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Q. Today’s date is February 5, 2001 and we are interviewing in Professor Wagner’s 

home in Upper Arlington, on (1353) Zollinger Road.  Well, you were born in 
Virginia.  When and why did you move to Columbus, Ohio and why did you 
happen to choose Ohio State University? 

A. My father was working in Newport News, Virginia when I was born.  Both my 
father and mother’s families lived in Columbus, and shortly after World War I my 
parents moved back to Columbus and live with the family in German Village, 
which is where I grew up.  The reason I chose Ohio State University was that my 
father, who was then working in the Department of Photography at OSU, urged 
me to do so.  Also because during the Depression years after I graduated from 
South High School in 1936, I couldn’t find a job except making ice cream cones 
and sandwiches at a place called Isalys, and I didn’t want to do that all my life.  
Ohio State was affordable for a family of moderate means, and I was also assisted 
by one of the Federal programs of the National Youth Administration (N.Y.A.) by 
being paid to make identification photographs of new students entering the 
University. 

Q. You were a motion picture writer-director for the United States Office of War 
Information in 1942-1943, as a film producer for the Office of the Coordinator of 
Inter-American affairs in 1943-1944, the Chief of Information for the Division of 
Mental Hygiene of the Ohio Department of Public Welfare, 1944-1946.  Were 
these positions related and what did you do?  How did you happen to get into the 
Office of War Information (O.W.I)? 

A. I had a Bachelor’s degree in Education and a Master’s degree in a combination of 
history and media –principally film… 

Q. Your degrees were in history and media? 
A. My undergraduate major was history.  The Master’s degree was a continuing 

study of history, but my major became what was then known as “audio-visual 
education.”  Ohio State had one of the very few pioneers in that field –Professor 
Edgar Dale.  He was my mentor and I was his graduate assistant.  During World 
War II Dale was called to Washington to join the Office of War Information and 
because of his knowledge of the motion picture industry and his extensive 
research on the effectiveness of films in education, was appointed Advisor to 
OWI’s Bureau of Motion Pictures.  At his suggestion I applied for a position with 
the OWI.  Because of my research in the use of visual media and history, and 
practical experience in photography and motion picture during my undergraduate 
days working in OSU’s department of Photography, I was appointed as Assistant 
Motion Picture Producer in the Domestic Branch of the OWI first in the 
Washington office and later as Associate Motion Picture Script Writer in the 
production office in New York City.  Our job was to make films to be shower 
theatrically and non-theatrically to home-front audiences on subjects like fighting 
the fire bomb, salvage, wartime nutrition, black marketing, and short films clips 
referred to as “poster films” because the same messages appeared on graphic art 
posted everywhere.  Titles like “Loose Lips Sink Ships!” and “Free Labor Will 



Win!” were made available to commercial producers and incorporated into 
newsreels.  The director of production was Broadway and Hollywood playwright 
Sam Spewack, author of BOY MEETS GIRL, and KISS Me, KATE.  The 
Domestic Branch of the OWI was shut down by Congress in 1943.  Some staff 
members of the motion picture section were assigned to the Overseas Branch with 
headquarters in London.  Others, including myself, were transferred to the Latin 
American office, which was directed by Nelson Rockefeller, the Coordinator in 
InterAmerican Affairs.  (The Office of the Coordinator of InterAmerican Affairs – 
OCIAA – was sometimes confused with the C.I.A. originally the Office of 
Special Services – the OSS – which operated mostly in the European theater of 
the war.) 

Q. And what were you doing? 
A. I was a member of a two-man crew to film and photograph a variety of things.  

First, on the way to South America we recorded Merchant Marine activities in the 
Caribbean.  German submarines had been very active along the East coast of the 
United States.  We were aboard a freighter carrying a deck cargo of tanks for the 
Pacific theater. 

Q. That would have been in 1943? 
A. Yes.  We went through the Canal and left ship in Ecuador after which we traveled 

through seven countries (Peru, Chile, Columbia, Venezuela, Panama, Guatemala, 
Ecuador).  In the Amazon we documented sources of rubber, balsa, and other 
materials, which had been cut off by the Japanese in Southeast Asia.  We also 
filmed American efforts under the “Good Neighbor Policy” to improve health and 
sanitation conditions, especially in Ecuador, which for years had been in a 
devastating border war with Peru in the province of El Oro.  Later we were 
assigned to the U.S. Medical Corps in Guatemala where all of the diseases found 
in the Pacific theater of the war were found.  Under the command of Major Alfred 
Golden we filmed and photographed malaria, filarisis, yaws, leprosy and other 
diseases in the jungle lowlands and typhus in the mountains.  These films, made 
with the cooperation of the Guatemalan Department of Health, were sent to the 
U.S. Army Medical Museum in Washington where they were used in training 
medical personnel assigned to the South Pacific. 

Q. The purpose of your work in Latin America was to document the efforts the 
country was making to brig out vital materials.  Who was the audience for that? 

A. The audience was not necessarily a public one.  It was documentation for wartime 
agencies and specifically for the Office of InterAmerican Affairs.  (The film we 
shot for the Merchant Marine included scenes of a tropical story which swept 
most of the deck cargo of war material overboard, was used to verify the loss and 
the efforts of the crew to save the cargo.)  However, some film we shot in the 
Amazon was used in a theatrical film produced by Disney (in cooperation with 
the OCIAS to further relations with our Latin American allies.)  It was called 
SALUDOS AMIGOS.  There was a very strong Nazi influence in Latin America 
particularly in Argentina, Brazil, and Chile where there were many Germans.  
And along the West Coast Germans and Japanese had intermarried with local 
people.  They had a lot of political and social influence in the area.  So there was a 



kind of hidden war, at least a war unknown to most Americans, going on in Latin 
America.  Some of it was quite dramatic and violent. 

Q. How did you see that?  What made you first aware of that? 
A. We were briefed on the local situation by the chief officer of the OCIAA in every 

country to which we were assigned.  In Chile, for example, we were aware we 
were not too welcome. 

Q. So the sympathizers were very pro-Nazi? 
A. Definitely.  If you looked at a phone book in any major city in Chile you would 

have found list after list of German names.  And the Japanese who had 
intermarried with Latin American families owned coffee and cocoa plantations.  
With cocoa, the beans must be constantly turned to dry out.  One large concrete 
Japanese drying area was fond to be in the exact configuration of a landing strip.  
There was concern along the west coast of North America. 

Q. You first worked at OSU in 1941-1942 as a Research Assistant, and later (in 
1944) as Assistant Professor in the Bureau of Educational Research. 

A. Yes.  After I left the OWI and the OCIAA I returned to Columbus and was 
employed by the Ohio Department of Public Welfare as Chief of Information in 
its Division of Mental Hygiene. 

Q. This was after the war? 
A. Yes. Professor Dale who had returned to the Bureau of Educational Research at 

Ohio State wanted to establish a relationship between the Bureau and the 
Division’s work in educating the public to the facts of mental illness through the 
media.  I was given an appointment as Assistant Professor in the Bureau while 
continuing my work as Chief of Information in the Ohio Department of Public 
Welfare.  My work with OSU is recorded in the reports of the Bureau, then 
headed by Dr. W.W. Charters.  My job was to inform the public about the work of 
the Division of Mental Hygiene and about mental illness at a time when the poor 
conditions in mental institutions were under national attack by LIFE magazine 
and other publications as well as by civic and mental health organizations. 

Q. Your office was a state office? 
A. Yes.  I had an office on campus in Page Hall, but my home office was in the Ohio 

Department of Public Welfare in the State Office Building in downtown 
Columbus.  The Director of the Division of Mental Hygiene, Dr. Frank Tallman, 
was a crusader for the improvement of mental health education and for cleaning 
up private and public institutions many of which were still known as “insane 
asylums.”  One of my assignments was to work with a LIFE magazine writer and 
a photographer covering Ohio’s mental hospitals for a story, which became an 
entire number of LIFE, and only one example of national concern from the causes 
and treatment of mental illness and mental deficiency in post-war America.  I 
edited a monthly newsletter (ON THE RECORD) produced two motion pictures, 
and wrote and directed two radio series on the subject of mental health (WHAT 
ABOUT MENTAL ILLNESS? And MAN AND WIFE aired by WOSU-radio.)  I 
also developed a training program for mental hospital attendants.  It was difficult 
to find people willing and qualified to take these low-paid jobs in state hospitals, 
but we did get a program going to dispel some of the fears and misunderstandings 



about mental illness some of which persist to the present day, and to help elevate 
the status of mental hospitals from that of insane asylums. 

Q. So this film was instructional but also motivational? 
A. One film, titled CITY OF THE SICK, intended for new attendants, was both 

instructional and motivational.  We tried to establish how mental patients behave 
and how an attendant should react to what went on inside the hospital as an 
introduction to his work.  (It was produced at the Columbus State Hospital.)  The 
other film, titled PROBLEM CHILDREN was made at University School 
(Ramseyer Hall), which was then a very good liberal arts program, and an 
innovative curriculum associated with OSU’s College of Education. The film 
dealt with a withdrawn child and an overly aggressive child and their behavioral 
problems.  It was widely used, and translated into French for French-speaking 
Canada.  (It also was one of the first motion pictures broadcast on WLW-C, the 
first television station on the air in Columbus.) 

Q. Have you seen any great strides in mental health treatment? 
A. I haven’t followed that too closely but, from what I do know, while there has been 

a lot of new research and improvement in mental health care, problems still exist.  
There is still not a good understanding of mental health on the part of the general 
public and I’m sure many mental institutions are still not up to par. 

Q. How did you interest in photography and film develop? 
A. My father was a professional photographer all of his life.  That’s what he was 

doing in Newport News, Virginia where he worked in the shipyards during World 
War I, probably making blueprints.  Before that he had apprenticed at the Baker 
Art Gallery in Columbus, which was a very prestigious studio.  Later, he was 
employed in the art department of the Jeffrey Manufacturing Company in 
Columbus.  On Saturday mornings I used to go to his laboratory in the old Jeffrey 
Building and watch him mix chemicals and make prints.  (In 1931) he came to 
OSU where he was University Photographer (in the Department of Photography 
until his retirement in 1962).  Over the years he shot most of the early portraits of 
the faculty and was in charge of the photographers in the field.  (The Department 
of Photography served the instructional and research needs of the entire campus, 
as well as the Office of Public Relations.)  Those photographs and motion pictures 
are now in the University Archives.  

Q. In 1947 you had already directed THE UNIVERSITY IN TRANSITION, which 
describes how the University and students dealt with post-war responsibility.  You 
did other films for the University.  Did this come about as your position as staff 
on the faculty? 

A. Yes.  After two years with the Ohio Department of Public Welfare’s Division of 
Mental Hygiene, I joined the Department of Photography which was then headed 
by Professor W.F. (Bill) Davis who decided to strengthen its motion picture 
activities.  There was no one in the department at the time with professional 
experience in film.  (Professor Lloyd Reber who taught courses in motion picture 
production had left the Department for a position in Eastman Kodak’s Motion 
Picture Division in Rochester). 

Q. Did the University want to strengthen its image? 



A. (That was not the primary reason I was hired.)  As an academic area the 
department needed course work to fill out its curriculum.  The 16mm film had 
become an important tool of education which got its impetus during World War II 
as a means for rapid, mass instruction in the Army, Navy, and for war workers in 
industry.  The Department of Photography was the primary photographic 
operation on campus for many years.  In addition there was a small academic 
program (which included service courses for related curricula in architecture, 
engineering, education, journalism, art, home economics, sociology, and 
communication.)  Because of (my previous professional experience) and because 
I had already made two films in joint projects with the University, I was offered 
the opportunity to establish a motion picture division in the Department of 
Photography to service the University’s film requirements.  Many types of 
instructional and research films were made, including many medical films, but 
football games (including multiple prints) turned out to be the largest amount of 
film shot for a single department over the years. 

Q. Did you photograph all of the Ohio State University football games? 
A. Yes.  The Department filmed every game (at home and away) and under Woody 

Hayes, also the practice sessions.  We also produced annual FOOTBALL 
HIGHLIGHTS films.  Woody would narrate them.  We made films and 
photographs for almost every department at one time or another.  The range was 
from football to fine arts.  The other half of my job was the development of an 
academic program, especially in cinema. 

Q. Do you have any deeper recollections of Woody Hayes that stand out? 
A. Anyone who had ever met Hayes would remember things about him.  The game 

films were summarized at the end of the season.  We would edit together the plays 
he wanted and he would come to the studio (then in Brown Hall) and narrate 
every play without a script.  He knew every single play and remembered every 
one. Wood was not a patient man.  Once during a recording we got a strange 
squeak on the soundtrack.  We checked the equipment and everything seemed to 
be all right.  I told Woody: “I don’t know what’s happening.  We have a little 
audio interference.”  He was really rocking up and down as he used to go along 
the sidelines.  And I suddenly realized what the squeak was.  He was wearing a 
pair of new shoes.  I said,  “Well, your shoes are squeaking and…” He said, “Ok” 
and took them off.  He was very obliging when he knew what was up, and he 
wanted to get on with the job.  The first film I know of, made at Ohio State was a 
football game showing Chic Harley, the first football great at OSU.  (It was made 
in 1919 or 1920.)  The first major film I produced for OSU was THE 
UNVERSITY IN TRANSITION during the post-war years when the University, 
overloaded with students on the G.I. Bill needed more classroom space in old 
building which needed to be fixed up, and in new classrooms, which needed to be 
built.  The Main Library  was overloaded.  Students were sitting on the staircases 
and lying on the floors of the reading rooms.  The President’s office wanted a film 
to show these conditions to the State Legislature.  The film showed the post-war 
University in transition.  There was an overpopulated of student many of whom 
were much older than regular students.  They came out of the Army and Navy.  
(Many were married.)  They were a new breed of students, many who had lived 



around the world and had become more urbane, and wiser, I hope.  There was also 
a need for a new breed of teachers (and many of them.)  We started to shoot the 
film in color because color was supposed to be the ultimate in realism.  But the 
results on the screen did not make the conditions look serious.  Even the holes in 
the walls or the worn-out floors had a kind of false aesthetic beauty.  So we 
finally shot it in black and white, which was more realistic, and in a way more 
honest.  I don’t know how successful it was but it was widely used. 

Q. In 1951 you produced films in Turkey, Iran and other countries in the Middle 
East for the United States Information Agency and the University of Syracuse.  
The films were on a range of topics – basic health, agriculture, training films for 
the Turkish Army.  How did you get involved with these projects and what were 
the results? 

A. I was involved only in Turkey.  Syracuse University had a contract with the State 
Department in collaboration with, and on the request of, the Turkish government, 
to make films on public health and also to film the joint American and Turkish 
army maneuvers and training program.  At that time we were deeply involved in 
the Russian problem and our people were training units of the Turkish army, our 
ally.  I spent sometime with the Turkish army filming their field activities.  Later I 
did a film on childbirth to get the village people to use the government-trained 
midwives instead of the old ladies of the village who lost about three out of five 
children they delivered.  I did the research and wrote the script but wasn’t there 
long enough to direct it.  (The film, titled SAYDIE, VILLAGE MIDWIFE, was 
directed by Irvin Kershner who later became a well-known Hollywood director). 

Q. How long were you there? 
A. Three months. 
Q. Do you have any special recollections of that experience? 
A. I found that Turkish people up in the Anatolian plateau, living in mud houses, 

very hospitable.  The U.S. was on very good terms with the Turks at that time.  
We had no problems at all.  I remember a film (made in Iran by other members of 
our crew), which was about how to build an outhouse, because villagers had no 
sanitary facilities.  It seems like a very mundane thing, but simple things like this 
made a difference in village health.  It was first shown to the men of the village 
because you didn’t do anything until you got permission of the head of the village 
– the “Muhtar” – the holy man.  The status of women was fairly low, and the film 
was first shown only to the men.  After seeing it they said they could build an 
outhouse like that, but what they really liked about the film were “the chickens.”  
We didn’t remember any chickens in the film, but in the distant background were 
these white chickens.  These men, being farmers, were most concerned with 
something that was familiar to them – chickens.  Of course, they were very 
skillful and could build an outhouse with no problem.  But this experience 
reminded me of how perceptual differences may affect how the details in a film 
are interpreted (by different individuals and cultures).  The same thing happens to 
us all when we look at a film. 

Q. Being able to identify what? 
A. Whatever is familiar is identified first.  And it could be way in the background. 



Q. In 1953 you were the U.S. Delegate to the International Congress of Schools of 
Cinema and Television during the Cannes Film Festival.  Then you visited 
production centers (and schools of cinema) in France, Italy, Spain, West 
Germany, and England.  What were the highlights of this trip? 

A. The Cannes Film Festival, of course, was quite an experience – to see how films 
are marketed abroad, plus the fact that there were many stars present, and the 
glamour of the event.  Rita Hayworth showed up, for example.  It was an 
experience along the beach area.  But it also was the meeting place for the 
International Congress of Schools of Cinema and Television (Congres des Écoles 
de Cinéma et de Télévision = CILECT) with representatives from the film schools 
of Europe.  The organization exists to the present day and continues to meet every 
two years.  I was Vice-President from 1974-1982.  I went to a meeting two years 
ago in Denmark.  That’s the last one I attended.  It’s a very vital organization, 
exchanging student films and faculty, and improving liaison between film schools 
the industry. 

Q. Are there any major striking differences which you see in that organization 
between ’53 and two years ago? 

A. In 1953 there was still a great deal of tension between the Soviets and the United 
States; between the Soviets and the western countries during the Cold War.  
Everything was highly politicized.  It was very difficult to get easy agreement 
among these people.  The Russians were always objecting and defeating the 
purpose and, of course, always insisting that “all art is propaganda.”  (The East 
German delegate, of course, sided with the Soviet delegate).  In the early 1980s 
we began to humanize the organization and de-politicize it.  At the present time 
(2000) I believe it’s a very healthy and collaborative organization with includes 
film organizations all over the world. 

Q. Do you have anything else you would like to say about that organization or the 
glamour of the people that you… 

A. The glamorous people were those in the field of entertainment.  There were few 
“glamorous” people in the field of education.  CILECT members were both 
filmmakers and film teachers.  At first it was very production-oriented, although 
the French and Russians were also especially concerned with film theory (eg. 
Andre Bazin: Sergei Eisenstein).  Film programs both abroad and also in the 
United States became a combination of theory and practice. 

Q. In 1956 you co-authored and co-produced LEGISLATIVE REPORT, about the 
Ohio Legislature.  What insight into the State government did this give you? 

A. It was actually titled LEGISLATIVE REPORTER (1951).  This was an 
instructional film for students in the School of Journalism.  Many of its graduates 
would begin their career either as a movie-reviewer or on the police-beat.  (We 
produced a film titled POLICE REPORTER (c. 1950), also for the School of 
Journalism).  LEGISLATIVE REPORTER was to explain the work of a reporter 
who covered proceedings of the state government.  The leading character in the 
film was well-known legislative reporter on one of the leading daily newspapers 
in Columbus.  Paul Wagner (no relation), Professor in the School of Journalism 
was the Technical Advisor and I was director of the film.  We shot it in the State 
House and, of course, had to get permission to do that.  Vice-President (Jacob) 



Taylor came to the State House to see what we were doing.  Officials were always 
suspicious of what photographers and filmmakers were up to, even in a university 
where these professions were seldom seen as academically respectable as those in 
the field of the humanities, for example.  

Q. Do you have an explanation for that? 
A. It was a common perception in academic circles that photography and film were 

considered to be tools of science and at best, popular arts.  There were no 
graduate programs in these fields until after the end of World War II and then 
they were slow in coming.  Film was something the art critics felt was less an art 
form and more a machine-form.  (At first the same was felt to be true of computer 
animation.)  At Ohio State the Department o f Photography was in the College of 
Engineering.  A great deal of engineering is involved in photographic operations, 
especially in the area of cinema.  I was a member of the Society of Motion Picture 
and Television Engineers.  Like the School of Architecture, which was also in the 
College of Engineering, the Department of Photography & Cinema was not 
directly involved in the engineering curriculum, although both were 
administratively part of the College.  One advantage was that the College had a 
whole building for engineering experiments, which became available to the 
Department for its entire program.  It was named “Haskett Hall.”  (In honor of 
Prof. Frank Haskett, the first Chair of the Department.  The first instruction in 
photography at Ohio State was offered in 1890.  In 1893 the first credited course 
in photography was given by Prof. Joseph Bradford of the Department of 
Architecture.)  Our work was always University-related, but we were permitted to 
do legitimate outside projects, especially in motion picture making, which 
provided some income for the Department, after being funneled through the 
Engineering Experiment Station.  We made films for civic associations and 
organizations (the Red Cross, Seeing Eye Dogs, Fort Hayes Art Center, the Ohio 
Department of Development, the American Automobile Association, etc.)  We 
also had several large grants from the Department of Health, Education, and 
Welfare.  We used our professional staff but students were also assigned to each 
project and provide on-the-job training.  We did the same thing with football 
filming.  Some people would say:  Oh, you know shooting football films is not a 
function that you should be handling by an academic department.”  But students 
were familiarized with the equipment, problems of sport photography, the 
logistics of location work, and how to satisfy a demanding sponsor (in this case 
where these films were vital to the operation of the Athletic Department).  The 
income from football films made it possible for the Department to process 
student’s films without charge, and to supply them with the kind of equipment 
needed.  Cinema was an especially expensive area of study.  So for a time the 
Department really (helped) finance itself.  With the change to the College of the 
Arts, such projects were discontinued. 

Q. You no longer… 
A. We didn’t do any outside work and our self-help budget was gone.  Being at the 

low-end of the totem pole, so to speak, in the College of the Arts the burden of 
providing for the needs of the Department (and its growing enrollment in the B.A. 
and M.A. program) became a real problem. 



****BREAK**** 
 
Q. We were talking about the Department of Photography & Cinema, and its 

relationships to the College of Engineering and the College of the Arts.  And you 
were saying it changed dramatically… 

A. There was a change in direction.  The focus became film and photography as art 
forms.  But much more than that.  It’s art, it’s education, it’s science, and it 
touches on almost every field of human endeavor.  Our original intention was to 
continue to be very interdisciplinary.  I had a joint appointment in the Department 
of Communication and in the College of Education, for example, I team-taught a 
course with sociologist Alfred Clarke.  We were very interdisciplinary.  (Another 
of our member of our faculty had a joint appointment in the Department of Art 
Education.)  But when (the faculty) voted to join the College of the Arts the focus, 
of course, was on art and that, to some extent I feel, destroyed the original 
(interdisciplinary) intention and reduced the (university-wide) effectiveness of the 
program.  In the interim other departments began teaching (aspects) of 
photography and cinema (Art Education; Art History; Journalism; English).  
Other departments, for which we had supplied film and photographic services, 
developed their own photographic laboratories, particularly in the colleges of 
Veterinary Medicine; Medicine; and Agriculture, with wonderful state-of-the art 
services for their own areas. 

Q. Why that trend? 
A. Because their needs were such that the volume of requests coming to one 

department was too great to handle.  We helped set up many of those programs.  
Then you had the changes in technology which made photography  and film-
making available to amateurs – people who had not been technically trained and 
did not need to be.  Cameras were automated.  We called them “Ph.D.” cameras – 
“Push Here Dummy!”  A kind of demeaning term (at the time) but those cameras 
today are effective and useful to amateurs who are making pictures of 
professional quality.  So it was a change in the technology, a change in the 
objectives of the department and, I think, a change in the students too.  We had to 
get new (and more expensive) equipment to keep up with the students and the 
technology both in film and photography.  Then videotape came along so we had 
a transition from photographic film to electronic imagery.  And in that transition 
and the ease with which images could be made changed the number of very few 
who first knew how to make a motion picture to everyone who owned a 
camcorder.  I think I made the first sound film at Ohio State, when nobody else 
knew how to do that, but with videotape everybody could make a moving image 
with sound and in color. 

Q. About what years…when did this start? 
A. It began with the Polaroid camera; with the period of the automated cameras and, 

of course, with videotape.  (The field of amateur photography really first boomed 
with George Eastman’s Kodak No. I box camera (1888) with its simple 
instructions: “You snap the shutter.  We do the rest.”) 

Q. The Polaroid would have been about 1960. 
A. I think it might have been in (1947). 



Q. And then the video came along in what, the 80’s? 
A. Professional video was earlier in broadcast stations.  It became in wide popular 

use in the early 80’s, when people could afford a fully automated videocamera.  
At first they were fairly large, then becoming smaller with 8mm tape.  Everything 
technological is getting smaller.  There’s an apocryphal story about an inventor 
who invented something so small he couldn’t find it after he invented it. 

Q. You were Chair of Photography & Cinema for many years.  What do you think 
makes a good Chair? 

A. I don’t have any profound thoughts on that, but I did make some notes.  I think 
you have to have experience on both sides of the lectern.  You have to be both a 
teacher and a learner.  You have to know the problems of your students, and you 
have to have gone through some of the experiences they have had so you can help 
correct them.  You should try to hire faculty members, who know something you 
don’t know; who are somewhat better than you are in something.  And obviously 
you have to have a close collaborative relationship with your faculty.  A Chair 
should be somebody that has some eminence in the field – nationally and even 
internationally.  Once you have respect you should have both the responsibility 
but also have the authority to make decisions.  In earlier days, a department 
“Chairman” was a very strong leadership position – as a Company Commander in 
the army.  You were smart enough to relate to your Dean on behalf of your 
faculty.  You respected your staff and the usually respected your decisions.  But in 
the 60’s there began a policy of a lot of committee decision making involving 
both students and faculty at the College and University (and Departmental) levels, 
so decision-making by the Chair became influenced by many other elements. 

Q. Do you think the times of the 60’s sort of implemented this shift? 
A. Yes.  Not only in academic life.  It was the beginning of the loss of authority and 

authority figures.  This included teachers, preachers, politicians, (and parents).  
Part of it was their exposure in the media.  The more you know about somebody 
the more it’s likely they may be seen to have feet of clay.  Television, of course, 
greatly influences how we regard politicians.  In the early days very few people 
ever saw the President of the United States.  The press was the only way they 
knew about him.  Later, with photography, you could see what he really looked 
like.  (John Quincy Adams was the first President to be photographed.  His 
portrait was made by Mathew Brady in 1847.)  When radio came in, there was 
more exposure (first used most effectively by Franklin Delano Roosevelt).  With 
television images of a President became ubiquitous.  Everything an authority 
figure or a popular personality did or said was immediately made public.  People 
could check up on, and get detailed information about everything.  However, I 
resent Tom Brokaw’s segment in his NBC news program where he reports a topic 
“in depth” – for about two and a half minutes.  That’s ridiculous.  Such exposure 
affects the credibility of the reporter (as the performance of a teacher) affects how 
the students regard the teacher.  And you had to be more careful about (your 
performance and evaluations) as students began suing teachers for “malpractice.”  
In California, there is malpractice insurance for teachers.  We didn’t have that at 
Ohio State.  Today, every person (in the nation) who is “sue-able” is likely to be 
sued for many different reasons.  It’s a reflection of changes in society 



experienced during the past few years.  There’s some good in it, too.  There’s 
good in an anti-authority attitude to protect critical thinking (in our democracy.) 

Q. You were talking about the students in your long tenure at the University.  How 
have you seen the students change? 

A. I’ve described some of that.  The one thing I can’t understand is why they wear 
their baseball hats backward.  I never figured that out.  I had the temerity to ask 
one of my last classes, “Let me ask one final question.”  They were just about 
ready to leave and weren’t too happy about “one final question.”  I said, “Why do 
you guys wear your baseball caps backwards?”  There was a dead silence and 
they kind of looked at each other out of the side of their eyes.  Nobody knew.  Or 
at least they wouldn’t tell me.  I think it might have been the influence of 
somebody like Spike Lee or some other popular figure who wore their baseball 
cap that way.  But the changes I described before were (not changes in style, but) 
changes in attitude.  Certainly, when I went to Ohio State in 1936, it was a jacket-
and-tie or sweater-and-tie school, and girls were properly dressed.  You’d seldom 
see any sloppy clothing.  This shows up in the photographs and films we made.  
THE UNIVERSITY AND THE WAR; THE UNIVERSITY IN 
TRANSITION; THE UNIVERSITY STORY; CRISIS AND THE 
UNIVERSITY; and CENTENNIAL show what students and faculty looked like, 
and their mode of dress.  But they also reflect the re-thinking of students (and 
faculty) during those periods.  The students today are a lot smarter.  The influence 
of how young people learn today has made them a product of what they see and 
hear in life – in the rich environment of Columbus, in television, the computer, 
and the World Wide Web.  It’s almost a process of de-schooling education.  Some 
students are already engaged in entire programs on the Web, (the Internet, and 
Distance-Education). 

Q. So you feel that they are better prepared for college and therefore more advanced 
in their education because of what television technology has offered them? 

A. Sometimes they know more about many things than the instructor, because they 
are attuned to very contemporary things.  The instructor’s best shot, best 
influence, might be in giving them a balance, an historical perspective, putting the 
flood of information into context.  This is where the humanities become so 
important in a university education.  Everyone is vocationally oriented, and 
computer (literacy) is the A-B-Cs of the future, but not without the basics – 
history for example (and all of the arts and sciences).  The electronic “revolution”, 
has a long history of evolution.  We are just beginning to realize the dreams and 
the visions of early thinkers.  If we lose (our sense of history and humanity) the 
uses of the computer may be greatly abused. 

Q. Would you state there is a difference between information and knowledge? 
A. A great difference.  There’s information, knowledge, and a third thing – wisdom.  

It’s how you use the knowledge.  That third element is somewhat lacking in the 
general thinking of this country.  We don’t look down the line, historically; to 
consider the impact of what we are doing today might be a hundred years from 
now.  We don’t have time for that.  So we’re going to take oil out of Alaska 
without knowing what that really means in the long run.  We didn’t really know 
what the atomic bomb really meant until Hiroshima.  So we have dramatic 



technological developments often mistakenly called “revolutionary” which are 
really the product of a long evolution (because we often forgot the past) and fail 
to develop a long-range vision of the future.  As a poet said, “the present is too 
much with us…” We’re most interested in being immediate consumers than being 
(future-conscious) stewards of our resources.  

Q. When do you think we lost that?  Do you think we had that back in the 30’s and 
40’s?  That vision?  That ability to look…  

A. The “American Dream” has always been there.  But we’re not willing to sacrifice 
or compromise some of our immediate comforts and desires to fully realize it.  In 
2000 I co-produced a television documentary for WOSU-TV titled THE VIEW 
FROM MALABAR showing how the American dream of moving out of the city 
into the “country” means dragging along highways, school systems, golf course, 
industrial parks, and shopping malls with each new development.  Our best 
farmland is rapidly disappearing. 

Q. To go back to the 1950’s, in 1957 you visited Puerto Rico, Uruguay, Peru, and 
Chile, under the International Education Exchange Program of the United States 
State Department and returned two years later to consult in seven other South 
American countries.  What prompted your interest in South America?  Was it 
your experience during the war? 

A. Yes.  I had studied French and was fairly fluent in Spanish.  I was always 
interested in South America although, ironically, in elementary school I had 
skipped the grade in which the geography of South America was taught.  But I 
thought South America was very romantic (partly from books and films, and 
reading the adventures of Richard Halliburton and hearing him speak at one of 
our high school assemblies).  I always wanted to see that Andes Mountains, and 
remember the thrill of seeing their snow peaks for the first time (1943).  I liked 
the Indian cultures and the Spanish history of South and Central America.  Of 
course, Latin America is composed of many different cultures, countries and 
languages (English, Spanish, Portuguese, Italian, Amayra, Quechua, Chinese, 
Dutch, French, German, Chinese, plus dialects). 

Q. What were your consulting responsibilities there? 
A. My contacts were generally with persons in the arts and education.  For example, 

in Peru I lectured at San Marcos the oldest University in the Western Hemisphere 
(founded in 1551), and at Catholic University in Santiago, Chile.  Also at the 
National Film Archives in Montevideo, Uruguay.  These events were arranged by 
the U.S. Information Agency, but only at the request of the host country.  So we 
were not imposing on them.  If they want someone in the area of film, the State 
Department has a list of names of film people with international experience who 
are available to tour for a period of three or four weeks to three or four months. 

Q. During your summer, you taught in many other institutions, and in 1958 you 
became head of the Cinema Department of the University of Southern California.  
Why did you leave Ohio State? 

A. They made me a very good offer.  Also, I had taught there on several occasions 
during the summer.  I enjoyed it very much.  I was on leave of absence from OSU 
which made a counter offer the following year.  Ohio State wanted to expand its 
cinema area and planned to buy new equipment, and add staff.  I wasn’t sure I 



wanted to stay in California.  There was a serious smog problem in Los Angeles.  
Some mornings I couldn’t see the campus from my office window.  It’s a lovely 
campus (when you can see it).  I was an administrator and teacher during the day 
and also taught night courses.  One of my functions, of course, was fund-raising, 
which was an interesting but demanding duty.  It put me in contact with people 
like actor Eddie Cantor, writer Aldous Huxley, director George Cukor, and others.  
(We established the George Cukor scholarship in 1959).  It was a hectic routine.  
But the main reason was that my wife and I agreed we probably should not raise a 
child (our first son who was only one year old) in a polluted environment.  
Several years later it was later greatly improved.)  Also, our whole family was in 
Columbus, so we came back.  (USC held the position open for me for a year, in 
case I changed my mind again!) 

Q. In the early to mid-1960s you had contract with the U.S. Office of Education, the 
National Science Foundation, and NASA.  What did you create (for them)?  

A. With the Office of Education I produced (a series) of eight films dealing with The 
Communication Revolution in Education.  We filmed innovative programs in 
schools and universities all over the country.  The first computer for teaching was 
developed at the University of Illinois, for example.  And underground school in 
Abo, New Mexico was built completely underground during the Cold War (To 
see how such an environment would affect teachers and learners). 

Q. Was that an elementary or secondary? 
A. It was an elementary school.  Most of the leadership in instructional technology 

and educational media were in these films, among which was one of the earliest 
appearances of Marshall McLuhan. 

Q. Is there anything about that period that stands out in your mind? 
A. It was a period of great experimentation, and great frontier thinking.  McLuhan is 

one example.  Others were Gilbert Seldes of the Annenberg School of 
Communication, and George Gerbner, Director of the Annenberg School.  (Also, 
James Finn, University of Southern California; B.F. Skinner, of Harvard; Hadley 
Cantril, of Princeton; and Ohio Staters Edgar Dale, I. Keith Tyler, and “the Father 
of the Teaching Machine” Sidney Pressey.)  These films (now transferred to tape 
and disc) are still used in many programs in educational technology.  The film 
made for NASA was titled IT’S YOU AGAINST THE PROBLEM.  It was one of 
the series made for NASA by several universities to show scientists at work.  It 
was designed to encourage young people to go into the sciences.  (Again, this was 
during the Cold War.)  The scientists we featured was Prof. Eugene Ostroff, a 
physicist in Cleveland who was developing a rocket nose-cone, which wouldn’t 
burn up on re-entry.  He discovered material which, when coated on the nose-
cone, would slowly burn off but protect the nose-cone itself.  The film was used 
by NASA and widely shown publicly.  

Q. Over the years you have done a number of films for and about Ohio State 
including football games, medical films and, in 1966, CRISIS AND THE 
UNIVERSITY.  Which projects do you consider most important? 

A. There were three films on the University which I thought were pretty good 
historical records.  The first was THE UNIVERSITY IN TRANSITION.  It was a 
little crude by today’s standards but we really didn’t have professional equipment 



at that time.  Another was THE UNIVERSITY IN CRISIS, which was narrated by 
Ned Brooks, a well-known newsman on the NBC radio network out of New York 
City, and an OSU graduate.  It showed how some of the problems of the world 
were being addressed by the University.  The third film, made in 1970, was 
CENTENNIAL.  It utilized a lot of the photographs and films made to document 
University history (now in the University Archives).  Many scenes from those 
early films were used in a recent documentary by WOSU-TV titled ECHOES 
ACROSS THE OVAL. 

Q. In 1968, your department held the first national conference on collection, 
preservation of old (photographs, films), camera equipment and printed literature.  
You taught courses in film preservation, gave seminars and worked with the 
Library of Congress.  How did you become involved in preservation, and what do 
you think are the major issues? 

A. (Ours was the first graduate credit-bearing course on preservation to be given by a 
university).  Having majored in history and a love for the study of history, the 
preservation of historical artifacts in print, on film, even in stone, became an issue 
of importance on me.  Nothing is permanent.  Paper is particularly fragile.  With 
your library background you know about that.  (I had also published some 
research in the field of preservation: “Preservation and Restoration of 
Photographic Materials Through Nuclear and Ultra-Sonic Methods.”  ILLINOIS 
PUBLIC LIBRARIES. V. 53, N. 1. Jan. 1971; “Motion Picture Preservation.”  
THE AMERICAN ARCHIVIST. V. 32, N. 2, Apr. 1969; “Restoration of the 
Newsreels of President Harding.”  OHIO HISTORY. V. 78, N. 2, Spring, 1969.)  
Film was a particular problem because until 1951, the base of the motion picture 
film was nitrate.  It’s highly volatile as you know, and had a dangerous rate of 
decay.  Most of the early films in the American Film Heritage were disappearing, 
but the originals of thousands of the most important films in the American Film 
Heritage are housed in underground vaults at Wright-Patterson Air Force Base in 
Dayton, Ohio.  They are still there, but I understand the Library of Congress is 
planning to move the collection to some place in Virginia near Washington D.C. 

Q. Now, those films are? 
A. The great American theatrical films, beginning with THE GREAT TRAIN 

ROBBERY (1903).  They are kept in underground vaults in a controlled 
environment of about 50% relative humidity and a temperature of 68-70 degrees 
F.  Nitrate material is systematically transferred to safety (acetate-based) film.  
This is a very expensive process.  Each year a national committee selects 10 to 12 
films for preservation.  But all over the country (and the world) much of this 
material is still disappearing.  The big film archive in the United States, of course, 
is the Library of Congress.  Other major archives are The Museum of Modern Art, 
the UCLA Film Collection, and the Academy of Motion Picture Arts and 
Sciences.  Half of the seminar on film preservation was held here at Ohio State, 
the other half at the Library of Congress vaults and laboratory at Wright-
Patterson.  We had an enrollment from all over the country.  Jim Katz, one of the 
participants, who was also an OSU graduate, is one of the two people who 
recently reconstructed several classic (and almost lost) films – SPARTACUS; 
MY FAIR LADY; and REAR WINDOW.  Jeff Light, who got the Master’s 



degree in our department with me on a computer animation project, and who later 
worked with Chuck Csuri, wound up in Hollywood working on JURASSIC 
PARK.  The Department had a pretty good track record of people who have done 
important things in film. 

Q. In 1976 you worked with nine Peruvian universities as a Senior Fulbright Fellow.  
What was this project? 

A. It was a program for educating university faculty members in the use of film, 
television, and other audiovisual media in higher education.  We (two other 
Fulbright Fellows and myself) worked with about 20 leaders from different 
universities in Peru for several weeks, after which I consulted with the Peruvian 
public television station in Lima.  What they wanted was a Peruvian version of 
SESAME STREET, particularly for children in the rural areas of the country.  
Since the American content was unfamiliar to them, the format had to be adapted 
to a (rural, mostly Indian) audience.  I was helping them to craft a program of that 
kind, and my knowledge of Spanish came in very handy.  However, when I went 
to the studio one day a tank was sitting in front of the building with militia all 
around.  Martial law had been declared and I was not permitted to enter.  I went to 
a hotel and called the studio manager and was told that I had not better come in 
because the station was probably going to be closed for a long time.  So the 
project was discontinued and I came home. 

Q. Do you know if they ever did, were able to create it?   
A. Sometime after I had returned to Ohio, the Peruvian government contracted 

President Enarson requesting that I come back again.  He would have permitted 
that but in the meantime I had made other commitments and I couldn’t get away.  
I don’t know if they finally created their own version of SESAME STREET, but 
because we had it far enough along I suspect they carried it on. 

Q. In 1976, you were awarded a Senior Fulbright Fellowship to conduct a seminar in 
Peru on the use of education and audio-visual media.  This was your fourth trip to 
Peru.  This is the one we just discussed? 

A. Yes.  
Q. What prompted your interest in Peru, and South America in general? 
A. We’ve already covered some of that.  Peru, in particular, was such a beautiful 

place in 1943.  But when I returned on several other occasions the landscape had 
deteriorated badly.  For example, the Plaza de Armas, and the Plaza de Bolivar 
where there were beautiful gardens at one time, were shabby and run down. 

Q. Tape 2, side A.  I interrupted you.  You were talking about Peru and how it had 
changed. 

A. The changes were social, political, and environmental.  For example, when I first 
went up to Cuzco and then on to Machu Picchu, the “lost city of the Incas” you 
could go only so far by train, then you had to walk the rest of the way up the 
mountain. 

Q. What was the city?  (Cuzco was the capitol of the Inca Empire.  Machu Picchu 
was the ancient Inca city discovered by Hiram Bigham in 1911.)  It was very 
dramatic, high in the Andes, often above the clouds and with no one around 
except a few fellow travelers.  But when I went back the last time, the railway 
took us down the Urabamba Gorge to the base of the mountain, then a bus took us 



to the top where there was a bar, a tourist lounge, and a lost of tourists milling 
around.  The mystery and the charm was gone. 

Q. Was that in the 70s that you saw the change? 
A. Yes, in 1976.  All over the world historic places are being overrun by tourists. 

There’s hardly a place where you don’t see a tourist bus full of Senior Citizens.  
You can see them in the Alps and in Siberia – wherever you go.  It’s a product of 
travel agencies, and it has made visiting anywhere in the world easy. 

Q. When were you appointed to the Board of Trustees of the American Film 
Institute? 

A. In 1975. 
Q. You’ve had a very close relationship to Hollywood and the film industry. 
A. Let’s go back to the American Film Institute for a moment.  I was a member of 

the Board of Trustees for eight years and in 1997 was elected Emeritus Trustee.  
Just yesterday I got a request to contribute to the selection of films to be shown by 
the AFI in the coming year under the title: “The Most Thrilling Films of All 
Time”!!  Whatever that means!  Anyway, in my association with the AFI I came 
in contact with Alfred Hitchcock, Charlton Heston, George Stevens, Frank Capra, 
and others. 

Q. Will you discuss your experiences and relationship with these people? 
A. Heston was Chairman of the Board at that time, and I got to know him pretty well.  

His wife, Lydia Heston, is an excellent photographer.  As a member of the Upper 
Arlington Cultural Arts Committee I invited her to exhibit her photographs in the 
Upper Arlington Municipal Center.  Charlton also gave a series of lectures and a 
showing of one of his films (WILL PEPPER). 

Q. When was that? 
A. In Mershon Auditorium on April 29th and 30th, 1997.  When Frank Capra came 

here to lecture to our students, I made a short film about his career during World 
War II, and how he produced the WHY WE FIGHT (its title) series.  I 
interviewed him on film about that work.  I also made a film with George 
Stevens, the director of SHANE, and GIANT during the time he lectured in the 
Department of Photography & Cinema.  I know George Seaton very well since he 
was a friend of our family in California.  He directed MIRACLE ON 34TH 
STREET, THE BIG LIFT, COUNTRY GIRL, and AIRPORT.  (Hollywood 
persons who lectured to our photography and cinema students included Robert 
Wise who edited CITIZEN KANE and directed of THE SOUND OF MUSIC and 
THE WEST SIDE STORY; Franklin Schaffner, director of PLANET OF THE 
APES, and PATTON; screenwriter Faye Kanin, President of the Academy of 
Motion Picture Arts & Sciences; Robert Pirosh, writer of BATTLEGROUND; 
Carl Foreman who lectured here as the writer of HIGH NOON; Egyptian director 
Yousef Chahine; Peter Watkins, British director of THE WAR GAME; Robert 
Redford, and other actors and actresses.)  Of course, Capra, Stevens, Schaffner, 
Foreman and others are dead and my Hollywood connections are dying out. 

Q. Do you have any observations about – just in general – about these people being 
so successful in the motion picture industry? 

A. It’s a very difficult industry to be in.  Hollywood has been described as a place 
where the definition of a “friend” is “someone who stabs you in the front,” or a 



place where marriages last for twenty minutes.  I don’t agree with the political 
views of Heston, but he and Lydia have one of the long-time marriages in 
Hollywood.  The Capra, Seatons, Pecks, Schaffners, Stewards, Eddie Cantors and 
other had lifelong partnerships.  But success out there is measured by the fact that 
you’re only as good as your last picture, and a lot of people fall by the wayside.  
Success is certainly partly talent.  It’s also who you know.  And it’s that decisive 
moment of choosing to direct a picture of to accept a role in one (that has “legs” 
ie. a potential “Oscar”).  Finally, it’s the taste of the audience; it’s what the 
audience buys.  It’s a box-office.  It’s what people want to see, like the Romans 
wanted bread and circuses.  You can’t change public image-making unless you 
change public taste (image-consumption). 

Q. Hollywood is perceived as a trend-setter.  Would you say, if I understand you in 
what you believe, it isn’t setting trends so much as going with the trends and 
having the ability to project what the next trend is, and speaking to that with 
production. 

A. Films are not made in “Hollywood” anymore.  But it’s sill the word (for the center 
of American film production) used all over the world.  In California, Burbank is 
the center of film and television production.  Films are being made everywhere – 
even in Ohio.  (To answer your question) films both reflect and direct public 
interests (research has confirmed the latter in matters of dress styles, speech, and 
behavior).  On the other hand, what are called “reality films” are  being made 
today, the subject of which are taken from (already well-publicized current 
events) like the death of President Kennedy which became JFK (a film by Oliver 
Stone which mixed fact and fiction, as Truman Capote did in his book and the 
film, IN COLD BLOOD).  Much of what is see on the screen is taken from 
happenings in society which are hot issues.  Every dramatic event encourages 
producers to make it into a movie.  Every writer of a book thinks about how it will 
look as a film.  That’s where the big money is.  But public taste is something to be 
considered.  What are people “buying” these days?  It’s a marketing problem, not 
primarily a creative one.  A independent producer may get a grant to make a 
creative film but if it is not seen by a large audience he would be hard put to make 
another one.  I think the Internet, being on the Web, makes it possible for 
independent filmmakers to produce and distribute work which will be seen by 
more people than ever before – not that they will become millionaires. 

Q. As a member of the Board of Directors, what is your role; in what sort of advisory 
capacity? 

A. It was primarily fund-raising and making decisions on who would get the AFI’s 
Lifetime Achievement Award which was given each year.  (I also served on the 
Editorial Board of the AFI’s publication, THE AMERICAN FILM, the Editor of 
which was film critic, Hollis Alpert.)  During my tenure, the Board faced the 
question of whether to move the site of the Institute and its Advanced Film 
Studies program form Greystone Mansion (a property rented from the City of 
Beverly Hills) to a former girl’s school (on 2001 N. Western Avenue in L.A., 
which was finally purchased to become their present location.)  How to raise 
money to do that, and who would get the Award were the substantial issues.  The 
Lifetime Achievement Award was a major fund-raising ceremony which also 



went out on the network.  It was also a highly political thing (in the Hollywood 
community).  Obviously, there was a great deal of input from many different 
industry sources, but you also had to get someone who would resonate well with 
the general public.  There were common problems with temperamental stars.  
Once Katherine Hepburn, after she had been selected, accepted the honor but 
refused to appear in person to pick it up.  The rule was that the recipient had to 
show up.  You had to have a “star” without which you didn’t have a “show.”  
During my time on the Board the selections were good ones, I think (among them 
Bette Davis, Orson Welles, Alfred Hitchcock, Jimmy Stewart, and Sidney 
Poitier.)  The Award ceremony was a gala affair.  On one occasion (March 9, 
1976, director William Wyler was the recipient).  At dinner I was sitting next to 
Gregory and Mrs. Peck on one side and Rosalind Russell on the other.  She was 
the girl I was in love with when I was a teenager.  And still probably my all-time 
favorite actress.  I just saw her on television in AUNTIE MAME last night.  

Q. Didn’t she have some connection with OSU?  I heard that they were trying to get 
her papers. 

A. I don’t know. 
Q. So you did enjoy that evening? 
A. It was marvelous.  The program cover was silver with a silver star on it (a replica 

of the Award).  I wanted to keep it as a memento.  On one occasion I couldn’t find 
my program.  Every time a new personality came on stage we would rise and 
applaud. As we stood up I noticed that I had put it on her chair and she had been 
sitting on it for a lot of the evening.  She had on a dress with silver sequins.  
Finally, when I slipped it off her chair I noticed it was all dimpled by the sequins.  
I that, well that’s better than her signature.  It’s hard to explain.  She was a lovely 
lady.  Very elegant.  I always liked her sense of human and quick wit. 

Q. Did she have the wit (she had) in her movies? 
A. Oh, yes. 
Q. So she was witty in her movies? 
A. She was witty and often played those roles.  She was a wonderful comedienne but 

also a very good dramatic actress.  Another memorable experience at a Board 
meeting of the AFI, was watching Alfred Hitchcock pull up in a gold Cadillac.  I 
didn’t believe in all the stories of Hollywood, but when he came along in that 
thing, and his chauffeur opened the door for him, it was just like in the movies! 

Q. What did a gold Cadillac look like? 
A. Well, it’s gold. It’s shiny.  It was one of the old-fashioned Cadillacs – a really big 

one.  He did everything in style. 
Q. No (except a handshake).  We were in a meeting for a whole morning.  It was a 

roundtable discussion dealing with how Hollywood films could be made available 
for use in film teaching programs.  We were trying to make a deal with the 
industry to access certain films to universities since the cost of renting feature 
films was prohibitive.  We also talked about how to train people for the industry, 
possibly through internships in the studios, and would directors be willing to have 
a graduate student on set during a production.  The latter was successful. 

Q. That was done through the American Film Institute? 



A. In helped.  The individual director and the individual studio made the final 
decisions.  Students from UCLA and USC, since they were the major film schools 
in the Hollywood area, were often given access to the studios.  When I was Head 
of the Cinema Department of the University of Southern California we could get 
almost anyone from the industry to come in and speak.  George Cukor, for 
example, after one of his several lectures told me: “I’ve come down here so often 
I feel I should get a degree like Albert Schweitzer!”  I finally got him to give us a 
scholarship which is still in place – the George Cukor Scholarship (in directing.) 

Q. In 1981 you received the Eastman Kodak Gold Metal, from the Society of Motion 
Picture and Television Engineers.  What was the personal significance to you of 
this prestigious award? 

A. The reason it was given was because of the production of the films on 
communication I mentioned before. 

Q. Communication? 
A. It was a series of eight films on new technologies and new media in education, up 

to and including computers.  I designed those films to be taken apart so each 
sequence, should it become obsolete, could be dropped from the film without 
destroying the (continuity of) the rest of it.  Or, you could also take segments 
from different films and re-splice them the way you wanted them (for your 
specific use).  The rule, at that time, was don’t cut the film.  That was particularly 
the librarian’s concern:  Don’t tear pages out of a book and don’t cut anything out 
of a film.  So I had (the laboratory) print numbers along the edges of each film 
with an abbreviated title and footage number, so if you didn’t have the equipment 
to look at it on a viewer, you could just read those numbers (so you could replace 
the segment you removed).  Also on the edge of the film was an abbreviated title 
of the whole film.  You did not need a mechanical splicer.  The excerpted 
segments could be manually joined with perforated tape (which could also easily 
be removed for re-splicing without losing a frame of the film).  Each set of the 
films was accompanied by a user’s manual with the code numbers and 
descriptions of each sequence (and multiple possible combinations in which they 
could be assembled to cover a variety of specialized topics).  We sold many 
copies of these films to educational institutions and instructional technology 
departments.  Several follow-up studies showed that the films had been used in 
exactly that way.  But while this design for random-access was ahead of its time 
(the reason for the Award), its technology was still photomechanical.  What was 
lacking was electronic imagery and computers which soon appeared after the end 
of the project. 

Q. In 1968, you received the Distinguished Achievement Award from the Central 
Ohio Community Film Association, and in 1988 the OSU Distinguished  Service 
Award. Of your many awards and recognitions which are the most meaningful to 
you, and why? 

A. (In 1966) I also received the Distinguished Service Award from the Academy of 
Television Arts and Sciences.  (And in 1987 was elected an Honorary Member of 
TBDBITL because of the many films of the Marching Band I shot during the 
early days of Eugene Weigel, Manley Whitcomb, Jack Evans, and later directors 
of the football game shows, including two performances at the Rose Bowl.  I 



remain possibly the only banjo player ever associated with The Best Damned 
Band In the Land).  Such service awards are appreciated because they are 
presented by professional people who know your work and respected it.  But 
without question the (Distinguished Service Award) from Ohio State University is 
the most meaningful to me because it recognized that I had been doing something 
for a cause – which was the promotion of that institution.  Without Ohio State I 
wouldn’t have had a college education, partly because of the financial situation of 
my family (during the Depression years).  The federal program, the National 
Youth Administration (NYA), made it possible for me to enroll as a freshman, 
and because of the happy circumstance of having some fine teachers at Ohio State 
the whole experience influenced me deeply to the present day.  One of these was 
Edgar Dale, one of the very few pioneers in the field of what was then called 
“audio-visual education” and later it was called “instructional technology”.  I. 
Keith Tyler was an international expert in broadcast education, radio and 
television.  Among the teachers in my other major – history, were Edwin Pahlow, 
whose book MAN’S GREAT ADVENTURE was very influential in my thinking.  
In 1940, he arranged my first experience as a substitute history teacher in a small 
country school (Rushville) near Lancaster, Ohio.  William McDonald taught me 
to love ancient history.  I took every course he gave.  And when I was invited to 
Greece to lecture at the Stavrakos School of Cinema in Athens (1995), and saw 
the Parthenon for the first time, Prof. McDonald’s lectures echoed in my memory.  
Henry Sims, a distinguished gentleman with a great Southern accent, taught 
courses on “The War Between the States,” and “Reconstruction.”  (I remember I 
told him I was born in Virginia, but that didn’t affect my grade one way or 
another.  I still have a secret pride in the place of my birth, although I lived there 
only briefly.)  I took several courses with psychologist Sidney Pressey, the 
acknowledged inventor of the first “teaching machine” which is now on display in 
the Smithsonian.  I made a film with Pressey explaining his machine – as part of 
the Communication Series.  (Now in the University Archives.)  Other great minds 
with which I was privileged to contact at OSU were philosophers Henry Hullfish, 
and Boyd Bode; historian Carlton Washburn; Harlan Hatcher, one of the great 
English literature teachers of all time; economist Robert Patton; art historian 
Frank Roos; Walter Meiden who got me through the language exams (French and 
Spanish) for the Ph.D.  (and who gave me lessons on chess during the many 
games I lost to him at the Faculty Club); and Homer Carey Hockett who 
impressed me with his learned and demanding course on the Constitutional 
History of the United States.  (I still consult his text on the subject.)  The former 
Chairman of the Department of Photography, Professor F.W. Davis, who went by 
the name of “Bill” because he didn’t like his first name which was “Francis” was 
a mentor and great help to me over the years.  He and his family were also close 
friends of the Wagner family. 

Q. We were talking about the awards and I think you identified what one was most 
meaningful. 

A. Yes.  The Distinguished Service Award from the institution that gave me all those 
opportunities.  



Q. Do you have anything else to say about any of the other recognitions that you 
received? 

A. I have an Ohioana Library Award for some of my writing (1985).  A few of my 
films have received national and international awards. 

Q. You were Chair of Photography and Cinema for many years which we talked 
about.  You saw the end of that department.  Would you discuss the factors and 
your views about its demise?  I think you’re covered some of that already.  We 
talked about the changing times, the fact that… 

A. Yes.  The department was in internal disarray which  resulted in overturning 
Chairpersons regularly.  A (scholarly) attempt to get diversity in the faculty, it 
turned out that cross-currents of political, social, (and aesthetic) differences 
sparked controversy inside the faculty itself as, I’m sure, was true of other 
academic areas during those years.  There were still elements in common, but 
there was also a feminist representation, a left-wing (non-Communist) element, a 
very conservative element, and differing aesthetic and social philosophies of 
photography and cinema.  (Theoretically, this should have provided the rich 
intellectual, aesthetic, interdisciplinary, and international environment originally 
intended as the department developed its B.A. and M.A. programs.) 

Q. What period did this come together? 
A. It was in process maybe three or four years before the department was 

discontinued. 
Q. Which was in…? 
A. 1991.  There were internal problems, but also the field was changing, so you had 

people who were primarily concerned with computer imagery, with the social 
impact of photography and films, others only involved with these media for the 
art’s sake, still others interested in the documentary forms.  The complexion of 
the department was changing.  In the meantime, other departments became 
involved in photography and film studies.  The German Department was teaching 
the German film.  The Department of English was teaching cinema a literature.  
(The French Department had a strong program in the French cinema.)  It was felt 
by some that photography and cinema should be taught in the Department of Art.  
The College of Engineering set up its own production unit following the demise 
of the Department of P&C.  The very university of film and photography (in 
practice and in theory) affected several other disciplines on campus. 

Q. And the big factor in this is what you said earlier.  When equipment, the 
technology made it possible to be less than expert in how to use it. 

A. Yes, but equipment for film, in particular, and for video and computer systems, 
was very expensive.  To provide students with new, hi-tech equipment made us 
probably the most expensive department in the College of the Arts with the 
possible exception of Theatre and Music.  In the College of Engineering there 
were other more expensive departments, but in the College of the Arts 
photography and cinema was a burden. 

Q. And you were no longer allowed to do the supplemental work that helped you to 
fund…? 

A. No.  The University Business Office discontinued that. 
Q. Did they give a reason why 



A. I wasn’t privy to that.  I know that an accountant came over and went through the 
books.  I was Emeritus at the time so I wasn’t centrally involved.  I suppose there 
was some justification for seeing it as non-economic to support (a production 
staff) when other departments were doing their own work with their own 
photographers and laboratories.  It was also probably, in some cases, less 
expensive to send work out (to a professional lab.)  Yes, we lost that financial 
base, and when the department was discontinued (and staff members were 
dismissed, most through “early retirement”), the faculty could opt to join another 
department should they be accepted by that faculty.  The Department of Theatre 
seemed to be the next closest thing to cinema, and I was invited to become a 
member of that department along with two other P&C cinema faculty members.  
One of our film faculty went to Art Education, another cinema person went to the 
Department of Art along with two of our photography faculty members.  That was 
the split.  At the time, the Department of Theatre was planning to develop a 
program in film, but after developing a curricular pattern relating cinema to 
theatre, the University would not support it financially.  Again, the economic 
factor was strong.  There were also political factors, of course.  Finally, only one 
member of the former cinema faculty remains active in the Department of 
Theatre, and he is doing mostly video work. 

Q. What has brought the most satisfaction in your professional life?  You had many 
achievements, many recognitions. 

A. Looking back on a few of the films I made, I find them o.k.  And the students, of 
course, some of whom made a mark for themselves and kept in touch with me 
over the years.  One is head of Eastman Kodak’s motion picture division in Los 
Angeles; another was Head of Media Studies at Fu Jen University in Taipei, 
Taiwan; (another in the Film, Television, and Recording Arts division of the 
Library of Congress; and one is a film director in India.)  I sometimes get a letter 
and, like most teachers in the long run of their careers, I value these long-term 
associations – just as I expressed my appreciation to some of my former teachers. 

Q. Would you identify the films, which you referred to? 
A. I’ve mentioned three at the University (THE UNIVERSITY IN TRANSITION; 

CRISIS AND THE UNIVERSITY; CENTENNIAL).  Others include a PBS show 
I did recently with WOSU-TV (as co-producer with Cognizant Media in L.A.  I 
liked that one.  Also some short films, one on Frank Capra and another on George 
Stevens, and also several purely instructional films one of which (with Prof. Of 
Zoology John Price as advisor) was titled THE DEVELOPMENT OF A FROG – 
a microscopic study of cell division of an egg of the Rana pipens.  It was used in 
basic courses in zoology for many years (and won The University Film 
Association’s award was the best instructional film produced by an American 
University in 1951). 

Q. Which PBS film were you referring to? 
A. THE VIEW FROM MALABAR, which was aired recently on WOSU- The 

narrator was the noted stage and screen actor, James Cromwell, probably more 
recently known for his role in the film, BABE.  A very nice man.  He both 
narrated and appeared on screen for us far below scale, and the money went to 
one of his charities – a community on an Indian reservation he helps support. 



Q. And the work you did with George Stevens? 
A. And with Frank Capra.  The (interview with) Capra was taken from the title of his 

famous series: FRANK CAPRA, AND WHY WE FIGHT.  The other one was 
simply titled GEORGE STEVENS, FILMMAKER. 

Q. What do you consider your major achievements? 
A. I guess it was the establishment of the Department of Photography and Cinema.  I 

effected the change from The Department of Photography to The Department of 
P&C.  It was not an easy thing to do.  I remember the Provost, John Corbally, at 
that time… 

Q. And when would that be? 
A. I believe it was in 1966 or 1967.  I had to appear before the University Senate for 

approval of the name change.  There seemed to be a lot of skepticism.  Someone 
asked: “Aren’t motion pictures PHOTOGRAPHY?  I explained that a motion 
picture, it’s true, is a succession of still photographs put into motion.  But the way 
they are produced involves many other skills besides photography.  It involves 
writing, music, sound, actors, (and many other arts and crafts).  There was (for me 
at least) evidence of suspicion or at least disinterest in my presentation.  Jokingly, 
I’m sure, but a little painful to me, Dr. Corbally asked, “Who are you going to get 
as Chairman such a department, Andy Warhol?”  Everybody laughed.  Anyway, 
the Senate approved the change, but I know nobody took it too seriously.  It didn’t 
matter what we wanted to call the department as long as it stayed clear of 
conflicting or competing with any other academic area. 

 
***End of Tape Two, Side B*** 

 
Q. This tape two, side B.  We were talking about your major achievements and you 

were talked about the creation of the Department of Photography and Cinema. 
A. It was an innovative program because it was very interdisciplinary, and it related 

the static to the kinetic image – photography to film, and later to video and 
electronic imagery.  It was a model copied by other universities – Southern 
Illinois for example.  At that time we were probably at our peak and among the 
ten top university film departments in the country.  Even at the time of its demise 
we had more students than many other departments in the College of the Arts.  
We also had an international reputation.  One of the honors I didn’t mention was 
to be elected by an international film organization as an “Honorary Member”.  
That meant I didn’t have to pay due because of my long period of service to that 
organization (as Vice-President).  I’m the only American to have been awarded 
that honor to the present day. 

Q. And that organization was? 
A. The International Congress of Schools of Cinema and Television (Congress 

International de Liasion des Ecoles de Cinema et de Television, headquartered in 
Brussels, Belgium).  That, and other international experiences along with the 
development of the department, was the best of time.  Working in film made it 
possible for me to travel the world on somebody else’s ticket and I’ve been to 
nearly every place I wanted to go.  Making films (and dialoguing on human 
communication) were enriched for me because of my background in the 



humanities, in history particularly.  Looking at the ways the media portray and 
affect the arts and the society gave my work historical and international 
perspective.  The values I found in my own experiences were reflected in a 
curriculum, which was based on an interdisciplinary approach to photography and 
cinema studies. 

Q. Do you have any major disappointments? 
A. The demise of the Department was major, after so many years of building it.  

Acutely painful was the selling off of the collection of antique cameras and 
historic motion picture equipment and artifacts, which we had meticulously 
housed in the Ross Room.  It had been decided by Don Harris, then Dean of the 
College of the Arts, that the collection would be maintained.  I believe he actually 
intended to maintain the collection.  But without his knowledge, rare motion 
picture artifacts were sold off, illegally I believe.  It was a tragedy because such a 
collection should have been kept in Ohio – if not at the University, at the Ohio 
Historical Society.  Later, the remaining historic photographic artifacts were also 
sold.  (During my last years of my Chairmanship I was responsible for developing 
the collection and for getting Richard Ross to fund the Ross Room to house it.)  
Some of the items in the collection were from my own personal collection.  I tried 
several times to express my concern about the Ross Room collection and Rai 
Goerler was has tried to get access to the room because historic artifacts of 
importance to the history of the University remain.  We have had no response.  
(As of the date of this edited transcript the Ross Room is a conference and 
seminar room of the College of the Arts.  Feb. 15, 2002.) 

Q. Where is the Ross Room? 
A. In Haskett Hall.  The room was equipped (air-conditioned, humidity-controlled, 

carpeted, and furnished) by Richard Ross, of Ross Laboratories who was a fine 
photographer.  For many years we kept a collection of modern and 19th century 
photographs locked in that room.  But the collection was transferred to the Fine 
Arts Library – to Lucy’s Caswell’s… 

Q. Cartoon and Graphic Arts? 
A. It was formally called the “Cartoon and Graphic Arts Library,” but now it’s the 

Cartoon Library.  There is no recognition of photography (although quantities of 
movie posters, modern silver photographic prints, and Rinhart collection of 19th 
century photography, and other items of high value collected by the Department 
of Photography and Cinema were transferred to the Library because of the better 
archival environment provided in the Wexner Center.)  In May, an exhibition of 
some of the documentary photographs in the collection will be on loan for an 
exhibition, which I am curating at the Columbus Museum of Art (with Katherine 
Evans, Curator of Photography at the Museum).  Lucy made prints accessible for 
that purpose.  She was also a great help by providing access to the collection of 
tintypes, which were used in the book I co-authored with Floyd and Marion 
Rinhart, published recently (1999) by the O.S.U. Press under the title, THE 
AMERICAN TINTYPE.  The demise of the Department of Photography and 
Cinema resulted in the scattering of its physical (and human) resources.  And it 
was done in an unsystematic, thoughtless, careless way. 

Q. And that was done by the administration? 



A. It was not totally responsible.  As I said, Dean Harris was disappointed in what 
happened but it was without his knowing about it.  In the case of the photo 
collection now held in Lucy Caswell’s charge, she has no help to handle what she 
has to do.  A collection is only worth something when it’s being used, and we 
don’t have an academic program (in Photography or Cinema strong enough to 
support (the resources we have.  The Art History Department is interested in 
developing a program in the study of 19th century photography, and if that is 
strengthened maybe there will be enough academic interest to get Lucy the help 
she needs to open the collection to advanced students in the field.  (Ohio State’s 
collection of photographica is widely known to scholars in the field of 
photography, but remains one of the University’s neglected artistic, historic, and 
economic treasures).  That’s an issue for the future. 

Q. Are there any topics or questions you wish I would have raised? 
A. I’ve addressed some of them already.  You covered a lot.  You’ve drained me dry. 
Q. Sorry about that. 
A. The questions were quite good and covered essentially what I’ve been up to all 

these years. 
Q. So this is the end of tape two, side B, and the end of the interview. 
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