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Amalie

at 27—
film-maker
and feminist

By JANE HOWARD

New York--You take a left under the lattered marquee
of the old Fillmore East. climb ane flight and enfer Anomaly
Films, Inc.. Amalie R. Rothschild's film studias.

Color stills of Janis Joplin. the Beatles and Frank Zappa
line the walls leading into the projection room If you look a1
them hard enough, you can almost fee! the floor vibrating

from the sounds yous know the rock stars put out below,

before the building was locked and put up for szle.

Amalie Rothschild took the photos. some of them while
she was still an M.A. student at the Institute of Film and
Televisien of New York University. She knew a few people
on the technical crew at the Fillmore and she began hangine
around, taking shols during conceris, collecting bits ol
history.

At that pomt in her life. she was «tll pursumg shil
photography and the special effects of Joshua's Light Show
combined with the frantic movemenls of a .Joplin were uieal
subjecis.

loving the rock sounds and the theatrical atmasphere,
she moved on to the Newport Jazz Festival ang Woodstock

Amatle R. Rothschild and her $10,000 editing mackine purchased with meney from Joha Leanon and Yoko Ono

and broke into commercial photography with her shots of
Boh Dyvlan's famed Isir of Wight concerl. Her wark was
used in Rolling Stone and in spreads in the Village Voice.

Put Amabe’s work was beginning to pick up on another
front, as she made her first documentary film, “Woo Who”
May Wilson.” for her master’s thesis in 1968.

Considered an especially innovative film for a student,
“May Wilson” caplures the verv soul of the Baltimare
woman wha left her country home at the age of 60 and
plunged iuto the avant-garde lifestyle of 2 New York “junk
sculptor.” When Amalie moved to New York after recetving
her B.A. in graphic design and stll photography from the
Rhade Island School of Design. she looked up the artist who
was from her hometown. Amalie, also from Baltimore. is the
daughter of Amalie Rothschild. the painter and sculptor.

1 identified with May Wilson . . . [ went through some
major changes in my life when [ came fo New York. ton.™
the 20-vear-old filtn-maker said. “And 1 admired her eour-
age " "We came [riends and [ decided [0 make a movie of
her And tins was before T knew anything ahout a women's
movemenl,” she said of her obviously women's lib-type
subject.

I reaily have 1o eredit fitm school for getting me going as
a film-maker,” Amalie admitted. “The film was very

amhtious. considerably professional compared to the usual
student film. And it would have been very expensive to
make at the going commercial rates. 1 cauldn’'t have done
i

But the film brought her work to the atiention of a Iof of
prople. among them leaders of the women's liberation
movement, which was building rapidly.

“At the Fillmore 1| was getting my bearings as a
person.” she explained. “"And. with the women's movement,
I was getting a context in which a lot of things in my life
fit. .. . It gave me the confidence to continue, but back then
we had ro distribution. The distributor would look at my
fdm and say. 'Sorry, dear. it's just not commercial.' "

But it was timely and il was recogmzed by the New
York Film [Kestival in 1970 and by the Flaherty Film
Seminar. It was also used in a USIA program and was given
a CINE Fagle award. Later it wes included in the Women
Film-maker’s Festival at the Whitney Museum in New Yark
and in the first International Festival of Women's Films.

In March, 1971, Amczlie began wark on "It Happens to
Us™ a film on the emotional aspects of abortion, which
placed her firmly in the ranks of the feminists.

“I'm a feminist,” she asserts, “‘and at this stage in my
career, I'm making films about women. These are things I

feel very passionately aboul The most valid stalement an
artist can make in any field 15 that which he has experi-
enced."

“Mv cxpericnce with ahortion led me to make ‘It
Happens fo Us' The expericnce was a real revelation. It
shocked me very profoundly that [ had been as prejudiced
as I had. 1 discovered my own blindness and ignorance.”

"It Happens to Us™ was the first film Amalie made
tirough her own resources. She began filming it with her
own funds. but they quickly ranout. “'But that was the key,"
she said. "I had the rushes to show when I went to ask for
grants.”

The remazinder she financed through grants fotaling
$21.000.

During the filming of this movie. she set up her own
company. Anomaly Films, and she began using all-woman
rewSs, pnmanlv to gain the confidence of the girls mler-
viewed. *Since then it has become standard for me," she
explamed, “hecause 1 have found a lot of excellent techni-
cians who for obvious reasons can't get jobs. Jt's fabulous to
he able to give them paying jobs. We should be able to make

a living oul of this.”

Other women film-makers believe they should be able lo
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FILM, from Bl
make a living. too, so several
of them, Ms. Rothschild in-
cluded, have formed their
own distribution company,
New Day Films. The group
joined other film-makers pro-
testing the withdrawal of
Costa - Gavras's ‘'State of
Siege'' from the American
Film Institute Theater festi-
val this month at the Ken-
nedy Center in Washington.

“In light of all the other
actions this year—the can-
ceilation of ‘Sticks and Bones’
on television, the threats to
newspapermen who refuse to
reveal their sources, the al-
tempts a1 censorship—we had
ta do something. He t(George
Stevens. Jr . the AFI nificiai
who caneeled the controversial
film) was unwilling to com-
promise. The only power we
had was lo withhold our

films."

Personal and political

Amalie's films have been
called personal and political,
and they are. although not in
a critical sensc. She has
dealt only with subjects that

have related to her own life
—the ordeal of growing up
female. of creating an inde-
pendent lifestyle and a ca-
reer.

‘The petite. blue jeaned
brunctte hy her own admis-
sion could pass for 10 years
iess than 27, but her re-
sourcefulness often extends
far hevond her appearance.
There was the time, for in-
stance, when she was taking
stills of Frank Zappa and the
Mothers of Invention at the
Fillmore and John Lennon
and Yoko Ono gave a surprise
performance. Amalie, who
wanted to film the two “just
for home movies,'™ ran up-
stairs to her studio and
grabbed her movie equip-
ment. Later, when the Len-
nons found out they had been
filmed, they offered to buy
the footage. )

“I figured I would gamble
and ask a high price for it,”
she recalled. ‘‘Because if they
said no, I'd just put it on my
shelf as 1 was planning to
do anyway."" But after briefly
haggling over her $15,000
price, the superstars handed
over $12,500 and walked away
with the film. Amalie imme-
diately went out and bought
herself a $§10,000 Steambeck
editing machine, recognizing
this as an opportunily she
might never have again.

The Steambeck sits off a
set of offices, a projection
room and a viewing room,
all of which Amalie and her
husband, John Chester, built
themselves out of the large
hull above the theater. John,
an electronics engineer, haa
his own company, Chaos
Audio, across the hall from
Amalie’s studios. They met
while she was taking photos

at the rock shows and he
was working the sound sys-
tem; now they collabarate
occasionally on her films

At the moment, Amale 1s
completing two technical
films for a medical group.
her first venture into com-
mercial film. She would be
jumping headlong into her
nanced by a $10,000 grant
from the American Film In-
stitute, but recipients of this
maximum grant are ex-
pected to raise the remain-
der of their budgets them-
selves and Amalie’s totalied
$35.000.

Roots of existenee

She couldn’t do it. < the
mstitute  allowed  her o
transfer the grant 1o a small-
er-budget project. whicn will
be a character piece on her
grandmother, on growing old
and on understanding the
roots of one's existence.

*I want to preserve her.”
she said of the elderly
woman who lives in Balti-
more, '‘the essence of her

. and how often does one
get to know his roots? ...
How she affected my mother
and then me. And what is
that process that we're all
part of 2"

Amalie signs  her  filnis
“Amaiie R Rothschild,” 10
distingtiish herseifl from her
mother, who doesn’t use the
“R ™ She is often known as
Amalie Rothschild 1. hat
prefers not to be. This inde-
pendence, however. ix not
from lack of respect. Turn-
ing slowly through a book of
her mother's sketches. enti-
tled ‘“Amalie Rothschild:
Drawings,” she stares, si-
lently, then asserts, "I really
do like her work.” Amalie
designed the book and took
some of the snapshots in it
and her sister Adrien Miles,
who lives near Frederick,
and also is a still photogra-
pher and painter, took some
shots of her mother's sculp-
ture.

‘‘She had as much to do
with my development as a
serious person,” Amalie said
of her mother, ““as anything
else. 1 mean, [ always took
what 1 was doing seriously
and the encouragement was
always there. And the disci-
gline was handed down from
er.”

Her mother would proba-
bly approve of Amalie's
statement, "If a work sur-
vives, it’s because it's good,
not because it's male or fe-
male.” And although she
says. “My rise as a film-
maker coincides with a time
when it s fashionable to be
a woman,” she confidently
ar;d realistically adds, “Some
of us are getting a recogni-
tion which we all deserve
anyway, but five Years ago,
we wouldn't have.™



