, the way I see it is, 

who are you? You know, who are you? Are you American, Californian, whatever? 

Well, but if you knew more Californians or you knew more humans, you would 

probably know more about yourself. So why not have a series of films about people 

that give you a sense of humanity? So if you saw a lot of "Zerdas" you'd realize, first 

of all, that Zerda is probably one of 75 percent of the world population. 

COLLINGS: Yes. Or more. 

PRELORAN: Or more, yes. In Africa, Asia, and America. And so it's important. 

It's an important statement to see what are the degrees of slavery and of— So it was 

an important thing to do. But the thing is, that was already in there. But, look, if you 
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take a person that's living in the middle of nowhere and there is no drama, they live 

their life, they just do things and all that, how do you get drama into that? 

Well, the way I see it is that if you do the cycle, and you start— The first shot 

of the film is the last shot of the film, that a year has passed. Then you're in a cycle. 

Okay? And you're sort of watching just one year of a cycle of a man. It's this 

moment in history, because he's going to be older there and he's going to be younger 

here, but you're only here for seven months, so we're going to do this. 

It would be great to be fifteen years and see a different type of development, 

but— So what is the drama? The drama then is survival, and it's survival of the 

circumstances, of the social things of history of that, and of nature. 

COLLINGS: Yes, it's sort of an existential statement at that time. 

PRELORAN: Yes. And so if there's floods, that will be one of the things they're 

scared of. If there's an earthquake or you're under the Vesuvius, obviously that's 

your threat. So it's not the villain, but it's a threat within, or no rain for months. 

COLLINGS: Well, just to simply document that one lives, lives a life that has— That 

there is duration, and when you use duration as the parameters of your narrative, then 

you're making— It's not so much a specific documentary about this man and his 

hopes for his children, but it becomes more of an existential statement about the nature 

of being alive. 

PRELORAN: Right. But you should see a thousand of these, not one. So it's not a 

sense that you saw Hermogenes, and you say, "Oh, yeah." No, it should be one of a 

thousand. 
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In other words, there has to be a sort of like— I remember when I was kid, my 

aunt, Irene Speluzzi, used to come every weekend or something, and she'd bring a 

book to me. And I was waiting for that book. I was just waiting for what's she going 

to bring me this time, you know. 

COLLINGS: That's wonderful. 

PRELORAN: And it was always that, you know. And that's what I'm doing with my 

books. It was like saying, what if every week or month or something you got a new 

book and you don't know from where, a different person from here, or an artist or this 

and that, and you kept putting it together as a big jigsaw puzzle, and then you saw 

humanity; you never finished. But that's what I mean. It's not a onetime thing. It has 

to be like a continuum. 

COLLINGS: You need to do it as a big video installation. 

PRELORAN: Yes, well— 

COLLINGS: Sort of a beehive-shaped video installation. 

PRELORAN: Well, I see it more in the sense that if you had Zerda and [inaudible] 

and Hermogenes or whatever, and you had four hours a week for a teacher to do 

whatever he pleased in his classroom, I have a system where he could show half the 

film at the beginning, get the kids all excited to look for things, find out what the 

climate is, the altitude of this, that, and the other, and then they sort of bring the 

information, and you see the second half. And then you go for thirty weeks, and every 

week a different character. You would have kids that are now thinking about global 
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things. In other words, I think this is a mother lode of a way of teaching that would 

just be wonderful. 

Look, let me just propose this to you. You are here by these circumstances, 

okay, but you're a thirteen-year-old, fourteen-year-old kid, and you go to school and 

so you're going to start a series of years of history. Okay. So the first history is the 

Sumerians and then the Egyptians and then the this and that, and maybe in the fifth 

year you're going to come to American history and you're going to talk about [George 

W.] Bush. 

COLLINGS: Yes. Hopefully in the past tense. 

PRELORAN: By that time— Yes, right. [mutual laughter] "We had." 

By that time you're bored stiff. You don't give a shit about anything, because 

it doesn't touch you. 

COLLINGS: Because it hasn't been personal. 

PRELORAN: Now, what if I start the other way around? We start with Bush and say, 

"But, yes, why are we in this mess?" "Well, because— And what did he do?" "Well, 

you know, but this is a two—." And then you go back into history to find out, and then 

you have to go back. You have to go back to this eighteen, nineteenth century, and 

you know, they didn't have television. And then you have to know about Aristotle, 

because that's the beginning of you. And I think you would be hooked. 

COLLINGS: I think you're right. 

PRELORAN: So go backwards. Go backwards and ask the questions, not just drone 

on. 
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COLLINGS: Yes, how did we get here from— How did we get here? 

PRELORAN: Right. So my point is that you start with the individual always. You 

start with Zerda, you want to know about him and all the Zerdas and all the 

Hermogenes and all these people, and then they will tell you about their place. 

Now, if you are fifteen, and I give you an assignment with your buddy Joe to 

go into Zerda's territory and you go with a knapsack for two weeks and you stay with 

those people, you'll go because you feel that you know them. And then you'd become 

a really federal person, a person that's American, not just a Los Angelino. 

COLLINGS: Right. That's right. Yes. Okay. 

PRELORAN: Yes. 

[End of April 19, 2004 interview] 

64 



TAPE NUMBER: III, SIDE ONE 

April 28, 2004 

COLLINGS: Why don't you tell me just briefly why you began to call yourself Jorge. 

PRELORAN: Oh. I think it was after I came here. It was my first name, and my 

mother called me Richard or Dick when I was a child. I left home, and I thought I'd 

change my personality or something. I don't know. [laughs] 

COLLINGS: Okay. So one of the things that we talked about last time was a very 

important turning point in terms of your film work when you attended— You were 

invited to attend an ethnographic film conference, and you said at that time that you 

were in the company of what you called the popes of ethnographic film, David 

MacDougall, Colin Young, and Jean Rouch. And I was wondering if there was 

anything that they were doing that you thought you could learn from, and just your 

sort of larger impressions of them as personalities. 

PRELORAN: Well, first of all, I think that we have to sort of see what ethnographic 

film was. In the beginning, it was documentaries, rather than ethnographic, and they 

were narrated and generally it was in-sync sound, so you'd have sort of newsreel 

footage, and then you would put it together and you'd put music. Very famous, the 

John Grierson style. 

But in 1960, Eclair came out with a camera that was very silent and also had a 

large quantity of film, so you could film ten minutes without having to change, and 
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when you did, you just took out the magazine and put in another, and you were on 

right away. 

COLLINGS: Yes, you weren't restringing the film. 

PRELORAN: Right. So Jean Rouch was given that, and he went out into Africa and 

he did several films with sync sound, and he was just bowled over by it, because here 

was a possibility of capturing reality, generally with another person that sort of held 

the mic and pointed it. It's a Sennheiser [mic] so you could point it and get really 

good sound, and you could choose what you were shooting and the sound. And this 

revolutionized this type of film. 

So after that, in all the sixties there were several people that started to use it, 

and UCLA had an ethnographic film program in which David MacDougall and Judy 

MacDougall were a part, as well as others, and they'd go out with a Ford Foundation 

grant and shoot in different places, in Uganda, in Ireland. I was sent to the Warao. 

That was the last film that was done. There was no more money after that. So there 

were several films that were using this. 

The head of the ethnographic film department was Colin Young, and he 

theorized. He gave certain basic tenets, and these were about coming in with no 

preconceived ideas; in other words, not make a film about what you want to 

editorialize, but rather you go in to document what's happening, and you adapt. So he 

did get some good films, especially by MacDougall, and David started to find a way, 

like John Marshall, to capture moments and then hope that they would become parts 

of a dramatic thread. And David was very good at this. 
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Of course, you shot a lot of film. You shot hours of film, and you hoped for 

the best. And his films are long and very, very detailed and on. Students in the 

ethnographic film, I mean later, later on, find them rather long and sort of not 

dramatic, but that was part of the style of the theory that you tried to capture different 

cultures from the inside and never having a narrator. 

[interruption] 

PRELORAN: Then there was— Oh, god. Well, Jean Rouch made very short and 

very zingy films. They were cut strongly, and they had a certain content. But he did 

start using the sync sound later in a more soft way. For instance, I remember one film 

I saw of him that was exactly ten minutes. It was a roll of film. He walks in to a 

group of people, and they're dancing and singing and this and that, and the camera is 

actually going around with them. And then as the ten minutes are going away, he 

moves away, and it was just a ten-minute, you know, happening. Beautiful, just 

beautiful. 

COLLINGS: You have some sequences like that in some of your films, too, with the 

street festivals and other kinds of— 

PRELORAN: Yes, yes. 

Okay, well, now, the thing is that the Eclair, the MPR Eclair, was really 

revolutionary, and it all came together in 1969 when they came to have this 

colloquium at UCLA to see what each one was doing. The Canadians were doing 

wonderful, wonderful stuff. I can't remember now the name of the man. 
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COLLINGS: And so at this point, you yourself had six years of experience you'd 

been doing these films. 

PRELORAN: Yes, okay. But now I'll go to my style later, but as of now when I went 

there, I found these guys doing world-class filmmaking. They had the equipment. 

They had the time. They were generally with universities or the Musee de l'Homme 

had Jean Rouch. So they could take their time, which was a [inaudible] thing. 

And also, now that I remember, there was a British television, Manchester—I 

can't remember—that brought out a series of films about cultures, and some of those 

films are just wonderful, wonderful. The Last of the Kuiva, just, just great. So they 

were using this. But in that sense, they were an hour long and they had to sort of have 

a certain structure. So there was some— 

COLLINGS: The British films, because they were for broadcast. 

PRELORAN: Yes, right. So they had a little more structure and perhaps sort of a 

line, a dramatic line. Now, if you say "ethnographic film," you're implying that it is 

science, that it comes from anthropology, and so it has to be sort of under the auspices 

of an anthropologist who goes with you and who gives you certain tendency to look at 

that and shoot that and what have you. So there was a sense that it had to be kosher. 

It had to be very carefully done so that you could go and replicate it again and things 

like that. 

But the other tenet, I think, I don't know how seriously they took it, but you 

have to be objective, and objective is impossible. It's just impossible. The minute 

you point at something, you're making a decision about that, not that. So I think that 
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ethnographic film eventually was in the hands of more filmmakers than 

anthropologists, the ones that got seen, you know, The Hunters. All these films had a 

filmmaker behind them. 

But I mean is this. And I consider myself a filmmaker. We have drama as the 

main objective. Okay. Now, you take footage, metrache, whatever, footage, and then 

you convert it into a film. And a film is something that you want to show to an 

audience, and it has to have certain rules, and the rules are Aristotelian, so they come 

from way, way back, and it's the famous Hollywood formula sort of thing. You have 

a series of characters, you see who they are, and then there's a development. 

Generally, at the first third or something, something happens and there's an unbalance, 

and so the characters work towards the next balance, which happens in a climax. So 

that's more or less how an audience will like a film rather than say, "Oh, it's boring. 

It's too long. Let's get on with it," whatever. 

COLLINGS: And this was also happening at a time when, just in terms of the larger 

culture, there was a movement towards understanding sort of universal human 

tendencies, like we can relate to this Kalahari bushman; he's just like us. 

PRELORAN: Well, that's right, because there was at the beginning a colonial basis 

for this. You shot films about these strange people, the Other, in order to show that 

we are superior. 

But there was a backlash to that in the sixties, and obviously Colin was trying 

to get around that by no preconceived ideas. You're not a racist. You're not going in 

to see these people, but rather to find out if they are like us. So the differences were 
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toned down, and when you did have blood and guts and this and that, sacrifice and 

what have you, they were within our context, and it depends how long you give it in 

the context of the film how racist you are. Let's just put it that way. Anyway. 

But in general, I would say that these filmmakers did go into exotic places and 

did not know the language, so that there was a barrier, you needed a translator, you 

couldn't get near these people. You didn't really especially understand a certain 

individual. 

But that was within also the tenets of anthropology. I think anthropology has 

two tendencies; the general and the specific. The general is you, as an American, have 

these tendencies, you have this lore, you have this, you do this, you live here. But you 

as Jane Collings have a different point of view. You're different. You're an 

individual. How much of the individual am I interested in, in order to understand your 

culture? So the old anthropology used to get as much data as possible and generalize, 

so that eventually you were nothing more than an American. But you weren't Jane 

Collings; you were an American. 

So eventually, well, David MacDougall did get in and [John] Marshall did get 

in and start to see about individuals and how they react to things. 

COLLINGS: Yes, and how they can transcend culture. 

PRELORAN: Right, but then— Yes. But you see how they react to things. That's 

the way we become whatever we are. We know something and we react to it. 

So there was a tendency to humanize, and, as I say, I think that in general the 

films of people that go for two or three weeks, or two or three months, for that matter, 
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to a place not knowing the language will always be about general anthropology. They 

do this, they do that, they eat this, they go there, and then they do these ceremonies. 

So when I went to— 

COLLINGS: So when you did the Warao film, you were sort of falling into that. 

PRELORAN: Well, that was afterwards, yes. 

COLLINGS: Whereas your previous films had not been that. 

PRELORAN: No, no, no. No, no. No, they were, yes. The short films were all in the 

style of the fifties. They're all with narrators and, you know, they just show people 

and something. You know, I don't consider them that good. I don't consider myself a 

good filmmaker. 

COLLINGS: Oh, I think you're a— 

PRELORAN: Oh, no, no, no. 

COLLINGS: I really, really like your work. 

PRELORAN: No, well, but look. Look, let's put it in context, because really I think 

I'm lucky that I did a certain amount of work in Argentina and I'm the only one that 

did it, and so I became well known because of that. The philosophy behind my films 

is what counts, not necessarily the making of the film. I think I'm not a very good 

technician. I just shoot, and I did it with a camera that didn't have good lenses, it 

didn't have— You know. It was an amateur camera. 

Later in Warao, yes, I had more, better equipment. But I mean, the films you 

watch them, and they say— They're crude. 
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COLLINGS: Now, is Casabindo, excuse my pronunciation, and Iruya, those are two 

examples of the six-year cycle, of that six-year cycle? 

PRELORAN: Long before. Yes, yes, yes. So those are films that you just document 

as what's happening. 

Now, the point— 

COLLINGS: And you're very distant from the people. 

PRELORAN: Yes, yes, yes. I just went two days, three, that's all, you know. You 

don't— That's not the style. Let's say that I took about thirty or forty films to become 

a filmmaker, and these are just trials, you know. 

COLLINGS: Right, for sure, yes. 

PRELORAN: And most of them are just not good. 

The thing about Iruya and Casabindo, they had narrators that were famous 

voices in Argentine commercials. "Buy your thing" and this and that. And the 

narrations were written by anthropologists, you know. So I took them out eventually, 

and I replaced them in these new versions by voices that sound of the region and 

speaking more colloquially. So I did try to better them over the years, but in general, 

they were the Voice of America type, you know. It was just an impersonal or sort of 

detached way of looking at things, very superficially. You go when there's a festivity, 

yes, that's it. 

COLLINGS: Well, maybe we're sort of jumping ahead, you know, sort of hopscotch 

too much. But I guess you made those films with the Argentine National Fund for the 
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Arts at the National University of Tucuman, doing a project on Argentine folklore. 

Was this part of a larger cultural national project going on at that time? 

PRELORAN: No. No, no. I met the rector of the University of Tucuman through a 

friend, and he— 

COLLINGS: Was that Augusto Raul Cortazar? 

PRELORAN: No. No, no. No, this was [inaudible]. And he said, "Sure, come over." 

And so I went, and for six years I was an individual. I didn't belong to anything. I 

was his advisor. And so with my little camera and my editing team and my projector 

in my room, a little room that they gave me, I had the freedom with a Jeep to go 

anywhere and shoot anything. And I did thirty-six films; shorts. 

COLLINGS: Was there a sort of a larger need for this kind of material at that time? 

PRELORAN: No, no. But when I went to Buenos Aires and I met this Cortazar, he 

was a very famous folklorist, and he was taken by one film that I made on the Gaucho 

of Salta. And so he suggested what could we do, and so he became my mentor. He 

became the person who gave me the information of where to go and how to- You 

know, and sometimes he'd go with me. He was such, such a great guy, just full of 

enthusiasm and always very generous, you know, trying you to do things. 

And so he was trying to make document an overview of things that were 

happening in Argentina. After that, just petered out, and there it is. And they're very, 

very popular to this day. The Cinematheque of the Fondo, the Fund of the Arts, 

always gets requests for my films, and they're given away free. I mean, they're- You 

know, you're an institution, you ask for it, and you give it back. 
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COLLINGS: I don't know if CochengoMiranda is one of those films. 

PRELORAN: No, no. Well, I'll get to that. I'll get to that, yes. 

COLLINGS: Because I like the way that the radio is used in that, because it really 

creates this wonderful circle where they're out in the countryside hearing from the 

urban base, and the film itself is transmitting what's going on in the countryside back 

to the urban base. And I could see those films, the six-year cycle of films, and its 

popularity now as showing that people are really interested in knowing what's going 

on out in the countryside. 

PRELORAN: Yes. Well, those are different films. I'll go into that, because that's 

really where I feel that I did some contribution to ethnography. 

The first film, however, that I did something different, and I suddenly realized 

how different and how good it was, was with the Hermogenes Cayo, Imaginero. I was 

in Casabindo, and I met a teacher there, and she said that in wherever she did, way out 

in the boondocks, there was a man who was interesting; he made things. So I went to 

visit her, and I met this man. 

COLLINGS: And this is the icon maker? 

PRELORAN: Yes. And he was just astounding. He was tall and he came towards me 

and I could see him, you know. And then he invited me to his oratory, and I was 

bowled over. 

So I visited him two or three times over six months, never took out the camera, 

never did anything, just went. The thing about having time and doing that is that 

people start to be amazed that you come back, you know, that you're interested. So 

74 



they start opening up, and there's a certain degree of respect and of admiration on both 

sides, and I'm very respectful. 

I think that's the first point that maybe the asthma and the loneliness and all 

that has made me very respectful of people. And so that is one of the things that 

seems to be part of my style, that I can get near people and get them to just relax 

around me and my wife. She's wonderful. Well, but she wasn't in this for a long time 

yet. I mean, I was alone. 

So after six months, I went with a couple of friends. We took a recorder and I 

recorded him one hour, and that was what I used over the— 

COLLINGS: Tape recorder. 

PRELORAN: That's right, just a tape recorder. 

Now, here's my problem. I have amateur equipment, a Bolex that's wound, 

give me twenty seconds, I have no lights, I have nothing, and so I'm at a 

disadvantage. So the thing is that I can't shoot anything that has sync sound. 

COLLINGS: And you had already been exposed to— This was after the conference, 

or before? 

PRELORAN: No. 

COLLINGS: This was before. 

PRELORAN: This was before, yes. 

No, I kept thinking that the short films were getting a little stodgy, so I started 

to change in some films, like Chucalenza, where I recorded the teacher and I recorded 
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the kids, and all of a sudden I thought, "Wow, you know, this is something so much 

better." So the problem was the soundtrack. 

Okay. Now, I also felt as I went along, that the music that you put over it is 

alien, and so I didn't want to have people to make music for me, although some did 

and they were just beautiful. But I had to find ways of bringing in the radio or 

something like that, which I could incorporate afterward, not sync sound. 

So all these things were bugging me, you know. There were things that just I 

didn't like anymore. So I kept making it. In one film, look, interesting. I went to a 

place way far away from Iruya, twelve hours on mule way on the other side of the 

mountains. 

COLLINGS: That must have been an interesting journey. 

PRELORAN: Yes. And to Purmamarca, a very small village, where they had a 

celebration of Santa Rosa. So I shot it. There was nobody that knew what it was all 

about. Great, I thought to myself, so there's not a stodgy anthropologist that's going 

to tell me what's happening. 

COLLINGS: You mean the people of the village themselves had lost touch with— 

PRELORAN: No, no, no, no. Nobody had gone there to study it. 

COLLINGS: Oh, I thought you meant that it was like such an ancient festival that— 

PRELORAN: No, no. No, no. No, no. It was understandable, and I could— So in 

order to do that, I found a man from the region who had been in Buenos Aires many 

times and was on the radio, and he was a raconteur and what have you. And so I put 

him in a studio, silent, camera rolling, and he saw the film and related to it. 
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COLLINGS: Just off the cuff? 

PRELORAN: Yes. He would say, "Oh, yes, that's because this and that. So I did it 

another time, and this time he did other things. And then in the third time I said, 

"Look, just have fun. Don't even explain anything. Just—." 

So he'd say, "Hey!" and then he'd say a little verse here and, you know, have 

this. And then I put those three together, and I had a soundtrack that was just 

delightful. I don't have it. It's not one of the films that I've been able to refresh. 

So here's a style, that I said, this is a little better, you know, and it's in post-

production. I mean, it's not even necessary to worry about it at the time. 

COLLINGS: Yes. So now you start to develop your editing process. 

PRELORAN: Well, no, the editing is my forte always, and I've always thought that 

the best thing about my films is the way they were put together. But the problem is 

that in order to make Hermogenes that had— I shot three feasts, three to get you the 

last one, one. Those are three. One, I went way up in the tower, and I shot only from 

the tower. And the other two, I was on the ground or I was— I don't know what, 

different things. 

So I got footage of three different processions, oveer a span of a whole year. 

And then I recorded seven or eight different sounds and musical instruments, and 

mixed them into one. So where a sync sound would do while filming, I had to build 

them. Okay, so I was building that, and I was putting all the sound effects, and every 

time the axe went down [imitates sound], I had to do that, and I had to put it exactly. 
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So I was a monk. I was there, you know, just hours and hours and hours putting these 

sounds in, and I loved it. I was just alone and getting things exact. 

COLLINGS: Well, there was some wonderful sort of musical things that you do with 

sounds in many films. 

PRELORAN: Right, right. Well, that I love to do that. That's maybe because I know 

a little of the music. 

And then, of course, they would sometimes put music into— Very good 

friends of mine, and so they were into it and they knew what to do. And so they were 

nice little shorts, you know. They're okay. 

But when I went to see Hermogenes, the revelation was that I would record 

first his voice and then shoot, which means that I would be inspired by how he said 

things and what he was interested in, rather than mine. And that was the beginning of 

my style that later went on with Cochengo and Zerda and all the others, which was to 

get into the soul of a person, one person, or sometimes some around them, but 

generally the dramatics was the view of one person. 

Now, you could criticize me by saying that, again, you chose one individual 

that may not be a prototype. He may be an archetype. Hermogenes was certainly not 

the usual. 

COLLINGS: I don't sense that he's put forth as the average man by any means. 

PRELORAN: No. No, no, no, no. But you're taken by somebody that can say things, 

that can explain to you things, that does things that are out of the usual, and then hope 

that as you see the film, you will get an idea of something about his surroundings, but 
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not necessarily his culture. And again, I think that this is more subjective than 

objective, and I would imagine that many people would have made different films 

about Hermogenes according to their point of view, so that's very subjective. 

David MacDougall told me— He was at Rice University teaching for many 

years, long time ago. 

COLLINGS: Was he with James Blue at a certain point? 

PRELORAN: That's right, yes, way back twenty, thirty years ago. 

And he wrote me once, and he said, "Look, I show Imaginero every year, and 

I've done it about four years, five years, and I had to tell you today that I believe that 

your film in English is better than in Spanish." 

COLLINGS: Oh. And why was that? 

PRELORAN: Because, he says, "You are on a soundtrack, and you convey by some 

way the relationship you had with him," because I don't imitate him or anything. I 

just say what he says, but I'm like somebody right next to you that are just saying. 

You hear a bit and, you know, mostly you hear what he says, but then I come down a 

bit. And he says, "It's such a warm and such a respectful way that I can feel the 

relationship you had with him." 

Isn't that interesting? 

COLLINGS: Yes, yes, it is. 

I think that's at the heart of all of these films that are so nice. I sort of put in a 

group this one Cochengo Miranda, excuse my pronunciation, and Zerda's Children as 

sort of three, and probably you have others that are like that. 
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PRELORAN: Oh, I have others. Oh, I have others, yes. 

COLLINGS: And the warmth and just sort of that sense of the possibility of human 

regard is enacted in all of those films, and that's something that comes out of them. 

PRELORAN: Yes. Well, you know, I've been accused of not being a social-minded 

filmmaker. 

COLLINGS: Well, I think you do work with people who are— You like people who 

are artists, poets, musicians. 

PRELORAN: Well, yes. No, no. No, no. But I mean in the sense of, you know, 

making a Latin American statement and "This is terrible." I never was that type of 

filmmaker. I never took it as a weapon to hammer you on the head. 

COLLINGS: Yes, I wanted to ask you if you had seen Barren Lives, the Vidas Secas, 

the Dos Santos, the Nelson Pereira dos Santo.? 

PRELORAN: No. 

COLLINGS: It's a fiction film. 

PRELORAN: No, no. 

COLLINGS: And then the notion of the Aesthetic of Hunger, all of this kind of thing 

coming out of— 

PRELORAN: Yes. Yes. Well, Argentina doesn't have that. Maybe it has it now, but 

at the time I was wandering around and I saw things that I thought— Look, I'll tell 

you what happened. Didn't I tell you that my mother was— I took her to one of these 

festivals. Did I tell you? 

COLLINGS: No. 
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PRELORAN: Once I was in the middle of my career, and my mother and father said 

they were going to go up north to see the sites and what have you. They hadn't been 

there. So they went to Salta and then they went to Jujuy and they had— In the hotel 

and all that. 

And then I picked them up with the Jeep, took them about two hours, three 

hours, to a little town, Purmamarca. They spent the day there and it was a feast. And 

then they came back. They went back and that was it. 

So about a month or two later, I was in Buenos Aires and we were in a 

gathering, and I heard my mother, "Oh, you know, Salta, such a beautiful colonial city 

and all this, and we sat in the plaza," and blah, blah, "and "Jujuy was wonderful." 

So I went over and I said, "Mom, I mean, what about the feast?" 

"Well, I don't know. Yes, it was nice. No, but those people, you know. 

Those people, dirty," sort of thing. 

And I thought, "Wow, what a different attitude I had with these people." I 

mean, I was brought up probably a racist and very snotty and things, and yet I didn't 

have these ingrown. And I thought, I have to make a film to get my mother to 

understand these people. And that's probably the genesis of Imaginero, where I went 

and I asked them to tell me their experience, and that way it was an internal expression 

towards us. They are speaking directly to you. 

And what I found out, eventually, is that I'm just an amplifier. That's all I am, 

a person that knows how to extract something and then puts it in a shape, a perfect 

good shape of art that a person will then assimilate, so that I'm giving you the best 
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possible way to communicate to somebody. I mean, it depends on my little talents, 

and sometimes I don't have that. 

COLLINGS: It's fascinating that you should put it that way, because I really saw the 

radio coming in and the film going out as being a kind of an equal exchange. And, 

you know, if you need to call the film as an amplifier— 

PRELORAN: Yes, well, that's all it is. It's putting it in a way that when it's up there, 

it's twenty times louder and stronger than you, because it's up on the screen, and he 

has the whole screen. It's bigger than life. And so there's authority there, you know, 

and you listen. It's a darkened room. You are there to listen, and you can't escape. 

And you do it in a way that you don't irritate the audience, so that they'll listen, and 

then when they come out, maybe I've progressed just a little bit in anti-racism, 

because you say, "Well, but, you know, that wasn't an Indian; that was Hermogenes." 

Well, he was an Indian, too, but I mean you don't stereotype him so much. 

The idea is that my mother may have seen Hermogenes right next to her and 

would never have related to him unless he saw the film. So that's interesting, and I 

thought, eventually, that in my mind these films could help to get laws done. Well, 

Zerda's Children did. 

COLLINGS: Really? 

PRELORAN: Yes. 

COLLINGS: And what was the case with that? 

PRELORAN: Because the people of that region who really financed the film were 

just ecstatic with the film, so they showed it everywhere and everything, and it 
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became sort of an issue of some politicians to get votes. And, you know, so they got a 

couple of laws passed that these people should be treated better. 

COLLINGS: Now, were there other filmmakers in Argentina who then picked up this 

style and— 

PRELORAN: Well, no, none, except, as I tell you the other day, there's one now that 

I just saw that's fantastic. But, no, the filmmakers generally issue filmmakers. They 

go out and they shoot things like I do, but then they put it in a shape, in a form that 

makes their point. So they use people. And I really dislike that. 

If you're not very satisfied with a certain thing, find a character that's inside to 

tell you. And then, yes, yes, obviously I'm not going to make a film about a Shell 

CEO, or about, you know, people that I don't respect. But on the other hand, when 

you do choose somebody, you let them speak. 

COLLINGS: Now, presumably, in order to do this style, you cannot be an outsider 

coming in. You've got to be somebody of the culture. I mean, you're not— 

PRELORAN: No, no, I think that what's more important is that you know the 

language perfectly. 

COLLINGS: But did you find that there were any— 

PRELORAN: After Warao, I said never again would I film if I don't know the 

language, and after that I never made a film like that, the overview. But there was no 

other way. I was there just three weeks, and, you know, what can you do? 
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COLLINGS: But were you received by the people in the villages as a fellow 

Argentinean, or did they see you as the Other, coming from the city and not being an 

Indian? 

PRELORAN: Well, look. Argentina has no more Indians. Forget it. They're all 

Argentines. So it's not that you go like if you went to Otavalo, the Zulay film. Did 

you see that? 

COLLINGS: Yes, oh, yes. 

PRELORAN: Well, that's a culture, and you go in there and you more or less have to 

have the permission of a certain person, what have you. But I made films about 

individuals that were more or less isolated. So they weren't cultures. They were just 

telling me what it was to live in that area in that circumstance. 

COLLINGS: So they didn't see themselves as different from the people of the city. 

PRELORAN: No. I've had some— Of course, look. Cochengo was a learned man. 

He had been around. He had been a singer. So it was easy to work with him. 

Hermogenes, after a while, understood that I came and I came and I came, and he was 

respected and he loved to show me things. So it was a very humane thing. There was 

never a sense of an outside. I don't think so. I don't think so. 

COLLINGS: In the film with Hermogenes, why do you— There were two mourners 

at the funeral, was that right? His wife made that comment at the end. How do you 

see that and— 

PRELORAN: Well, he was an isolated man. He lived in the boondocks. Nobody 

knew he died, you know. That's all. It's such a desert there. He's become very 
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famous now. Streets are named after him and all kinds of things, you know, and 

schools and all kinds. But that's because the film took him out of anonymity, because 

if not, there may be thousands of people that are up there that are worthy. 

COLLINGS: Right. Yes, of course. And he seems to be very conscious of his place 

in history. Talking about his carving, he says, "Nobody does this kind of thing 

anymore." 

PRELORAN: Yes, well, the way I see it, he was— First of all, it's a society up there 

that has no parents, no fathers. All kids are born, perhaps, in carnival or something— 

Not all, but most of them. And the men leave and work outside and they come back 

and so on. And so it's a matriarchy. 

COLLINGS: Is this unusual? 

PRELORAN: No, no, not at all. It's the norm since the beginning of the last century 

where they instituted the military service. So you're way out in the boondocks, you 

go into town, you spend a year or two in the military, and you don't want to go back. 

So men generally look for work outside. They have a bicycle, they have a radio, and 

all that, and they don't want to go back to the medieval times. But they have kids with 

girls there, and then the kids are brought up there, and then the cycle keeps going. 

So in the sense, he doesn't know who is father was. But he was, he was, 

influenced by his grandfather, who was the same as he, an acolyte of the church. So 

he had beautiful writing. He was a scribe, you know, and they are very important 

people because they deal with the outside world and they are representative of the 
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religion. So Hermogenes was weaned that way, but he was an outsider because he 

was so different. He didn't like carnival, you know, things like that. 

COLLINGS: In a number of the films, there is very visible iconography of the 

Catholic church. You have some processions that end up at the church, obviously the 

icon maker, and I was just wondering— It's just very striking to me because, you 

know, we know that Catholicism has only been there for five hundred years. It's not 

really even that long, and yet it— 

PRELORAN: It permeates everywhere. 

COLLINGS: —it permeates everywhere. It's just striking to me. 

PRELORAN: They did a great job. Let's put it that way, yes. 

Well, but, you know, for instance, in Argentina they don't speak any more 

Quechua or Aymara, which they do in Bolivia. That was the church. The church 

eliminated those languages. 

COLLINGS: Yes, and it's sort of unlike the early Christian areas of the Middle East 

or something where, you know, this really is more of the culture. This is something 

very much laid on top. 
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COLLINGS: So I was just wondering if there were other markers of the Catholic 

church in these communities that come out in your films that perhaps I didn't catch. 

PRELORAN: Well, I'm a Catholic, too, but not any— I don't believe. I'm an 

agnostic. But I do have an incredible respect for people that believe. I mean, they 

have something I don't have. It's wonderful. And so I'm always astounded. You 

know, if I were to say that what's the difference between me and other, other 

filmmakers in general, is that I have not lost my admiration for life or for the world or 

for things. Here, at seventy, I'm as enthusiastic as ever and trying to get things out 

and just absolutely marveled by what surrounds me. So that permeates the films in a 

certain ingenuity. No, not ingenuity. [snaps fingers] 

COLLINGS: Sort of ingenue? 

PRELORAN: Ingenue, yes, in that sense. You're sort of always listening, always 

remain interested. Naivete. You're sort of wondering and asking and never quite 

saying, "Oh, yeah, you know." So that there's that sense that people will talk to you 

about things that are really basic and in a way they'll talk to anybody in the world, 

because anybody will understand. And so the films have that magic, I think, people 

talking to you and not doing it as an interviewer, but rather as telling things to a 

friend. 
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Now, for instance, yes, I mean, you've done this. Damacio, a strong guy, what 

have you, and after a while, you know, after, he'd say, "But Don Jorge, this is just not 

right!" I take out the "Don Jorge" and that would be something that he says to you, but 

in a certain way that is to a friend. So that comes back to the audience with a strong 

incredible tenses, rather than putting the camera and say, "Okay, Jane, tell me about 

yourself." And so you're self-conscious, you know the camera's on, and you'll never 

catch a real moment of truth, because you're always staging. I don't know. I did that. 

COLLINGS: Well, it strikes me that just the very act of traveling out to these areas 

and doing it many times, you become a part of the community, and then you're doing 

your work, too, just like they're doing their work. Your work just happens to be 

making film. 

PRELORAN: Well, that's very true, yes. Being a professional is an attitude, and I 

think that's very important, serious. You never laugh at anything, you don't joke, you 

don't put your two cents into anything. You don't put words into their mouth. 

COLLINGS: Well, I really got that sense. There was some shots of you with the 

camera in the Zulay film, and you look like a man at work, and so I would think that 

people who do work from dawn to dusk would recognize that and respect it. 

PRELORAN: Yes, but it's the attitude of not a cocky New Yorker coming to the 

Adirondacks to find out how these old stupid people worked. That is the worst that 

can happen, a sense of really not really caring what I'm doing, "I just come here and 

do my job" sort of thing. 
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COLLINGS: Well, if I may say something, you know, sort of armchair psychologist, 

I'm sort of thinking that you were talking last time about you grew up in, in some 

ways, a very harsh environment, and I sort of sense in some of the films an interest in 

seeing how the human, how people thrive, can survive and even thrive in a harsh 

environment. 

PRELORAN: That's right, yes. 

COLLINGS: And there's a shared experience, even though the harsh environment 

takes different forms. There's a shared experience. 

PRELORAN: Yes. Well, I'm a highly trained technician. I made sixty-eight films. I 

know what I'm doing. I know how to edit. I know where to shoot. But that doesn't 

mean that I'm a superior being, and I think—and teaching, I see it—that people who 

are attracted to film are super egos. "I'm going to tell the world what a genius I am, 

and I'm going to show you what's in my polluted mind," you know, and things like 

that. But ethnographic film requires you to be an anti-ego. You have to be in back. 

You have to sort of melt in the grayness of the back and just do your job and listen. 

Listen. It's very difficult to get people that are highly trained and highly sophisticated 

and admired to be humble. 

COLLINGS: Right. Well, especially since just getting the film, the wherewithal to do 

the film, requires some networking and grandstanding skills, and then you've got to 

put that all in a box. 

PRELORAN: Listen. [Francis Ford] Coppola was from UCLA, and I can tell with 

the five fingers of my hand just a few filmmakers that made it in Hollywood, and we 
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have thousands. Why? Because a director has to be ten things, say. He has to be a 

psychologist. He has to be very good with his money, excellent technician, has to 

know all about lenses and lighting and this and that. He has to be a leader, a Pied 

Piper, a convincer of all these people, not only of the actors but of the technicians. 

You know, you have to all these ten. You may have nine, but if you don't have the 

ten, you don't make it. 

And so, yes, there are a series of things. Now, in ethnographic film, you can 

go out with two people and do it and be completely isolated from the industry. Of 

course, I mean, I shot all my films. I recorded all my films. I did the interviews. I did 

everything; the editing, the titles, everything. So, talk of control. 

COLLINGS: Yes, yes. Now, when you were doing— Just sort of in terms of like a 

chronology here, we've got your sort of discovery at the ethnographic film festival. 

That's after your sort of six-year cycle of film. 

PRELORAN: Well, I did Hermogenes by then, and I was doing Damacio. 

COLLINGS: Is that the one you showed at the festival that everybody was so struck 

by? 

PRELORAN: No. Damacio [inaudible]. Damacio was in process, and that's the one 

that they reacted to. So that was after a lot of shorts, and I was going back also to this 

when making a longer film, something that was more based on one person. But I 

didn't know how to do it yet, because when you see Damacio, he's not in the film as 

much as Hermogenes. 
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COLLINGS: Okay. But these were the two films where you felt like you'd really hit 

your style? 

PRELORAN: That's right. That's when I went in 1970 to UCLA and I settled down 

for a while. I realized that that was the style. They were telling me. My colleagues 

were saying— You know, giving me certain insights. It was great. 

COLLINGS: So your next period, then, if I can— 

PRELORAN: Yes, yes, is the Guggenheims and what have you, yes. 

COLLINGS: Yes. Okay. And so with that, you continued with that same kind of 

approach. 

PRELORAN: Yes. Okay. Valle Fertil is a film that I love dearly. Oh, this is not the 

list of films. 

COLLINGS: No, but it does go year by year. 

PRELORAN: That's all right. That's all right. [inaudible], oh, I wish I could show 

you that. It's an hour and a half long. It has fifteen people that I sort of— Little mini, 

mini ethnographies. 

COLLINGS: Well, this sounds very different. 

PRELORAN: Yes, because they were all craftsmen doing things within this valley, 

and each one sort of has a different take on the place and things and how the tourists 

are coming and they're changing us. It's about transculturation. Just interesting, very 

interesting. So it went around. 
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Every time— I was there a few weeks. Every time I'd go to a place, at one 

o'clock you had to stop because there was a radio program that everybody listened to. 

It was a melodrama. 

COLLINGS: Oh, I see. The "Black Ant"? 

PRELORAN: That's right. That's right. But it was a different one. The "Black 

Ant," yes, I love that. 

And so everybody would stop, and I remember with my photographer 

companion, buddy that went with me two years, just wonderful guy, we would listen 

to these things and say, "Oh, my god, you know, this is such shit, so crude," and what 

have you. And then I remember once we went back. We record it. So we went back 

and turned it off and everything, and the guy said, "Jesus, what great actors." And it 

just hit me, I think. Maybe I'm wrong. But it just hit me, say, "But wait a minute, 

why am I— Who am I to say that this is not good when it's communicating 

something?" 

So I started thinking, "What is this need for people way out that live in nature 

and have no set— They need black and white. They need conflict. They need the 

good and the bad." And there's something there. There's a need for that catharsis, 

you know. So what I did is I decided— I shot several things of all these people 

listening also to the radio. And at the end what I did is I put this, another one, but 

very, very strong at the beginning, and I put all those fifteen people together listening. 

They became a community. They became a community when they were all listening 

to this tremendous thing, and a woman is making bread on the fire and everything, you 
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know, and it was just fantastic. I mean, it's one of the best things I've done in editing. 

But I don't have the money to bring it in to— Ah. 

COLLINGS: Ah, that's terrible. 

PRELORAN: I need thousands of dollars, thousands. Cochengo cost three thousand 

dollars to get into that stage of the d . 

COLLINGS: The restoration and digitization. 

PRELORAN: Yes, yes, because the colors are now starting to— They were all much 

more beautiful. You know, they were just pristine colors, lovely. Anyway. 

COLLINGS: Yes, well, it's good, especially for anything that you feel that you don't 

have in good shape to describe it, because then we can at least keep a description of it 

on the tape. 

PRELORAN: Yes, yes. I hope someday I'll be able to. That's one of the films I 

really want to bring out. There were several others, but Zerda's Children, I think, was 

a very important film. 

COLLINGS: Yes, that was— And so that was 1977. 

PRELORAN: 1977. 

COLLINGS: Or roughly. I mean, according to the CV here. 

PRELORAN: Yes, yes. I finished it here. I finished it here. 

COLLINGS: And Cochengo Miranda was before that. 

PRELORAN: Yes. Yes, I finished all my films here because I didn't have any 

money. I had a Guggenheim in 1975, and in 1976 I came to UCLA. And here, with 

all the facilities, I was able to mix my own sound and do everything for free. 
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COLLINGS: Now, had you seen any of the Maysles Brothers' films? Like I'm 

thinking of Salesman. The reason I thought of it is because, you know, it's a 

documentary film that follows these aluminum-siding salesmen around the East Coast. 

PRELORAN: Oh, no, no. 

COLLINGS: It brings— It creates— There's a psychological portrait that comes out 

of it, but it's sort of a portrait of despair and alienation. It's not sort of a portrait of 

thriving. And it's when I was thinking about that contrast between, you know, the 

character who's in despair and the thriving character, I sort of realized that yours were 

portraits of people thriving under harsh conditions. 

PRELORAN: Yes. I don't know what kind of manipulation you exert in certain 

things. For instance, Cochengo lives way out in the boondocks, and he has two kids 

living in different cities way far away. 

COLLINGS: Yes, and they never see them. 

PRELORAN: And I find out in Santa Rosa, the capital of the region, that he's been in 

his land thirty years, and they could give him his land. So I go to see the land people, 

and I say, "Listen, would you give him the land?" 

COLLINGS: Oh, so you were behind all that. 

PRELORAN: They said, "Sure." 

Well, yes, I mean, the little pushing and shoving. And so I get it all ready, so I 

leave and go towards his house, which is four hundred miles away. And as I go out, I 

go to the radio, and I see this, the emcee of this program, who is a friend of mine, and 
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I say to him, "Look, I'm going to be in Cochengo's place day after tomorrow at one 

o'clock, and I want you to, at 1:10, exactly 1:10, say this in the radio." 

COLLINGS: Message to the community. 

PRELORAN: Right. And so I tell Marucka [phonetic] to have the dinner and 

everything, and I'm there to see what happens. And so I shoot it. 

Now, my problem is, how do I get him to go. But that is totally fictitious, 

because he goes on his horse, okay, and so then he goes to the— And my truck comes 

along and takes him. 

COLLINGS: Oh, that's your truck. "You have to sit in the back. I don't have room 

up here." 

PRELORAN: Right. Yes, but the thing is, who's shooting him sitting there at night? 

There's a camera there, and you don't realize it. You don't. There's a certain magic 

about film that says, "Oh, he's all alone," you know. 

COLLINGS: Well, especially once he sends his horse back. 

PRELORAN: Right. But he's a convention. It's a convention that you don't see the 

camera. Then I shot from the— Oh, oh, oh. He comes, and right next to him was a 

little plane, a little Cessna, that I go on, and I shoot from the top. [laughs] I had it all 

figured out. 

COLLINGS: Oh, right, you needed to have a documentary, The Making of— 

PRELORAN: Yes, yes. 

Okay. We go to the first school. Well, he does all these things. He goes, and 

then he goes to the first school, and I shoot when he sees his daughter, you know, and 
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this sort of— You know, not really— So I'm manipulating and yet I'm shooting what 

would really happen if he did this. But I'm trying to do it so that you don't really 

realize that this is all a put-on. 

So he goes to Santa Rosa, gets the deed. They give him three little things, you 

know, all these things that just he's waiting there and then he's back and he plants 

them. So all these things are— 

COLLINGS: The trees. 

PRELORAN: Yes. They're sort of to give you a sense of drama of things, you know, 

four thousand miles away— Four hundred miles away. Boy, that's— He takes this 

and then he goes there, and then he has to wait, and then he goes there, and then he 

passes through this fantastic green place and he says, "Wow! I wish I could have 

that," you know. So all these things, these dramatic things are put in one scene that 

brings you, you know, together. Now, that's because I'm a filmmaker, not because 

I'm an ethnographer, and that's why you can see the film to the end, one hour, without 

getting bored. 

COLLINGS: It's absolutely fascinating to realize. See, I would have thought that 

there had been some sort of radio announcement, calling on him, calling on other 

people, but that it had not taken place like exactly at the dinner hour, that you had 

added this sound in. 

PRELORAN: Well, I was there and I did it, and I thought what would happen if, you 

know. So I'm both a documentarist and I want to get the moment, but on the other 
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hand, I do manipulate. And I have no qualms about that because I'm after the truth, 

and that is the truth. The thing, I can't be there twenty-four hours for five years, so. 

COLLINGS: Exactly. And did you ever follow in this kind of detail someone who 

was not a family man? For example, of the films that you gave me, as I said, I sort of 

grouped the three together that we just talked about, the Imaginero, the— 

PRELORAN: Zerda and Cochengo, yes. 

COLLINGS: And these are sort of family men in their home, beginnings of the home 

life. 

PRELORAN: Well, look. Let's put it this way. I don't think it was the family or not 

family. It's the point of is this person interesting and why. What's the interesting—? 

What will he bring to us? And I think that they're all characters in different situations 

that are interesting. Zulay was an eighteen-year-old that travels and sees, and so she's 

not in the family, although, of course— 

COLLINGS: No, no. Well, she was the first. You would never have had an 

opportunity to be that close to a female, right, in any of those villages. 

PRELORAN: Well, no, and you're right, you're right. But with sync sound, it was 

very important. I had an Eclair, and I could shoot some conversation, although I can't 

get away— It's like Chaplin. You know, when sound came, he couldn't get away 

from his style, and so— 

COLLINGS: Yes, but Zulay is very different, though. 

PRELORAN: So the sound type, the sound I use it, but I don't use it too much. For 

instance, I remember in the Warao, I heard this man playing the violin, and so I set 
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myself up, and I started shooting. He's just playing, you remember? He's in a 

hammock. 

COLLINGS: Yes, oh, yes. That looked like— Was that Carmelita's husband, the— 

PRELORAN: No. No, no, no. I don't know who it was. 

I start shooting, "zzzzzz," run, run, get another angle, run and get another 

angle, and in between all those runnings, I then cut him out and put other visions. 

COLLINGS: Other cutaways. 

PRELORAN: Shots, cutaways, and you have this sense of one take of sync sound and 

things happening around him. Well, that's pure sync sound. That can't be done 

without it, and only one camera, so I couldn't get all these different shots, so I 

thought, well, you know, I'll cut around. 

COLLINGS: It's interesting for me to see that film because I also saw Chick Strand's 

film that she shot at the same time, right? 

PRELORAN: But not sync sound, I don't think. 

COLLINGS: No, no, she doesn't. That's right. 

PRELORAN: She had a little Voyeur [phonetic]. 

COLLINGS: So I keep sort of looking around the edges of the frame trying to see if I 

know anybody I know from the other film. [laughs] 

PRELORAN: Oh, right. Well, we didn't— No, because she stayed at the mission. 

She was in the mission. 

COLLINGS: Yes. I was going to ask you. You don't have anything about the 

mission in your film. 
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PRELORAN: Well, at the very end, just one shot, yes. Well, because, again, you 

know, they asked for an ethnographic film. 

COLLINGS: Yes, it was a different purpose. 

PRELORAN: Oh, this is one thing that I like to do. I like to make films that are 

completely naturalistic, and the only thing that's manipulative is the editing. I cut 

away and I do things, and I cut to rhythm and things like that. But in general, I try to 

be very, very kosher, except at the end, and at the end I go expressionistic, 

"whooommmm," and the little kids with the "brooooommm," and then smoking and 

this and that. And all of a sudden, in one, two minutes, you get the sense of, you 

know, change. Or slow motion or fast motion or something like that. In Zerda's 

Children I did it, too, where the child, the kid comes back, and then he's actually in 

slow motion, things like that. 

COLLINGS: Yes, that's a very affecting ending. 

PRELORAN: Well, but it's expressionistic. It's not realistic, and you use it, and you 

use it because people already know that everything has been kosher. So you can bring 

in a little bit of— 

COLLINGS: Counterpoint. 

PRELORAN: Yes, but I mean of poetic license at the end. Yes. I don't know why I 

do it, but it's just something that comes natural. 

COLLINGS: Well, it's a signature. It's almost like a signature. 

PRELORAN: Could be. 
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COLLINGS: Because the rest of it has been so— There's been such an effort to make 

it authorless. 

PRELORAN: Yes. 

COLLINGS: So the theme of transculturation, which is so important in Zulay's 

children, is that something that has run through other—? 

PRELORAN: Zerda's Children? 

COLLINGS: No. 

PRELORAN: In which one? Zerda's Children? 

COLLINGS: No, in Zulay. 

PRELORAN: Oh, in Zulay, yes. 

COLLINGS: Yes. But then you're saying that you had this film early on. 

PRELORAN: [inaudible]. Yes, yes. Well, I'm always fascinated that you had 

pockets of people living along the Andes totally isolated, totally. Then suddenly, at 

the beginning of the century, trucks start to come in, you know, and there's a sense 

that there's something out there. And then society, the Argentina takes your children 

at twenty to military service, and then they see the bicycle, and then they see cars. 

Well, they can't get cars. But then, you know, the radio starts to be something where 

you have a great big sort of thing, and you hook it up to your battery, the car battery. 

COLLINGS: Did the radio carry commercials? 

PRELORAN: Well, yes. Yes. And then, and then, and then, all of a sudden the 

transistor radio with batteries comes in, and that changes the world. 

COLLINGS: That's that. 
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PRELORAN: Changes the world. You have people listening shortwave to Cuba, the 

Soviet Union, the Voice of America, and this and that, and radios that in the city you 

don't listen to. 

COLLINGS: Yes, that's what Zerda was saying, you know, "We listen to 

everything." 

PRELORAN: Yes, I mean, isn't that astounding? It's astounding. And then the 

materialism starts coming in. The kids want Coca-Cola and all that. So that type of, 

you know, slow invasion into these pockets of complete, you know, innocence, is 

fascinating to me. It's drama. It's pure drama. It's not big drama, but, boy, is it 

drama. 

That truck. I was fascinated by it, because he'd make it run a bit and then it 

wouldn't run, and he was trying to teach his kid in this. And this is a device that you 

use, comic relief every so often. You know, you're building, and all of a sudden he 

says, "Gosh, this damned truck," you know, and he sees it also as a sort of a lark. But 

at the end he says, "I'm going to get this truck running, and I'm going to leave." 

I thought, well, now, you see, then you have all this and you say, "Well, I'm 

going to play it here and I'm going to play it here and I'm going to play it here and 

then whammy here." 

COLLINGS: Was that connected to the fact that his son had been taken out and sent 

back from school? 

PRELORAN: No, that's in— Oh, that's right. It's the same son. No, no, no. This 

was before. Well, I don't— 
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COLLINGS: Like we'll never be— He'll never have a chance here? 

PRELORAN: You're right. Maybe. Maybe this was all short after he came back. I 

don't remember. Because he was in school all the time, you know. Unless I went in 

summer and he was there. Yes, yes, I must have been. 

And then one day I went to the school and the teacher said, "Forget it." And I 

thought, "Wow." So I went back and I shot that long shot. 

Oh, here's a case. Now, sometimes I know what I'm doing. [mutual laughter] 

I got a camera, I rented a camera for the first time with a motor and what have you, so 

I could run for a long time. And my wife went in train to there, and then I picked her 

up and we went and we went in for two days. And then we went back and rushed 

back and gave it back, because it was expensive for us. And we shot, I think, two 

shots. One is when he's there with his son after his being thrown away, thrown out. 

COLLINGS: And the son is thinking. 

PRELORAN: And he's just there all this long shot. 

COLLINGS: Yes, this is heartbreaking. 

PRELORAN: And the last shot. The last shot is a very long one. It's not twenty 

seconds. So I was able to get that, which was— Ah, I love it. You know, he's just 

looking down, and then as I'm zooming in, I say, "Okay, look at the camera." And he 

did it perfectly, perfectly. 

And then, of course, I choose the words afterward. I do it exactly. I know 

exactly how much pause I want and what he's going to say, and then he pauses. And I 

can do that just by cutting and adding and subtracting. So it gives me much more 
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freedom to do things with a camera rather than— With the film rather than being 

locked into somebody who says in the camera, you know. 

COLLINGS: Yes, exactly. When you would go out and stay with these families, 

would you ever have— It seems like you did not really have the same rapport or 

access to the wives. Is that right? 

PRELORAN: Hermogenes spoke for his wife. I could never get her to speak, except 

when he died, and then I recorded that, because he would talk for her, very 

submissive. Cochengo's wife, yes, we got along great, but again— 

COLLINGS: But she's not sort of present as a— 

PRELORAN: No, I didn't want that, because I want the character to be the 

protagonist. If not, it loses- It goes out- Well, in Valle Fertil I did that, yes. I did 

that. There are fifteen voices and they go all over the place, and he speaks for 

himself. There's no intervening. 

And then, well, in Zerda's case, the woman was not well in the— She was an 

innocent, you know. She was really an innocent. You couldn't get anything out of 

her. She'd laugh. 

But there is a sense that you have to be guided by a voice, and then the kids 

will say their things, but always bouncing off the father. "Yes, but—" you know. To 

me, those things are ingrained, probably at UCLA when I was studying drama, you 

know. 

COLLINGS: So except for the My Aunt Nora, which, of course, is a fiction film, is 

Zulay the other film that you have that has a female protagonist? 
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PRELORAN: Right. This is the last film I made, we made with my wife, and it took 

eight years and it's a— Well, what happened there is that by circumstances they found 

out about me, and so I was invited to show some films in Ecuador. And when we saw 

Ecuador, we thought, "Wow, great to get." 

So I went back and I got my dean at the time to give me money, and it was 

amazing. And he didn't say, "For what?" or anything. I said I couldn't tell him 

because this was an ethnographic film. 

COLLINGS: Right. Those were the days. 

PRELORAN: Right time. Right time, yes. 

So we went back and we spent six months. I bought a little car, my father gave 

me some money or what have you, and we settled in Otavalino because it was a very 

interesting solid culture, and there was an institute of studies there, anthropological, 

which we didn't afterward use. So we rented a little house, and we started to look 

around for a character. And just by chance we met this girl, eighteen-year-old, and 

she sort of hooked onto us. She'd come every morning with some eggs as a gift, and 

she'd take us around, you know, to see older persons and that. 

And Mabel said one day, "Listen, she's with us all the time. Why don't—?" 

I said, "No, gosh, you know. She doesn't know a thing about the culture. 

You'd need an older man, older woman." 

Well, but we did it, and she started to be in the film. And for God's sake, she 

took us into every nook and corner of that culture, to all her friends and this and that, 

and we'd go to a feast and this and that. She was well known around. 
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COLLINGS: Why was she well known? 

PRELORAN: Well, she was a feminist, so she was an activist. She spoke her mind. 

Interesting woman. And then so we centered it around her. But what I did is I just 

shot, shot, shot, shot, shot and didn't know what I was doing. It was just morning— 

COLLINGS: So this was very different from your other— You know. Before, you 

said, oh, 1.5:1 ratio. 

PRELORAN: Oh, yes, yes. But still, I was shooting very well. I was shooting. But 

the thing is that, no, we were shooting certain things, and I'd shoot very, very 

economically. 

COLLINGS: You didn't know if you were going to use them all. 

PRELORAN: No. Just on and on, morning, day and night, every time, we were just 

doing it. We'd go home. She comes and spends six months with us. And I look at 

the footage and I say, "God, it's great stuff," you know. So I start editing, editing, 

editing, but there's no shape. So I'm worried. I don't know what to do. And she 

leaves, and then I'm into several other things and what have you. And this goes on for 

years. 

Once she came for six months again, and she says, "Come on. Let's finish," 

you know, whatever. And I try and struggle, and I don't know what to do. And I 

narrate. Mabel and she gets together and they decide on a narration or what have you. 

So she writes the narration and she records it. You can tell. You can tell it's 

recorded, you know. It's great, everything. 
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And then she's worried that she doesn't know enough about the culture, and 

she says, "You know, I can't say these things, because, you know, they're going to kill 

me over there." She was very conscious. 

So we go back while she's here, and we shoot several things, like the mother, 

you know, into the camera and all of that, and the letter and all the beginning and all 

that. 

COLLINGS: Now, was she creating problems for her family by coming over here? 

PRELORAN: No. No, they loved it. Yes, because she was— 

COLLINGS: There was starting to be some gossip about her. 

PRELORAN: Oh, yes, yes. That, yes. But I mean, they were getting dollars, and she 

was doing well. But they didn't think she'd come back, because that's the history, 

you know. They'd leave, and that's it. And they didn't know who I was, and when 

she goes back and I go back later, I mean, they didn't know what to do with us. They 

were so grateful that we didn't treat her like a servant or, you know, or exploit her or 

do this. She was our daughter. She was here. She'd go, come, wonderful. She comes 

here all the time. She's coming in June. And we are absolutely in confidence, you 

know. She tells Mabel everything. 

So the time passes, and then I'm trying to put it into a shape, and I show it to 

an anthropologist at UCLA, hour and a half long, and they love it. They love it. "Just 

finish it. Do it." 
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I said, "I can't. There's no dramatic flux. There's nothing. There's no— 

There's nothing." I was going to make an hour and a half in a twenty-minute film 

about Zulay in L.A., and I shot a lot of things of Zulay, Zulay and this, that. 

And then I invite Jerzy Antczak, who is a Polish, very famous Polish director 

who's a professor. And he comes over and I show it to him on the Moviola and he 

loves it. And he says, "Jorge, this is not what you're telling me about." 

"What do you mean?" 

"Well, you're telling me about this woman that comes and goes and wanted to 

commit suicide and this and that, and that's not— You know, where is it?" 

And I thought, of course! Of course! It's the eight years, not the ethnographic 

document. And so all of a sudden— 

COLLINGS: Because this is the opening title of the film. This film was shot over 

eight years. Yes. 

PRELORAN: Yes. But now the whole thing is the development of Zulay having 

come to a different culture, and so I think, okay, but it can't be narrated by her. What 

if Mabel and she get together and talk and they both share experiences, not as an 

anthropologist interviewing, but as two women trying to— 

COLLINGS: Yes, sort it out. 

PRELORAN: It was fabulous. I mean, I shot these scenes on a moviola and all that, 

but I mean in two months I had the film completely changed with all this footage, and 

I mixed the footage with, you know, with they're taking the bus here and taking the 

bus there. That type of thing I just love to do. 
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COLLINGS: I think I recognize one of the blue bus drivers from today, you know, 

but much older. 

PRELORAN: Oh, yes? I'll be darned. Wouldn't that be great to show it to him? 

COLLINGS: Yes, I know. I'm not sure. I'm not exactly positive that it's him. 

PRELORAN: I remember now, yes, the face. 

So the film changed radically, and it was facing the twenty-first century, you 

know, so now there's a theme. 

COLLINGS: Right, and of course, since the twenty-first century, just in and of itself, 

is so significant because of the computer age. 

PRELORAN: That's right, and she's savvy in that. She's on the Internet and 

everything, yes. 

COLLINGS: You know, the film gave me a very important clue about what happens 

to people when they do go from one culture to another, and there is this nostalgia for 

the old culture, but you can't just go back to the old culture. And I realize based on 

one of the things that she said that it's not just a question of getting used to stuff in the 

other culture and then you've just got different habits. She at one point points out, 

"How can I fit in there? They'll have no use for a woman who speaks English and 

knows how to use a computer." And I realize that these had become two very 

important parts of her identity. Her identity had gotten bigger, and now she was 

concerned about losing those parts of her identity. 

PRELORAN: Right. But you know that she used them, because she became a very 

successful tour guide, very successful. 
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COLLINGS: That's a good solution. 

PRELORAN: And she worked with her computer and the English, yes, because she 

worked with the Europeans. Wonderful. 

I thought that that, of putting those two women together, was just perfect, 

because one comes from the sophistication of Buenos Aires and the other comes from 

the agricultural, completely agricultural, and so the two are different coming from two 

different places to L.A. 

COLLINGS: Right, right. But once they get to L.A., there's a great leveling that 

takes place. 

PRELORAN: Yes. But it's the internal problems, you know, the feelings of not 

belonging and not knowing what to do and all. 

COLLINGS: Now, was it unusual for a woman of that culture to— 

PRELORAN: Oh, yes. Yes, yes. It's still is. 

COLLINGS: So once again, this is also a film about a unique individual. 

PRELORAN: Yes. But she's a mess now, I mean, because she's so isolated from her 

culture. 

COLLINGS: That's what I was wondering, because she goes— 

PRELORAN: She's admired. 

COLLINGS: She goes back, and they're saying that she's got all these abandoned 

children. 

PRELORAN: Right, right. Well, that's the beginning. But I mean, now, after twenty 

years, we went back after twenty years with a filmmaker, one of my ex-students, 
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Sherry Sherman from Oregon State, and she shot a video of our coming back, Mabel 

and I, and seeing the progress and everything, because she made an enormous, 

beautiful house that just astounds people. She put everything as modern as possible 

and everything. So she's admired, but she's alone, yes. 

COLLINGS: Well, I mean, yes, it sounds like she's a bit of a feminist and— 

PRELORAN: Yes. Well, she did get married, and she has a daughter that's fifteen 

now. 

COLLINGS: She did get married? 

PRELORAN: Yes. Lovely daughter, lovely. Oh, wait a minute. 

COLLINGS: Shall I turn off the tape recorder? 

PRELORAN: Yes, yes. 

[End of April 28, 2004 interview] 
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TAPE NUMBER: IV, SIDE ONE 

May 3, 2004 

COLLINGS: This is Jane Collings interviewing Jorge Preloran at his home in Culver 

City on May 3rd, 2004. 

Good morning, Jorge. 

PRELORAN: Good morning. 

COLLINGS: I was wondering if this morning we could get started talking about 

following up with the discussion last time about how you made some of these films. 

We were talking about how you had arranged to have the radio broadcast announce. 

PRELORAN: Some, yes, manipulation of the thing, because what I'm more 

conscious, more interested than anything, is that you watch an hour-long film from 

beginning to end and not be bored, so that I have to use drama and sometimes I have 

to create it, although I'm very careful not to create it fictitiously. 

COLLINGS: So it has to be something that could have happened. 

PRELORAN: That happens. That happened, yes. And that, for instance, the trip of 

Cochengo, he did it probably once or twice a year, so, you know, I was just following 

his— The way what he did. 

COLLINGS: Following something that he would have done ordinarily. 

PRELORAN: Right, right. 

COLLINGS: Also I thought, sort of building on that and in concert with discussing 

your article in Third World Affairs of 1987, we could talk a little bit about the impact 
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of those films within the communities themselves. If you don't mind, I'll sort of quote 

you something from the article where you say, "We are aware of the effect each film 

has on its protagonists. In some cases, it is positive with material advances such as 

roads," and the discussion continues. 

And I just wondered what some examples of this might be for the films that 

we've discussed and possibly for other films that we haven't discussed. And then you 

also mention in the article the question of the use of proceeds, and you have some 

examples of how some of the proceeds from the films have been used in the 

communities where you've filmed. I thought that might be an interesting area to flesh 

out a little bit. 

PRELORAN: Well, I must tell you I'm a failure, total failure. 

COLLINGS: Come on. [laughs] 

PRELORAN: Yes. In '87, it was a great idea, but it didn't happen. The films are 

shown always for free. Nobody expects to pay for my films. I have become in 

Argentina a cultural icon, and so I'm expected to act in a certain way and never, ever 

make money on my films or things like that. It's a very interesting— I don't mind it, 

because I've been able to live as a professor and things like that. But in general, the 

films have never made any money, and then that means that no money has ever been 

made towards going to what I wanted. 

Now, on the other hand, every time you make a film, you become responsible 

in some ways for that family. For instance, with Hermogenes Cayo, he died when I 

was shooting, so obviously for many years we sent them some money every month. 
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Mabel, my wife, would send them a check of a little, not— We weren't earning much, 

but a little bit that was an enormous amount for them, to the widow. So that was a 

responsibility I know I took. 

The other thing is very funny. I was here as a professor, and Howard Suber 

had an Extension class, and he invited me with Zerda to show the film to an audience 

that was completely thinking it was going to be a Hollywood film. 

COLLINGS: Oh, my. How— That sounds— Why did he even set that up? 

PRELORAN: He just had a ball. Yes. He loved it. Well, he was showing previews 

before the films, and this one was a little shocker. And in the middle in the audience, 

there's a man from Black & Decker, and he said, "I am very impressed with this film. 

How can I help?" 

I said, "Well, I don't know." 

"Well, look, I'm going to send him two motor saws." And so he did. 

Eventually he did it. He sent two to Argentina to the Black & Decker representative 

and then they sent it and it came out in the paper and everything. And the man was 

just— I mean, he was beside himself. 

COLLINGS: Yes, because the film has so much emphasis on the cutting with the axe, 

yes. 

PRELORAN: Right, right. So it was a great thing for Black & Decker, I guess. 

Anyway, that was a great satisfaction, but it didn't happen that much, no. 

Then, you know, first of all, there's the logical thing that happens like this, you 

know, with the sharing of the profits and things. And the other is the idea that you 
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make a film for Hermogenes and that film goes on its way, and who knows what it 

will affect. I've had countless people come to say that that film made them 

anthropologists, for instance, or, you know, made them go to the Northwest to see it 

again and things like that, and brought them down in racism, hopefully, you know. 

That type of thing is great, because you don't know what's happening. 

But on the other hand, I mean, remember I made sixty-eight films in, what, 

forty years? And I had no time to then work with— 

COLLINGS: Sort of travel with the film and that kind of thing? 

PRELORAN: Sure, sure, sure. I finished and that was the past, you know. It was up 

to others to show it, to screen it, to get it, and many, many got them from the Fund of 

the Arts institution, showed them. 

And so I was well known, interesting, in a 16-mm circuit of very, very 

intellectual people. And the interesting thing, I've always thought that societies in 

general are dependent on a very few group of people that are called intelligentsia, the 

people that decide, "Oh, you're okay, but you're not." And so they make fantastic 

artists of one and throw mud on the other. I was lucky because the people that saw my 

film thought I was doing very interesting work, and so through the years I've become 

an icon, something that you say, "Oh, well, but if you're going to do documentaries, 

you better go see Preloran's [work], you know, before you—." Things like that. 

It didn't bring a following. It didn't. Nobody wanted to really go out and 

spend as much time as I did, because I tell you clearly that you have to go out many 
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times and over a cycle, you know. This is not just a little floozy documentary about 

something that happens in front of your eyes. So that style isn't very important. 

Now, internationally it's important because the intelligentsia, again, of the 

ethnographic film considers me and my films important, and, again, it's because 

mostly I have the time to do them rather than having to do them for television. 

COLLINGS: Yes, exactly. And it seems also that in ethnographic and 

anthropological circles those would be the people who are doing time-consuming 

fieldwork and might be able to use some of your techniques, except that they would 

also have to be filmmakers as well, which is a hard combination to find. 

PRELORAN: Well, it's interesting because I know them all, and we are all different. 

It's really fantastic how the styles and the rhythms and the way they approach. It's so 

interesting how you put your personality in there. 

The other thing, of course, is that the films, like Imaginero, become sort of 

known in the university ambiance, and so they're used for classes in anthropology 

quite a bit. 

COLLINGS: For showing how these people live? 

PRELORAN: Yes. 

COLLINGS: Or for showing how one might document? 

PRELORAN: Could be both. Both. But I mean, in general, Imaginero is a well-

known film sort of thing, yes. It's been used a lot. 

COLLINGS: Well, what about ways in terms of the film's impact? I'm not 

remembering now whether this was something that you said in the tape last time or 
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whether it's in your article, where you talk about how the film Zerda's Children is 

shown quite often in its own area and has been used to publicize aspects of life there. 

PRELORAN: All right. More than that, Cochengo, Cochengo was put on the back of 

a truck and with a movie thing, and they'd go to every town, every small, little town, 

and show movies in the evening here and there. 

COLLINGS: What kind of movies? 

PRELORAN: Well, Cochengo. 

COLLINGS: All documentaries? 

PRELORAN: Oh, yes. Oh, no, no, no. Probably [Charlie] Chaplin and, you know, a 

little bit of laugh, and then Cochengo. And Cochengo seems to have—now, I don't 

know if this is true, but this is what they told me—to have encouraged the folklore 

aspect of the region, rather than lose it. 

COLLINGS: I see. 

PRELORAN: Say, "Oh, that man," and it's shown and it's filmed and all my— You 

know, they admire these things that we do, so it maintained a bit of the folklore in the 

region. I don't know if that's true. 

COLLINGS: And do you have some examples of this kind of thing from others of the 

films, perhaps films that we haven't discussed yet? 

PRELORAN: One of them I know that I had the opposite reaction, I'm sure. Well, I 

mean that I did Araucanians of Ruca Choroy, which is now called Damacio Caitruz, 

and I wanted to show it to the governor of the province and what have you, because 
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that's- You know, I show certain things that should be corrected, and I never was able 

to. They don't. 

COLLINGS: He refused to. 

PRELORAN: I mean, it just wasn't— You know. They just didn't give me 

importance. The thing is this. If you sit twenty people of the government to see a film 

in the dark, bigger than life, that voice of those people telling you things is incredibly 

powerful, and so that's what I was hoping, that I would give them the possibility of 

talking to the people who could do change, bring change. No. 

COLLINGS: Yes, it didn't come off, though. 

PRELORAN: The other thing that I was very, very annoyed at, actually, is that I was 

here and the counselor to Argentina was giving a series of Argentine films at USC, 

and they asked for that one, "The Araucanians of Ruca Choroy", and I went over and I 

took it. And when I finished, the consul general was just livid. He said, "You didn't 

shoot that in Argentina. That doesn't happen in Argentina. We are a powerful, 

progressive country. You did- Where did- You did that in Chile." 

I said no. 

"And who was that actor that was talking there? Those Indians don't know 

how to talk like that. What would you— You're trying to pull over—." You know. 

He was just livid. 

COLLINGS: Was he speaking to your privately? 

PRELORAN: Yes. 

COLLINGS: Or did he speak to you in front of— 
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PRELORAN: Yes, privately. 

COLLINGS: I see. What is the film about? 

PRELORAN: Well, no. It's just a valley where summer is very nice, but the winters 

are so bad, they're isolated four or five months, and snow and what have you. And 

it's a reserve, an Indian reserve, that they left these Mapuche Indians there because 

nobody wanted the land. And so I went there several times, and this man is 

marvelous. You don't have that one? 

COLLINGS: No, no. 

PRELORAN: Oh, because it's in Spanish. Oh, you won't be able to see many of these 

films because they're in Spanish. 

COLLINGS: Well, we'll work with what we've got. 

PRELORAN: You want to have them anyway and see them? 

COLLINGS: Yes, sure, yes. 

PRELORAN: We'll choose. 

So those are the things. Nothing really great happened. Nothing, nothing. 

COLLINGS: I think that last time when we were talking, you had said, "I have been 

accused of not being a political filmmaker, not making a Latin American statement," 

and when I was listening to the tape, I realized that somehow we just kind of jumped 

away from that, and you didn't really have a chance to elaborate on it. 

PRELORAN: Okay. Well, anything that comes from South America, Latin America, 

is supposed to be Left and strident. It's the people against oppression and the church 

and years of not getting to the power, etc., etc. 
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This was interesting when I took My Aunt Nora to Europe in '83 to several 

festivals, and in one in particular, it was Biarritz, there's a little film festival, about 

twenty films, Latin American films, and our film was not even considered, not even 

talked about, but it won the popular vote of the audience. Interesting. But they were 

expecting a strident revolutionary film, and I am not considered one. 

Now, if you say Zerda, to me Zerda is a very revolutionary film. 

COLLINGS: Well, that's what I was thinking, yes. 

PRELORAN: Well, I didn't do that. That was one of the latest. But I never set out to 

make a film about anything. I just take a character, and if the character is mad at 

something, he'll be telling you he's mad. And that was another case in which it's very 

clear that I as a filmmaker didn't put my own thoughts into it because Zerda is a 

Peronista. He loved the man, he respected him, he talks about him, he said he was a 

great guy. I don't. But it's in the film, because that's what Zerda's said, and I have 

nothing to do with editing out what I want. That's very important, yes. I feel that 

very important. 

COLLINGS: So do you think that his views on Peron sort of mitigated the impact of 

the film? 

PRELORAN: Oh, no, no, no. No, no, no, but I mean, I put it in, and he says it and all 

that, but it's not— You know, many people have told me that my films are timeless 

because they're not revolutionary in that sense, because that dates them. It puts them 

in a situation, in a very specific— No, no. These are human beings that are living 
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something that in general is wrong and so they tell you. But it's not that they're 

strident. 

COLLINGS: What about another film that we haven't discussed, you mention it in 

your article, The Ona People, which is on ethnocide. 

PRELORAN: Yes, yes. 

COLLINGS: Is this a political film? 

PRELORAN: A social film, not a political. I don't think there are very many films 

about ethnocide. This is one of them. And I premiered it at the Musee de L'Homme, 

Jean Rouch was there and everything, and they went bananas, because it was a 

document of six people that were the only people that still spoke the language. So 

when they were dead, that culture would have disappeared. There were half-breeds 

and things like that, but the Onas would have disappeared. And they tell you stories 

of the things that the sheep owners did that were just terrible. They'd kill, for 

instance, women, and you'd bring the breasts, because they'd give the hunter a pound 

and a half. And if you killed a man, you know, it was only a pound, because women 

would procreate and what have you. And so they were after them as if they were now 

wolves or something. 

And the missionaries put them in confines so great that, say, about thirty years 

later, only about four old women came out of there, and I met one of them. Four. And 

that means that they didn't have kids, nothing. They were separated by the church. 

Anyway, all kinds of things, and it was a very strong film. I would come back 

from Tierra del Fuego and get into great depressions; then I'd work on something else 
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and go back, you know, and record these people, which I'd then type. And so they're 

all spoken in the film. 

It's an interesting film. It's an interesting film, very interesting, but it's not 

well done. I find it rather, you know— I don't know. I saw it about three or four 

years ago, and it was, you know, very primitive. 

COLLINGS: It sounds like it might not have maybe the opportunities to provide the 

dramatic structure that you often like to have in your films. 

PRELORAN: Oh, yes, oh, yes, no, no. Oh, yes. I mean, every time— Oh, yes, it's a 

very soft, very, very uneventful— And what they say is all in your mind. It's 

tremendous. It has a tremendous effect. 

COLLINGS: And did they die out eventually? 

PRELORAN: Oh, yes, yes. We're talking about '71, thirty years ago now. They all 

died, yes. 

COLLINGS: Also in your article you talk about your ideal screening practices. You 

say each film should be shown to the protagonist when it is almost complete. I 

wondered— I mean, I understand when one has a discussion of best practices, it's not 

always practical. 

PRELORAN: No, no, and I didn't do it anyway because— 

COLLINGS: I was just wondering if you ever had any examples where you had 

shown something and somebody had made a suggestion. 

PRELORAN: Oh, well, well. Well, in Zulay, of course, that was the main thing. 

That was it, yes. But in Cochengo, he used to come to Buenos Aires maybe once a 
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year or something, and he'd stay with us. And so we'd work on his songs and things 

like that, and I'd show him everything that I did. 

There are degrees of sophistication. Zulay is very sophisticated, Cochengo is 

knowledgeable, but not about film, and Hermogenes would have been total dud 

because they didn't even know what movies were. So you have a degree. 

The only thing that they do now, which I think is fantastic and it's part of this 

process, is that you take the television with a little motor, and you show the whole 

people everything. No, I didn't have that. No, I never took a projector. I was a little 

bit leery about that anyway, because they didn't know, really , what I was doing, and 

it doesn't matter. 

But the point is that if you show them, they become aware of themselves. 

They, like, have a mirror in front of them. So they start to make, you know, certain 

changes, and that's why my films are fresh. I'd rather not. But just before finishing, it 

would be nice to have the opportunity of showing the film and seeing if everything 

they say is kosher. That's all. 

COLLINGS: Oh, sure, yes. I just wondered if there were any sort of stories around 

that that— 

PRELORAN: No. Well, I mean, Zulay is astounding, the way she started to creep in 

in every aspect. 

COLLINGS: Yes, yes, she's great. Then you also sort of mentioned, say, that one 

should ideally return to the area to screen the film and— 

PRELORAN: Well, that I had. With Cochengo, it happened. 
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COLLINGS: Yes. And how did people react? 

PRELORAN: The thing was incredible because it's way out in nowhere and yet the 

word went out there was going to be a real big feast. 

COLLINGS: Did it go out over the radio? 

PRELORAN: It went out on the radio and all, but, you know, word of mouth. And 

the governor was going to come. He was going to make a big deal about it. 

COLLINGS: Why was he going to come? 

PRELORAN: He was going to come with his entourage, what have you. 

COLLINGS: How had the governor heard about it? 

PRELORAN: Oh, well, we were— The film was well known. I mean, I had been 

shooting for about over a year, and, you know, in the capital. And he was a Peronist, 

so he wanted to use it for his— Well, anyway— 

COLLINGS: Because Cochengo spoke well of Peron, you mean? 

PRELORAN: Yes. I mean, no, no. No, I mean that it was a popular government. 

Yes. He was a popular government. No, Cochengo doesn't say any— One way or the 

other. 

COLLINGS: Oh, that was Zerda. That was Zerda then. 

PRELORAN: Yes. He complains. 

COLLINGS: I'm sorry. I got them confused. Yes. 

PRELORAN: He complains that they're all forgotten, but— So we set it up and it 

was a feast and people started coming and everything. We put a sheet on a truck, you 

know, and everything was ready. And as it got darker, the wind started to come up, 
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and all of a sudden in the early evening, all these cars come and a lot of this, so they 

all sit down and we start. And the wind was raging by then. It was just raging. And 

you had all these images, and the thing was [inaudible]. It was just incredible, and oh, 

the people had a great fun. And then the guy left. 

COLLINGS: The governor? 

PRELORAN: Yes. And then at two o'clock in the morning, we showed it again, all 

now every calm and the wind had died, and then they danced until morning. And it 

was a popular feast. It was just perfect. And by chance, there was a newspaperman 

that was traveling, and he came. Just by chance he found out, and he wrote about it in 

a magazine, yes. To me, that would be the way to do it. 

COLLINGS: Yes. And what did people of the community say about the film? 

PRELORAN: They loved it, yes, because they saw themselves. "Hey, there's Joe, 

hey ho." They didn't see the film the first time. They were just reacting to whatever 

they saw, you know. It was great. It was great. 

I think that, again, I think they should have seen it twenty times, not just one or 

two, because it's such a shock. It's a shock to see. There was no television at this 

time. 

COLLINGS: Yes, that's what I was thinking, just to be watching. 

PRELORAN: Television has ruined everything, because you go in and now 

everybody is aware of themselves. And Argentines are extremely extroverted and 

showoffs and what have you, you know. They're not sort of— For instance, I 

remember an Argentine saying, "Here. My god, you know, I was going down Third 
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Street [Promenade] in Santa Monica and I saw Al Pacino. He was sitting there just 

talking. I went up, and I—." You know. And the guy, you know— Nobody gave 

him the time of day here. But an Argentine makes a big deal of everything. 

COLLINGS: So are you saying that once they start seeing themselves on film there, it 

just becomes more and more the— 

PRELORAN: Well, we're talking about feasts and where you show off. But I don't 

think— I could continue making films on Cochengo and what have you because it's 

very intimate and slow and we talk and we discuss. Cochengo once came up and he 

said, "Listen, I'm going to cut my son's hair. You want to—?" 

COLLINGS: Yes, that was a very nice scene. 

PRELORAN: Then he did it as a joke. "Well, you know, and by recording these 

things in different times and different hours on different days, you get very low 

depressing things and high sharp and his description, and there's a lot of nuances to 

the voice. 

COLLINGS: Now, with a film such as this, is this still the l.5:1 shooting ratio? 

PRELORAN: Oh, yes. 

COLLINGS: Really? 

PRELORAN: Oh, yes, yes. By then I was good, yes. 

COLLINGS: Okay. And how do you assemble your films? In the editing stage, do 

you plot it out beforehand? 

PRELORAN: No. 

COLLINGS: Or do you find yourself recutting and recutting? 
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PRELORAN: I don't know. I don't know. I don't know. But what it is, is total 

immersion. It's like going under and not coming up for air. You come back, process, 

make a work print, and then you start, see, and you take out the bad stuff and the 

flashes and what have you. And then right away, right away, I start to edit. I mean, 

there's no waiting, and I'm very, very fast. 

From the very first film, I was very sure of myself, just weird, because I didn't 

see that much in my students, but very sure. And then you start to see— Your mind is 

working all the time. "Oh, I can do this or I can do that, or maybe I should put this 

after this," and so you edit and you're making notes to see what you want to record or 

what you want to film. And then when you go back, you shoot again and you record 

again and then you— 

COLLINGS: So you're editing and shooting at the same time. 

PRELORAN: All the time, all the time, and you come back and you digest it. That's 

the wonderful thing. You go, you shoot, and then you have about three weeks to sort 

of calm down, do it right, go back, and continue. Yes. 

COLLINGS: That sounds like a very good work rhythm. 

PRELORAN: Yes, it worked, and it was just me alone. I didn't discuss it with 

anybody. Well, I mean, sometimes, but it was inside my head, yes. 

COLLINGS: Right. You didn't have to deal with a producer. 

PRELORAN: Right. No, but not even that. My thinking is that when you direct a 

documentary— I mean, I'm being facetious, but you should be the cameraman. It's 

your eye. It's the eye. So there is decisions going on all the time as you're doing it. 

126 



COLLINGS: Okay. I was wondering if we could just sort of shift into a slightly 

different discussion. Last time, and sort of a little bit this time, we've talked about one 

aspect of your style, which is the seamlessness, where you talked about where 

Cochengo is out in the sort of the flatlands waiting to be picked up by a car. In fact, 

you have, you know, gone up in this small plane and done this shot, and it's all 

incorporated very sort of naturally and seamlessly, and how you went to a lot of effort 

to make sure that the subjects were very accustomed to you and everything was very 

natural. 

And then on the other hand, you look at films like Obsessive and Zulay, which 

are entirely self-reflexive. And you know, with the case of Obsessive, it is a portrait 

of a painter, but it's— 

PRELORAN: Oh, Obsessive is— 

COLLINGS: But it's an interrogation of the whole process. 

PRELORAN: Yes. No, no, no, no. Obsessive is definitely a bagatelle, just a little, 

little thing. We were just best of friends, and one night— And he has a dry sense of 

humor and he's— 

COLLINGS: It's a delightful film. 

PRELORAN: Yes. Oh, you have to listen. You should listen in in Spanish, because 

obviously— I think it's Howard, isn't it? 

COLLINGS: Yes, Howard Suber and Peter Wollen in it. 

PRELORAN: Oh, Peter Wollen, right. Peter Wollen, he didn't like it at all. 

COLLINGS: Oh, really? 
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PRELORAN: No, no, no, no, because he does this critique that I'm making, that I'm 

lampooning. 

COLLINGS: Well, he didn't like to be [inaudible]. 

PRELORAN: Afterward, he didn't like it when he saw it, and then he came around 

because people said, you know, "You're such—." You know. And so then he liked it. 

But he was very— He's humorless, you know. 

COLLINGS: That's true. 

PRELORAN: Howard, no. Howard is— Okay. 

We were just doing things. About two o'clock in the morning, I turn on the 

thing, and I say— And we started this interview, and more or less that's what it's 

remained. And the interview was just sort of very— It started normally, but then he 

got out of hand and I just got stupider and stupider and it just worked out very well. 

COLLINGS: It did, yes. 

PRELORAN: Yes. And it took twenty years to do. 

COLLINGS: Oh, really? 

PRELORAN: Oh, yes. Oh, he changes. Don't you see? Did you see it? 

COLLINGS: Yes, but I didn't know it was over twenty years. 

PRELORAN: Oh, yes, he came here. We did a scene here. And then we had to go 

back. It took a long, long, long time. Yes. I wanted to do something with that film, 

but, again, just as I do with every one, I never sent it to festivals or anything. 

COLLINGS: I think that film would do really well. 

PRELORAN: Sure, in a certain type of humor thing, yes, I'm sure. 
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COLLINGS: And especially because there's so much discussion now about how 

information is mediated by the process of getting the information. 

PRELORAN: Well, yes. For Juan D'Alessandro it's a very serious film. For me it's a 

bagatelle. But for him, the more he sees it and the more he thinks, it's exactly what he 

thinks, it's exactly what he thinks. Now, I mean, it's what you're talking about, the 

way the society sort of does it all, and I'm representing that. And I like the film, but 

it's not important to me. For him, it's very, very important, yes. 

COLLINGS: Does he only do those portraits? Is that the range of his work, it's just 

those portraits? 

PRELORAN: No, what he does, what he really does, is furniture. There's a montage, 

but we didn't give it too much time, but that's what he does. That's what he lives on. 

No, he's doing other things now. He's— 

COLLINGS: Yes, because that was fascinating. 

PRELORAN: I'm writing another book on him, which I think is just— Because he's 

doing all kinds of things on the computer now, very original stuff. And so I recorded 

him just six months ago, and then I'm remaking a book. 

COLLINGS: Yes, well, that's great. 

Well, would you ever think of using that kind of self-reflexive style? I mean, I 

know you got to it with Zulay, but would you have ever considering using that sort of 

self-reflexive style with some of the earlier documentaries? Because— 

PRELORAN: No. 
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COLLINGS: —your presence is absolutely effaced. I mean, I think that's what you 

use in your article. You sort of strive for this, I think, self-effacement. 

PRELORAN: There're three ways of doing it. First person is when you are the 

camera, you, but you never see you because you're you. You see yourself in the 

mirror. Second person is when you're just watching somebody. Second person would 

be a detective story in which you never see anything but the detective and what he 

learns. You don't know anything more than the detective. And the third person is 

god. I mean, you see the assassin, you see the detective; you see what's happening 

everywhere. 

COLLINGS: Around the corner. 

PRELORAN: Yes. So you are witness to everything. "Don't do that!" sort of thing. 

COLLINGS: "Watch out!" 

PRELORAN: "Watch out!" So in this type of film, I decided early on that I wanted 

to do third person. I didn't want him to react to me, and I didn't want to be part of it. 

But in Zulay, it happened because, I told you, [inaudible] told me, why not, 

and so I decided to come in and give Mabel and her, just give them the film, give them 

the film, and they'd go and talk and whisper and say things, and I didn't care. And 

then it went to coming out in the scenes that were shot. 

COLLINGS: I think in one of your articles you mention that Zulay participates in the 

editing process. 

PRELORAN: Yes. 
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COLLINGS: And I was just wondering if there were specific examples where she 

changed something or did something. 

PRELORAN: No, not really. Oh, no. I can't tell, because it was so organic, we just 

were— The three of us were just in it like this. As I say, the two of them were doing 

the film on their own, and then when I started to edit, then the three of us sort of made 

decisions, and she would do a lot of work putting things back and, you know, rolling 

up and doing this and putting that. And I'd tell her, you know, "Why don't you put 

that scene in," and she loved to work on it, yes. But I don't know if there was that 

sense of being very— 

COLLINGS: Of having a particular vision? 

PRELORAN: No. Well, yes, in the sense of— 

COLLINGS: Let me just— 
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PRELORAN: I think she was very clear in her mind of the things she should and she 

shouldn't say. 

COLLINGS: Oh, because she didn't want the community to hear certain things? 

PRELORAN: Right. No, because if she didn't know things, then the community 

would have— But the film became not a vision of her of her community, but rather 

her own life, and so it was much easier to talk. The interesting thing was that at the 

beginning it was very, very orderly. She wrote a script herself. She got on the 

computer, and then we'd polish it and then she'd read it, and it was terrible, because 

you could feel that she was reading it. The minute Mabel came in and there was a 

dialogue, perfect. 

COLLINGS: And the script that she wrote, was that sort of an overview about the 

local customs and so on? 

PRELORAN: Right. At the very beginning, an ethnographic film, yes. And she 

didn't like it. Oh, she didn't like it. 

COLLINGS: Okay. And now has that film been shown back in her community? 

PRELORAN: Well, of course, but I had to think about it, because I didn't do it. But, 

yes, she has the videos for many years now, many years. In fact, she wants to sell 

them now, DVDs, here on the Promenade. 

COLLINGS: Okay. That's interesting. [laughs] 
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PRELORAN: That's the way she makes some money. 

COLLINGS: And what was the response in her community to the film, do you know? 

PRELORAN: I don't know. You know, now that I think of it, I think she didn't show 

it to the community. She showed it a lot to the tourists that came, you know, and part 

of the thing was showing them the film, but— 

COLLINGS: Did she have it running sort of in her textile stall or something like that? 

PRELORAN: No. No, no. She has an office, an office there for tourism. And she 

did month-long tourism, and, you know, she'd fix things up, do things nicely. No, I 

don't think she wanted— She was afraid that she was going to be really stoned, you 

know. 

My own thing is that it's a pity that it didn't get on television, because that 

film would have been very interesting for Ecuadorian television. And I told her I gave 

her the rights totally for that. I mean, I wouldn't even— And she didn't do anything 

about it, so. 

COLLINGS: Now, did she marry an Otavalino man? 

PRELORAN: Yes, yes. And then they had a daughter; she's fifteen now. She 

doesn't live with the man, but they're friends, you know. So she's a loner, yes. Did 

you see the house in the book? 

COLLINGS: The house that she lives in now? 

PRELORAN: Yes. You didn't see that? 

COLLINGS: Yes, maybe I didn't. Maybe I missed that it was her house or 

something, I don't know. 
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PRELORAN: At the end? At the end, that enormous house? 

COLLINGS: I was sort of paging through it. I'll have to re-look at it, but at the end 

you're saying that this is her— 

PRELORAN: I'll bring another one, because maybe it doesn't have it in it, I don't 

know. 

COLLINGS: Yes, I don't know. I was just kind of like paging through the whole 

thing. I tend to have this habit when I page through things, of going from the end to 

the beginning. 

PRELORAN: Yes, okay. Just a second. I'm going to— I don't want to forget. 

[interruption] 

COLLINGS: So this fabulous house that she built, this is not in the film, because this 

was much later, right? 

PRELORAN: Of course, yes. This was much later. It will show up probably in the 

film that Sherry Sherman will do, Sherry Sherman. 

COLLINGS: And who is Sherry Sherman? 

PRELORAN: Well, she's a professor of folklore at Oregon U., and she was a student 

of mine way back in 1970 in the ethnographic film program. And she went with us 

last year to stay there for about five days, I think we stayed, to do a video on what 

happened after, twenty years after I shot the film. 

COLLINGS: Wonderful. 

PRELORAN: So it's going to be another look, totally different. 

COLLINGS: Oh, that's very good. 
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PRELORAN: Yes. 

COLLINGS: Well, it seems that Zulay is a— I mean, judging from this beautiful 

large house that she has built— 

PRELORAN: Well, she did it as a hotel. She was going to have— She has, I think, 

four rooms with the most modern bathrooms and everything, and the kitchen is perfect 

and everything. But she hasn't furnished it yet too well or anything like that. I mean, 

she has it there. It's a capital that's not being used. So we went, and we tried to, you 

know, make her, because it was a great, great place. 

COLLINGS: Is this kind of really entrepreneurial spirit in a woman unusual among 

the Otavalino people? 

PRELORAN: Well, probably a little. She's a little bit— She shines. But the 

Otavalinos are very, very entrepreneurial, yes. I think she's a little bit more, because 

she knows that she's a woman and she's alone, and she goes out and does this and 

business. And I don't know how many cars she has and she's going to buy a new one, 

you know, last, latest model. She has land. She has houses. It's astounding where 

this woman has got the money. 

And she told it to me all in the book. I mean, she'll live here in L.A., 

downtown in a fleabag hotel, take the bus to Santa Monica every morning very early 

and then come back very late, and make every day count for a lot of dollars. 

COLLINGS: So what is she selling in Santa Monica? 
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PRELORAN: Well, her ex-husband alone plays the flutes, has some records, so they 

put the record and he plays, and they're very, very— Something happens. The flute is 

very magical, and so he sells a lot of CDs. 

So she came last year to be with him, and it worked out even better because 

she's so beautiful the way she dresses and everything, that the business probably got 

to double. So they each took a percentage. And now with her, she sees that with the 

film it could be also that way. And she has gone into buying jewelry in Ecuador by 

the bulk when it's auctioned, and then bringing it here, and some things are priceless. 

So that's probably one way that she's going to get around. 

COLLINGS: Oh, this is very interesting. So the film about her is like, as some of the 

other films are, really it's a film about an extraordinary person. 

PRELORAN: We didn't know at the time. It just happened that way. 

COLLINGS: But she was the one who kind of attached herself to you. 

PRELORAN: Yes, yes. 

COLLINGS: Seeing it as a wonderful opportunity. 

PRELORAN: I don't know what she thought at the time. I don't know. But she 

didn't do much, so she, instead of selling wares at her aunt's stall in the market, she'd 

come with us. And then as Mabel and she got more and more, you know, sort of 

friends, she probably saw the idea of coming to the States very— And, boy, she used 

it, astoundingly. She came, and two days later she was already signed up in a school 

for English. 

COLLINGS: No jetlag, nothing, signed up at a school for English. 
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PRELORAN: Astounding. And her accent is really great. These people are found 

everywhere in the world, and they learn the languages immediately. They're very 

good at that. 

COLLINGS: So this is a tradition, actually. 

PRELORAN: Oh, oh, yes, yes. And she tells a lot of things in the book. She was 

going to show her father, you know. There's certain things there that she was going 

to— Yes. 

COLLINGS: Yes, she had some brothers who were sort of ne'er-do-wells. 

PRELORAN: Right, right. 

COLLINGS: How did Henry Fonda get involved in the Zerda's Children project, 

actually? We forgot to talk about that last time. 

PRELORAN: Right. I shot the film just before I came, 1974. In 1976 I was here, and 

I didn't have money enough to finish it. So when I was here, I finished it, and I 

worked on it and worked on it and worked on it, and I mean, that's what I always have 

done. I'll spend the time necessary with the students, but then into the night or very 

early in the morning I'd work on my things, and that way I finished several films here. 

And when it came time to do the English version, I did it as usual; I translated him 

with my voice. I did that always. 

But this film was not introduced by me. It was introduced by another person. 

So I thought, "Wow, if I could get a Hollywood voice And I went to see Bob [Robert] 

Rosen. He was at the archive, and he wrote a lovely letter, and he sent it to Fonda's 

agent. 
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Two weeks later, he called. He just called, and I said, "Hello," you know. 

COLLINGS: So was he interested in the film because of the theme? 

PRELORAN: He didn't see the film. He didn't— No. Yes, obviously, obviously. 

COLLINGS: You had explained the theme of the film in the letter, yes. 

PRELORAN: Oh, yes, yes, yes, yes, and he read it and all that. But it was on his 

seventy-third birthday, and I went to look for him, I picked him up in a broken-down 

Pinto, took him to UCLA, went into a recording session. They were all there, you 

know, waiting and what have you. He did it in twenty minutes and left. 

COLLINGS: Yes, just one take, right? 

PRELORAN: Sort of thing. 

COLLINGS: Sort of thing, yes. 

PRELORAN: God, his voice just gives it this— I don't know what it is, because I 

was thinking, well, you know, Gregory Peck or— But there is no one like him. 

COLLINGS: Yes. Well, for me, it's the association with The Grapes of Wrath that 

gels it. 

PRELORAN: Right, that's it, that's it. That's right. That was the image, yes. 

COLLINGS: Luther Metke was another film, another documentary film, that is done 

in the style that we've been talking about. But just before we sort of jump ahead to 

that, are there any other besides the Obsessive and Zulay, any other films that use this 

very interrogative self-reflexive style? Or are those the only two among your sixty-

eight films? 
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PRELORAN: Well, I don't think Obsessive is that way. It's just a humorous thing. 

It's not me. 

COLLINGS: Well, self-reflexive in the sense that, you know, the bones of the 

interview are— 

PRELORAN: I appear, yes, I appear. 

COLLINGS: Yes, appear. 

PRELORAN: No. No, I've always been loathe to be in the spotlight. 

COLLINGS: Okay. I was just wondering if that was, because I've only seen a few 

things. I was wondering if this was sort of the tip of the iceberg of another vein in 

your work. 

PRELORAN: No, no. No, no, no, no. Zulay was a different film. And it's 

interesting because it's the first time that I go into a community, not a sole individual, 

with a family, the extended family, and this is a very extroverted culture. And it was 

sync sound, because I hadn't done that except in Warao, the only other time. So there 

are a lot of changes in Zulay, yes, and the reflexive part is probably the last step in the 

editing after eight years. So it wasn't there, either. It was shot all third person, you 

know. 

COLLINGS: Yes, I see. 

PRELORAN: And Luther Metke is weird because I had an ex-student also living in 

Eugene, Oregon, and we kept in touch. And I came to teach here in '76, and he wrote 

me and he said, "You know, I have this marvelous guy that I'd like to make a film on. 

What do you think?" 
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And I said, "Well, look, I'll tell you what. I'll get a grant from NEA [National 

Endowment for the Arts] and probably, you know, if you get it, you're on your way." 

So I did, and I got it. I don't know what it was, twenty-two thousand dollars or 

something like that. 

And he went off and he shot sync sound, and he shot a lot of footage. His wife 

was doing the micing and the mic was always disconnecting and the sound was, oh, 

terrible. 

Then all of a sudden, he got a job in Kenya and he dumped the film on me. He 

just said, "You know—." 

COLLINGS: "I gotta go"? 

PRELORAN: "I gotta go." Well, I mean, no, he didn't dump it, but I said, "Look, 

you only have two years. You have to come up. You have to finish it. 

"You know, well, I can't." Boom. 

I was madder than hell. But I started to edit it and I just took out all the stuff 

that was bad, just took it out, and I decided to go. And I went with my little Bolex and 

I shot some things and I recorded a lot, and I made a film in my style using some of 

the footage of his. I [inaudible] half an hour, he wanted to do an hour and all that, you 

know. He wasn't that pleased, because he had probably other ideas. But you know, I 

had to finish. I had to finish on time, what have you, so I did. 

Then he took this film and he started a business of old senior— There must be 

a big business about senior films. 

COLLINGS: Oh, really? 
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PRELORAN: Yes. And he started to rent them or sell them like hotcakes to libraries 

and what have you. And then he put it into the Oscar, and I didn't know. I didn't 

know at all. 

Then one day I went very early in the morning to my office, and a guy calls me 

at, I don't know, seven o'clock. "I can't believe it! I can't believe it!" 

"What's wrong?" 

"I'm here at the Oscar nominations, and you're nominated." 

I couldn't believe it. I was running up and down the aisle like— You know. 

COLLINGS: Do you know who nominated the film? 

PRELORAN: He did. 

COLLINGS: Oh, he did? 

PRELORAN: Yes, he put it in as a producer. 

COLLINGS: Oh, I see. Okay. All right. I thought you had to be part of the 

Academy [of Motion Picture Arts and Sciences] or something to nominate. 

PRELORAN: Oh, no, no, no, no. It's a film that you put in. But it competes with 

about, I don't know, 500,000 films, because that is one where everything is outside of 

the industry. It's a 16-mm, you know, it's a half-hour documentary. It's not even the 

hour. And so it was in. And we went and what have you. It was fun. 

COLLINGS: Oh, that is fun, yes. Well, one of the things, I was wondering how you 

got involved in the project, because it seems completely outside of the rest of your 

work in terms of the subject. 

PRELORAN: That's right. It was the only one I did here in the States. 
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COLLINGS: Right, that's right. 

PRELORAN: That's interesting, to be nominated for the only thing that you do in the 

States, and you keep wondering, you know, what would have happened if Imaginero 

or, you know, one of those were shown in festivals and got a little notoriety? Not— I 

did it on purpose. I said, "I'm never going to show ever, ever any film in a festival 

because I'm not—." 

COLLINGS: Why's that? 

PRELORAN: I'm not in competition. I do these things for myself. I do them for the 

thing and blah, blah, blah, you know. 

COLLINGS: Now, you should show them now. 

PRELORAN: Huh? 

COLLINGS: Can't you show them now? 

PRELORAN: No, no. 

COLLINGS: No? 

PRELORAN: No. Retrospectives, yes. But then I started to think, you know, later on 

in the eighties, I was a stupid ass, because the only time they're going to see them is— 

So I took My Aunt Nora to eight festivals all over Europe, and it did very well. No 

prizes. I didn't want to go to any one that gave a prize, you know. But, you know, 

showing at— The very fact that it was accepted was great. It's like getting a 

nomination, you know. 
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COLLINGS: Sure. One of the things that I liked about the— That I thought was 

interesting about the Luther Metke film is that there's that segment on the local news 

that's in the film. Remember? 

PRELORAN: Oh, yes, yes, yes, yes. 

COLLINGS: They're gathered around the TV watching this segment. 

PRELORAN: Right. 

COLLINGS: And the local news segment is so inadequate in terms of communicating 

really the spirituality of this man, and I— 

PRELORAN: Yes. Well, that's exactly the difference between time and not time. 

One is newsreel. The other is— Yes. 

COLLINGS: Yes, exactly, and yet at the same time it also shows you what these 

human interest stories on local news would really like to do. I mean, we always 

complain that the news is so depressing and bad and it's focusing on wars and things. 

And then they have these little human interest things, but they're so uncompelling that 

nobody would even watch them. 

PRELORAN: The terrible thing is that you're here, you're here. You could go to see 

the guy every, you know, week if you wanted to. It's up to the person, not, "Oh, no, I 

couldn't because he's way up there in the Cascades." Yes, sure, I'm here. But you 

could have done it. 

COLLINGS: Yes, yes. You mean somebody living in Eugene, Oregon, or wherever, 

yes. 
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PRELORAN: Anybody that's in the place has around them the most extraordinary 

characters, places, sceneries, histories, things that could be basic, and you say, "Why 

does a guy from Los Angeles have to go up there and see it?" 

COLLINGS: Well, I think this is one of the things that's so wonderful about the film 

because, you know, it shows you that this guy that you probably just sort of like, you 

know, pass in the market and not even look at or think twice about is actually a deep 

thinker, a very spiritual person, a very artistic person, and— 

PRELORAN: There must be gazillions of them. 

COLLINGS: Yes. And it's interesting, too, because, you know, one sort of, you 

know, in a kind of a stereotypical way, one sort of expects that from what we might 

call the Other, you know, like, oh, here we are in our machine society. We're so— 

Our imaginations are stripped of anything, and, you know, it's only people in 

traditional societies who have the spiritual wherewithal to have these lives. And 

here's somebody who has maintained it. 

PRELORAN: Yes, but it's a boring film. Come on. 

COLLINGS: Yes. No, well, I don't think it's boring. 

PRELORAN: Well, for you. But it is a boring film for people. I mean, who wants to 

see about a ninety-four-year-old guy? You know, I think it used to be like that when 

you used to write letters and you used to be more friendly with your neighbor. All 

that was a different character. Now you're looking at archetypes, way out there, you 

know, dehumanizing everything. 
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COLLINGS: Yes, so you see him as you've got him situated as an archetype in the 

film, is that what you're saying? 

PRELORAN: Well, no, no. I mean, he's a character of the Cascades and all that, and 

he's a little bit better because he did these things and he kept getting them bigger and 

six-sided and what have you, so he is somebody to listen to. That's the thing. Are 

you worth listening to? Do you have something to say? 

COLLINGS: Well, I was really struck by the fact that he—and he says this in the 

film—was able to live with himself. I forget what his exact words are, but something 

like that, to live with yourself and sort of realize that, you know, here you are in your 

own existence, and you're not alone in here. You're with yourself. And you can 

either live with yourself or you can't, and he's accomplished this. 

PRELORAN: Well, yes. I think that an extroverted society generally has to have an 

audience. Argentines have to be in Buenos Aires. They get bored anywhere, you 

know, because they have to be with people and they have to be chatting and they have 

to be taking a chocolate [drink] or whatever. 

But the introverts are generally people that do things on their own or what 

have you, and they live within themselves. I live up there for hours and hours and 

hours with myself, and I like myself and I like what I do. But in general, more and 

more people have to be with somebody in order to feel they're alive. It's a great pity. 

COLLINGS: So this is a sort of a unifying thread for many of your films, that these 

are portraits of— 

PRELORAN: Loners. 
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COLLINGS: —people who can live with themselves. 

PRELORAN: Right. 

COLLINGS: Are comfortable with themselves. 

PRELORAN: Not only that, but that they accomplish something because they did 

that, yes. I think artists are generally that way. 

COLLINGS: I do, too. What about Zulay? Does she fit into that paradigm? 

PRELORAN: No. 

COLLINGS: Maybe that's why the film was so hard for you to— 

PRELORAN: Well, the book is worse. The book is worse. I mean, she doesn't know 

where she's going. She doesn't know what she's going to do, why she did all these 

things. It brings her no pleasure. You know, she tells you. It's a very— But that's 

worth digging into, too, why. Because in a way everybody reading these or seeing 

these life histories are seeing parts of themselves in them. 

COLLINGS: That film, then, really is the anomaly that proves the rule, then, about 

the rest. Are there other anomalies in that sense in your body of work? 

PRELORAN: No, no, no. No, I think that that's not the thing. Look, first of all, I 

met her when she was eighteen, so now she's forty. Obviously, she grew. 

But the thing that makes me decide on who to make a film, because that's the 

only thing I do, because the rest happens as the film is made, right, is that I have to 

respect the person, that's all. I can't do somebody that's a cheat. Maybe I'd do it, but it 

wouldn't be for him, and my- This, you know, burning thing that this Father John 

Garcia put in my head. You have to do things for others and to help others, you know, 
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so that you're not doing it so that you can use it to be cynical, sarcastic, and whatnot. 

So you have to live with a person for, say, two years and you have to respect them. 

And Zulay, my god, she's respectable, oh, I mean. 

COLLINGS: Yes. Now, you were never attracted to a character in an urban setting. 

PRELORAN: No. Well, yes, but, no, no. But, no. I love to be in the outdoors, and I 

keep thinking, everybody says, "God, we have to go out to Arizona and spend a week 

going around," you know, and then you come back after vacation, you spread the 

word, you know. "God, this was great," you know. I did that for six years. I was on 

the road all the time. To me, the world is out there. It's not something that you go out 

to explore just, you know, a couple weeks. And traveling for me is no more, not 

interesting anymore. 

COLLINGS: Yes. You have to have a certain hunger to do it. 

PRELORAN: Yes. 

COLLINGS: You have to be impelled. 

PRELORAN: For instance, we went to Tucson. That was great. We went to a little 

like motel that has four rooms for two days. And at night they open the thing and they 

have telescopes, and so an astronomer comes and tells you about the skies. Oh, that 

was great. But then during the day, we went to Tombstone, and it's all done for the 

tourist, you know, and people just go nuts about it. I can't. I don't see anything there. 

Nothing. 

It seems to me that the only thing that I'm interested in now is elaborating 

something, taking footage and converting it, taking photographs, taking interviews, 
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and making a book. So it's elaborating it, and that's when the mind is just, "Wow," 

you know, it's working. You feel that you're doing something. 

COLLINGS: Would you like to talk about My Aunt Nora, or would you like to save 

that for another— 

PRELORAN: Sure. Yes, let's, let's, because I'm, you know— 

[End of May 3, 2004 interview] 
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TAPE NUMBER: V, SIDE ONE 

May 12, 2004 

COLLINGS: Yes, last time we talking about the Fondo films, and there's two things 

that— I wanted to ask you about Damacio Caitruz and Quilino. Were those both 

made in 1996? 

PRELORAN: No. 

COLLINGS: No. That must be when a dupe was made. 

PRELORAN: No, no. Damacio I changed. It was called Araucanians of Ruca 

Choroy. Yes, it's wrong that I put it in here. 

COLLINGS: Oh, okay, yes, because here's a still from it in this book, then. It's a 

beautiful picture of Damacio Caitruz. 

PRELORAN: Yes. But I have his book, too, now. 

COLLINGS: Yes. So those were both of the fondo cycle, then? 

PRELORAN: Yes. 

COLLINGS: Okay. I was wondering about that because it seemed like they were 

very much of that period, and then they have these later dates on them. 

PRELORAN: Well, it's very likely that I finished some of them much later than when 

they were filmed, because they were longer and I had to go back and sometimes I 

didn't go for two years or so. 

COLLINGS: Is the Fund [for the Arts] interested in preserving these things? 
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PRELORAN: Well, it's a bureaucracy, and sometimes they say, "Okay, you know, 

we have some money," and they always gave me just enough money to scrape 

through, never to pay me a cent, believing that they were their films, and inflation and 

things, they wouldn't even consider. So my relationship with them is very choppy. I 

have the original, so they can't do anything about it, but— 

COLLINGS: Because I was just wondering scholars, you know, could go, if 

somebody looked at this interview, was interested in these films, where could they go 

to— 

PRELORAN: That's right. Well, at the Fund for the Arts, there's a cinematheque, 

and they do have, I would say, twelve, twelve films, good prints and inter-negs, and 

they were going to make videos of them. If they did or they didn't, I don't know. It's 

been several years now. And I was going to do twenty-two, which were the ones that 

they considered theirs, but they just didn't, didn't come through. 

And I'm sort of waiting for my books to get nice into a collection and then 

they would go as DVDs, and I would control the quality. They have to be re-looked 

at. Practically all the videos I have are from really bad prints and scratched and old, 

and the color isn't very good, so you know, I'm— 

COLLINGS: So you're planning to have the books with a DVD of the film. 

PRELORAN: Right, right. 

COLLINGS: That's a great idea. 

PRELORAN: Well, the books are another story. We should— 

COLLINGS: Yes, that's another topic, yes. 
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PRELORAN: Yes. 

COLLINGS: Okay. You had mentioned that you would spend a lot of time out in 

these communities, and I just have sort of like two little questions to sort of wrap up. I 

mean, where did you sleep and eat and this kind of thing when you were out on these 

trips? Would you stay with the families? 

PRELORAN: Yes, yes. Look, first of all, in Tucuman I did a lot of films that were 

short. They didn't— I didn't know people. They were all just characters or 

something. And we would rush around with an assistant with a Jeep. We had the Jeep 

outside, and we'd just climb in and go anywhere we pleased. We were given very 

little money, but we were given per diem and gas. So in a way, we could do whatever 

we wanted, and so we had a calendar of things that happened every year, and we'd 

sort of plan it. And for about three or four years, we were going. We were cooking. 

Ah, man. 

One day— I had to send everything to the States to process because 

Ektachrome wasn't processed there. And one day a gentleman in Buenos Aires said 

he was mounting a lab, that he could do it, but could I wait a bit. So I started to shoot 

and shoot, and then every time I'd go to Buenos Aires, I'd give him the footage, and 

he'd say, "No, you know, it's not ready yet, but I— You know, it'll be ready." So he 

would put them in the icebox. And for one year and a half I gave him, and all of a 

sudden seven hours of film came back. And I had fifteen films. Fifteen films. It was 

bonanza. And they were well processed and everything, so it was worth the wait. 
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But that's the way we would work. We would work with a minimum 

minimum, ascetism to the degree. We would shoot one 2:1, and we would have no 

money to stay in motels or anything. Sometimes we'd stay in a fleabag in a very small 

town or something, but in general, we'd go to a school or a prison or, you know, 

hospital, and they would let us sleep. But I don't truly remember. 

COLLINGS: I was just wondering about that. 

PRELORAN: It's like saying that that was not important at all for us. It just didn't— 

I keep hearing people say, "Yes, but do they have good hotels and all that, you know, 

if we're going to go there?" 

Yes, but if you're going to go there, it's to rough it. It's like an adventure, not 

to be pampered during the night and then during the day rough it. But we never had 

even sleeping bags. We didn't have anything. And many times we slept in the car, 

obviously. 

COLLINGS: Perhaps you can't answer this right now, you might need to sort of think 

about it, but I was just wondering if there were any, perhaps, memorable like sort of 

anecdotes that— Something that came up in the course of the filming that you thought 

might be interesting or important to include that, you know, maybe later on you might 

think of something. 

PRELORAN: I don't. I don't know. It's all a blur in my mind, of course, but I look 

at the films and they recalled things. One of the things that I remember is 

Hermogenes, because we went back many times. And after the marriage, we went to 

his house and with his best man and the wife and all that, and this man was in awe of 
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Hermogenes. I mean, everybody was. He was a tall man. This guy was younger, 

but— Well. 

So Hermogenes took me aside and said, "Can you turn on the harmonium?" 

I said, "Sure, sure," so I turned it on, and he started walking, you know, back 

and forth. 

And the other guy was like this [gestures], and he said, "That is me." 

COLLINGS: What did he mean by that? 

PRELORAN: He was playing the harmonium and he was being recorded. Yes, yes, 

he was— It was very impressive, you know, this coming out of the sound from there 

and all that. 

COLLINGS: Oh, I see, yes. Okay. 

PRELORAN: The other thing, oh, wonderful. One day we were talking. Oh, the 

teacher told me-there was a small little schools nearby-that he was very interested in 

things, and so he told me also that he'd go and look at the maps and he liked maps. So 

I just kiddingly said, "Yes, well, you know, we come from far away. It's quite a bit 

more than Abrapampa. 

And he says, "Of course. I mean Jujuy is much further that Abrapampa. 

Then I'd say, "Of course, but Salta is further." 

And he says, "Yes, but you live in Tucuman, which is further." 

And I said, "Yes, yes, you're right." And of course, Cordova is in the center of 

the city, the center of the thing. 
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"Yes, but Buenos Aires," now, you know. He could tell you up to the point at 

[inaudible]. I mean, he had clearly in his mind the map, which is something that is 

very difficult for the people— 

COLLINGS: In the city. 

PRELORAN: No, no. I mean people in agrarian cultures to imagine the earth as a 

map. So it was an interesting thing, each one trying to get the other one, you know. 

COLLINGS: Yes. Yes, that's sort of a special talent to have that kind of spatial 

visualization. 

PRELORAN: Yes, yes. He was well aware of the world. And he had gone to Buenos 

Aires, and then he chose to come back, so, yes. 

COLLINGS: Okay. In Quilino you have a female interviewee. Isn't that the only 

one? 

PRELORAN: Yes. Oh. 

COLLINGS: No? 

PRELORAN: Maybe. 

COLLINGS: I don't know. 

PRELORAN: Yes, it could be. 

COLLINGS: And you left the questions in that one. I don't know if you— 

PRELORAN: I left the questions, yes. It's an interview, yes. Well, it was done 

differently, and it was— This is between you and I anybody that reads, obviously. 

[laughs] But that was scripted. It's based on interviews, but the recordings were very 

bad, and I didn't know how to do it yet, and so they were based on a woman asking 
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questions, that went with me to these people. So when it came to make a professional 

film, I had to change it and I did it. I used everything exactly the same, and then I had 

a person here, right here in L.A., that's from that region, to do the narration. And we 

were good friends, and she did it in two jiffies. It was nice, I think. It came out very 

fresh. 

COLLINGS: Yes. Well, I was just wondering because in that way it's different from 

the others. 

PRELORAN: Well, the soundtrack has been modified in practically all of them now, 

all the shorts. Before, they had just narrators. 

COLLINGS: Yes, because before you were saying that one of the things that you 

would do is, you know, you sort of let the person speak for themselves. 

PRELORAN: Well, but that was later, that was later. 

COLLINGS: That was later on, yes. 

PRELORAN: This was one of the first ones. 

COLLINGS: Okay. And the subject matter is interesting, because it seems like what 

they're making is made specifically for the tourist trade. It only exists— 

PRELORAN: Because of the train. 

COLLINGS: Yes, it's not a folk object that is also sold to tourists, so— 

PRELORAN: No. It's something that the train passed every day to Bolivia, back and 

forth, and the people found many years ago that they could sell some little things that 

looked weird, you know, that were different, and they really got into it, because they 

made all kinds of things. Each craftsman made his own thing. And this was going 
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great until they decided way back in Peron's time that the train shouldn't stop there to 

make it faster to Bolivia. And so it never stopped again. But it did stop, because there 

was only one track, and every so often they had to lay up, so sometimes it would stop. 

People kept going every afternoon, hoping, hoping. 

COLLINGS: Just in case. 

PRELORAN: Yes, that it would pass. 

COLLINGS: That's fascinating. 

PRELORAN: So it's a fantastic dramatic core on which to build a film. 

COLLINGS: Absolutely, yes. And sometime they would sell to people driving by in 

cars, as well. 

PRELORAN: Yes, but— 

COLLINGS: There weren't that many of those, I imagine. 

PRELORAN: But those are not the tourists that have time or anything; they just go. 

COLLINGS: They're just people on their way somewhere. 

PRELORAN: On their way, this and that, yes. 

On the train you'd have people that are just, you know, sitting there and 

watching and, sure, and they'd sell cheese and things, yes. 

COLLINGS: And the women are all wearing sort of modern-style dresses in that film. 

PRELORAN: Well, Argentina is practically no indigenous people anymore. 

COLLINGS: Yes, but they're not wearing any— Their dresses is more modern-

looking than some of the clothes than people in the other films. 
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PRELORAN: Well, yes, because this is the center of the Argentina, and it's all Creole 

and they don't— They have no tradition whatsoever for a hundred, two hundred years, 

especially where the train passes. I mean, that changes everything. In fact, most of 

these towns are built by the railroad at the beginning of the century. So you have 

more or less a lower middle class all throughout Argentina. And then in the pockets 

way into the Andes, that's where you find people that are still within a folklore 

tradition. 

COLLINGS: So this film is not sort of in the style of the others where you go out and 

you find an individual that you have some sort of rapport with and who— 

PRELORAN: Oh, no, no. Let's say that I made twenty films, shorts, that have 

nothing to do with people that I knew until I made Hermogenes, and I started by 

recording him. But before that, they were all things that happened, you know, and this 

little craft was interesting so they suggested I go there and things like that. So, yes, 

each one of these is a little bit different, but they're all sort of overviews of something 

that happened. And if I can find some dramatic element to it, together— 

COLLINGS: Right, well, this thing about would the train stop or not is just really 

fascinating. 

PRELORAN: That's right. Did you understand it, or did you just pick it up? 

COLLINGS: About whether the train would stop or not? 

PRELORAN: Well, I mean, the whole film. Did you— 

COLLINGS: Well, I mean, what I understood was that they, you know, sort of lived 

this sort of subsistence lifestyle, but that rather than farming the land, they're farming 
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the economy and they're making these objects that exist only to be sold as tourist 

objects. 

PRELORAN: Yes. Well, but, you know, you're not talking about the whole town, 

obviously. And they're buying their things from people that have farms, but those are 

the rich people. Those are the people that have land. They are dispossessed, so they 

find some way to survive. 

COLLINGS: Yes. I find it to be quite interesting. 

Is there anything, before we sort of leave that, that— 

PRELORAN: By the way, that film was shown at the Colloquium, and to this day, 

people come up and say, "Oh, god, I remember that last scene," or the montage or 

the— You know. That sort of kept— It was stuck in their mind, interesting, yes. 

COLLINGS: Yes. Is there anything that you would like to say about that group of 

films, to wrap it up? 

PRELORAN: Well, the thing that I see as one after another is that the style, you could 

practically see how they changed. The camera gets nearer and nearer, and I go into 

crafts and things that make me go much nearer, and then I seem to be getting better at 

the photography point, you know. I don't know what I'm doing, but I do feel that I'm 

getting nearer and showing more interesting things. 

COLLINGS: Oh, yes, definitely. 

PRELORAN: Then eventually, in time, I start cleaning up the soundtrack, first by not 

using canned music, and then I had a couple of composers that were just friends, and 

they'd sit and do things, and one of the things they did was [non-English phrase], 
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which is all music. It had a narration, but I took it out. And so I let them sort of have 

that possibility of expressing themselves in music, and I think they did a wonderful 

job. 

COLLINGS: Oh, that raises a question. You know, some of the films that you did 

about paintings, for example, they're cut together in sort of an Abstract Expressionist 

style. Did anybody ever have a problem with that? 

PRELORAN: No, I have a feeling that film is film, and watching pictures, watching 

the paintings is something else. So all I want you to do is be interested and go and see 

the paintings. But to do a film that's just showing paintings is, you know, it's— 

COLLINGS: Right, well, I can see that, but I thought that perhaps, you know, 

because it's supposed to be showing the folk life of the area, perhaps people are not 

really used to this kind of Abstract Expressionist style and would have hard times 

digesting it. 

PRELORAN: No, no, they loved them, yes. The thing is this. Right now, with the 

book, this is the perfect combination, because the book now- I have a book on 

Medardo Pantoja, for instance, which is just full of his paintings and things, and the 

film will be a little sense of life. It's not- It's complementary. 

COLLINGS: Right. Yes, I think that's a very, very nice package, to put together the 

books with the— 

PRELORAN: And Chucalenza, obviously, too, because the paintings of the kids are 

fantastic just to watch for a while. 
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COLLINGS: Yes, yes, and there's a lot of energy in that film where they're running 

and so on, yes. 

PRELORAN: Yes, yes, sure. It gives the sense of life there, but not really a 

document of what they do. 

COLLINGS: Okay. Let's talk a little bit about My Aunt Nora. I think sort of perhaps 

in companion with that, perhaps you could talk about when you— Because My Aunt 

Nora is written by Mabel. Perhaps you could say when you met Mabel and how you 

and she began to collaborate and that sort of thing. 

PRELORAN: Yes. Well, I have a daughter, Adriana Beatriz, that's forty. Well, she 

was born in '61. And she's my only daughter. I separated from Elsa a month after she 

was born, and then I lived eleven years alone and I did all my films. I went alone all 

over the country and everything. And then I stayed in Buenos Aires as I edited and 

finished all the films and put the sound to them, and they were sort of coming out for 

about a year or two. 

And Mabel, well, I just met her, and I had girlfriends sporadically, not much, 

I'm not a— That wasn't where my id was, you know. 

COLLINGS: Right, busy with the films and so on. 

PRELORAN: Yes. [mutual laughter] To this day, I mean, I'm absolutely involved in 

the creative process. So all the rest is sort of— I wouldn't say secondary, but it is not 

the sense of need of sexual, you know, life. 

So when I met her, she was such an interesting person. She was the secretary, 

the executive secretary of a magazine like Time in Buenos Aires, Panorama, and so 

160 



she was very, very sharp, and she was surrounded by really interesting newsmen. And 

one of them told her that they should see Hermogenes, and so he sent her to my house 

to get it. And we talked and chatted, and then when she came back, we talked some 

more, and then, I don't know, it just went on. 

Then after several months, she came and lived with me, and that was that, 

because I didn't divorce. There is no divorce in Argentina. 

COLLINGS: Oh, I see. Oh, my gosh. 

PRELORAN: But then, yes, I think Elsa did get the divorce. In any case, when we 

came here, we married. That was four years later. So we lived four years in sin. 

[mutual laughter] 

COLLINGS: You'll have to pay for that, I'm afraid. 

PRELORAN: I'm afraid. Several years in purgatory. [mutual laughter] 

Yes, but we've been together thirty-three years now, so. 

COLLINGS: And did you start to work together? 

PRELORAN: No, no, no. She maintained me while I was doing my little thing. She 

would have a job, and it was very badly paid, and we sometimes didn't know where 

we were going to get the money to survive, but we did. 

And then in 1971, I got a Guggenheim, and it was just the right moment, 

because the dollar was high and the economy went like this [gestures], and we bought 

the materials for building a loft on her house in the suburbs. It cost two thousand 

dollars, and we had a brand-new house for ourselves. Still there. We go all the time. 
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And then we moved there, and, oh, that was in '75. Yes, that was the 

second— Right. And we only enjoyed it three months, and then the military 

revolution came and we had to leave. 

COLLINGS: You had to leave, or you just preferred to leave? 

PRELORAN: Well, Mabel's niece, Haydee Zagaglia, was twenty-four, lovely girl. 

She was involved in the Montenaros, which were against the military government and 

all that, and she wasn't a military activist, but she was an activist. 

COLLINGS: You're not going to tell me she was one of the Disappeared? 

PRELORAN: Yes. 

COLLINGS: Oh, my god. 

PRELORAN: They came to our house. 

COLLINGS: Oh, I can't stand it. 

PRELORAN: Look, it happened like this. It's so incredible. We practically never 

went out. But one night we were invited to the German ambassador's house, so we 

went and showed a movie and all that. Came back at quarter to one, and fifteen 

minutes before, they had all left. Ten guys came, surrounded the area with police and 

everything, and they went in with machine guns. And there were the father, mother, 

and the grandmother of this girl. And they asked each one where they were and 

everything, and they separated them all out. At last, they found out where she was. 

One stayed so they didn't call, and they all left. And they went immediately to a 

town, found her, took her, never heard from her again. 
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But the thing is, the thing is that one of them went upstairs and knocked on our 

door, and I feel that had we been there, I would be dead, because if they saw all the 

things that I had— 

COLLINGS: All your films? 

PRELORAN: My films and my books and all that, I would have been taken in and 

gone. And so— 

COLLINGS: And how old were you at that time? 

PRELORAN: That was 1975. 

COLLINGS: So, in your forties. 

PRELORAN: Huh? 

COLLINGS: In your forties. 

PRELORAN: Forty-two, yes. 

I had made some, you know— I had two Guggenheims and what have you, 

and so I was well on my way of being well known or what have you. So one month 

later I came to the States. I mean, I couldn't work. I was absolutely frozen. 

COLLINGS: Oh, my god, I would have left that night. How could you even— 

PRELORAN: Well, I even premiered a film in town, the Warao. It went very well, 

but I was so depressed. And I left, and then Mabel came a month later. She tried 

everything. She went to the government, to the Catholic church, everywhere, and she 

couldn't. She couldn't. 

COLLINGS: She couldn't get a visa or something? 
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PRELORAN: No, no. She couldn't get her niece out. She's fearless. She's fearless. 

She did everything. And so she came and she came to stay. She was so— She lost 

her faith. She was a Catholic, you know, very sort of practicing Catholic, not totally, 

but with faith. She lost her faith. And she came here to stay. She came with the right 

mentality. "I'm going to make it here." So she learned English and everything and 

didn't go back for six or seven years until the military were gone. 

So, okay, now, Mabel, when she was twenty, was in Mass. She was very 

active in Catholic Action, and she was in church one Christmas morning, and she was 

sitting in the back, and somebody knelt by her and whispered in her ear that her aunt 

had just hung herself. You saw the film? 

COLLINGS: Yes. 

PRELORAN: Okay. By the Christmas tree. And this was a fifteen-year-old girl that 

she had been doing the catechism with. So this event was very, very important. She 

wrote about it in her diary, and then she sort of thought about it a lot. 

And then one— For what reason, I don't know, once she heard there was a 

contest of screenplays in Buenos Aires, and she wrote a twenty-page screenplay for a 

short film based on this, very, very good. That's it. She didn't win. 

And then when in 1980 we went to Quito, we thought, wow, this is a city 

where something like this could happen, where Catholicism was very strict, where the 

family, you know, the old families were very important, and where the transition 

between the old family and the new sort of breed of different attitudes towards life 

was happening. So we went back the next year and did it. 
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And the way it was done was so astounding, I can't to this day— When we got 

to— We were going to Zulay, by the way. We were shooting Zulay for a second time. 

We were up in Otavalino a hundred miles away. And Mabel came down with the runs 

she gets every so often, diarrhea, but this time it was really, really bad. For three or 

four days, she just dehydrated practically. And I came down with my back. I broke 

my back, so I was— 

COLLINGS: You broke it? 

PRELORAN: No, I mean, you know. But I had lifted heavy valises or something, 

and I was just doubled in two. So we were shacked up in a hotel room for four days, 

and we said, "What if we, you know, wrote the script for this?" And we did it. It was 

done. It was done in four days. It was done. 

We argued, discussed, all the things that had happened, and then the last day or 

the day before, perhaps two days, I sat at the typewriter, and she dictated the dialogue. 

So that's why it's hers in the sense that it's absolutely personalities and everything 

came from her. She was just fantastic, and it came out so. And then I polished it a bit 

and what have you. 

So we were so excited, we went to Quito and saw a friend that had been doing 

some of the photography for my films, and in two weeks he got together a crew, we 

cast it, and we started shooting immediately and did it for twenty-one days with two 

days in between. Twenty-one days we did the whole darn thing. We didn't rehearse. 

And most of the actors were nonactors. 

COLLINGS: Oh, really? 
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PRELORAN: Yes. Only two actors knew what they were doing. 

COLLINGS: Which ones were those? 

PRELORAN: Well, Nora. Nora, whose personality is very different from Nora, and 

the painter. 

COLLINGS: I see. 

PRELORAN: But the rest were— Well, Beatriz had been a fashion model, I guess, or 

something like that, so she did have a— But not acting, and she is great. 

COLLINGS: Yes, well, her mother is great. 

PRELORAN: Well, the mother was an opera singer, Chilean, so she had— But very 

broad, you know. So film requires— She did very well, because I think she had to be 

a little bit, you know— I liked everybody. 

COLLINGS: Oh, yes, I did, too. 

PRELORAN: And I always play with the audience, telling them who are the actors, 

because they all looked pretty good. 

What I feel is that the Ecuadorians of the high plateau, of Quito, are very 

reserved, very quiet people. They don't talk too much, very, very different from the 

extrovert Argentines, who are always showing off and sort of dressing great and 

having the mirror in front, and they're conscious of the mirror. And they always 

overact in general. 

But the Quitano [phonetic] got into the part and did it, and it was wonderful. It 

was wonderful. 

COLLINGS: Yes, it is. 
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PRELORAN: And it was a good script, they could get into it, and we allowed them to 

improvise. And, in general, the improvisation was the first take, that's it. After that, it 

starts getting self-conscious, especially with the girl. 

COLLINGS: Which one? 

PRELORAN: The niece. 

COLLINGS: Oh, Beatrice. 

PRELORAN: Beatrice, yes, she wanted to do it on the first. And sometimes she'd do 

things and the camera didn't know where she was going. 

And then there's another thing that you do. Now, in general in Hollywood 

films, before, the thing is this. You have three people. They're sitting here. The 

camera then takes a shot from there, the whole scene, and then it goes to you and the 

whole scene. Then to him and the whole scene. And then the two of you, the whole 

scene. And so that builds up, and it does it one, two, three, four. 

COLLINGS: Yes, and you shot the whole scene four times. 

PRELORAN: Four or five times, and repeats. It could be eight times, ten times. I 

only had one. 

So what I did was I would shoot there until a certain word, and then I'd run 

into your face and you'd go on, and then to him. So I was cutting in the camera, and 

that was very dangerous, because if it didn't match, it would go [inaudible]. But the 

scenes were so short, they were so cryptic, that it would be one or two shots, and the 

ones that were really crafted were around the table, that close, and that was Mabel's 

script. In other words, I shot you, you said your words, and you knew them. And I 
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knew where the camera had to be, so that each one looked at each other. But in 

general, the scenes were left to whatever happened, and it was astounding. You just 

put them in the right sense, ambience, and they did their job. 

COLLINGS: Now, the film was made in 1982, right? 

PRELORAN: Yes. 

COLLINGS: Was it set in 1982? 

PRELORAN: Yes. 

COLLINGS: I didn't know if it was— 

PRELORAN: It's generic. I don't think so. Well, you see a Mercedes-Benz there 

and what have you, yes. 

COLLINGS: Okay. I was just wondering if it was perhaps set in perhaps a slightly 

earlier time. 

PRELORAN: No, no, because the guy comes from Miami, and he's been in the 

seventies with the problem of gas. No, no, yes. 

COLLINGS: I was thinking that it was set in the seventies, that it was made in 1982, 

but it was set just a few years earlier. 

PRELORAN: No, I don't think we even thought of that. 

COLLINGS: Okay, didn't think about that. 

PRELORAN: The thing is that Quito gave you that sense that there was a big 

tradition passed, and yet you were in the middle of modernity. 

COLLINGS: Yes, that's why I thought of the seventies. Yes, exactly. 

PRELORAN: Yes. 
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COLLINGS: With the idea of the— And also regarding the question of the time 

period, was there an earlier time period when an unmarried aunt would not be so 

disenfranchised, when she would have a more stable place within society? 

PRELORAN: No, it's the other way around. 

COLLINGS: I see. 

PRELORAN: It's the other way around. Look, if you think— Well, let me tell you. I 

was so amazed at this story that I thought, why not make it into an American tragedy 

and base it here. So I thought of my mother, who was a Puritan from northern New 

York, and I thought, why not, you know. 

So we went— We were invited by Alfred University, way out in the middle of 

northern— Near Corning, and we stayed there for a while, and I thought, this would 

be the place that it could happen. I could bring Liv Ullman as the main character, and 

then the rest would just be all the people there. 

Now, here's what you need; a town that has a certain amount of industry in 

which there's one family that owns Corning, and the tragedy is that there's nobody to 

marry onto, and so this woman would be left sort of unmarried because in the town 

they couldn't marry down. And that's all you need, so it doesn't have to be in a big 

city. The tragedy is the sense of this traditional family that doesn't want to let go of 

that or, you know, northeastern sense of Boston, the Brahmin. 

So I did it. I set it up. I wrote it and everything, but it just didn't happen. I 

wanted to do it in one year and bring Liv Ullman or somebody like that, middle-aged, 
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to be there maybe once to do all the interiors, and then come two or three times so that 

you see the change of the season. 

COLLINGS: Yes, that would have been a fascinating combination of the dramatic 

film plus your techniques from the other ones. 

PRELORAN: Well, because, you see, the film is the story of one year. It's from 

one— 

COLLINGS: One Christmas to the next. 

PRELORAN: —Christmas to the next, yes, and it's the downfall of this woman that 

doesn't know how to defend herself once the mother is dead. And it would have been 

so interesting to do it within the framework of an American tragedy. 

COLLINGS: Yes, I wanted to ask you about that, because it says in the beginning 

that it happened in this place, this Latin American city, but it could have happened in 

any Latin American city. 

PRELORAN: Well, because it happened in Buenos Aires several years before. It 

happened in the fifties. 

COLLINGS: But you really aren't thinking of it as a specifically Latin American 

story? 

PRELORAN: No, no, oh, yes. Oh, yes, yes, yes, Latin American, sure, because it's a 

conquered land. The Spaniards were above the— You know, so the caste system is 

very strong, not so strong as here, you know, stronger over there. 

Now, what happens is that if you go and you take this film to Italy or Spain— 

COLLINGS: Exactly. That's what I was thinking. 
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PRELORAN: —they're exactly the same, a small town in any of these places. 

COLLINGS: I think any of the Mediterranean rim. 

PRELORAN: Anywhere where Catholicism is very strong. Now, the thing is this. 

Nora is what you call— Are we okay? 

COLLINGS: Yes. If you're going to— 
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PRELORAN: Nora is what you would call, you know, in a derisive way, a church rat, 

[non-English phrase]. She's there all the time, she's praying, she's in black. Nobody 

knows— You know, she's always there. And there are gazillions of them everywhere, 

in Italy, in Spain, and in Eastern Europe everywhere, and Argentina. But this one 

committed suicide. Now, this is the story to the extreme, to the extreme, where the 

family gets really nasty, where they don't want to have her. And my grandmother, 

now that I think of it, was put into an insane asylum simply to get her out, because she 

was too nervous and what have you, so she could have been one. 

COLLINGS: Well, is there a dimension where the wife of the brother is of a slightly 

different class? 

PRELORAN: Well, that's the story. 

COLLINGS: So she doesn't have any investment in— 

PRELORAN: That's the story. The story is the coming up of this nouveau riche that 

has no sense of tradition, nothing, and the mother just dislikes her completely. And, in 

fact, it's part of the story that she doesn't even respect her son, her older son. She 

does respect— 

COLLINGS: The one in Miami. 

PRELORAN: —the one in Miami, because he's doing well, but in somewhere else, 

not here. And I would imagine that her husband was perhaps a diplomat, somebody 
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very, very cultured and snobbish, and maybe he died fifteen years ago, so she's taken 

over in a big way. 

COLLINGS: So this is a really interesting look at the— You've got the sort of old 

families and the aristocracy and the church and the pressures from beneath as the 

manufacturing sector and all of the— 

PRELORAN: Well, just money for money's sake, yes. But now, you see, that's all 

Mabel, because that wasn't the story. The story that we took out of there was that this 

woman was a spinster, went to live with a brother, had a mental breakdown, was taken 

to the same asylum that my grandmother was and then brought out, and then on 

Christmas found the place impossible to live, so she took revenge. 

Now, there are two ways of suicide. One is saying, "Oh, you don't love me 

anymore," and you kill yourself. The other one is taking a rope and doing it very 

carefully, "Because I'm going to show you." 

COLLINGS: Yes, right by the Christmas tree. 

PRELORAN: Yes. "I'm going to show you, and your conscience is going to go 

forever." So it's a revenge. We had that very clear, and it had to be a revenge 

because— So it must have been a problem with the daughter-in-law. 

COLLINGS: Yes. Is Alice Monday [phonetic] a known name? 

PRELORAN: No, no, no. Yes. It's a well-known name in Argentina, but not— 

COLLINGS: Yes, that's what I was wondering. 

PRELORAN: No, no, no, we didn't do it in— They consider— We went back now. 

They showed it twenty years later, and the audience was absolutely in awe, because 
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they don't know the film. It's not been shown in Quito, and they thought, "But this is 

our history. This is we. This is us twenty years ago. How is it that we didn't see this 

film, and why is it that an Argentine has to come and make a film about us like this?" 

I didn't feel it was Ecuadorian because there was a Chilean, the painter was a 

Colombian, and, you know, it's all Latin America. 

COLLINGS: Well, have you ever read The House of Mirth by Edith Wharton? It's a 

story about a woman from the monied class who by blood she belongs to this class but 

doesn't actually have any money of her own, and she tries to make her living in all of 

these various ways, but she has no training whatsoever and is well behind the 

capacities of all of these riffraff. 

PRELORAN: When? 

COLLINGS: When? 

PRELORAN: When and where? 

COLLINGS: New York City, 1909, something like that. 

PRELORAN: Oh, so she was a— She wanted to make it on her own. 

COLLINGS: Yes. Well, she has to at a certain point because she has no money and 

she gets cut off from her grandmother's money, and I just thought of that in the same 

way. 

PRELORAN: Well, that's exactly right. They're not prepared for anything, and yet 

they have to survive somehow. Now, this woman tries and really fails at sewing and 

this and that, and she's been pampered all her life, except for Beatriz, who's the only 

one who really cares, and then she gets mad. 
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COLLINGS: Well, I thought of it in the scene where Beatriz is in the typing class and 

she's— 

PRELORAN: Again. 

COLLINGS: She's so incapable. 

PRELORAN: Yes, yes. 

COLLINGS: So in this brave new industrial world, she actually has— 

PRELORAN: She has to marry. Now, you know, this is interesting, too. The end, 

when we showed it here at UCLA with all these young Latin Americans in UCLA 

doing it, getting their degree, they didn't like the ending at all. 

COLLINGS: I would think that they would find it hard to relate to the film. 

PRELORAN: Oh, no, no, no. Au contraire. 

COLLINGS: Oh, really? 

PRELORAN: Oh, yes. They all came and said, "I have a grandmother like that. I 

have a— Oh, yes, and I know exactly." 

COLLINGS: But it wasn't their own experience. 

PRELORAN: No, no. "But I had to leave," you know. "I had to go. I was the 

brother." Like that, okay. 

But the ending, they thought, you shouldn't let her go and live with the painter, 

because that's going back to the same thing. Her story should be, you know, that she, 

like us, you know. 
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And I said, "Look, the end of the film is the end of the film. It's the suicide." 

The other scene is just a little coda, and it would be absolutely right that she'd go to 

live with the guy. 

COLLINGS: She would flee. 

PRELORAN: But the guy would find her a month later boring as hell and throw her 

out on her ear. 

COLLINGS: Yes, I know, and this was obviously like another little story. 

PRELORAN: Exactly. 

COLLINGS: I mean, who is this guy and why is this— 

PRELORAN: No, who is she? Who is she? 

Oh, well, with the guy, I had two scenes that I couldn't shoot because I ran out 

of film that would have given you more of his— The sneaky way that he'd work. 

He's the only character that I did not like as a character in the film. He's a hypocrite. 

He's a— 

COLLINGS: Yes, he comes across that way. 

PRELORAN: Yes, like a sleezy. And she's impressed. 

Okay, now, Mabel and I decided that it would be great to follow Beatriz, what 

would happen. Okay. What I see is she'd go to live in Miami, learn English, and find 

some way to get around. Now, what we did, we invited about ten women here and 

each one told her story and what have you, and we were going to make a— 

COLLINGS: Oh, what a great idea. 
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PRELORAN: To see how a woman that comes from that background eventually, say, 

takes three or four years or five or ten to do her thing. But meanwhile, going to live 

with the painter was the only solution. 

COLLINGS: Right, that was a kind of a steppingstone. 

PRELORAN: Yes, yes. Now, what happens is another story, as you say, but it's not 

Nora's story. But I would have loved to have done it. Oh, god. And this woman was 

so interesting. She's now middle-aged, and she's lost it, she's lost her mystery 

somehow. She was so mysterious. What I liked about her is these sort of sad eyes 

that she has. 

COLLINGS: Very sad. 

PRELORAN: She has this— You know. 

COLLINGS: You're talking about the Nora character. 

PRELORAN: No, no, Beatriz, I'm sorry. 

COLLINGS: Oh, oh, okay, yes. Oh, gee, I don't think of her as sad. 

PRELORAN: Yes, she has sort of a melancholy thing. She's always asthmatic, she 

has a— 

COLLINGS: Oh, she really does have— 

PRELORAN: No, no, no, she's not. 

COLLINGS: Oh, in the film, okay, yes. 

PRELORAN: No, no. But I told you about that, why she's asthmatic? 

COLLINGS: No, no. 
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PRELORAN: Well, the thing is we were testing and we trying to get the mother and 

the daughter. We had Nora. And it was just impossible. We just didn't know there 

weren't actors or anything. And every time we'd ask some actress, you know, in her 

twenties, she'd say, "No, a scene in bed, no. What would my mother think?" So I 

was sort of desperate. 

And one day we were seeing a woman, an older woman, for the part of the 

mother, and in comes her daughter and sits there, and she's stunning. So I thought, 

right away, "That's it. It's she." But she was thirty-three, and the script called for— 

Well, she was fifteen when this happened. We thought, no, we have to do it nineteen, 

twenty, twenty-one, because the love affair would be interesting to sort of balance the 

tragedy of Nora and let sort of Beatriz try her wings. And this woman was thirty-

three. So I thought, what would make a woman, say, thirty, virgin still? And I 

thought— 

COLLINGS: It's nice, because it's a nice parallel with Nora's trajectory. 

PRELORAN: And that's me. I had asthma, and I knew that I was cut off from 

society. I couldn't go places. I couldn't do things. So we gave her asthma in two 

ways. One, because it's the perfect ploy, and the second is because the mother gives 

her asthma. 

COLLINGS: Right. Yes, when they have that conflict, yes. 

PRELORAN: Well, I mean, her constant bickering and fighting and what have you. 

So it worked out very well. People never asked me, you now, "This doesn't sound 

true." 
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And then she was in bed and we did it very, very gracefully. I mean, there's 

nothing there. It's just— That wasn't part of the film, it didn't matter, but there had to 

be that sense of going to see the aunt and, you know, trying to help her and what have 

you with the boyfriend. 

COLLINGS: Yes. No, I thought that the film rang very, very true for any society 

where either there is some kind of very rigid class system or there's a kind of a clan 

system, which suggests that you can't marry freely and where women are not 

educated. 

PRELORAN: Educated, prepared, yes, prepared, right. They are going to be always 

dependent, always, and they have to be very good hostess and all that, that's clear, you 

know, setting the table and those things, you know. 

COLLINGS: So it's a film that, unfortunately, is still very relevant. 

PRELORAN: Oh, yes, yes, and as I say, it's universal, because I showed it all over 

Europe and they were— Everybody related to it. Everybody. Astounding. 

COLLINGS: Did you show it in Northern Europe as well, or was it mostly Italy and 

Spain? 

PRELORAN: No, no, we went to Oslo, Copenhagen, and Helsinki. Yes, we did it all. 

Denmark, too. 

COLLINGS: It's quite a good film. And where did you get the money to bankroll 

this film? 

179 



PRELORAN: Well, the interesting thing is that it cost exactly eighteen thousand 

dollars. Now, this is what it cost. Ten prints with subtitles, and inter-neg and da-da-

da-da-da, eighteen thousand dollars cost the film. 

COLLINGS: Boy, that's economical. 

PRELORAN: Nothing. I had four hours of film, and that's all I had. 

COLLINGS: Oh, you only shot four hours of film? 

PRELORAN: Yes, that's what I mean, 2:1. And I needed more. We had more 

scenes. We would go into deeper into what happened to her when she was thrown out. 

We had that all settled and everything, but, you know, I wasn't able to do it. But you 

know, somehow it's better that you don't know what happened. 

COLLINGS: Yes. Well, I mean, also, this is another sort of fascinating thing about 

the social landscape of the film, because it seems to me that in a slightly earlier period, 

perhaps, throwing the aunt out, everybody would have known about it and it would 

have been shameful. But in this sort of transitional period, you know, that— 

PRELORAN: And it's a big city. 

COLLINGS: Yes, that gossip, those very tight social networks have shifted or 

changed in such a way that the wife's social circle is not aware of this. 

PRELORAN: No, she's forgotten. She's forgotten. She's left over there, that's it, 

and I love it. I love it that she brings the idea of the brother and the brother doesn't 

come through enough. I mean, it's such a complex script. It's amazing. 

COLLINGS: Yes, and yet they continually write these lovely cards— 

PRELORAN: Of course. Yes, yes, yes. 
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COLLINGS: —and send photographs and on and on, such a close family. 

PRELORAN: Yes, yes, they're not even thinking of her. 

[interruption] 

PRELORAN: Let me tell you something that happened with My Aunt Nora which is 

very interesting. The story is linear. It's completely linear. It starts and it ends 

chronologically, and the first scene, when we finished when I edited it was fourteen 

minutes long, the first dinner. And I show it to my students and people, and they'd 

say, "You know, you can't cut anything out. It's so, you know, everything." But it's 

too long. 

COLLINGS: Yes, for an introductory scene, that is pretty long. 

PRELORAN: I just didn't know what to do with it. So we went to Quito again, and I 

had to shoot some more, and I showed it to the actors, all the group. And Nora was 

completely depressed. She said, "That film is not about me. It's about Beatriz, 

because she's the actor, she's the one that does things. I'm completely passive. I 

don't have any life." 

And I thought, "Wow, you know, wait, you're right." And then it just 

occurred to me like this. What if I cut the first scene into little pieces and put it all 

through the film, motivating Nora into whatever. So I would put these things as her 

thoughts. 

And then one day Mabel woke up and she says, "You know what, I dreamt of 

Nora last night as a little child, looking into [inaudible]." 

I thought, "Oh!" I went out and shot it with one of my students' little girls 
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here. And so the film all of the sudden became much more complex by having little 

flashbacks, but flashbacks, pop, little ones, you know, just little— And they 

intertwined. You don't know who's talking. And it turned out to be such a 

mindblower. And all the themes are put in, but not at the beginning, but rather 

throughout when they're needed, dramatically. 

COLLINGS: Yes, and the character of the mother is a nice boost of energy to kind of 

get things going at the beginning of the film. 

PRELORAN: You know, that's the other thing. After fifteen minutes, she dies and 

that's it. It's forgotten. This one, no. She's constantly in death, you know, just 

playing havoc with the family. It's just— I couldn't believe it, and I keep thinking, 

always, you know— This is such a stupid thing I'm going to say, but that I never do 

anything. I just put things together, because the film was meant to be like that. And I 

was putting these things, you know, and eventually I came to understand it had to be 

like that. But it's above me. I don't know why. You work, you work, you work, you 

work your little details and this and that, and then every once in a while, you look and 

see it far away and say, "Hey, maybe I can do this and change that." I'm very good at 

that now after doctoring films for my students for eighteen years. 

COLLINGS: Yes, well, like the man that you were talking about, you have a map in 

your head, so you can— 

PRELORAN: Right, and I can switch around scenes and see the potential and— 

COLLINGS: And who played the mother? Was that also a nonactor, actress? 

PRELORAN: The who? 
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COLLINGS: The mother, Nora's mother. Was she an actor? 

PRELORAN: No, she's the opera singer. 

COLLINGS: Oh, I thought you meant that the sister-in-law was the opera singer. 

PRELORAN: No, no, no. She's— I don't know. Well, now she's a politician, for 

God's sakes. She represents indigenous people, full of jewelry and things. She's 

another character. 

COLLINGS: So how did you find her then? 

PRELORAN: She was friends of these people. 

COLLINGS: Oh, okay. 

PRELORAN: They just fell in very lightly. You could do it, and that's it. I never 

tested them. I never met them. I didn't know what I was doing. 

Now listen, listen to me. Listen to me. 

COLLINGS: Yes, because she's very strong. 

PRELORAN: Listen to me. I came to UCLA in 1976. In 1980, '81, I was really, 

really wanting to do something new. I was finishing films that I had begun and all 

that. And so we went and we did Zulay. But I know what I'm doing when I do 

documentaries, but I had never treated actors ever. Well, I mean, not really. 

So I thought, why not do this little short film of Mabel's and see if I can direct. 

But, again, the way I saw myself directing was so unprepared. You don't know what 

you're going to do. I remember getting up six o'clock in the morning, sitting in a 

chair, and saying, "Okay, today, what shall I do? Well, all right, she could come in 

here or something." But until you got to the place and you said, "Well, all right, go 
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into that door and come back here and do this," it was just, you know, very simple. 

And once it's done, you shoot it, and you go, they light it, and you shoot it. 

But directing, no. I didn't know what it was to work with an actor. However, 

I must have done something right, because the film has a cohesiveness that is 

absolutely strong. I mean, it's done. Well, maybe it's in the editing, but I only had 

that to use and every scene works. 

COLLINGS: Right, and, I mean, to say that you sort of didn't know what you were 

doing and that you only shot basically 2:1. 

PRELORAN: No, but it's true. But it's true. Well, no, that comes from total 

experience with documentaries. You know, you put the camera here, you know where 

to put the camera, you know how to tell the story, you don't think. But how to treat 

people to give you a performance, no. So I was extremely lucky. Now, it probably is 

exactly right what I did, because these were not actors. 

COLLINGS: Right. In a sense, you're documenting. 

PRELORAN: Something. I put them on stage and they do something and I document 

it, yes. But I didn't manipulate much. Well, I mean, we talked about the character a 

bit, but not really. They knew. They knew instinctively what to do. 

COLLINGS: And the story itself has such legs that they can kind of— You know, 

because they're sort of just going along with the social pressures, they don't need to— 

They can just kind of like do the script, sort of like they're doing the script of their 

life, and you can document that, and there you go. 
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PRELORAN: Well, they were cast in that sense also, of course. Of course. Except, 

as I say, Nora, who is an actress that's extremely strong. You'll see her in Santa Juana 

de America, and she just dominates the stage. She's a theater actress. She never had 

done anything on film, and she's extremely subtle, very well done. 

COLLINGS: So did you feel that you definitely needed a professional actress for the 

Nora character? 

PRELORAN: I think she was the first one that we knew, you know. That was the 

logic, yes. I didn't think of anything. I just didn't think of anything. It was done on 

the cuff. 

Now, the thing is this. I had my students here after six years, five years, and I 

couldn't come back and show them something that was badly done. So I went far 

away to do something that I would probably never show if it didn't work out, and it 

worked out. But the idea was that I couldn't consider that they didn't respect me. 

COLLINGS: Of course not. That would be a huge liability. [laughs] 

PRELORAN: Right. So I went and did something, and I thought, "I'm going to see if 

I can do something fiction." Now, fiction means that the whole thing, the whole thing, 

is pre-done. The minute you shoot, it's done. So this is all preparation. Documentary 

is exactly the opposite. You go and you do it, and it's all here. 

COLLINGS: Right, and then you see where you are. 

PRELORAN: And then you see what you got. But this is all pre. You write the 

script, you take all the kinks out of it, you see if it works, and all that, and then, okay, 

the second part is how good are you at visualizing it in fiction. 
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Astoundingly, it went well. You know, I showed it in Edinborough in a 

festival, 1983, and my mentor Colin Young, who had been, you know, the guy in 

ethnographic, went up to see it. And we saw each other just briefly before, and he 

said hello and all that. 

Then when he came out, he embraced me and he said, "Look, Jorge, I was so 

scared that you were going to be one of those documentary people that go into fiction 

and just—." You know. 

But this was fiction. This was, you know, well done. It was dramatically well 

done. I mean, I used documentary, you know that, when I went into the insane 

asylum. That was total— They gave me ten minutes in the most dangerous ward 

where they were really— And they were feeding them. So we went in, we put her 

there, and we worked around her and everything. Ten minutes and we were out. 

COLLINGS: And also what about the scene on the street when the boys are asking 

for work? 

PRELORAN: Oh, those are two actors. Those are two actors. And I changed to first 

person there. It's a little bit— But it's good. It's a good effect, because it's like 

feeling what Beatriz is feeling, you know, and this happens all the time, all these men 

without work. But they were actors, yes. Very good. It worked out. 

COLLINGS: And you used the television melodramas quite a bit throughout. 

PRELORAN: I think it's such an interesting thing. You go to Buenos Aires and you 

feel that you're in a melodrama. You feel it. People exaggerate everything. "Oh, 

Jean, you don't know what happened to me yesterday. I was crossing the street and," 
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blah, blah, blah. Ten minutes, I'm going to tell you something that's just inane, so 

they're just living this terrible experience. And I thought it would be great to make 

the opposite. 

And it just worked out so well, because these two actors, they improvised the 

whole thing. We decided it was going to be one scene like this, one like that, one like 

that, and one like that, so that it was the beginning, you know, getting [inaudible] and 

then it sours. He's in an accident and he can't get up and she— [laughs] 

And it goes into color, by the way; I don't know. Anyway. So it was just 

hilarious. I was next to the camera, and you hear me laugh sometimes. I couldn't 

keep it in. These guys were at it. It was so great, and they had this style of 

melodrama incorporated. They knew exactly how to do it. 

COLLINGS: And also, I mean, these melodramas are of the modern period, too, so 

they're part of the culture that Beatriz is moving towards. 

PRELORAN: Yes, and you get your social instincts from these things. It's amazing. 

You become a melodrama. 

COLLINGS: Yes. So she goes— In the scene, the melodrama is intercut with her 

lunch with the painter. 

PRELORAN: Yes, well, yes, I did that. I loved that. Oh, god, I love to do that thing, 

that type of thing. And then there's a series that dissolves where they sort of think 

and, you know, it's so, again, total improvisation, total. They instinctively knew how 

to do it. 

COLLINGS: Yes. Then Nora herself immerses herself in these kinds of things. 
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PRELORAN: Yes. Well, but, by the way, that scene where they're talking, that went 

on for five minutes. I let them talk for five minutes, and then I got it and I turned it 

and I put it in different places. But they did extraordinary. I may have used half. 

The other thing that was interesting is that we went to the insane asylum, and 

we needed a scene of electroshock, and the doctor was there and said, "No, no, we 

don't do that here." 

COLLINGS: Yes, of course. 

PRELORAN: "Oh, what a pity. No, no, for years now we— You know, that's not 

done." So we were shooting other things, and then it was four o'clock or something 

and the doctors had gone, and the nurses said, "I'll take you." 

COLLINGS: Oh, and they did do it. 

PRELORAN: And we did it. And we did it. So it was exactly how they do it. 

COLLINGS: And they were still doing it and they didn't want to say so? 

PRELORAN: Oh, yes, yes. Yes. It's the only way to pacify some cases that are just 

impossible. Well, but the brains of those people are mush anyway, you know. It's not 

like you say that you're ruining somebody. It's just trying to control them. 

So we went in there and did it very fast, too, and, again, Nora did it incredibly 

well, because she's— And we did it just enough, you know, just get out and do it 

twice. It was such an interesting experience. 

COLLINGS: You chose not to pursue other fiction films. 

PRELORAN: No, there wasn't time. I was being a professor here. 
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The other thing that was interesting in that shoot was that the DP, director of 

photography, is a documentary filmmaker, very well known. He does a lot of 

commercials and things, and he did camera without my knowing anything that he was 

doing. I just said, you know, again, I wasn't a director. 'I don't know what I'm 

doing." 

And only a month later when I came back to Los Angeles and I saw the 

footage did I realize what he had done. Now, he did extraordinary work, because, first 

of all, he only had a tripod, so everything was a tripod. 

COLLINGS: Right, there's no cranes or tracking shots and— 

PRELORAN: Right, no crane, no nothing, none. But he does zoom sometimes very 

softly to reconstruct a scene. You know, you have two people talking and then all of a 

sudden this one goes, he moves over, and he moves just slightly, and he's just— Does 

it so well, so well. 

But we had film that was the regular 100 ASA film, and we had no lights. 

What we had were two lights that were 500 watts, which is nothing, little, little things 

like this, and one 2000; 2000 so that we would do it like this, we would throw it up to 

the roof to give you this nice ambience, see. And then he would shoot with these 

other lamps, maybe just one perhaps, putting an umbrella in front of it and then 

illuminating your face. Now, this light is soft, and it's so fast to do. You just move it 

around. It doesn't really matter where you put it. A little higher or— And we just 

shot like that, at 2.8, very open. 
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COLLINGS: And some of these rooms were quite small, too, like it seems like 

Nora's room was— 

PRELORAN: Well, it was just astounding what he did with two little lights, and 

when we blew it up to 35, 2.8 is just too, too dangerous. You have to shoot down and 

have a really great image in 16 [mm] to be, blah, blah, blah, and it blew up beautifully, 

just beautifully. You wouldn't know. 

[End of May 12, 2004 interview] 
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TAPE NUMBER: VI, SIDE ONE 

May 17, 2004 

COLLINGS: Last time, we devoted most of the session to talking about My Aunt 

Nora, and I did think that it might be a good idea, having listened to the tape, if you 

could just briefly describe the plot of My Aunt Nora so that somebody who comes to 

the interview who may not have been able to get a copy of it would have some sense 

of the whole story from beginning to end. 

PRELORAN: Yes. My Aunt Nora is the story of a spinster who is of a family of 

higher crust in a Latin American city. She has lost her father maybe fifteen years 

before, and her mother is a very strong sort of matriarch of the family. She has two 

brothers. One is in Miami selling cars, and the other is a bureaucrat in the city, 

married to a very strong and sort of bitchy woman who wants to climb, regardless of 

what. This family has gone down a bit in luck, and Nora is the spinster, maybe forty-

five-ish, who sort of wasn't able to marry into the right status, so she just stayed 

behind. 

The mother dies at the first, at the beginning of the film, and this sort of 

triggers the problem of Nora, who has to find a way of surviving. First of all, the 

debts were total, so they have to sell the house, and so she rents a little apartment, and 

little by little she runs out of money and has to find ways of coping. So she tries to 

sew and things, but she doesn't get very far. 
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Now, throughout this, the niece of the brother that's here in Latin America 

takes a liking to her and helps her through these days and tries to find ways of, you 

know, seeing what she can do to earn money, and she can't. There's no way. 

So the story takes place in one year. It's from one Christmas dinner to another, 

and in this time she loses everything, she's thrown out of her apartment because she 

hasn't paid for three months, and she's found somewhere in Quito in total disarray, 

and she's taken to an insane asylum. She stays there maybe a few, two or three 

months, they do electroshock, she's better, she comes out, and she comes out just for 

Christmas. And at Christmas she finds out at the table that she's not welcome and that 

she'll never be welcomed, and so that night she commits suicide. 

COLLINGS: Okay. A very sad story, isn't it? 

PRELORAN: Yes. 

COLLINGS: All right. 

PRELORAN: It was a story like that, but my wife decided that we needed a younger 

foil so that the tragedy of the aunt makes Beatriz free, and so that's a sort of an upper 

for the film, because if not, it would have been too much of a downer. 

COLLINGS: Yes, whereas this book that I was referring to, The House of Mirth, 

which is a similar story in many ways, it doesn't have anything like that at the end. 

PRELORAN: Goes down? 

COLLINGS: Yes, she's found dead, and that's it. 

Let's see. We were also talking a little bit about Mabel's niece, who had been 

one of the Disappeared. Listening to the tape, I think that I was so horrified by this, 
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that I perhaps like interrupted the story a little bit, and I didn't know if there was 

anything else that you wanted to say. 

PRELORAN: Well, the time in Argentina was very strange. We had had very bad 

governments and inoperative and all. So eventually in 1976 General Jorge Videla 

took over, but this time they took over with a vengeance, and they went after 

everybody that had some ideal. And the idea is that, of course, most of these kids 

were university kids, so they did away, they say, from fifteen to thirty thousand. I 

don't really know if we'll ever found out. And they would go to a place and find all 

the names of anybody in their homes, and they would then go and like that. So they 

would take people at random, more or less, just making sure that this would not spread 

ever again, and that was it. So they did a thorough job. And my niece was twenty-

four, I think. I think twenty-four. My niece— My wife's niece, yes. 

COLLINGS: And did the family suspect at all that this might be coming or— 

PRELORAN: Oh, very, yes, I guess, yes. 

COLLINGS: In her case? 

PRELORAN: But it wasn't, you know— It wasn't— It was so fast. It happened in 

two months, the whole thing, and every night they'd go out and just, you know, all 

over the city they'd— So it was really a reign of terror. 

COLLINGS: And before that knock on your door that you had referred to, did you 

ever consider that you might be— 

PRELORAN: Me, no. No. I was older and I was in my forties. I didn't— I mean, 

many people didn't think that they were targets, but then it got to a point where you 
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saw that if you were in somebody's agenda, you could be called, you know, just for 

being there, yes. 

COLLINGS: What was Mabel told when she inquired after her niece? 

PRELORAN: Well, she went to see the nuncio and she went to see some military 

people that sort of she had some connection, and they all said, "Well, I mean, if she 

was taken, it's obvious that she was doing something wrong." And the church, 

especially, I think was adamant that, "Why did you let her do these things? If there's 

smoke, there's fire." 

COLLINGS: So this is why she lost her faith then, because you had mentioned that. 

PRELORAN: Yes, she lost her faith. 

COLLINGS: Okay, and then another little thing from last time. You had mentioned 

the montage at the end of Damacio, which was not called Damacio at that time. It 

was called— 

PRELORAN: No, no, we're talking about Quilino, are you? No. Or Araucanians of 

Ruca Choroy, yes. What is it? 

COLLINGS: Yes. But you had mentioned that people had really responded well to a 

montage at the end of the film. 

PRELORAN: No, of Quilino, of Quilino, where the train doesn't stop. That one. Oh, 

I'm sorry. It was Quilino, yes. 

COLLINGS: Okay, all right, because I had sort of thought I'd better go back and take 

another look on that. Well, there's a beautiful montage at the end of that one, too. 

PRELORAN: Oh, no, no. No, no, no. It's Quilino. 
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COLLINGS: Were you ever interested in some of the Soviet films like Dovzhenko's 

films about the peasant life in the Soviet Union? 

PRELORAN: Well, first of all, let's say that I was weaned on American movies and I 

seldom saw other things, although there was a lot Italian and French films in Buenos 

Aires that they'd show at the time. But I wasn't an intellectual and so I didn't go for 

those. I hated [Ingmar] Bergman because I didn't understand him, and so, you know, 

I thought, well, hell with it. 

So when I came here and I started to study film, I didn't have time to go to the 

movies, frankly, and when I went back home, I just made movies. I practically was in 

the field all the time, so I lost a lot of films, and especially all these specialized films, 

because I wasn't in Buenos Aires anymore where they may have showed them once in 

a while at cinematheques and things. So, no, I didn't. 

For instance, they say that my films have something to do with Nanook— 

What's his name? 

COLLINGS: Nanook of the North, [Robert] Flaherty. 

PRELORAN: Flaherty, yes. But I hadn't seen Flaherty until much later, so I wasn't 

influenced by anything. I must tell you that I was here at UCLA studying Hollywood 

film, you know, and then I went into the field and I did something that's completely 

not Hollywood film. Not even My Aunt Nora, I don't think, could be considered a 

formula film. 

COLLINGS: No, definitely not. 
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PRELORAN: So I don't know what it is. It's just you're weaned and you look at 

things, but then something inside of you creates style and an approach. I think my 

mother not caring about what I was doing was something that made me do something, 

you know, like I told you with Hermogenes. Rather than copying anybody, no, I 

didn't, no. 

COLLINGS: I wasn't thinking of like copying so much as just an interest. 

PRELORAN: Well, no, but being influenced, you know. Later, yes. Later I saw 

MacDougal and Jean Rouch and all that, but I was already doing my thing. 

COLLINGS: Yes, you had already established your own style. 

PRELORAN: Yes, and even now when the last film I made, Zulay, which is the most 

complex, I don't know where that comes from. It's just— You know. 

COLLINGS: Yes. Okay. There's actually sort of something maybe I'll— Oh, yes. 

In Damacio, in the book, I guess I didn't bring that book with me this time, but I 

brought it with me last time and it has the picture of him, and you're quoted as saying 

that you include his erroneous information about that this army invasion, that he 

considers it to have been the Spaniards, but it's actually the Argentineans, and you 

leave that in and you don't comment on it. And I just wondered if in some way this is 

sort of a foregrounding of the process of information-gathering in the same way that 

Obsesssion foregrounds the interview process. 

PRELORAN: Well, look, maybe it's in this sense of being so pure that I don't want to 

go into, so I don't want to talk in that film. Do I talk in it? No, I don't talk in it. 

COLLINGS: I don't think so. 
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PRELORAN: No, no, no. No, he talks alone, I think. 

COLLINGS: Unless there's something of you like in the English version like, you 

know, doing his voice. 

PRELORAN: Oh, I don't remember. I don't remember. That may be— 

COLLINGS: But I don't think so. I don't think so, because you gave that to me as a 

later batch of stuff that was not in English, so I don't think so. 

PRELORAN: And in the book. 

COLLINGS: Yes. 

PRELORAN: Okay. Well, yes, because then, you see, the point is that if you're 

going to give a person the mic and you're going to let him talk, you let him talk. But 

then, in another way, maybe in a book or in a paper, you know, some kind of 

additional complementary material, you can then explain what this person didn't 

know. But I would rather let it be, even if you don't know, and later on we'll find out. 

COLLINGS: Now, but this, it just struck me, because this is something that it seems 

that to an audience in the region this would stand out as erroneous. Would this really 

stand out as obviously erroneous? 

PRELORAN: The thing is that, to me it doesn't sound that bad, because saying 

Spaniards or saying the Creoles or saying the people from Buenos Aires is the same 

thing. I understand. They all understand it. Now, we're saying, very specifically, 

"No, but listen, actually it was Argentines." But he was just dumping them all in one 

place, I think. 

COLLINGS: I just thought that was a really interesting technique. 
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PRELORAN: I don't know. I don't know what to do, because if you explained it in 

the film, you cut the purity of the line, no? But hopefully, actually, if you see the film, 

you may want to read about it. 

COLLINGS: Yes. Okay. All right. Why don't we sort of jump ahead, then, and talk 

a little bit about your time at UCLA, the classes that you taught, and you were 

involved with the Ethnographic Film Program. Did you get involved with them right 

when you came? 

PRELORAN: Never, I never was. 

COLLINGS: Oh, I thought that you did this film Iglesia Yavi with them. 

PRELORAN: No, no. 

COLLINGS: Because it says in the credits— 

PRELORAN: Oh, sure. It's just because— 

COLLINGS: That's just something polite? 

PRELORAN: Yes, yes. No, no, I was never— I was invited to teach it, but there 

were two professors that taught it at the same time, you know, they were just team-

taught, and they invited me to be three. But they didn't make films, and they were 

very sort of jealous of me, so I'd rather not get in there at all. It was just better to 

leave that. They were doing okay and showing films and everything. I went on my 

way professionally doing whatever I pleased, and then in film department I taught 

workshops in first and second year and thesis, too, of filmmaking itself. 

COLLINGS: Yes, film production. 

PRELORAN: Dramatic, yes. 
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Well, the thing is that I was here in 1970 editing The Warao, and Colin Young, 

who was the head of the department, asked me to do a couple of seminars on 

ethnographic and on documentary. And I went in there one day, you know, just off 

the plane, with a tie and a jacket and, you know, and all these guys were around me 

sort of looking at me strangely. This was the end of the sixties. 

And I was just scared to death. I don't know how I did things, but what 

happened was that I hit on the idea of inviting my friends of the— You know, when I 

had been there and some people were doing some interesting documentaries, and so 

they'd come and show their movies, and then they were open to questions and what 

have you. Now, this was so popular, it became so popular, that I had to do one day of 

that and one day more in the week in order to discuss the film without the offer. And 

so it turned out to be a very— I just let them talk, you know, it was just so easy, and 

made them look at things, but that's it. 

Then the ethnographic, I showed ethnographic films that are classics, and that 

was so easy. And I got letters, you know, people saying that they had really enjoyed 

it. So I must have done something right. But I'm not somebody that dictates, you 

know, knowledge. I'm more like a moderator. 

So when I came back in 1976, I came in July, August, and I stayed a month in 

the house of a colleague, and they were looking for a professor, and he was on the 

head. And he was one of my buddies. 

COLLINGS: And who was this? 
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PRELORAN: Richard Hawkins. They interviewed me and what have you, and they 

chose me. Now, this is astounding, because fifteen years later there was an opening, 

so I just was there at exactly the right time. So I went in, and they gave me what at the 

time was Project One, which was a quarter in which a student did his little ten-, 

fifteen-minute film in Super-8, which means that you cut your original and you put 

then soundtracks on the side, you mix them, and then you project them in double 

system. 

It was an interesting course, because they threw you in. The first thing, you 

came into UCLA and you didn't know a thing about filmmaking, and you had to just 

sink or swim, which meant that eventually I was sort of not liking it that much, 

because you got rid of the poets. The ones that made it were the guys that were, you 

know— 

COLLINGS: The sort of the ones who could sort of think about how to tell a short, 

simple story. 

PRELORAN: Not only that, but women were at a very disadvantage because of the 

equipment and they didn't know— 

COLLINGS: Even with the Super-8? 

PRELORAN: Well, yes. That's one of the things that helped, you know. Later, they 

came in much more savvy, but in the seventies they were just not. 

Anyway, because they were undergrads also, so it wasn't necessarily 

graduates, sort of younger people, and so it was a lot of fun. It was a lot of fun. In the 

first group, which is to my way of thinking the best I ever had, they stand in my mind. 
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I had a group of incredible people, one of whom was Michael Miner who wrote 

RoboCop and whom I'm writing a book about, too. He's an extraordinary guy, and I 

took him to Ecuador and he shot some of his movies and what have you later on. 

Anyway, the eighteen years I was at UCLA went like a breeze. What I did 

eventually was, we changed the curricula to make that first film into a ten-minute 16-

mm sync sound in three quarters, so that the first quarter you learnt everything. You 

learnt how to do photography, sound, you know, and you took courses that were in 

that specialty. You wrote a script with— Well, at first it was with me, I mean with the 

professor that was in there, but then they put even a professor of scripts. So it was 

very, very, very dense. And in my class, the six groups of six people would sort of 

prepare themselves, get sort of, you know, all the things into ideas and analyzing the 

script to see if it was possible, and then getting their actors and casting and all that. 

Second quarter, they each shot their film. Now, they each had one week, and 

so they would start in the third week or so and they would do one film. You would 

direct your own script, and then the next week, you would rotate, and you would DP 

for one and you would do the— So when you ended the quarter, you had worked on 

six films, and you had your own, and you were working on it. 

Then in the third quarter you edited, and the editing was where I really liked it, 

because there is where I could sort of get in more. I left them a lot of liberty, and 

everybody did, and all of the professors. 

COLLINGS: How did they pay for their film usually at that time? 
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PRELORAN: They did by themselves, yes, yes. This is not USC [University of 

Southern California]. But the film is theirs, obviously. 

And third quarter, I even got them to do something that nobody had ever done, 

and that was to cut the original and A and B the negative and everything, and then 

actually send it to the lab and get a sound mix in order to screen. So these films were 

just, you know, perfect with this. And the other courses were just, okay, show your 

work print and then later, but later never happened. Very few [inaudible]. 

COLLINGS: So at this point, were they graduate students? Because this sounds like 

a full-time— 

PRELORAN: Yes, that's a graduate student, yes, yes. I was put into more of a 

graduate, and it was such fun. I've have two groups, say, twelve students, and it was a 

privilege to be constantly in the creative process of wonderful young people chosen— 

COLLINGS: Yes, it sounds like it would really be fun, yes. 

PRELORAN: It kept me young. 

COLLINGS: Yes. And what kind of students were attracted to the program? 

PRELORAN: Well, the way we did it, because I was like all the faculty, we would 

choose from a thousand more or less a year, six hundred to a thousand every year, 

more or less, from all over the world. So you'd get these folders at a certain point in 

April that had letters of recommendation and, you know, all these things, the grades 

and all that, and you'd sort of look through. And we got to a point of knowing as a 

group of professors how to sort of look for the best students for us. And the way it 

was sort of thought that they had to be people that were interested in society and not, 
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"Oh, I want to be a Hollywood filmmaker," you know. "Out." No, no, no. What do 

you want to say through film? So that way you got a lot of sociologists and 

anthropologists and English students. 

You know, you got a whole bunch of people that had a BA in something else, 

and we made it clear that you didn't have to know about film. In fact, it's likely that 

the people that came from undergrad to grad had already sort of lost a bit of that 

idealism, and so we wanted people very idealistic and we had this sort of— We liked 

if the mix was really interesting of different immigrants or, you know, Indians or 

blacks or homosexuals, you know, people that had something to say. 

COLLINGS: Now, was this part of a sort of a stated admissions policy? 

PRELORAN: Oh, no, no, no. 

COLLINGS: Or was this just all sort of done informally and within committee? 

PRELORAN: No, but it just happened. It just happened because when you get people 

that are so committed to doing something, it's because they have problems within the 

society in which they live. For instance, a new Vietnam immigrant, you know, they 

wanted to make films to show how they could integrate better, I don't know, you 

know, things like that, and that was just great, great. 

We did get some incredible white students, you know, the typical American. 

One, oh, god, I love him. He was a lieutenant in the marines. He had gone to West 

Point and he went to [Operation] Desert Storm. He came back, and he thought, 

"That's it, you know. I'm going to go into movies," and he came to us. He turned out 
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to be astounding. He helped everybody. He was just the nicest guy you could do. He 

worked like crazy. Discipline; he had discipline. So, you know, there was everything. 

COLLINGS: Do you see this focus on, you know, like social problems and that kind 

of thing as being concentrated in a particular period, like a particular ten years? 

PRELORAN: No, no, no. 

COLLINGS: Or was it the whole time you were there? 

PRELORAN: No, no. We were there. That's what we tried. Listen, USC is turning 

out, say, I mean, in broad terms, Hollywood continuum, the tradition. We were the 

ones that did something that was outside, the independent film, makes you write your 

script, direct it, know about editing and everything, and you could probably go out and 

do something on your own, or, better, with two or three people that you got to know 

very well, form a little group, and go out and do things. 

But the eighties and the nineties were not times of great social impetus, so I 

was disappointed, because once they got in, they'd make films that weren't that much 

committed. And one of the reasons I left early is because I felt at sixty-two that I was 

really feeling the generation gap. I never felt it before, never, forty or fifty. 

COLLINGS: And the university was offering the VERIP [Voluntary Early 

Retirement Incentive Program] at that point, right? 

PRELORAN: Yes, yes, well, that's the part. But I mean, the fact that I took it was 

because I felt that I wasn't really giving them any more, because these kids would 

come in and in the third years, they were Hollywood bound; no way out. They were 

absolutely within the system. 
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COLLINGS: Had the admissions criteria changed at all? 

PRELORAN: No, no. No, no. 

COLLINGS: Were you still involved in selecting? 

PRELORAN: The kids. Oh, yes. Listen, we got to a point where the selection was 

done by— Well, this was the selection. You got a big box of things, and you'd go 

through it, and you'd throw out a lot of them, and you'd give them points one to ten. 

And all the five, six, sevens, you know, out. You'd leave the eight, nine, and ten. So 

you'd put a little pile. 

COLLINGS: Eight, nine, and ten based on grades at this point? Earlier on? 

PRELORAN: No, no. On our sort of feeling. 

COLLINGS: The whole package. 

PRELORAN: Right. Because, look, it didn't matter if the person had high grades 

before. We didn't even look at that. But it did matter how the letters of 

commendation were written. I wrote many, and when I wrote, "Oh, this is a great guy, 

wonderful," blah, blah, blah, yes. But when I said, "This guy is extraordinary." You 

know, you could feel that you were saying something, saying, "Listen, watch this guy. 

This guy is worth looking at." So you could tell. Everybody gets good letters, but 

you get this "hhmmm." 

Then they had to put what they would do ideally as a thesis, and that's where 

you got your— 

COLLINGS: Yes, some sort of treatment. 
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PRELORAN: That's where you got their ideas. You knew what was in their mind, so 

that was the main thing. 

So you got a little bunch of these, and then you'd get more and more. You 

looked at most of them, but these you didn't pass on. These, I, as one professor of ten, 

decided that they weren't even worth going on. So you got them boiled down. 

Now, when you got this, you sent them on, and they had to have three or four 

other professors agree on them. 

COLLINGS: So everybody got a copy of the same ones. 

PRELORAN: Right, but not these, because everybody was sort of making some and 

they were— These that were going on to get two or three were within the seven, eight, 

and nine range. And it worked out very well, because people didn't like them so 

much, they gave them a six or an eight or a nine, you know, and so you got to a point 

where from all the thousand you had a bunch. 

Now, the bunch was generally about a hundred. And then we'd sit around— 

Or maybe less, I don't remember now. We'd sit around, all of us, and we'd go 

through every one and say what we felt. And then you got a pile of really good ones. 

Mostly they were all tens. 

Then we were only letting in eighteen students, three groups of six. That was 

the maximum. And that was arrived at because we had that equipment, those 

facilities, and that. And then the idea that you chose them and they would be there 

four years, yes, yes. There wouldn't be any leaving. So you commit to those students, 
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and you say, "That's it." So then they'd sit around and we'd decide which of those we 

chose. 

But as the year went on, years went on, we always got some duds, some duds, 

and so we thought, "You know, we're not doing it right. We have to have an 

interview." So the way we did it, which I did, I was the first batch that went to New 

York and Chicago, we had people from the East Coast in the center and here, and 

we'd spend a day or two, three professors, at Martin Scorsese's place at Tribeca, and 

we'd interview them for one hour, one hour each. 

COLLINGS: Boy, that's a long time. 

PRELORAN: Yes. These were sixty, sixty people. And we would grill them and 

what have you, and then, you know, we'd go on. And then in L.A., we'd get more, 

probably, because it's L.A., and then we'd choose from them and that. And there 

were the three professors, always the same ones that did the interviews, so you'd get 

this sort of level of acceptance. Worked out beautifully, beautifully. 

COLLINGS: Yes, but over the years, did you notice the types of students changing? 

PRELORAN: Well, yes. Well, yes, perhaps. What I did notice is that in 1970 they 

were all hippies and you smelled marijuana all over the place and it was very 

promiscuous. Oh, god, yes. 1973, they tell me, they all came with their hair cut, 

totally different type, and from then on, you know, there were people that wanted to be 

professionals. 

Now, one of the things that I always remember, because here's the problem, 

you're chosen from sixty, and you know this. So we give you the opportunity of 
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coming to see for one hour and sell yourself, and you're all full of it, you know. "I'm 

one in a thousand, and I got in." So you've got these guys, especially in the East 

Coast, I don't know why— Well, yes, I know why, because New Yorkers are so, you 

know, and sort of strutting. 

So I'd give a little speech at the beginning that made them think a bit 

differently, and the gist of it was like this: "So you've been chosen to perhaps go into 

UCLA. Now, we have to choose between you and others, and the only way I can 

choose is to understand that you have promise. You have promise. You haven't 

demonstrated anything yet, and we don't know more than what you say. So why 

should we choose you? And the idea is that we're going to invest in you millions of 

dollars. We already did by having UCLA come in, you know, these fifty years, 

become an excellent school, have professors, have all the equipment, have seventy-

five staff people. We're going to fund all of that." 

COLLINGS: Wow, so that's a lot of staff people, yes. 

PRELORAN: Well, there are all kinds of engineers. 

"And you're going to come in and we're going to treat you, you know, all 

through the system to see if you have any talent. Now, do you have talent?" 

COLLINGS: "Oh, yeah." [laughs] 

PRELORAN: Yes. Well, the thing is that the point is that you're not going to be just 

talent. You have to be a very good crew person, you have to try to learn, not come 

and teach us, and there has to be a certain humbleness in this. 
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So you'd go on. But the thing is that we're going to invest in you. For what? 

Because at four years you have to sweat and toil to show us that you were worth it. 

And you know what it is? It's the State of California that's educating you to become 

part of something, and in this case, it's a very small industry that's sort of located 

here. Do you understand, understand the— 

COLLINGS: The moment of this. 

PRELORAN: Yes, yes. So they calm down a bit, because if not, you know, it's "I'm 

chosen and I'm—." No, no. "We expect you a lot to show if you really have the 

talent." So that was nice. I liked to do it. 

COLLINGS: Was there ever any effort to sort of, you know, even it out so that you 

would be sure to get a few who made a big name for themselves and promoted the 

school in that way and a few who would do good works socially and, you know, this 

sort of thing? 

PRELORAN: Well, you know, through the years there have been very few people 

that have shown. Coppola, of course, is our great— I was at school with him in 1958. 

COLLINGS: Did he show promise? 

PRELORAN: He was making a girlie film. He made Mr. Peepers, which he sold, and 

then he went off and made his first script. He was a character, very, very sort of a 

loner. 

No, I don't know, you know, if that what I told you is true. You can tell some 

kids that are really putting in effort, and that's what you can only ask for. You can't 

ask for talent. Now, the thing is this. If you are going to be a Coppola, you have to be 
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a great director, a great writer, a great psychologist, a great financier, all these things, 

and if you're not one of them, you may not make it, so you stay in different runs. 

COLLINGS: Yes, unless you're part of a two-person team. 

PRELORAN: That could be, yes. But in general, it's the author, the auteur, and so 

the auteur generally is a writer, director. So we knew that if you had a good script 

when you left, that was your best calling card, not a film. 

COLLINGS: Right, yes, because somebody else could always make the film. 

PRELORAN: Well, no, because also because people just don't have time to watch 

your film, you know. It's better to have made a little three-minute film and knock 

them cold like Todd Holland, I think, did, and he got to work with [Steven] Spielberg. 

Alexander Payne is one of our students. He did his thesis with me. You have 

certain ones. You have writers that are coming up, and you have, for instance, Pietro 

Scalia became eventually an editor and got an Oscar for JFK. Yes. These things, just 

you're amazed at these things. 

Okay, so why would you like to go to a university? If you wanted to make 

movies, you started from the bottom up as usual in Hollywood. Why would you come 

and spend four years at a university? And the reason to me is that you have to be a 

cultured person first. And in being a cultured person, you will then make films that 

are much more profound, deeper, more interesting. 

About Schmidt, for instance, I thought that that was a university kid, you know, 

where he was digging into something, a social problem, x-raying something, you 
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know, and giving us ourselves in a mirror. You don't see that much. But in 

independent films, you know, that's where the movies, the best movies, are, for me. 

Then you— 

COLLINGS: Oh, let me turn it. 
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PRELORAN: Then the other thing is you're going to be four years with a group of 

people that are going to be friends forever, and they're going to be the best friends, 

because they are bound by the common love. 

COLLINGS: So this is a four-year MFA program. 

PRELORAN: It's three, but it's never three, it's four, because the fourth year, maybe 

it takes two years to make your thesis. It's two years and then you take a lot of 

seminars and what have you, and you make your maybe half-hour 16-mm, and you do 

it right. 

At one point I took a whole bunch of kids with their films to Bilbao 

[International Festival of Documentary and Short Film]. Oh, they were just— You 

know, some kids had never left the country, and there they were showing their movies. 

They were with all these different European people that had come to show their shorts, 

you know. It was great. 

COLLINGS: So how, just sort of in a nutshell, did you see the program change in the 

seventeen years that you were there, if at all? 

PRELORAN: Well, I think it became a little more professional because the Super-8 

film was a sort of throwaway. And you had an original that was all scratched and 

everything, so you couldn't really— They'd say, "You didn't teach us anything." 

That's the whole point. You have to be an artiste. So my idea, and I was one of those 
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that tried to change it, is that when you do 16 and you do it with original negative and 

what have you, you take much more care, and you're making a professional movie. 

You have a crew. Some of these kids never were able to get a crew, you know, to go 

out and shoot something. It's true that very interesting things came out, you know, 

dreamy sort of music background thing where the visuals were very interesting. But 

in these others also they did some things. But it was more the actor, where the actor 

did their lines, and so you had to learn a bit about dealing with actors. 

COLLINGS: Sure, yes. I would think that would be very difficult at that age. 

PRELORAN: It's amazing the things they did. I was always astounded at these 

people that were just so unsecure, and then when they showed their footage, they were 

just, you know, doing it right. And then you start editing, and it all came together and 

so on. It's astounding, yes. 

Well, the point, I think, of the university is that you are in a group of people 

that are always talking the same thing and not as a business, but as a creative thing. 

You have libraries, you have films all around you, you have professors that you can go 

to and talk to, and you are guided into doing things that are more provocative. You're 

asking "Why do you do this? Why? Why? Come on." So I don't think that can be 

changed by anything. 

The drawback is that you make your first film and you don't— You know, you 

finish it, you show it, and you're not very pleased. People give you criticism all over 

the place. Nobody gives you the right criticism. Nobody knows our allies. They say 
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it's this, that, and the other. So, well, I mean, you get it, but you invite people and 

they tell you anything. 

So you don't finish your film. You keep polishing it and polishing it and 

polishing another year while you're doing other things. And my point was, "Look, 

finish your film. You've learnt an enormous amount. Now consider this finished, and 

with this experience now, the second film is going to be so much better, just so much 

better. But the second film is not going to be perfect. So don't worry. It's the third 

one, and then it's the tenth one and, boy, when you've made ten films, I bet you you 

know what you're doing," because the main problem is writing the script and then 

making the film. 

In the first tries, you don't get exactly what you thought about, but later you 

write scripts that then become exactly what or pretty much what you had in mind. So 

you become good at manipulating everything, and you start to have a style, a certain 

rhythm, and a certain way of telling things, and it's fascinating to see them grow. 

COLLINGS: It was in the eighties that all of the credit card companies started coming 

on to the campuses and basically giving away credit cards to students. Did you notice 

any change in the production values of films around that time? 

PRELORAN: Well, when they got to be 16 [mm], which I don't remember which 

year it was, people were putting in a lot of money and going overboard with that. The 

thing is that they were so unsure and scared, that they always took two shots rather 

than one, things like that. So they got into a lot of debt, a lot of debt, and when they 
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left, many had ten, twenty, thirty, forty, fifty thousand dollars in debt, and sometimes 

it was worth it and sometimes it wasn't, so, you know. 

But we kept telling them, you know, "Just be very careful. Look, you don't 

have any money, so you have to shoot 1:1. Rehearse. Rehearse a lot. Rehearse, 

rehearse, and when it's done, take one shot. That's it." 

"No, no," because then, you know, very unsure. The second, third film, they 

were a little bit more how to do it, yes. 

Credit cards and mothers. One of the things that I found interesting is that 

practically all the kids were at school against their parents' wish. 

COLLINGS: Oh, really? 

PRELORAN: Yes. Going into movies was not kosher, which was great because these 

kids showed that they had vocation, you know. They were just against all odds. So 

when they started to make a film with me, you know, sort of the 16-mm and what have 

you, maybe in the second, third month, I'd tell them, "Look, if you want me to write to 

your parents, just give me the address." 

Some said, "No, no, no, no. Don't even." 

And others did. So I'd write them, and I'd say, "You know, Jesse's doing so 

well. I wanted to tell you that he's coming along great. In the first quarter he's here, 

he's already planning a film that's going to be very interesting," what have you. 

"Now, I can understand that this may not be sometimes the best what you'd wish for 

your kid, but please think of it this way. If he becomes a good filmmaker, he can 

change the cultural mores of the world, especially in Hollywood films where they go 
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all over the world, so that in a way, if he succeeds, he's going to be one of the great 

innovators, you know, and that's what we're aiming at by having him at the 

university. 

"If you went into the industry, yes, perhaps, you know, you do the usual thing. 

But university is a very interesting place, and what I must tell you is that he needs 

your support regardless of whatever you feel, because it's an artistic endeavor, and 

that means that you're always naked in front of the audience and you're always sort of 

putting yourself to be applauded or yelled at, so it takes a lot of guts and it does not 

come in the first film or the second or the third. 

"And what I've noticed is that we tried to educate Jesse to be, say, a director, 

writer, director, producer, but in order to get there, he may take ten years, but he will 

probably go, you know, slowly up the ladder, but we're trying to make him be the top. 

He may or may not get there. So it takes ten years of somebody having to be very 

confident with him and very positive and sort of interested. So, you know, you have a 

big deal with your son." 

And some of these people, I mean, I remember a lady coming from Korea and 

having lunch with us and thanking me so much because of that letter. 

COLLINGS: A parent? 

PRELORAN: Yes. And the fact that they did look at the kid in a different way and 

sort of, you know. And I'd say, "Just look. At the end of the year, we're going to 

show these films. It would be wonderful if you'd come from Chicago," if you'd come 

from, you know, whatever, "and be here when your son shows his film." 
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And they hadn't thought of it, you know. They hadn't thought of it. And this 

big UCLA professor is deigning to write them, you know, that was a big deal. 

COLLINGS: Well, that's good. Did the other faculty at the film school share this 

kind of view? 

PRELORAN: No. 

COLLINGS: You didn't feel that you— 

PRELORAN: No, no, I mean, I did my thing. 

The other thing is, I had an editor here, a big machine, and it was perfect. It 

was ten years old, but it was perfect. 

COLLINGS: A flatbed editor. 

PRELORAN: A flatbed, yes. So I had my students come here, especially at the end, 

spending the whole night, one after another, and editing and doing things, and my 

place never— It was always perfect. At school they were all scratched and doing 

anything, but, boy, they took care of it here, and, oh, it was just great. 

We have a big round table outside. I used to have it in the center of the room 

in my other apartment. And I would have my writing class, beginning writing class, 

over, say, twelve people, and they would bring food. They'd sit around and we would 

have a class in which they— Well, you were sort of, more or less, getting ahead, so 

you made twelve copies, and everybody had yours, and they also gave you theirs. So 

you had twelve, and you would read theirs and make comments. So that you'd go 

around the table, and we'd talk about every script, and it was just wonderful how they 
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all gave ideas and things like that. Then I'd let them be, and they'd go till midnight 

chatting, talking, because they had no place at UCLA to talk. 

COLLINGS: That's true. I can't think of— Except for that little lobby area there by 

the mailboxes. 

PRELORAN: No, no. No, no, no, no. No, no, no, no. That's not. No, no, no. 

COLLINGS: That's nothing, yes. 

PRELORAN: Look, Robert Rosen went to Buenos Aires for a meeting, and he went 

to see the University of the Cinema here, and that university was built around a coffee 

shop. 

COLLINGS: That's different. [laughs] This university's built around a parking 

structure. 

PRELORAN: It was built around a coffee shop, and that's where everybody 

commented on the films they did and what have you, and you'd sit around with the 

professor, and you'd do— It was just so warm and so cuddly, that that's where the 

teaching went on more than anything. 

COLLINGS: Right, that's right. Yes. It sounds like you enjoyed teaching— 

PRELORAN: Oh, I did. 

COLLINGS: —just as much as you enjoyed your going out and making all those 

films. 

PRELORAN: Yes. No, I enjoyed it very much, but, again, it's because I was hands-

on, and it was one-on-one with every student, because your problems— The point, of 

course, I see this very clearly. There are two ways of teaching, or whatever you call it. 
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One is being the critic. Okay, so you have your film ready and you ask me to go in to 

a screening room. We go in, we sit together, you show me the film, and then maybe 

I'll sit with you ten minutes or fifteen minutes, and I'll tell you, "Well—." 

COLLINGS: "This is not lit properly." 

PRELORAN: Yes. Well, no. I mean, "Okay, but it's a little long." Generalities, and 

then, you know, and you leave. And you're left in a vacuum because you don't really 

know what to do. So what you do is you go to show it to all your peers, and your 

peers don't know anything about analyzing, so in a way you get all kinds of input, and 

you don't really know what to do. So you sort of go on and on and it stretches. 

The way I see it is different. Now, the thing is this. You came to me as your 

professor, as the oracle. I'm way up here and you're down there and you're waiting to 

see what I think of your film. And I say very, you know, nonchalantly, this, that, and 

the other. Now, I may be a good critic or a bad critic. I can be positive, or I could be 

negative. 

There was a case in which a professor was so jealous of good students that he 

would always talk them down. 

COLLINGS: Oh, who was this? 

PRELORAN: No, no, no. 

COLLINGS: Okay, no names. 

PRELORAN: No names. 

COLLINGS: No names, please. 
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PRELORAN: Doesn't matter. But no, what I mean is that that was a problem 

because these people didn't make movies. But if you make movies and you're 

satisfied with yourself, you want to share. Okay. 

Now, the other way of teaching, which is what I think I did, is that you don't 

critique anything. You don't critique; you analyze. Critique is knowing more than 

you do. Analyzing means we're going to be cold about this. We're going to be 

neutral. So you invite me in, I see your movie, and I'll stay half an hour with you. 

Oh, god, you know, and this is great. 

Now, the first thing I did always is I would say everything that was right, 

because— And I'd say to my students the same thing. When you're going to see a 

movie as we're watching, start with the good, because, if not, you're going to destroy 

it, and you'll never tell him what was good. So I always— "Oh, that performance was 

great," or, "Man, that setup was great," all those things. 

So the guy is sort of, you know, liking it, and he says, "Yes, but Jorge, you 

know, this transition, yeah, you're right." 

"Well, we'll see about that later." So what I would do is I'd make an 

appointment with him and spend an hour or two at the flatbed, and then we'd go 

through it and we'd see what— Now, the thing about my mind is that they would 

show me their footage, all their footage, and somehow I remembered everything. I 

don't know how. So when I was doing this, I'd say, "Hey, didn't you have a shot 

there, a reaction where you could—?" 

He says, "This acting is not too good. Yeah, yeah." 
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"Well, cut to a reaction shot, get away, get out this stuff, and see maybe if you 

can—." 

"Oh, yeah, maybe." 

Then structure. Structure, I was good. I would sometimes shift around some 

scenes, and they couldn't believe that there was that possibility, you know. They 

couldn't get further away. So the point is, first of all, I have to get into your mind and 

try to see the film as how you wanted to do it and why you wanted to do it, not what I 

want. So I have to help you. 

And second, I have to be absolutely the same as you. We're two guys trying to 

fix this, you know, and enthusiasm, "Oh, god, look, look at this." And he'd go out and 

you'd go out, you know, running, do it, and then show it to me another— You know, 

in a few days, and it would get better and better at leaps and bounds. 

COLLINGS: Yes. Well, it sounds like, you know, because you were able to approach 

it, sound like, almost like an architectural problem where it would have a larger 

structure, and because at that point it's no longer this idea in the person's mind. 

They've actually committed it to film, to certain shots, and then their shots have to be 

dealt with. 

PRELORAN: Yes. Now, all right. Now, the thing is that you deal with that in the 

script, and you try to sort of— But the filming is something that you let the guy do it, 

because if you're there, you're too much of a power. But when you're one-and-one 

with him afterward in the editing, you come down to this. "This is what I shot." 

COLLINGS: Yes, this is what you're with. 
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PRELORAN: I can't do any more. I can't do any more. So now what can you do 

with this? This is what I was good at, to doctoring something without saying, "Go out 

and shoot another scene," you know. And the fact that there is a thing that has to 

become fifteen minutes of art means that you go through it in different, very different, 

things. First of all, the basics. It's out of focus, out, get out of here, consider you 

didn't do it. 

COLLINGS: Yes. Even though it worked perfectly with the idea, it no longer exists, 

the idea. 

PRELORAN: You go through the primary. Now, with this, you then start to edit, and 

then you start to put things together and maybe it works and maybe you can cut a little 

more and what have you. And as you go, you go deeper and you say, "Okay, now 

let's look at it all. Now, is your idea correct? Are the rhythms right? Is everything 

that you want to say in this? Did you really do it, or is there something missing?" 

So you keep— You forget about the details. You go little by little. You 

don't— And at the end you're talking about, you know, philosophy. So I love that. I 

love that. 

COLLINGS: And it sounds like students would probably also find that their idea was 

not what they thought it was when they started it. 

PRELORAN: Not quite, because the script was really gone through with all of us. 

COLLINGS: In the first place, yes. 

PRELORAN: Yes. Oh, god, we worked on the script a lot, and storyboards and 

things, yes. But of course, later they see that, for instance, say that you have this 
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scene and so you make a shot over there or in back, and you take part of me and 

you're seeing you, and then in back and seeing me, and then a close-up. All right. 

You know that you have to know this. There's a line like this [gestures]. 

Now, you shoot. This camera shoots you, and it has this thirty degrees. When 

you shoot me, it has to be thirty degrees, because if it's like this [gestures], you come 

out this way and I come out this way. And then the size. The size has to be exactly 

the same, because if not, you're going to be a big head and I'm going to be a medium 

shot, and it just doesn't work. So you have to know how to tell the story technically 

as it's been done for eons. 

COLLINGS: Right, unless that's part of your central point. 

PRELORAN: Right. But the DP should know that, so that in a way the director is 

saying, "Well, let's get this and the DP will know exactly where to put the camera," 

and all that. But by being a DP in another film, you're learning everything. And after, 

you know, you work on six, and then the next year you work on another six, I mean, 

you've worked on twenty films before you get out of UCLA. 

COLLINGS: Yes, that's fantastic. That's a great way to run it. 

PRELORAN: And you're responsible for the quality of whatever you're doing, you 

know, so you have to be a very good crewmember, but you also have to be a very 

good director. I mean, the director is so interesting, because you have to know 

everything. You have to know the lens, where "Give me a long shot," or whatever, 

you know. You're talking about things that you know. You know what you can do 

with a camera, with the color. You have an idea what you're going to do when you 

223 



edit it. For instance, you shoot a pan like this, and then the next shot you want to cut 

into also a pan, so those two just "booop," they just blend in. That's the language. 

But then the director has to know how to direct a crew, and that means that he 

knows everything. "Get me a mic here. Put it there." He knows all the technical 

parts. And then he has to deal with the talent, and the talent is a totally different thing. 

It's a psychological game and how to get what you want or how to get them in the 

right place. And because the students don't work with great talent, they are getting 

sort of new-ish kids that want to be in movies, they are up against not, you know— 

Sometimes they do well and sometimes— 

COLLINGS: Yes, that seems like it would be the Achilles heel of any production. 

PRELORAN: Right. In general, they got— They didn't deal with themes that they 

didn't know about, so— 

COLLINGS: So did you miss all of this when you left? 

PRELORAN: No. No, no, no. I was getting tired, because I did my work always 

from five in the morning till nine and then I'd come back and do it. And I was getting 

into bigger and bigger things, and so I did a seven-hour series for Patagonia in six 

years, taking sabbaticals and ending with a Fulbright and doing this and that and going 

summers, but when I got back, it was all editing, editing, editing. I was working 

within the schedules, you know. And it wears you out. Eighteen years is so dense, so 

intense. 

COLLINGS: Yes, and especially since this is so interactive. 

224 



PRELORAN: Look at the other side. You're a professor, you give Tensions of Steel 

and so and so. Okay, you know it, and you read a bit about it and see what's coming 

out, but you give the same class again and again and again. You leave class and then 

you have maybe one hour a week or two hours of office hours, and that's it. So what's 

the rest of your time? Well, there is a little paperwork, you know. You have to sort of 

go to meetings and what have you. But the thing is that you have your own time and 

you do it the same. It's not wearing you. 

You should—you should—do two things. You should be reading everything 

that comes out, and you should be writing something. But in general, I was there eight 

hours a day, and when one problem after another, fun, but my mind was squished. 

COLLINGS: Yes, so it was time. 

PRELORAN: And you had to give them time, one-to-one. There was no— And I had 

that class and I had thesis students that would come in every so often or what have 

you, or I'd bring them here and they'd spend— We'd spend six hours, you know, 

talking about their film. No professor would in my department ever let the students go 

to their house. 

COLLINGS: Oh, really? 

PRELORAN: No. 

COLLINGS: So in terms of your promotions, I mean, usually teaching and interacting 

with students doesn't get you anything in terms of promotion. 
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PRELORAN: Well, now, look, I made a meteoric— I was there, I don't know, four 

years as an assistant and they made me an associate right away because they liked 

what I did. 

Now, in 1980, '79, I did Luther Metke, and in 1980 it was nominated for an 

Oscar. 

COLLINGS: Yes. Instant full professorship. 

PRELORAN: In an instant. Well, no. No, no, because the professorship came in 

1983 when I did My Aunt Nora, and with my wife we rented in Brussels a Combi 

Volkswagen van, and we went six months all over Europe. We took the film to eight 

festivals, it did very well, and then for three months in the fall I went to so many 

universities giving lectures on my films, you know, just ethnographic. 

So what I returned with is a bunch of newspapers from everywhere saying that 

this UCLA professor— They threw me up three— I was not a step down. No, I 

wasn't a professor. I went to three, professor three, and not because my department 

said it, but because CAP [Council on Academic Personnel] saw the background, and 

they did it without asking. It's astounding. So in nine years I did what others do in 

twenty-one years, I think. I figured that out once. 

COLLINGS: That's quite a record. 

PRELORAN: Then I should be right now at seventy-one, this is when I would be 

retiring, ten years before. 

COLLINGS: Yes, but it sounds like you were working double time, so you got to 

retire early. 
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PRELORAN: But I don't know what I would have become, where I'd have gone, you 

know. I don't know. 

[interruption] 

COLLINGS: You were talking about Patagonia. 

PRELORAN: Oh, some of the things, you know, some of the things that I have 

footage and things that I'd like to make some funny films with. One of them is that I 

went out for many months to Patagonia and different places with forty-six scientists, 

talking about everything and anything about the earth's scientists. And here they are, 

people that I gave them the mic, they turn on the machine, they would stand there, and 

I'd say okay, I was shooting and I'd say, "Go ahead, yes." 

Then the next one [claps], yes, like this, and so I have, before the scene starts, 

forty-six [inaudible] in the most incredible places going like this [clap]. So I thought, 

why not get one of the Gypsy Kings recordings [singing] and make a montage like 

nobody's business. 

COLLINGS: That's a great idea. 

PRELORAN: But I have to be ninety. 

COLLINGS: You have to be ninety for that. 

PRELORAN: Yes, when I have nothing else to do, because this is- But I have all the 

footage. It's all the footage. I have to transfer it to video, and then with just a simple 

G4 Apple computer I can do it on my own. 

COLLINGS: Yes. 

[End of May 17, 2004 interview] 
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TAPE NUMBER: VII, SIDE ONE 

May 24, 2004 

COLLINGS: This is Jane Collings interviewing Jorge Preloran, Monday, May 24th, 

2004, at his home in Culver City, California. This is tape seven. 

Good morning, Jorge. 

PRELORAN: Good morning. 

COLLINGS: I think that, as we discussed last time, the subject today are your books. 

PRELORAN: There is one thing that I think we didn't talk about, was that the series 

of Patagonia? 

COLLINGS: No, we didn't talk about that. 

PRELORAN: That was six years of my life. 

COLLINGS: Oh, my gosh. Oh, I didn't realize it was such a— 

PRELORAN: Yes, it's a seven-hour series for television, one-hour-long episodes. 

What happened was that I just went to Buenos Aires and saw a friend of mine who 

was a paleontologist, and he said there was some interesting new developments there. 

This was way back in the eighties. And it would be nice, and I thought, "Let's make a 

movie." So he got some financing from the Buenos Aires, the Science Foundation, 

and he put four people, including himself, four specialists in different things, climate, 

geology, paleontology, and bot— 

COLLINGS: Botany? 
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PRELORAN: Well, yes, but it's paleobotany. Then I just started to talk to them, and 

it started getting bigger and bigger, and I started to film. Then I took six months off 

with a Fulbright, and then I went every summer again and again for six years, and it 

just got bigger and bigger and bigger. And I was taken by these people way into 

five— I was on five expeditions, way into the most remote places of Patagonia. 

COLLINGS: That sounds fantastic. 

PRELORAN: Which is just incredible. And there I shot scenes with them, you know, 

and they would talk to the camera and explain to you. Then later on, much later on, I 

started making animation for it, and we bought a program— 

COLLINGS: You did that animation? 

PRELORAN: Yes. Well, I had a friend do it, but I shot it, yes. 

COLLINGS: Was that Dan McLaughlin that did it? 

PRELORAN: Oh, no, no. No, no, a friend of mine in Argentina. He drew 

everything, and then, of course, Dan McLaughlin helped me. I mean, they'd just let 

me every weekend go down there to the animation lab and shoot like crazy. And I 

shot and then it didn't come out well, so I'd shoot it again, you know. I learnt as I 

went along. 

COLLINGS: Because this was a completely new area for you. 

PRELORAN: Oh, yes, completely new. Then I bought a program in which fifty-two 

pieces of land moved around the globe, and it was 600 million years backwards, so 

you could tell how the pieces had come together and then start to move out again until 

now. And I shot seventy-five scenes. It took a year and a half to do that, because all 
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the maps had to be painted and gray, and then when they were, I put them on the 

computer, and with a camera, a special camera, I would shoot one frame at a time, but 

very long, "zzzzzzztttt," you know, and so it went on forever. 

Then it turned out that by the end of the whole thing, I had forty-six scientists 

talking to me in the camera in different places, in museums and places, and we even 

came to the States. We went to Oregon to shoot some scenes of the forests, how it 

could have been in Patagonia many millions of years ago. 

COLLINGS: Oh, wonderful. 

PRELORAN: And then we went to Las Vegas to shoot some very nice formations 

with other scientists, see, American scientists. I filmed at UCLA with several. 

And it just grew and grew and grew, and the way it was, it was little themes, 

little themes that started to be put into the computer in sort of meshing in together, and 

one would talk about volcanism, and then the other would say, "Well, yes, but the ash 

then covered enormous- And it buried these animals." Then the paleontologist says, 

"Yes, the animals of that era, we found them here and there." 

COLLINGS: You know, this would make a wonderful sort of CD encyclopedia 

because it sounds like it's so multilayered. 

PRELORAN: It is. 

COLLINGS: You could move from one— 

PRELORAN: But you know what it is, it's the history of life from the first cell to the 

present as seen in Patagonia, so it's a place where everything is. You can find 
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everything. So it is the evolution of life, and every chapter is one of the eras. Then 

the third, sixth, and seventh is more developed. 

COLLINGS: And it sounds like you can follow different subjects through the eras, so 

it's interconnected in that way. 

PRELORAN: Yes, but they're interlaced so that you see the cause and effect so that 

it's not just one science, it's everything, the climate changes and this and that. Oh, it 

was just fascinating. 

COLLINGS: Oh, this would be great to get some computer people to make it into an 

online— 

PRELORAN: The problem is that I have the seven hours in Spanish, and they would 

have to be translated to English. They have to be spoken in English, because, if not, 

you wouldn't be able to watch all the— 

COLLINGS: Yes, but what about for the Spanish language market? 

PRELORAN: Oh, yes. Yes. Well, the series had been shown in Spain and in 

Argentina very, very successfully many times, and they're using it in high schools. 

COLLINGS: Yes, I would think so. 

PRELORAN: But here's the thing. I ended up, after about five and a half years of 

something, with all this material that was all very intricately done, because I would 

take a computer laptop on a trip, and we would say, "Okay, here we're going to put a 

scene, after him and before him." 

So the next guy would say, "Yes, but, you see," and then it would be all sort of 

knowing it would be one after another, and this took quite a bit of doing. But there 
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were a lot of gaps and there were problems of continuity, which I thought I could do. 

But it became obvious there had to be a presenter, somebody that put it all together, 

and that appeared all the time, and that gave you a sense of, well, first of all, what 

we're going to see and then making a little roundup at the end, you know, sort of thing 

and covering all the transitions. 

So I looked through all the people in Buenos Aires, and we were looking for a 

type of person that was a Nobel Prize in science, somebody like that. 

COLLINGS: Yes, somebody really recognizable. 

PRELORAN: Yes. There were two, but they had died, and there wasn't anybody 

really that could say that they were— You know. So I thought, well, let's see a 

personality. So I thought of very interesting, two or three, even a woman, newscasters 

that were really interesting, you know, Tom Brokaw type. But again, I kept thinking, 

"These guys, you can't believe them, you know. They're saying it with conviction 

and all, but you know that they don't know a damned thing about this." It's like if you 

gave them a good script and they did it beautifully and all that. 

Then I thought, "Well, what the hell, I'll do it myself," because I needed 

somebody that I could take all over again, one more expedition, and shoot him 

everywhere. So I went with a friend, a DP. I did the sound. I'd had it somewhere and 

I'd just turn it on exactly like that and clap and go, you know. Claps. [laughs] So we 

went all over the place, and it was such fun, just the two of us. It was incredible. 

COLLINGS: It sounds like a reprise in some ways of the earlier. 
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PRELORAN: Yes, yes, because I knew everything. I knew where to go and 

everything. So, yes. 

So then I wrote myself into different parts to come up every so often and make 

a point or to, you know, you don't talk too good, so I have to explain a bit, sort of, you 

know, but actually I didn't have to much because the scientists sometimes would be 

right over my head, and I'd say, "Now listen, wait a minute, hold it, hold it." 

COLLINGS: Yes, people need to understand this. 

PRELORAN: Yes, I'm just a seventeen-year-old here, and do it for high school. And 

they got into it, and after a while it was very easy. So we'd rehearse a bit, and the idea 

was that you would be on screen right away, say something, and then we could go to 

details and we could cut away to maps and this and that and the other and I would 

finish with you. So that little piece would then be replicated on all the others, and in 

between you'd have the illustration of whatever you're saying. Oh, it worked out very 

well. 

So I shot myself everywhere and I put myself in and it worked, it worked very 

well. 

COLLINGS: Yes, because you need to have that narrator. 

PRELORAN: Yes, and I did it with a certain knowledge, because I said, "Well, you 

know, I don't know anything," but I know them because I did it, so they're teaching 

me, too. And I'd say Buenos Aires, you know what J means, this is blah, blah, blah, 

you know, sort of thing, you know, not facetious, but I was there to clarify and to— 

You know. 
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COLLINGS: Yes, to make it accessible to the lay audience. 

PRELORAN: It was wonderful. It was a great experience, yes. 

COLLINGS: Sounds like a great project. How did you get— I mean, this, you had 

not had an interest in this area before. 

PRELORAN: No, it doesn't matter. I told myself I'm going to be absolutely— Put 

myself in the hands of these people. Now, it's not film. It's not cinema art. It's just 

documentary, and I loved it. I loved it, and that was it. I never did it again. 

It cost half a million dollars for seven hours, which is astounding, but very, 

very much for Argentina, and nobody was paid. Well, film, we shot thirty-five hours 

in film. 

COLLINGS: Oh, in film? 

PRELORAN: Yes. 

COLLINGS: Why did you do that? 

PRELORAN: Well, at the time, it was the early eighties. No, I'm sorry. Mid-eighties 

to '92, but the thing was that I found out that National Geographic [Society] and the 

Germans, for instance, only took 16 [mm], so the quality had to be to the highest 

standards in order to get into— It was never shown widely because the translation 

would cost too much. 

COLLINGS: Yes, but when you think of the Spanish. I mean, Spanish, isn't that like 

the second? 
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PRELORAN: No, no. Sure, sure, it can be shown, but here's the thing. I put my 

soul, Mabel too. I mean, we worked and worked and worked. I'd get up at five in the 

morning, edit, and then go to school and work. 

And when it came out, it won a prize in Argentina, but nothing special because 

it's a very clubby thing. You know, if you're not there, then you're not well known. 

COLLINGS: Yes, and so many things are like that. 

PRELORAN: And the other thing is that in a very prestigious newspaper, a guy, the 

only time they analyzed it, and it was such a superficial stupid thing. They said, "Oh, 

this guy is doing something completely old-fashioned. We now have digitized 

dinosaurs, and he shows little pictures of them," what have you. If I had gone digital, 

it would have cost me, you know, billions. Seven hours. It's seven solid hours, I 

mean, one hour each to the minute. 

COLLINGS: Well, the wonderful thing about a piece like that is that it really doesn't 

age because— 

PRELORAN: No, well, of course, they always find new stuff. 

COLLINGS: Unless there are new developments, but that can always be added. 

PRELORAN: No, no, no. It's more a concept, yes, it's more a concept, where these 

came from and this how and they developed here. Ah, it was such fun. Well, again, if 

you want to really think about it, it's okay that you have a work that's left by you, but 

the making of it, nobody can take that away from you. 

COLLINGS: Yes, I would love to work on a project like that. It really sounds like 

fun. 
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PRELORAN: All the films I make and all the books I make, it's the process. I don't 

care— I have thirty-two now, and I don't care if they're sold or edited or anything. 

It's just making them. So that was that. 

COLLINGS: Well, since you've raised the subject of the books, you said to me that 

when you talked about it you wanted to talk about the secret of your "messianic 

thoughts"—unquote—with regard to the books. 

PRELORAN: Oh, well, yes, that, I'll tell. Yes, let's just do the thing, and you'll see 

how it will grow alone. 

COLLINGS: Okay. 

PRELORAN: As I made these films, I had one book in mind, yes, of Cochengo 

Miranda, because he had written a lot of poems in ten verse, and I couldn't use them. I 

used them very sparingly in the film. And I thought, "Boy, it would be nice to have a 

book," and I just went at it like very systematically. He'd come to my house in Buenos 

Aires, and we'd work on them and work on them and polish them and then type them, 

and everything was perfect, and I just had a bunch of them. 

Well, when I came here and the computers started, early eighties, I started to 

work on it little by little, and I put it into the computer and all that, you know. Then, I 

don't know, really, it was an involvement of more than twenty years, twenty years, 

and it finally turned out to be a book. 

Oh, oh, yes. I wanted to illustrate it. I had photographs and all, but I thought 

of an illustrator Juan Arancio, and I had some booklets that had come out in the 
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sixties, with some drawings that I thought were wonderful. So I tried to find who he 

was and what have you, and it just didn't work. 

And then one day in the late eighties, I guess, a friend of mine found out where 

he lived in a small town in Argentina, so I called him. I called him up. He was my 

age, and I said, "You know, I'd love it if you could illustrate a book." 

And he said, "Oh, I don't do that anymore. I just paint. I don't draw." 

Well, I was thinking, "You know, well, no, no. Well, if you wanted to do it, 

how much?" 

"Well, thirty-thousand dollars." 

Oh, I said, "I'm sorry, yes," plunk. Then I thought, "Wait a minute. Wait a 

minute. Maybe he has drawings." So I called him back and I said, "Look, maybe you 

do have something that could be used, you know, and then we could go." 

And he said, "What is it that you could pay?" 

I said, "Listen, I don't— I'm just a professor." 

COLLINGS: "I really can't pay anything." [laughs] 

PRELORAN: Yes, right. "But I think that, yes, I could come up with three thousand 

or something like that." It was a lot for then. 

And he said, "Well, eh, no, no, but I'll tell you what. Next time you come to 

Argentina, come and see and maybe we can—." 

Okay. So I went on doing the book and I printed it and I sent it to him. 

COLLINGS: So this was just the poems at this point? 
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PRELORAN: Well, no, no, it was the book. It was a life history. I had a lot of 

materials saved from the interviews. 

COLLINGS: Okay, so this was sort of interview, transcript, poems, and the 

photographs as well? 

PRELORAN: Right. Yes. You didn't see the book? 

COLLINGS: I did, but I just wondered at that stage what it was. 

PRELORAN: Oh, yes, yes, yes, yes, yes. It was growing, you know, I was getting 

ideas where to put things. I didn't know how to do books at the time. 

So I went to Argentina and I called him and I said, "Listen, maybe in about 

three days, in about a week or so, I can go." 

"Okay, right, right. Oh, I have to read what you did. I'm sorry." 

So I went to see him, and he opened the door, a very nice guy, Juan Arancio, 

and he said, "Come, come, I'll show you." And he had drawn two hundred and some 

drawings for the book. 

COLLINGS: Really? 

PRELORAN: Yes. He got so enthused with the text that he did everything I asked for 

for three thousand bucks. So I got so enthused with him that I started making a book 

on Juan, eventually, which is a lovely book. 

So once I had, I came back and I started working with Pagemaker and what 

have you, I started to get a sense that it would be nice to make a book, and I started on 

another on Damacio and what have you. When I retired, 1993, I think, I decided that I 

was not going to film anymore. I had been filming for a while. 
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COLLINGS: Why did you decide that? 

PRELORAN: Because I was sixty and I thought, "This running up hills with a 

camera, heavy camera. I don't want to go into video." You know, it was just a lot of 

little things. And I thought, "Let the young people do it." I had made sixty-eight 

films, you know, so that's a hell of a lot, and I had done my feature and what have 

you. I was thinking maybe I could do another feature. I have two scripts that are just, 

just— So excited about them, but nothing happens. I wanted Robert Duvall to do one, 

to shoot— To direct and act in one of them. 

COLLINGS: Did he express any interest? 

PRELORAN: I got in touch with his wife and all that, who is Argentine, but I don't 

think they read the script. You know, when you send a script, nobody reads it unless 

it comes from an agent, because of copyright things, but anyway, anyway. 

So I started to think, why not put my films in order. They were all over the 

place. I made films of everything, all over. And then I thought, well, wait a minute. 

Why not use them in classrooms. And then I thought, well, yes, but in classrooms the 

film needs something else. It needs complement." Now, I've seen many film guides, 

and I hate them. Oh, I hate them. They're just, you know, just questions of things, 

and it's just so dry. 

So I started watching Cochengo, and I thought, what if I kept doing this? I like 

the idea that a book would be first person, that it would be experiences of a person in a 

certain place at a certain time in history, etc., and a person that's worth listening to. 

Didn't matter if they had to be important or not, but they had to have made something 
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that was worthwhile. And, again, I was just repeating what I had been doing in film. 

These people had to have the possibility of explaining themselves, which was not 

difficult at all, it turned out. 

So I started working on several, and I just don't know what has happened in 

these then years. It's just been an explosion, because I was here and then somebody 

else would come or a student of mine made a beautiful film so I started making a film, 

a book about his. So he gave me the photographs, I'd form— You know— It was just 

and I got better and better in making the books. They all turned out. Square to me 

was the perfect [shape], because you could use photos that are horizontal or vertical 

and you have a lot of freedom. 

Then I started thinking exactly what I wanted. It took me years to see what 

letter, what size, what type, you know, what font, how wide the outside box and all 

that, and I started to collect photographs from many, many sources. I mean, an 

anthropologist gave me five thousand photographs he had shot with eight and a half 

by— I don't know what it is, six-by-six. 

COLLINGS: With those negatives, those large negatives? 

PRELORAN: No, no, no. This is the Rollei [camera], the Rollei, you know, two and 

a quarter by two and a quarter. 

COLLINGS: Oh, oh, oh, that. Oh, I used to have one of those. 

PRELORAN: I have those, and they are fabulous. He really is a good photographer, 

and after thirty years, they are absolutely perfect. I have them all up there. So I put 

them all in order. I took my time and spent hours and hours and hours just putting 
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everything in order and in boxes, and every book started to build itself. And I was 

very careful, very orderly, very, very disciplined. 

So then I found out how to do it. You start by interviewing, and the interview 

is something that I've known how to do for many years, so I kept knowing exactly 

what I needed and what the [inaudible], and then some books are better than others 

and you start to learn and you see, you know. Then once I had the text, I'd transcribe 

it, and then put it in a certain structure that I liked, with a certain beginning and then, 

you know, developing it and having something at the end that you were working 

towards. 

COLLINGS: Would you use the entire interview or— 

PRELORAN: Well, I don't know, mostly, yes, because if you start to tell me 

something that I wasn't interested in, an anecdote that went on and on, no. I mean, I 

don't. I was very sparse, yes. Actually, in two hours, I've made books in two hours, 

yes, knowing exactly what I wanted. 

Okay. But with Howard Suber, I did twelve hours, so it's very different. But 

then the editing process is so incredible because you boil it down, you boil it down, 

you boil it down, and you come up with very succinct phrases and what have you. I 

thought early on, "Okay, wait a minute. What am I doing?" I thought you have to get 

a kid interested in something, but you can't get them too young because they won't be 

interested. 

COLLINGS: So you were definitely, from the beginning, thinking of these are 

targeted towards kids? 
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PRELORAN: Well, yes. My thing is education. I want to educate, and I'm worried 

sick about Argentina, and here too now, that secondary school, high school, is such a 

boring thing. It's getting better, but it was boring, boring. I had ten subjects every 

year, and over the week you'd have ten professors that would come in, give their 

class, and you would then, you know, work on these separate. Some professors were 

terrible, some were wonderful, the books were terrible or wonderful. So a bad 

professor could really, you know, ruin you. 

I had a professor in high school, I remember so well, in geography, who was a 

really nasty guy. He was sort of dry. And I just hated geography. Why? Because 

you had to know data, you know. The population of Buenos Aires was 10,747,302. 

Well, but that was, of course, four years ago in the last census, but that's it, you know, 

that's it. It wasn't, "Listen, if you have to go find it, go to the almanac and this where 

you find it and you'll know." Or, "Buenos Aires was the tenth city of the world." Oh, 

wow. "Yes, because London and Tokyo," and this and that. Now they've changed 

completely, but at the time it was very important. 

So if that's the way of teaching in concepts, I thought it would be so much 

easier. I was privileged to travel from the beginning all over Argentina, South 

America, and many places, others, and here's one of the things that I remember just so 

clearly. We went into southern Andes to a place where there was a big lake, really. 

Oh, it is the biggest lake of Argentina, Buenos Aires. And we were sitting in this 

rancher's house overlooking the thing, and the owner was saying, "You know, this is 

the biggest, the largest, lake in Argentina." 
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"Oh, yeah?" 

"Yes. Yes, look at the map, you'll see." 

All right, I could see it. And, of course, you know that these are all a series of 

lakes all the way down that were formed by glaciers. "Ah. Can you imagine a 

glacier?" 

I said, "Well, I don't know exactly." 

Look at the water, you know, say five hundred meters higher, you know, five 

blocks. These were monstrous things that came down just ten thousand years ago and 

carved this enormous thing. Then when they left, the water melted and was released 

by this place. See over there, that's where the river S starts and goes down to 

the Atlantic. 

And he said, "I don't think you can imagine the volume." 

I said, "What do you mean?" 

"Well, look, if you go down the valley of the Deseado River and you look 

down, you'll see that for two miles on either side is all carved. The cliffs start there." 

This was a sea of water going to the Atlantic, you know, as everything melted. And 

now what is it? It's just a little river that has nothing. 

I said, "Yes, yes." 

"You know why?" 

I said no. 

"Well, because it doesn't go up that anymore." 
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"Oh. Where does the water go?" I mean, you know, every lake has water up 

to the point where it has a place to go out, and so all of these are the same. 

And he says, "Well, actually, look. See the coast there? It comes down and it 

goes way down and then it comes to here and then the water starts. That means that 

the water was two hundred meters higher at the time of its highest. That's where the 

river S came, but now it's way down here. And look, see that rock that's there, 

this great big boulder? Well, this was brought from the Andes by the glaciers. The 

glaciers brought all kinds of things, and they're all standing around." 

And you say, "How did they get there?" 

COLLINGS: Yes, they look fantastic, don't they? 

PRELORAN: So he said, "Well, but maybe a few thousand years ago, just recently, 

there was an earthquake and it broke open a place in the Andes and now there's a 

lower place that goes out towards the Pacific." So it's the largest in Argentina, but it 

used to be much, much larger. You can see it all in maps and everything. 

And I thought, my gosh, if this had been taught to me like this, what a 

difference. 

So all these things over the years have worried me, the fact that you're bored 

because you're not interested in the subject because it's all data. For instance, the 

Mississippi, hmm, you know, whatever. 

COLLINGS: Yes, River delta. 

PRELORAN: Oh, yes, it has many, many rivers that feed it, so you had to learn every 

river that fed it. 
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COLLINGS: Really, in Argentina? 

PRELORAN: Yes, yes. 

COLLINGS: Why? 

PRELORAN: No, I mean, no. But Argentine rivers, yes. Never were you going to 

ever use that. The important thing is that you learn how to use a map and then you 

can learn, you know. But those were the things that turned you off. Too much data 

and not enough concept, and nothing that really was important to you, to you, unless 

you had a vacation, you were going down to Patagonia and you— So I thought, if 

these books could be life histories of people that were living in a certain place, a 

certain topography, climate, history, tradition, genes, whatever, and they told you 

about their place, then you would probably be more interested, because it's somebody 

that's living through it. It's not somebody that's telling you about them. 

COLLINGS: Because then you get a chance to look at how they are coping with this. 

PRELORAN: Right. Yes. Cope, exactly. Coping, surviving in a given place in the 

planet according to a series of givens that are sometimes just— You know, you're 

born there, you adapt. You become a great fisherman or you become a great miner or 

a great sheep herder, you know, depending on where you are. And who better to tell it 

than somebody that's living it. 

COLLINGS: Yes, because then it does sort of become about the viewer in the sense 

that they can learn about how they might cope with their own surroundings and— 

PRELORAN: Yes, yes, and sometimes it's very— You feel the same things, you 

know. 
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COLLINGS: Yes. 

PRELORAN: And I kept thinking, "Well, listen, Hermogenes Cayo, if you want to, 

you come down to it, what do you want?" 

"Well, I want my sons to be good, and I want them to progress, and I want 

them to be educated." It's like anybody, you know. So little by little, you come to 

think that if you do the right questions, on the one hand it's a specific place, but on the 

other hand, humanness is the same everywhere. 

COLLINGS: Right. I mean, it just goes to show you that if a tree falls in a forest and 

there's nobody there to hear it, it truly doesn't make a sound, because I mean, reading 

all these maps and things, there's nobody there to hear it, and so there's no sound in 

your own mind when you learn about it. You just don't care. 

PRELORAN: Yes, you're reverbing in your own— Yes. Yes, that's nice. 

So when I kept doing this, I found the right words and I did this and then I'd 

think, "No, no, I have that." So I went to Argentina, I'd go into the boondocks, I'd 

record people, I'd get interviews, I'd find new people, I'd do— It started to get bigger 

and bigger. I don't know how. As of now, 2004, thirty-two themes in two years. 

COLLINGS: Themes? 

PRELORAN: Themes. Thirty-two books, and some are just starting and some have 

been going for years and years and years, because I keep polishing them or lacking a 

photograph or an archive thing, and I keep thinking, "You know, oh, yes, yes, but 

wait, wait, because maybe I'll find something there," so I'd go there. I have lists of 

things to do in Argentina, and now several people that are helping, and photographers 
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that are doing special photographs for the books and what have you. I'm getting a 

group of younger people more or less interested. 

Now, the books were for, as I say, thirteen-, fourteen-year-olds, because I 

thought you had to have a little basis of information, but you want to get them fresh. 

You don't want to get them at seventeen and sort of dead, so maybe fourteen. 

Now, I told you about the system, you know, of showing films through the 

year, twice a week, and you— 

COLLINGS: No. Well, maybe. 

PRELORAN: Well, I told it to somebody just recently. 

COLLINGS: Showing films in— 

PRELORAN: Well, here's what I thought. Now, we'll cut it if you think I've said it. 

The year has about thirty weeks in which you teach something. I don't know what it 

is here, but in Argentina it was a year. Here it may be two quarters, three quarters, or 

two semesters or whatever, but a course took thirty weeks. And what if you had thirty 

films that were an hour long each? And this is a class. Well, I mean, it's much more 

than a class. But I didn't want to interrupt the curriculum as it was, so this would be 

something that you wedged in if you had a couple of hours that you could use every so 

often. 

Okay. So what if you had two hours on Monday and two hours on Thursday 

and the professor or teacher would come in, show the first half hour, and then sit 

around with the students and just talk. "What did you see?" 

"Well, this guy's out there. Wow, that place is a desert." 
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"Okay, you, what is a desert? Find out, you and Johnny here. Okay, so you 

have to come back on Thursday with something about a desert." 

And Emily over there says, "Yeah, you know, those are Indians there that they 

come from the Inca." 

"Yes, okay, find out and write me a page, you and Jane or whatever." 

So the conversation starts to heat up because you're seeing something and 

you're relating to it. And what do these guys eat? Eat. How is the climate? Climate. 

So on Thursday you would have, say, ten groups of two, each one, twenty students, 

ten little things, and you read them and everybody was teaching each other, because 

everybody brought part of the truth. 

The teacher didn't teach anything. He just asked the right questions and told 

you to go and do it and all that. At first, you didn't know where to go, you know, but 

after a while, you could call up the weather system and get a map from the Triple-A 

or, you know, you start to find ways of getting information from everywhere. Your 

daddy or my uncle has books on dinosaurs, whatever, you know. 

Then on the second Thursday, at the end of the class you show the other half 

hour, so everybody's expecting something because they haven't seen the end, and so 

you have another meeting and you ask questions. So every week— Well, I don't 

know if it would be better to have it three time a week so that every film got its due by 

ending with the papers and everything. 

Monday you come and you get another film. The guy, they're all from 
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Argentina, because I'm an Argentinean. And this is a way of— 

COLLINGS: Let me just— 

249 



TAPE NUMBER: VII, SIDE TWO 

May 24, 2004 

PRELORAN: So this is a way of getting you involved in your own country. Okay, so 

now you see about a miner in Catamarca. Nothing to do. Where? You start again, 

half an hour, and then half an hour. Now, at the end of thirty films, you're making all 

kinds of relationships. For instance, Zerda is chopping down trees. 

Oh, by the way, they are always this type of film where the character speaks 

for himself, and so he tells you certain things and maybe you have to learn more 

things. He brings down trees. Why? Well, what do you do with wood? Well, you 

know, you do this and that. And then eventually you'll start talking about exports and 

what have you. So you're going to get more and more savvy, and you're going to 

make connections with the whole country as you become more and more 

knowledgeable and you ask the right questions. 

So what I thought, if this was the case, after that experience and you were 

fifteen-years-old, Janie, and your mommy is good but maybe she'll let you if you go 

with Suzanne over here. What if, as pairs, or maybe three, you go to see one of these 

characters way up north? 

COLLINGS: That would be fascinating. 

PRELORAN: You go, you know, hiking and you take a camera, you take a recorder, 

and maybe video if you want, and you go and spend some time with a family of the 
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region. You are not scared of anybody because you know everything. You know 

these people because they've talked to you. 

Okay, now, but Janie, the problem is that you have to make for the class for 

next year a presentation of wherever you go. So if you spend two weeks at a place, I 

want you to shoot photographs of the place, details, what they ate, how they ate, how 

these people are, who they are. Interview them. Get a lot of insights. If they're 

craftspeople, you know, buy the crafts and whatever. 

And when you come back, I'll give you three months for you to put all this 

together, a presentation of 120 slides and a soundtrack with some music of the place 

that you recorded and what have you, and you're going to give me and an audience 

every Saturday, the three of you may make three presentations to all the parents and 

everything, of what you are teaching us, of what your experience was. In other words, 

you have to know how to express the experience you had and in a way that is very 

clear. Presentation, development, you know. 

I think it could be an incredible, incredible thing. So I thought, well, wait a 

minute, if this is the case, then the book, which is a book of great big photographs, 

very sparse text, large letters, so that whatever you're going to do is going to read it so 

that you know what this is about, but it's not all text, it's just— You know. And a kid 

will probably read it. 

Okay, but the big problem is that the teachers don't know a damn thing about 

this, so we have to educate the teacher. What if I made a book that goes along with 

these, that's a smaller book? They are the same as the ones you saw, the only thing is 
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that the big books will be a little bigger, in which I put all kinds of essays, say ten 

essays, on different aspects of the thing direct to a person a little older. And maybe 

you'd be fascinated because you see the book and then you want to know about it. 

And I came up with two or three that are finished. What if Hermogenes tells 

you certain things, but you don't understand the terms? You need a glossary. What if 

the glossary were in this other book so that as you read this book you look over here 

and you see the word? You don't have to go back to the book or anything. What if 

this book, instead of being the usual, having Jean Rouch introduce you to the blah, 

blah, blah, nobody introduced the guy, nobody, and nobody gives you an end, either. 

The guy says, "Hello, this is me, I'm so-and-so, and I—." 

COLLINGS: Well, I think that for that age group that would be particularly 

appropriate because they're very interested in self-exploration. 

PRELORAN: Yes, but I mean, why do we need somebody to introduce you because 

nobody knows you? 

COLLINGS: Right. 

PRELORAN: So this is the thing. You see, you have this document, this life story. 

He speaks for himself, he speaks for himself, you get involved in the story. The 

teacher knows a little more than you do. You have these explorations and questions 

and answers, and each one goes off and gets a little piece of information that shares 

with the rest. 

Now, in thirty of these films— Actually, it's sixty because it's half hour and 

then half hour and you always find certain exhortation, and then what, next week, 

252 



where's it going to be, you know, what other place? So the imagination of the kid, to 

me, would be incredible, the sense of continuity and mystery and never knowing. It's 

always a surprise. You open a book, you see a film, it's always something new, and 

you're getting more and more interested. 

But if you do the experience yourself, you will never fear again to travel. You 

will not need to go to the best hotels, and eventually, if you're going to be a person 

that's going to have power, you're going to think of the country as a whole and not 

just Washington, D.C., or whatever. 

COLLINGS: I mean, really, it sort of sounds like the kind of thing— I mean, it's such 

a comprehensive approach that, I mean, it's almost something that could anchor the 

curriculum of a private school, because, you know, some schools are sort of focusing 

on the arts, and this one is sort of more focusing on geopolitics and folk culture. 

PRELORAN: Not necessarily. Now, here's my point. Why do you have to learn 

arithmetic, for god's sake? You're telling me, "Jorge!" And I'm saying, "I know, I 

know." "But mathematics is all around you." "Ah, you're kidding me." Yes. 

COLLINGS: But it's really only the best and brightest teachers who can 

communicate that to the best and brightest kids. 

PRELORAN: No, no, no. But wait, wait, wait, wait. No, no, no. But that's the thing, 

that in this guide, this book, you can teach the teacher how to use these materials. 

Now, first of all, what do these people eat? Well, you know, it's varied. 

There's a little maize. Okay, what's maize? Okay, botany. You go into botany. You 

have to go to see the botany books and what have you. What are the animals of the 
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region? Zoology. You look at a plant and you see that there are several things, and 

you start saying, "You see there, there are seven, and they're put into these positions," 

and that's mathematics. So you ask the right question, and they'll start to get 

interested because they are discovering it by their own. 

Now, if after that, if after that year you then put them in high school and they 

have the regular courses, they will eat them up because they want to learn. They 

know thirty experiences, thirty animals, thirty botanies, thirty this, thirty that. They 

have a sense of what Argentina is, civic classes, you know, the history. Some places 

are— You know, the battle was found, and so you have to go and, well, what 

happened, you know, and so all these things. 

Did I tell you about the history that I thought also should be taught in a 

different way? 

COLLINGS: No. 

PRELORAN: No? 

COLLINGS: No. 

PRELORAN: Who was I telling it to the other day, and what was I— 

COLLINGS: Should I turn this off? 

PRELORAN: No, no, no, no, au contraire. 

Look, Janie, you're twelve, thirteen, and you don't really care about the 

Etruscans, now, do you? 

COLLINGS: [laughs] That would be an understatement. 
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PRELORAN: Well, but that's what happens. We're going to talk about the history of 

the world, so we start about, you know, the painters in [inaudible] and then, of course, 

the first Babylon and then the little writing and the this and that and the Greeks, and 

five years later, at least to me, you learn about Argentine history. But you know 

what? The Argentine history actually finishes ten years before, because the books 

haven't been written yet, you know. 

So it's about, you know— And you're twelve, thirteen, fourteen. You don't 

even know who the last president was, so you couldn't care less about anything. Now, 

here's my point. Starting from, again, this same concept, you look at Hermogenes, 

and you see him here, and he has a radio, for instance, say. A radio, a radio. That 

doesn't sound, you know, right. How many years could he have had it? Well, you 

know, go find out. Transistor radio came out in such a year, only twenty, fifty years, 

you know. I mean, it's nothing. And then they had a great big box that you put into a 

car battery and you could hear, and these people were listening to shortwave. They 

were hearing things that you never heard in your own place. 

Anyway, if you start by saying you are a product of this, you will be interested, 

because I want to know about myself. 

"Now, your parent, your father, was Italian. Italian? Well, no, not Italian, but 

the first-generation Italian?" 

"What do you mean, first generation?" 

"Well, they immigrated," and this and that. 
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So little by little, if you started the history by saying, now, Bush, Iraq, 

Afghanistan, this, that, and the other, and then you say, "But why?" Well, because, 

because Clinton was there and blah, blah, blah, blah, and then this happened. But why 

this? And so always the why. And forever you're going to be relating to yourself 

why I'm like this. Because in the time of the Second World War, you know, [Franklin 

D.] Roosevelt blah, blah, blah. And I mean, it's extraordinary. Then you want to 

know about the Etruscans because it's part of your— 

COLLINGS: But I'm just playing devil's advocate here. I mean, there are a lot of 

communities here in Los Angeles where if you said that Bush was not at war in Iraq to 

bring democracy and freedom, you know, the parents would be furious. 

PRELORAN: Well, but, all right. But I don't know if I want to go into controversy, 

but in any case, a discussion. Nobody is saying anything. What do you think? What 

do you think? What do you think? So it doesn't matter. 

But Janie, now, you listen and don't get mad. Listen to people. Get 

information, you know. I'm going to try to educate you to be a sort of a level-headed 

person. 

Anyway, the more I think of it, and you now say, "Yes, I am from the western 

civilization, I am a Greek, and the Greeks told me all these things that I believe in." I 

mean, Aristotle gave you the basis of drama that we're using up to today and all that. 

So you're going back and you're going back and you're going back and you're 

seeing the Middle Ages and then Columbus and all that, oh, man, you'd be fascinated. 

To me, that would be the way of teaching, which is exactly the opposite. Now, the 
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system is, start with the individual and go to the general, and right now you're from 

general to a little less general, but that's it. You never get to me. 

COLLINGS: Right. Yes, I think that's so true. 

PRELORAN: Now, if you had this other thing that you're going with where you're 

learning about the individuals and you're starting to become part of humanity— 

COLLINGS: Yes, and this is precisely why the Hollywood film has been so popular, 

because it's always about exploring the psyche of an individual. 

PRELORAN: Exactly, and in a given situation that could be historical. What 

happened in Second World War? Yes, okay, now we're going to go into the 

messianic part because we didn't start yet. We haven't even started. 

Okay, now, as I kept working, I work and work and work and work, and you 

do it piecemeal. You don't really look up, you know. You're just looking down. I 

surface sometimes, write to my sisters, and then go on, or whatever, go to the movies. 

But you're immersed in detail and you have this vision and it's working and then the 

books grow. 

So here's the thing I want to make. I have a film, which is the most expensive 

thing to make. I then make a book in which the DVD will go in the back cover, and 

there will be other pockets for other CDs, for instance, music, or the poems of 

Cochengo. Well, somebody sings them or he does, so I have a little CD of that. So 

you have different. 

Then I came up with this. Now, wait a minute, wait a minute, wait a minute. 

You're way out in the west of Argentina, central west of Argentina, and you find ten 
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verse, which is direct from Spain in the Renaissance, but it's been lost in Spain and 

it's still in Argentina and with the tones and with the themes and with the different 

dances that go with them and things like that. 

So what I did is I found— My buddy over there who helped me in the film, 

he's about my age, too, he's an expert in music of the region, so he interviewed for 

about two hours very softly and very— Just to chat with a guy that composes and 

knows a lot of the music there. And after that, they're now editing in all kinds of 

examples as you go along, so it's a two-hour little conversation that could be a radio 

program, NPR [National Public Radio], you know. Well, not, even more, I mean, 

more didactic, in which everything is explained to you. "Well, why do you sing?" 

Well, we sing for this and for that and that's why the letters say this and I'll show you, 

blah, blah, and how you play the guitar and how do you— What's the rhythm. 

Fantastic! And I'm doing that for several. 

So here's a series of CDs that you could put in the book, and then it would be a 

book for the teacher. Then I thought, wait, I mean, why not make posters? So I have 

great big posters. I should show them. They're just gorgeous, for every book. Then a 

map, a map of the region, maybe the province we're talking about, to put on the 

blackboard so that you could always go forward and look at wherever the places that 

you're reading are. I don't put them in the book. I put them on the map so you have 

to go and look for it. 

So this is growing, and then all of a sudden— I have a book about a puppeteer 

that's just lovely, and a friend of mine made gazillion little cartoons about puppets, so 
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I made a book about— With his book. Then this puppeteer has a— I asked him how 

to make puppets and what have you, and so I took photographs, and there's a little 

book on how a teacher could get to make— Full of illustrations. In other words, every 

book or every theme will have different complements, sometimes several books and 

not. 

So what I'm doing is multimedia packages. Okay. Now, I have a multimedia 

package, and here's what I would love to do. In Argentina, you make a book and you 

make about a thousand copies and that was it. That's about it, so they're very 

expensive. You can't make a book of color and all. So they have to be, you know, 

sponsored, whatever, and then you get these governments that make two thousand and 

then give them away to your friends. Then after that, the book is gone, you never see 

it again, and it's thrown away. 

So I was thinking, "What if I make a book that is for the classroom and it's a 

collection?" Okay, it has to be collection. Every month, you know, like National 

Geographic, something would come out. But okay, now, we're 35 million people and 

we have 35,000 educational institutions; primary schools, secondary schools, 

universities, and libraries. That's about 1 percent or less, 0.1 percent. 

So what if— All right, I'm going to tell you this, but we'll see how it fits in 

later. Just follow me. I want to make 35,000 books to be given to the schools. I want 

every school, every learning expedition, to have a book, 35,000. So I print three times 

more, four times, and these three I sell a little more expensive, so I cover this. 
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Now, the problem with this is that if I make a book like that, like [inaudible] 

it's about three hundred dollars. But if I make thirty-five times four is a hundred 

thousand, say, then each book is really much cheaper. 

Okay, now, here's the problem. You write a book, you give it to an editor, he 

makes a lot of money. You give it to the printer, he makes his money. You give it to 

a distributor, he takes a hell of a lot of money. And then you give it to a bookstore 

and they probably sell it at 100 percent. In other words, they'll bring you down 15 

percent, but they're still making 30. 

So if you did away with this, it would be 50 percent, and you did away with 

this, you would have only these three—the author, the editor, and the printer—to 

make a book. This would come out less than half. And at 100,000, you could 

probably make that whole thing for about ten dollars or maybe even less, five dollars, 

because it would only be ink and things. 

COLLINGS: Yes, paper. 

PRELORAN: Yes, but the problem is, how do you get it to the schools? So here's 

my messianic plan. What if you bring in the Rotary Club? The Rotary Club is all 

over the world and in Argentina has 800 clubs, and they are in the most remote little 

towns. 

What if I tell you, the big cahuna in Buenos Aires, that they find out regionally 

and then subregionally how many schools here, how many here, here, here, and this 

one says, "Well, we only have three schools, so I'm going to send you three books, 

plus six more, and you have to sell those six at the price of a little more." But they're 
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going to be nothing. It's going to be the price of the book, because the distribution is 

part of what Rotary does. 

Okay. Now, you have a school that has a book and you have three books to 

sell. God, you can sell them to the teachers or the guys here. So in a way, it would go 

very fast, I would think. I would think very fast. The beauty of this is that you have a 

very remote school and you don't have maybe a DVD player, but maybe the Rotary 

will take that on as part of, "Okay, well, we'll equip this school with a DVD," and so 

they give it. 

But also the other thing is that this guy is responsible for this school, and so 

he's going to go to this school every once in a while and see if the damned thing is 

there, because if not, "ssrriitt," you know, the teacher will rob it or something, steal it. 

And the thing is that there's going to be another one coming next week and next 

month, so you'd better behave. 

All right. So we've done away with 100,000 volumes, and we have every 

school in the country knowing about Cochengo Miranda. Well, I mean, at the 

beginning, nobody's going to know very well what to do with it, you know, but next 

month another one and so on. 

COLLINGS: It sounds fabulous, yes. 

PRELORAN: Okay. Every year we're going to have a little library of twelve books 

from the different places, from completely different expressions of Argentina, and I 

have them all, I mean. 
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Okay. Now, because the books are in Spanish, why can't we accede to South 

America, there are thirteen countries, and then Mexico and what have you, you know? 

We could print, a million, million and a half perhaps, and we would give Venezuela, 

you know, so many and this and that and that, and the book would cost now 

practically paper and ink. So they're cheaper. 

COLLINGS: It's getting cheaper all the time. 

PRELORAN: It's getting cheaper. And the Rotary is everywhere, so they would take 

on as a worldwide sort of thing from here in Chicago the idea that they were into this. 

Okay, now, who in God's name is going to print two million copies of a book? 

COLLINGS: You'd be pretty busy up there in your— 

PRELORAN: National Geographic. They print 11 million every month, I believe, or 

something like that. 

Well, what if you did this? National Geographic and Rotary became— They 

are two foundations, really. That's what they are. So that it's not motivated by 

money. 

COLLINGS: Right, it's not Barnes and Noble. 

PRELORAN: Exactly. So what if you convince National Geographic to come out 

with a book every month for a specific venue, specific, although it could go out also 

into bookstores. But wait a minute, just a minute, just a minute, because I— In other 

words, there're two ways now of doing it, this way and also by e-mail. 

So what if you want— You have a little bookstore here in Westwood, and you 

want twenty. Well, order twenty, and I'll give you twenty. You put the price up, but 
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you're still going to get the book much cheaper from me, much, much cheaper. So it's 

a book that you can sell easily because it's so cheap and it's so rich. But [claps hands] 

the fact that another one will come out and another and another, and when you start 

seeing in two or three years that they're getting like this, it's a habit, okay. 

COLLINGS: Right, and people love boxed sets of things anyway. 

PRELORAN: Yes, yes. Okay. But now, wait, wait, wait. Wait, wait, wait, wait. So 

now you have thirteen countries or more actually that are receiving Argentine books. 

But wait a minute, wait a minute. Why doesn't each country come up with twelve 

books a year, and now they're coming out not once a month, but once a week or even 

every day, you know, because they are thirteen countries, one a month, every two 

days. 

And every school in the most remote places of South America are having a 

library that's just growing at an enormous speed, and not only that but the UNESCO, 

American States, all kinds of people, will now start to love this. They all get into the 

fray. And the beauty of it is that you're documenting just very simple people in all the 

countries to show you how they live. You can incorporate celebrities, but they have to 

be interesting people, not because of entertainment, yes. 

Okay, now, we're talking about maybe 6 million, so eventually, ten years later 

when this is working, you can say why not 180 countries, and you then have a system 

of translation into 40 languages, and you start to work this so that they're churning out 

books in every language, the same book. That's so easy to do, as long as the money 

comes in. 
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COLLINGS: Yes, you can always get someone. 

PRELORAN: Six million prints were made. You make one buck on each. I mean, 

National Geographic. They can put gazillion people to work. I can train you. Well, 

you'd be trained like that; I mean, you would know. I could train you to make a book 

on somebody that you believe that's very interesting that you would like to make a 

book on, in two years. 

Here's what I want. I want you to interview them for a video, I want a video 

made of the cycle of life and all that, a lot of photographs taken, a lot of interviews 

done, and with all that material, in two years, in one year, you have all the material in 

one year, and I give you another year to make your video, to make the book, to get all 

the essays and all that. You're doing that anyway all the time, because that's all you 

do. I mean, I'd give you a salary. 

But in fact, you could do three books at the same time, because if you went to 

see James every two weekends and you saw Sammy every two weekends, you would 

be making two books at the same time, and, you know, you'd be going slowly 

working your stuff. And you and another person, say, what if I trained an 

anthropology type or something like that with a cinema type, where you have the guy 

that's filming is somebody knowledgeable in vision and the other person 

knowledgeable in culture, and they work together, and they're trained that way to 

bring out material constantly over the years, of any place around California, say, you 

have an area. 
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And those two people could be within the UCLA oral history, for instance, 

because they need a place to have a home, and what better than a university? In other 

words, I could set up in the University of Buenos Aires and everywhere groups of two, 

two people, that's all I need, people that would be just going out and have a car and a 

little gas and visit them constantly and get back. And after a while you know what 

you're doing, and, oh, the things that come out. And you go into archives and you 

find pictures of what he's talking about, you know, the Gold Rush and whatever. 

So this means that then you would make the books, not 6 million, but, you 

know, 30 million. And every, every school in— Well, I don't know if in Afghanistan, 

but every school that would allow you to go in and where Rotary is would have a 

book. 

COLLINGS: Well, yes, it sounds— 

PRELORAN: Now, you know what, you read enough of these, and what's going to 

happen to you? You're going to feel part of humanity. 

COLLINGS: Right. And that's especially important if you're living in a very remote 

area. 

PRELORAN: That too. But I mean, you could go and visit anywhere in the world 

and not feel that you don't know what you're going into. 

COLLINGS: Right. Yes, that's quite a vision. 

PRELORAN: So what I'm going to do now is I'm trying to finish twenty books, 

because I have to sell the complete package. You know, I have to sell the idea of a 

collection. And after I finish twenty, translated to English, hopefully I can go next 
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year, early next year, to Washington, New York, and find somebody that would be 

interested. 

COLLINGS: Right. Let me turn this. 
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PRELORAN: Say, for instance, we could be connected to the Internet in this way. 

You make a book, and then the second book, the one for the teachers, you put it on the 

Internet, so all you do is say, "Okay, hook up there, download all these essays," and 

we can keep them coming. I mean, we could make them— Change through the years. 

The book is the book, and it's a book. It's a book. I love books. And the 

future of the book, I think, is going to be that one, the graphic, the tactile, the book of 

pictures, illustrated and text. The book of text is gone. We're going to download it 

through the air and it'll cost nothing, and in ten years everybody's going to reading 

them off little machines. But the book, hmm. 

COLLINGS: Yes, and those books, the ones that you've showed me, are a great 

pleasure to page through because— 

PRELORAN: Exactly, and you have two or three readings. The first reading is very 

fast. You go through it, you love it, you know, you like it, or, oh. Then you read it 

and you're getting into the soul of a person and you see the pictures differently. 

Wow, I have stumbled on something that is so astounding. I don't talk to a 

bunch of people, but I know that it's something that I have to get out. 

COLLINGS: Yes, it's absolutely true, and it sounds like a fabulous way to teach rural 

populations, too, because, you know, we here in the city are so accustomed to fitting 

our psyche into a sort of a Machine Age sort of abstract system. But in these sort of 
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rural, remote agricultural areas, I would think that people really are probably more 

focused on the lives of people. 

PRELORAN: Well, it's two ways. It's two ways. 

COLLINGS: The books almost have a gossip component, which is very compelling. 

PRELORAN: Right. But it's two ways, because we don't know about the rural 

people, and rural people do not know about us. 

COLLINGS: But it seems that, you know, it's very important for the rural people to 

learn about each other, because there are so many different populations. 

PRELORAN: Well, here's the thing. For about fifteen years, you've talked about 

globalization, yes? 

COLLINGS: Yes. 

PRELORAN: Globalization is a bad word, yes? 

COLLINGS: Well— 

PRELORAN: It's a bad word. 

COLLINGS: Yes. There are some good things about it. [laughs] 

PRELORAN: I know, I know, but I mean it's a bad word in the idea that cultures are 

going to be all sort of— In fifty or a hundred years, they're going to be— You know. 

This is taking a globalization system of getting into every school and doing exactly the 

opposite; reinforcing everybody's tradition. 

COLLINGS: Well, it's fascinating, because there was a big movement toward doing 

that here in the thirties at precisely the moment when there was enormous push 

forward in terms of the Machine Age. So this is sort of a concurrent movement. 
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PRELORAN: And look, I'm thinking this. I get mad at myself and I say, "Well, if 

these guys don't want to do what I want, I know what I'm going to do," you know. 

But I mean, I'm so antisocial that I can't go out and sell my idea. 

COLLINGS: Oh, well, then you need a marketing director. 

PRELORAN: Yes, but then the marketing director, to me, is me the antithesis of what 

I need. 

COLLINGS: Yes, but, you know, a marketing director with soul. 

PRELORAN: I know, but my daughter, my daughter. 

COLLINGS: Okay. 

PRELORAN: I have to— Yes, but there's no money. I can't bring her here. If I 

brought her here, she'd have to be paid three thousand dollars a month to get a home 

and, you know, get— And I don't have that. I don't have it at all. 

Oh, wait a minute. I was getting at something. Oh, well. What were we 

talking about? 

COLLINGS: We were talking about how you needed to market the idea. 

PRELORAN: Do you want me to turn it off for a second? 

COLLINGS: No, no, no. Anyway, I have to find a way of getting my idea to 

somebody that's going to say yes and is going to be young enough to look this to a 

future that's, you know, many years ahead, saying, "We're going to make an 

extraordinary contribution to education from another point of view." 

And— Oh, I know. And if in ten years I have not been able to sell my fifty 

books by then, and if I'm still alive, I will then give all these books in the air to 
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anybody to download for free. So in other words, in ten years, many, many, many 

schools will be hooked up to the Internet, and they can then download these books and 

watch them on a screen like I do. 

COLLINGS: Great, great idea, yes. 

PRELORAN: That's it. Hell with them. 

COLLINGS: That's a great solution, too. 

PRELORAN: Hell with them, Jane. 

COLLINGS: Yes, yes. [mutual laughter] 

PRELORAN: Anyway, I don't know what to do. I mean, I'm so young in this. I feel 

so— God, you know, with all the knowledge and all the places I've been and all the 

books that I have in my mind, oh. [sighs] And to think I'm dying, you know. 

Because it's not only dying, but it's also going senile, you know. What's going to 

happen in ten years? I may not have this go-getting, this brilliance, you know. It's 

like age is sort of creeping up on you, and there's nothing that you can do with it. 

Thank goodness I don't have Alzheimer's [disease] or whatever, you know. 

COLLINGS: Yes, really. 

PRELORAN: No, really, I'm thankful that whatever happens to my body doesn't 

matter, but my brain, you know. 

COLLINGS: You know, I was just sort of curious. This might be a question that you 

don't really have an answer to, and it's not related to your work. But as a 

documentarist, how would you go about portraying life in a gated community, which 

is a fascinating thing in Los Angeles and in so much of the country? 
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PRELORAN: You know, I'm living it now, and every month they get together and 

they have rules and nobody goes, and everybody bitches and you don't know your 

next-door neighbor. I mean, it is something to study. Fantastic! It's democracy in the 

grass roots, and yet you see all the totalitarian and everything there. It's astounding. 

You're right. And the people that live here perhaps are a little bit uppity and what 

have you, because we are sort of, you know, in a special place. Well, I don't know. 

So maybe it is interesting. 

How would you go? Well, the problem is that here there are 250 units. That's 

about 500 people. Wow. That's a lot of people. But if you had time, you could just 

interview and get your questions right, you know. 

COLLINGS: I just wondered if any of this had ever crossed your mind, because— 

PRELORAN: No. No, I— Look. Here's exactly what I feel, and I didn't know this 

for a long time, but I think now I know it, is that there are two ways of looking at you, 

at your being. One is looking at the news every day and yelling and screaming at 

Bush and saying, "How did we get into this?" and being worried, and, you know, "The 

school doesn't pay me," or, I don't know, my retirement, or this and that. So that's a 

little history. It's the history of every day that you do through, and your worries are 

rather routine, and some go away and some don't. 

But there's another history that's way up here, and that's the flow of humanity, 

which is a flow that takes thousands of years to change and develop. Maybe not in the 

States, it's happening so fast, but in general humanity, yes. Now, if I shoot 

Hermogenes Cayo and he is a Renaissance man with screws and he makes things and 

271 



he puts glass in, well, he has glass, so he had to know about that and wood. But in 

general, he is in the Renaissance. He's five hundred, four hundred years, he hasn't 

changed much. He may have a radio and maybe a bicycle or something. Not him. 

But he's still there. 

And in the world, there are many, many, many places, even large cities, that 

are very staid, very— So that's what I'm interested in. I'm interested in the history 

that means your traditions and the way you look at things and how you would deal 

with eternity and what your beliefs are and what do you think you are within this flow 

of humanity and things like that, not Bush, although Bush is influencing this other 

one, but it doesn't do much. Because Hitler, too, influenced, you know, the twentieth 

century. But say that after fifty years, okay, so Hitler, you know, fifty million people 

were killed, but then you sort of worked around it and you become something else. 

So even the great mishaps of humanity, of your life, are in the long run going 

to be seen as little "boop!" Little flash in the pan. 

COLLINGS: Flashes, yes. Speaking of Bush, in the CV that you gave me, there's a 

notation about attending a White House dinner in the eighties. This would have been 

during [Ronald W.] Reagan's residence? 

PRELORAN: Reagan, yes. 

COLLINGS: Tell me about that occurrence, because it would be nice to hear about it 

from you. 

PRELORAN: Oh, sure, sure. Well, first of all, I got an Oscar nomination, and, yes, 

that was it. Then in 1985— 1983, the military in Argentina gave elections, and there 
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was this president [Raul Ricardo] Alfonsin, who was elected, and he was considered a 

very nice guy and very, very nice, very democratic and all. And Reagan invited him, 

or he came in a state dinner, and the state dinners are the diplomatic and social event 

of the American presidency. The state dinners are where it's the fanfare, you know. 

It's like inviting you to the palace and to a ball. There is nothing like it. 

So he has them perhaps once a month, and there are always dignitaries that 

come from different countries, and this homage is given. Now, the thing is this. 

There are a hundred invited. No, it must be fifty. Yes, fifty invited, but with couples. 

So there are a hundred invited. So fifty people are invited. Now, the wife of the 

president generally is the one who sets this up, and this is how they do it. They take 

four areas of the community—politics, entertainment, sciences, and sports, I think, 

something like that—and she's given lists of eminences in these, and they choose in 

each one, say, five or six, I don't know exactly how many. Well, probably ten, yes, 

probably ten. And they come, five, with their spouses or something, anyway. 

Then they also invite citizens of the country of the invited person that are 

living here and that are considered, you know, important. So I was chosen, and the 

architecture head of Princeton [University] whatever, that's Argentine, and a tennis 

player, [Guillermo] Vilas. And to my knowledge, this was a glitch in the computer, 

because who in the hell were I? But Nancy [Reagan] must have seen that I was 

awarded, because what they— Oh, yes, the embassy of Argentina sends them a list, 

and then she chooses. And what's she going to choose, you know? The head of a 
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university or something, but not somebody you don't know and nominated for an 

Oscar. That was it. 

COLLINGS: That must have been it, yes. So did you meet President— Did you 

shake hands with President Reagan? 

PRELORAN: Yes, I have a photograph. 

COLLINGS: What was that like? 

PRELORAN: Well, I didn't talk to him or anything, no. Mabel and I— 

COLLINGS: I mean, you're such an acute observer of humanity, I was just 

wondering. 

PRELORAN: Oh, Mabel wrote a most delicious little essay of the whole event, which 

is passed around to our family and friends, of course, in Spanish. It's just hilarious. 

We went— Well, I didn't— I got White House— "Oh, come on," you know. Then 

Mabel heard on the radio just the next day in a question, something, what's the only 

invitation you cannot refuse? From the President of the United States. 

COLLINGS: You mean you considered not going? 

PRELORAN: Of course. I thought it was a— I didn't know what it was, you know. 

COLLINGS: You thought it was like a campaign pledge or something. 

PRELORAN: I didn't know. I didn't know. Anyway, to Reagan? 

So then I showed it to my dean, and he said, "I mean, nobody ever, ever got 

invited to the White House. What are you talking about? You have to go." So they 

gave me the trip, and we had to go on a plane that stopped all over the place and at 

night and all that, and I got there and a friend of mine picked me up. And we had a 
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little nap and then we got all dressed up. Mabel was dressed in several things that 

people lent her, and I was in one of these tux. 

And my friends all wanted to see, so we all came around, and we saw all these 

limousines coming up to the White House, you know. So he said, "No, no, wait a 

minute, wait a minute." So we got off two blocks before and walked in. [laughs] 

This broken-down car full of people, you know, yes. 

So we went into this place, and it's all manned by marines, both women and 

men, and all dressed up. So they take her from me and, you know, carry her in and all 

that. And you walk into this place, and it's a Hollywood set. It's like a— It looked 

like a fifties musical. 

COLLINGS: I was just going to say, or like Gone With the Wind or something. 

PRELORAN: Yes. Well, no, no, no, no. Gaudy, gaudy colors. Well, not gaudy, but 

I mean, this was Nancy's house. You know, it wasn't Jackie's [Jacqueline Kennedy 

Onassis] house. 

So we walked in and we were just taking this in as if, "This can't happen to 

us." And then we were introduced and all that, and here were all these people. I 

didn't know anybody. I would have loved to know who the other Argentines were, 

but I didn't know anybody. And [Arnold] Schwarzenegger went with his mother; he 

wasn't married yet. Gina Lollobridgida was there. 

COLLINGS: He was there as an entertainer at that time? 

PRELORAN: He had already— He was already famous. 

COLLINGS: Yes, as an entertainer and body builder and so on? 
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PRELORAN: Oh, yes. No, no, an entertainer. He was a Hollywood. Gina 

Lollobridgida was there. She was beautiful, still, you know. And you saw certain 

things, but you couldn't even get near them. We were just sitting like little foreign 

ducks, you know. 

So we went through it, and then it was just— Then we left, walked down, got a 

taxi, and went to— [laughs] Came back on a little boat that went "boop, boop, boop" 

again, and here we were. Next week, we didn't— It was a dream. Such fun. 

COLLINGS: So you didn't sort of mention from then on, "Well, of course, when I 

was having dinner at the White House," blah, blah, blah? 

PRELORAN: Oh, I don't know why. 

COLLINGS: I'm just joking. 

PRELORAN: Well, sometimes, yes, but it's always in a group of funny tales. "Let 

me tell you what happened," sort of thing. 

But the other thing was going to the Oscars. We had a little red very old Pinto, 

the worst car you could ever imagine, and we— 

COLLINGS: "Unsafe at any speed," right? 

PRELORAN: Right, right. And we come up, you know, and these guys come over 

and they take over, and they look at you with absolute, you know— 

COLLINGS: Even though their car is just the same. 

PRELORAN: Probably, but all these limousines are there, you know. It was another 

one, we just went in there. And Ordinary People got the Oscar that year, '81. Well, it 

was '80. The awards were '80, in March of '81. 
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I mean, those are just things that you think, I mean, "It just can't be happening 

to me. It's not my stuff." 

My mother used to tell me she was worried. She said, "You know, you're 

going to be uncivilized by going into those places and filming all those people all the 

time in the most uncivilized places. You're going to be uncivilized." And in a way, 

it's true, because you can't— Everything you see, you think, this— You know, what's 

true is Hermogenes. That's true. All the rest is fiction. 

COLLINGS: You develop a— You get sort of an anthropological distance from it all. 

PRELORAN: Yes. The other thing is that a person in my, you know, heights, 

whatever, I'm asked to be a judge many times, and I've done judging for the Oscars, 

for the student awards and things like that, and I was never comfortable, ever, because 

I thought, as a teacher, all these films, I love them, how can I say this is better than 

that one? And all I'm doing is trying to get you to make a better film not say, "You, 

you stink, Jane, because Larry over here made a really good film." 

COLLINGS: So, you're not functioning as an educator. 

PRELORAN: I can't. 

COLLINGS: You're functioning as a tastemaker. 

PRELORAN: Right, but a cold, uninterested, cold— Yes. 

But when I went to Bilbao and I was one of seven judges, international judges, 

you know what happened? There were eighty films, and every film that was given an 

award was the nationality of the juror. And I said, "Never again. Never again," and 

so I politely desist every time, because truly, then, it's such a— 
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COLLINGS: Yes, it's such a political process. It doesn't mean anything. 

PRELORAN: Doesn't mean anything, but there's a very interesting thing here, 

because you and I, Americans in a capitalistic system, seem to be encouraged to do 

your best in order to win the award, so that the award is important to you for your 

curriculum and for your self-esteem. And it has brought excellence to the fore in 

every, every— But on the other hand, I feel, you know, there are five people that are 

for the Oscar and are nominated. Let it be. That's it. Thank goodness. Wonderful. 

And there are four that go home with the, "Jesus," you know, "I failed." 

So I even felt that, and that's bad because you feel it and you want to— You 

say, "That film got an Oscar, and not mine?" sort of thing. It's nasty. And all the— 

Later, you know, when I went to Europe to take My Aunt Nora, they were all festivals 

that weren't competitive. Just the idea that they chose your film and you'll get an 

audience and you get some feedback, that's it. 

COLLINGS: Okay. Is there anything? I think we've sort of come to the end. Is 

there anything else that you'd like to add at this point? 

PRELORAN: No. I think I'm more concerned now with philosophy and the meaning 

of things and why. You know, it's like this. I made a lot of films, a lot of films, a lot 

of books, and you make them. Then as you age and you make more, you start to 

elevate yourself, and now I feel like I'm looking down and I understand better. 

You know, you first were worried about technique or this or that, but you 

weren't looking at the main thing, and then the films become more complex and 

more— And you delve into different things, and you've had all these experiences from 
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different places that are adding to whatever it is, your id, your identity, and you still 

aren't anybody. But it's a movement towards sage-hood, to becoming a sage. You 

never reach it, never, but it is. It's like you change, because you're not the same 

forever. That would be a bureaucrat that just stays there. But hopefully, you know, 

you get to a point where you understand certain things, especially in this line of work. 

And the other thing I've felt is that every experience I've had making a film 

was not really making a film; it was having an experience from which a film came out. 

I was making a film, but living the experience, or making a book, or putting it 

together, editing it, you know, that's living. It's living. I'm not somebody that went 

to Borneo to do the camera for a documentary, and I can't remember well, "Borneo, 

Borneo?" 

COLLINGS: Yes, "What country was that?" 

PRELORAN: Yes, right, right, "And what country and what year?" you know? 

No, no, these are important things that happened to me. Now, I made a lot of 

friends and I learnt about many people's way of dealing with life. It's just incredible. 

COLLINGS: Yes. Well, that's why I hope that the book project can come together, 

because it seems like a wonderful encapsulation of all of that. 

PRELORAN: Yes. But you see, you see, that's the product of this. 

COLLINGS: Exactly. 

PRELORAN: It is the same, but, now, wait a minute, wait a minute. What's the 

problem? Well, you make the book, you get 6 percent, and the rest— Wait a minute, 

no, no, there's something wrong there. And you say, "Wait a minute, wait a minute, 
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what about education? Wouldn't you like to have it in every school?" And so you 

start thinking of ways to do it. 

COLLINGS: Yes, yes. Okay. 

[End of May 24, 2004 interview] 
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Casabindo, 72 
Cayo, Hermogenes, 52, 55, 56, 57, 64, 

74, 82, 84, 86, 103, 112, 114, 152, 
246, 271 
See Hermogenes Cayo (Imaginero) 

Chucalenza, 75, 159 
Cinematheque of the Fondo, 73 
Cochengo Miranda, 74, 79, 93, 116, 

121 
Coppola, Francis Ford, 209 
Cortazar, Augusto Raul, 73 

D'Alessandro, Juan, 129 
Damacio Caitruz, 48, 55, 90, 116, 149, 

194, 196 
See Caitruz, Damacio 

Death Be Not Proud, 29 
Dondi, Elsa (first wife), 24, 27 

Fonda, Henry, 137 
Frigerio, Vivian "Peggy" (sister), 3 

Gaucho of Salta, 73 
Goldsmith, Walter, 48 

Hall, Arthur, 18, 23 
Hawkins, Richard, 200 
Henry, Fonda, 47 

Hermogenes Cayo (Imaginero), 74, 77, 
78, 79, 81, 90, 115, 141, 161 
See Cayo, Hermogenes 

Holland, Todd, 210 

Irish, William Jr. (writer), 14 
Iruya, 72 

Kelly, Lorenzo, 5 

Luther Metke at 94, 138, 139, 142, 226 
Luzardo, Julio, 29 
MacDougall, David, 53, 65, 66, 70, 79 
MacDougall, Judy, 66 
Marshall, John, 70 
McLaughlin, Dan, 229 
Miner, Michael, 201 
My Aunt Nora, 103, 119, 142, 147, 

160, 181, 191, 195, 226, 278 

Ona People, The, 120 

Patagonia, 224, 227, 228, 229, 230, 
245 

Payne, Alexander, 210 
Preloran, Haydee Mabel (wife), 30, 46, 

104, 105, 106, 107, 110, 113, 130, 
132, 136, 160, 162, 163, 164, 165, 
167, 173, 176, 181, 183, 192, 194, 
235, 274, 275 

Preloran, Luciano Atilio (father), 2, 3, 
4, 9, 11, 13, 20, 21, 24, 33, 34, 35, 
36, 37, 104 

Prelorian, Marjorie Reedy (mother), 1, 
2, 3, 4, 24, 25, 49, 277 

Preloran, Nancy (sister), 3 

Quilino, 149, 154, 194 
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Rodman, Helen, 9, 10, 11, 47 
Rouch, Jean, 48, 65, 66, 67, 68, 120, 

196, 252 

Scalia, Pietro, 210 
Sherman, Sherry, 110, 134 
Skerritt, Thomas, 29 
Speluzzi, Irene (aunt), 62 
Suber, Howard, 113, 127, 241 

Tinker, Edward Larocque, 27 

Unvictorious One, The, 23 

Valle Fertil, 91 
Vengeance, 5 

Warao People, 51, 66, 71, 83, 139, 
163, 199 
Wollen, Peter, 127 

Young, Colin, 48, 53, 65, 66, 69, 186, 
199 

Zagaglia, Haydee, 162 
Zerda, Almiro, 60 
Zerda's Children, 46, 57, 58, 62, 79, 

82, 93, 99, 100, 116, 119, 137 
Zulay, Facing the 21st Century, 121, 

127, 130, 138, 139, 196 

282 


