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Introduction 

This dissertation will discuss the shamanic nature of filmmaking and the extent of the metaphysical, anthropological and psychological impact of film, in all its forms.	Comment by Richards E.W.: Suggested structure format for an introduction that signposts the reader what the dissertation is about- this sometimes known as a preface in a book
Firstly, the origins of film and shamanism are investigated, and numerous parallels highlighted.  This symbiotic relationship is regarded through its interwoven practices in recorded time.  It is proposed that everything we do, say, think, or know is constructed through story, which may extend to human existence itself.
Chapter 1 looks at some of the earliest stories recorded in images, showing shaman among the first known storytellers, and how this immersive sensory experience took place and developed globally in diverse and unrelated populations, but with similar use of image and archetype.  It is demonstrated that over thousands of years the only thing that has changed about storytelling are the mediums available to create them. Comparing cave art from different continents, and the similarities in type of location and their aesthetics, as well as the content of the artworks themselves, it is evidenced that Shaman may well have been some of the first to record these stories, and they were definitely created to be viewed by third parties. This could have been integral in the development of a cross-modal language.
Chapter 2 discusses the evolutionary individual and anthropological impact of film as a medium. It also investigates whether this might be greater than previously imagined, and how attuned to this Auteur/Directors are in the creative process, whether they are ‘consciously’ aware of it, or not.  In a society where everyone can now make credible films ‘in their pocket,’ with instant access to a large audience, it examines the current status quo in relationship to film practice and delivery of past decades, to consider the implications for filmic practitioners and audiences of the future.  Considering the evidence of key texts, as well as the thoughts of Directors whose careers span several decades, it is proposed that, whether a filmmaker actively seeks to deliver a message or influence an audience, it is not only unavoidable, but potentially impacts an audience’s mood, perception and behaviour so powerfully the effects may be lifelong.  With that realisation is a directors’ understanding that regardless of (or perhaps because of) their mastery of their craft, they have assumed the role of Shaman and must quickly and carefully choose the lane from which they lead. Such is the power of the story, retrieved from the unconscious, connecting us to the cosmos, to all those within it, a ripple in the perpetual motion of evolution. With non-didactic filmmaking an established impossibility, this essay enquires as to whether for the Directors studied, is there awareness and with the enormity of expectation, in which ways are they mindful of it, and how similar is their approach to Shaman in their practice?
Chapter 3 looks at the anthropological use of story from early cave art enabling third party communication. A practice that is continued today both in the traditional manner by the Aboriginal people along their ‘song lines’, and in modern form using cinema and literature, regardless of whether the intention of record was anthropological in nature.  The practice of various directors is examined to find out whether there are commonalities in thought and process that drive their narrative, and any relationship to Shamanic practice throughout recorded time. The hypnotic power of cinema and the use and abuse of media is looked at over time, and questions whether there is a place for censorship in art, or anywhere?  Are attempts to order the chaos of content on the worldwide web a futile illusion, and if so, where does the responsibility lie for whatever impact that has on audiences?  It considers whether censorship itself is partly responsible for audience attraction to detrimental experiences and removes the ability to develop the discernment of self-censorship.  Should more steps be taken to investigate the advantages of self-regulation versus imposed censorship?  This essay begins that enquiry.





In the final Chapter, the author applies the explorations of previous chapters to a self-reflexive analysis of filmmaking while directing a documentary for the first time.  As well as gaining deeper insights into personal practice and motivations, the interconnectedness of the experiences of those involved in the production became increasingly apparent, an unavoidable congruence of state and inquiry between Shamanic practitioners and those they work with.  The personal, professional and collective impact of the ‘journey’ of filmmaking for all those involved is considered in entirety, highs, lows and downright unexpected and what new knowledge will improve future endeavours.

 Chapter 1 

The Symbiosis of Shamanism & Film
 Keywords: 	image, archetype, shamanism, proto-cinema.


Key texts:  From Cave to Screen: A Study of the Shamanic Origins of Filmmaking:  (Lila Moore)
Mental Imagery Cultivation as a Cultural Phenomenon - The Role of Visions in Shamanism:     (Richard Noll et al)
Shamanism as the Original Neurotheology: (Michael Winkelman)


‘...the Ancestors sang in Dreamtime the cosmic rhythms that give shape to the things we see, and it is the beginning right now, when a living Tiwi sings the Dream songs that continue, or are, the world. ‘— (Smith, 2009)











Image 1						Image 2
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(Halldór Smith, 2018)			Fremont People Utah - Petroglyph located in Nine Mile Canyon

I) On the wall of the cave only the shadows are the truth.        (Plato, 2017)

Shaman & story have been inextricably linked since our earliest palaeolithic recordings in pictures.  Many depict Shaman, and in many cases would have been drawn by them. (Lewis-Williams and Pearce, 2009). Although not conclusive, finding chewed datura quids in the art that covered walls of the caves of the California's indigenous Chumash people (Robinson et al., 2020), indicates the presence of Shaman, whether or not they were the artists themselves. A symbol on the walls is identical to the flower containing hallucinogenic seeds, of particular note, because in paleolithic times when most of this art was made, and the world was rich with vegetation that for hunter gatherers would be a large part of diet and other daily use, almost no plants are recorded in cave art.


 
Image 3: anon, n.d.
[image: ]   


Shaman inducing altered states of consciousness throughout history by use of hallucinogens from various sources has been recorded in multiple geographical locations throughout time, and although they did and do not always use them to journey, it was certainly common practice. Very few people are shown in cave art, but the ones that are present appear most frequently as Shamans. It is reasonable to suggest that, combined with present hallucinogens sometimes used by Shaman to alter consciousness in a journey, that they are the painters of this cave art which may depict their dream like‘journeys.’
Image 4					Image 5
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(unknown)			(Nicholas, no date)

Image 6						Image 7 
[image: ]   [image: ](Heyleena, 2019)			(unknown)	
With language 100,000 years old, and art in the Altai network of caves in Siberia, dating back a certain 73,000 and possible 100,000 years (Henshilwood and Niekerk, 2018), the nature of cave art could have been an important building block in the formation of language.  Image itself was pivotal in storytelling because it enabled not only record, but 3rd party communication, so the audience for a story grew exponentially.  But the selection of caves where these images would be painted was a deliberate choice which may have initially begun to protect art from the elements, but acoustics, lighting, and even the topography of the cave may have not only been a major contributor to the cross-modality aural/visual experience that is language, but was also used to create the earliest kind of animated proto cinema, which is still a cause of fascination to filmmakers today. 
Archaeologist, writer and filmmaker Marc Azéma made digital images to re-create the deliberately life-like effect of movement created by flickering fires lit in front of the split-movement paintings, believing that this is some of the earliest, and quite successful sophisticated attempts at the illusion of cinema (Azéma and Rivère, 2012).

We have come from similar places and we use those places to solidify our relationships with one another. Some of us recognize each other in the stories we tell. And when we are no longer together, we take our joined narratives with us. (Lowery (1999): (p. 26)


Marc Azema Las técnicas del movimiento y el cìne en la arte paleolítico 30 Jun 2013
[image: ]
In documentary ‘Cave of Forgotten Dreams,’ director Werner Herzog appears to agree when he mentions that certain areas of these paintings had evidence of fires lit in front them ‘They're not for cooking. They were used for illumination. You have to step in front of these fires to look at the images, and when you move, you must see your own shadow’ (Herzog Enters ‘The Cave of Forgotten Dreams’, 2011).
This means that proto cinema could have preceded verbal language, but certainly formed alongside it.  The acoustics of the cave provides both a kind of sensory deprivation and echoing amplification making the viewing more immersive, but also making a perfect aural environment for the altered state of consciousness Shaman required for journeying, something highlighted by Herzog in the film when he tells the crew to be still and listen and they hear their heartbeats echoing loudly.  Perhaps this is the sound later mimicked by Shaman for the same purpose using rhythmic drumming?
Cave of Forgotten Dreams (2011) - Official Trailer [HD]
[image: ]
Regardless of the continent in which they appear, cave art has notable similarities both in content and omission. They mostly feature animals, and many also have a narrative.  Although people and plants are notable mostly by their absence, this is probably due to not being key to the narrative, so when they do appear this is significant, and it is interesting that fantastical part-human, part-animal figures appear often also  It is often suggested that this is evidence of modern man’s capacity for conceptual thought, but it could be more factual than fictional.  In fact, since the discovery of art exceeding 100,000yrs in Aviones, it is shown that cave art was not limited to homosapiens.  As Neanderthal and Homo Sapiens existed concurrently and interbred, it is impossible to say with limited evidence whether Neanderthal were the first to attempt visual communication, (Interbreeding | The Smithsonian Institution’s Human Origins Program, 2020), but it certainly demonstrates third person communication through image that was not limited to our species.  Although the path to development of language is largely conjecture, Mithen’s ‘cognitive fluidity’ (Mithen, 1998) based on combining of concepts such as human and animal characteristics in an archetype being evidence of ‘creative intelligence’ seems farfetched on several counts.  While both are evident, one is not indicative of the other.  Zoomorphism may not have been a conscious creation, possibly arising from dreams, a place where all senses are used to conjure narratives, some life-like, some fantastical, but it is equally likely that use of entheogenics, could have caused similar distortions of multiple visual memories. Relaying this guidance using painted imagery, light, shadow, movement and sound created an altered state of consciousness (ASC) for the recipient making the experience as immersive as possible, in maybe the earliest form of proto-cinema. Rhythmic sound through drumming, music, chanting, song, in darkness, and even hallucinogens are used by Shaman today to alter consciousness for insights into their own and others individual wellbeing, path and purpose, by communicating with the ‘spirit’ of plants, animals, people and even objects.  Sound also marks a clear beginning, middle and end to their journeys. It is certainly true that many archetypes seen by Shaman throughout the ages seem to be zoomorphic in nature. It is even possible that combination of imagery represents a lack of distinction between man and beast on anything preceding a ‘physical’ image, which may itself be a construct. It is also true that while this audio/visual ‘cross-modality information transfer’ (Miyagawa, Lesure and Nóbrega, 2018) (Dizikes, 2018) is one characteristic of language, it is not dependant on it.  Modern humans with no visual references, those born blind, or with aphantasia for example, can use language to convey symbolic thought (ref). The cave would also have been the perfect sensory environment for Shaman to journey, excluding external stimuli and amplifying internal sound (Robinson et al., 2020).
Universally a Shamanic ‘journey’ is the ’intentional induction of an altered state of consciousness to facilitate individual growth or adaptive functioning in a tribal group’ (Nishimura, 1987). Most commonly this is a dream like trance in which a shaman remains self-aware and self-possessed, talking to animals and other spirits encountered in these alternate realms. Sometimes this is perceived as an out of body experience but has occasionally been demonstrated as being temporarily ‘possessed’ by spirits. It is not an unreasonable assumption that these zoomorphic figures may depict the possession of the Shaman by the spirit of one or more animals or, represent the connection formed between Shaman and animal spirit in these alternate realms and pay homage to them, (Flor-Henry, Shapiro and Sombrun, 2017). There are many ways in which we can speculate and disagree over the meaning of the pictures, even why they were made, but if for no other reason, their prolific and chronic nature shows that cave artists were intrinsically, as we are, members of the species Homo narrans: people who tell stories (Smith, 2018).

It seems the reason why art, particularly the combined multi-sensory arts of proto-cinema are precursors of language, is because art is not meant to be explained, it is meant to be experienced, and that experience requires no intellectual dissection to make itself understood quickly, and powerfully.  Although it has granted us the ability to dissect and analyse, language, by art’s side is a far cruder tool and perhaps played a part in the disconnection from ‘experience’ humankind has been coveting since. It is maybe symptomatic of the unnatural illusory experience of individuality that is being human. This theory is underlined by Mexican native, Tewa artist, Lorenzo Gonzales, stating there is “No Word for Art in Tewa Language—Only Meaning” (Nancy Marie Mithlo, 2012).  

In fact, Native American, Canadian and surrounding tribes have no word for art in any of their languages, because everything is art, (Smith 2009) so there is not a word in any of their dialects that explains it in terms of the Western concept, that art is something individual that can be separated from anything else. The perfect reflection of the illusion of human individuality.

Traditional Aboriginal healing is very much the telling of story. The narrative of one's experience and understanding is connected to the inner dialogue of the mind, body, emotions and spirit and makes the connection between the client and the healer. (McCabe, 2008)


In fact, it does not make the connection, it is the connection between all beings with each other, animals, land, ancestors and everything in this perceived reality, even connection with knowing that, however much belief in it is essential to the human experience.


The Dreaming is, first of all, a misnomer, something already hard to define then lost in translation, no native would ever use this expression unless using it as reference talking to non-natives. Worse still is dream time, because the dreaming has no time.  There is not one equivalent English word, and there are several Aboriginal words since there are several tribes, each with their own language, but it is not just the many languages that make this hard to define, because the dreaming is many things, and language aside, each person would have their own individual interpretation of what essentially constitutes spirituality (Gill, 1990). The closest translation is maybe ‘great eternal’, or reading the other way round ‘Aldjiri mund’, the ‘eternal good’, not dissimilar to the ‘one-knowing.’ The Dreaming is accessed through  ASC that often takes place through the ceremonial songs and dances, accompanied by rhythmic instruments designed for that purpose and the didgeridoo playing the vibration of whatever archetype the song is for.  It is interesting but not surprising to note that the essence, spirit or whatever word may be closest in native dialects, is without hesitation defined by vibration.  The next chapter will look in more depth at why this makes neurotheological and metaphysical sense from a panpsychist stance. Everything about journeying is metaphorical, so it is not a giant leap to consider that this practice is only magical if taken literally, and this method of altering consciousness is less mystical and more metaphysical, meaning communication with other beings and things is likely possible on a particle level, and there is plenty of scientific research that suggests that this could well be true(ref). Nevertheless, with neither geography, nor language connecting these global practices, how do the Shaman have access to shared archetypes with the same meaning, which underpins all our folktales and fairy tales through the ages?
The dreaming seems to be a panpsychist outlook typical of all other Shamanic practice in that its point is to temporarily release the notion of humanity and individuality to fully remember the one-knowing, where the answers, individuality has meant forgetting. "The Dreaming is a complete guide to life and living - it is an encyclopaedia of the world. It is not just stories - it is art, songs, dance; it is written into the land itself” as stated by Midnight Davies (Korff, 2020).
Image 10 - The Rainbow Serpent			image 11 - Seven Sister's dreaming
[image: ]   [image: ]
Understanding the dreaming gives a better chance of understanding songlines, another inaccurate anglicisation of a complex concept that is inextricably interwoven with the dreaming.
First of all they’re inexplicable [...] secondly [...] you can visualise it as pathways or corridors of knowledge that crisscross the continent, laid down over millennia. At another level, they are the knowledge system which governs all aspects of Aboriginal life and society. Margot Neale (National Museum of Australia, 2017)





While songlines are certainly tied to the geography of Australia, an oral map of co-ordinates punctuated by rock art, sacred sites full of teachings, watering holes, and other important tools to enable the incredible long-distance travel undertaken by the Aborigines. The stories learned at these points would be from the natives born there and assigned guardianship of that sacred place. Songs would be sung in in ceremony at those sites,  the ‘stories’ that mapped their path would be in other languages due to the distance travelled and the number of tribes with language unique to them, between 6-800 dialects in total (Nicholls, 2014).The markers and stories may be on the ground, but they are also in the sky, and in the dreaming.  The dreaming is where the song lines creation stories come from, and this is often misunderstood as meaning ‘the beginning of time’ because constant reference is made to ancestral teachings of the First People, but there is no chronology or construct of time in the dreaming, and creation stories are and should be, happening every day.

The Ancestral Beings are not gods, there are none in Aboriginal religions, but are themselves Dreamings. Through various manifestations and stories, they provide a moral code and models of interaction with the world around them and coded in those stories' important information for the First People regarding how to care for and survive in a particular part of the land (Nicholls, 2014).
This idea that there is spirit, which is vibrational in nature, in all things and is eternal, is similar to the beliefs and practices of Shaman around the world, and the close relationship between practitioners of (unfairly and inaccurately) named ‘magico-religious' beliefs and the natural world may be due to this.  The Navajo people call this nilch’I, or wind, another interpretation of this ‘spirit’, ‘dreaming’ or pure consciousness which exists in all things, and is something all the primordial spiritual practices can agree on (Wick, 2014). What is different is that in Aboriginal practices there is not one or two Shaman to relay this information to the tribe, the dreaming is for everyone and in line with modern Shamanism where anyone that want to practice can.  Despite a rich and well-remembered tradition of telling stories with a beginning middle and end, the Aborigines acceptance of new stories, new versions in new languages is refreshing, and embraces the notion of creation stories being a ‘Newton’s Cradle’ of perpetual motion, where no-one can remember or cares where it starts.



From a scientific perspective, matter cannot be created nor destroyed, so a panpsychist would concur that continuous entering and leaving of eternal consciousness in one form or another is perfectly plausible when considering everything is a construct of pure consciousness, or what Tibetan Buddhists call pure potentiality.
Jung (cited by Gray, 1996) said archetype has infinite presentations many of which overlap, appearing in story as human characters, like the many Greek Gods, or as animals, places, objects, and sometimes a combination of those things in the human realm, and even some from other realms.  The symbols are simply tools of interpretation that put things into human terms, or terms that can be humanly understood.  From this perspective one thing that unites the shaman of multiple cultures and global locations is ‘humanness’, aspects of which will apply to all regardless of language, culture and common practice (Gray, 1996).


Perhaps the most significant archetype shared by these globally diverse shaman, is the cave itself. Allegory of the Cave – is this story more factual than representational like the Aboriginal art? The point is it doesn’t matter.  In Plato’s ‘Allegory of the Cave’ the people in the cave were angry not just because their reality was questioned, but because accepting that realisation meant being aware that were also prisoners, having been deprived of choice and free will, that there were ‘others’ that were not part of ‘them’ and had deceived and controlled them.  Up to that point they used imagination, theory of mind and social communication to entertain themselves and navigate their reality.  Without awareness of the boundary they were free.  Plato’s cave was a construct, creating awareness of freedom, power. Control, and deceit, free will was a test.  The same can be said of the Shaman’s caves, creating the first stories with the intention of influencing another rather than for pure expression.  The dreaming is another construct, another perpetual creation story being guided by the Ancestors to make good choices through story. Where do the stories come from? The next chapter takes a look.






Chapter 2
 Filmmaking –Unconscious Creator, Conscious storyteller

‘How often have you sailed in my dreams? And now you come in my awakening which is my deeper dream’ (Gibran, 2019)

Instinct is nature and seeks only to perpetuate nature, whereas consciousness can only seek culture or its denial. (nixon, 2017)







I) “There is no physical universe without our thoughts about it” (Hunt 1996 p. 44)

Visual stories are retrieved from the sub-conscious experience of ‘non-thought’ and use universal imagery to tell the tale.  This has been accessed and interpreted globally by shaman throughout time with the aim of enlightenment for evolution, and healing of themselves and others.  Shaman are likely to be the earliest creators of (proto) cinema. Filmmakers therefore, are the inadvertent Shaman of the present day. They use sound, imagery, and ever more immersive sensory input to create and navigate complex concepts, issues and emotions in concise, almost universally accessible ways, that answer societies call for healing.  It should, therefore, be a part of a filmmaker's practice to identify these needs and set careful and guided intention before discerning what should be received on every mobile device on the planet.  Films have been blamed in the past for inciting violence, global anxiety and depression, which without being wholly dismissed, is generally regarded as mildly hysterical (Huesmann, 2007) Despite that, could this powerful medium really be having a more profound, integral impact on the psyche and behaviour of the global population than first thought?  It may be rare that violence in films incites direct violence in the audience, which makes this theory easy to dismiss, but these figures show a correlation and steep rise in violence in recent times.

Image 8 (Huesmann, 2007)
 [image: ]


II) “Curiouser and curiouser!” cried Alice. (Carroll, no date)
III) The illusion of Reality


However, the power of art and media to influence our thoughts, feelings and behaviour is not disputed, it is why advertising and marketing exist, and why data is now more valuable than gold to the corporate world.  Advertising applies a subtle, but immersive multi-media attack when it wants the consumer to buy something.  First, we are convinced that we need it, and that means pointing out a flaw, or a problem we did not know we had, until people become so insecure and paranoid about how substandard they are, that they’re desperate for the solution they (uncannily) want to sell us.  The lies are subtle, the media will not say ‘you’re fat!’ for example, but it will only show slim people being happy, they will airbrush an image to an inhuman and unattainable perfection, they make fun of others they perceive to be ‘fat’.  The impact of not directly saying it has a double bonus, it keeps attention away from the manipulation, and the silence re-enforces the shame of the suggestion.  This is excellent for sales, because there is nothing like desperation to close a deal and desperate people do not make considered decisions. This is not a new concept or insight, but it is a very good example that just by going about daily life, reading newspapers and magazines, going shopping, watching television and films, using mobile phones, social media, even surfing the internet while working, we are being constantly and powerfully influenced by the stories we hear.  With the establishment of the world wide web into awareness from babyhood onward, society became subject to a relentless daily onslaught of indirect criticism, and quite quickly there was a matching societal increase in feeling anxious, depressed, insecure and valueless with no idea why, especially when continually promised release from the torment, through new purchases.

‘Watching TV, content on mobile devices and games consoles are powerful activators of ASC involving systematic brain discharge patterns that produce interhemispheric synchronization and coherence, an integration of brain discharges across the neuraxis of the brain that produces a synthesis of behaviour, emotion, and thought.’ (Winkelman, 2004).
Combine the addictive nature of these devices, the hypnotic effect of the media and few restrictions on access, and a large audience is watching a large media presence of violence in a suggestible state, making it more ‘real’, with neuron-firing that responds to specific features of the world and that the brain uses to construct models of its environment. Representations in this sense are not things we are aware of; rather, they are parts of the machinery that makes us aware of things.’ (What if your consciousness is an illusion created by your brain? – Keith Frankish | Aeon Essays, no date). Easy to see how versions of reality are merged rapidly with no awareness of the shift. It's not mystical, it’s not magical.  From Navajo wind, Taoist Chi, Buddhist Vriya, to the Christian soul.  it is accepted within most spiritual practice that there is an energetic part of ourselves that is invisible yet tangible. Master practitioners are able to concentrate and direct Chi to create force, or release. The same concentration with Virya can regulate temperature, extensively negate the need for food or water.  It is only Christianity, from deep


Shamanic practices are often misunderstood and dismissed as ‘magico-religious’ practices, but like most things, the daily reality isn’t outside the realm of average daily human function.  Altering consciousness is intrinsic to humanity and something everyone does multiple times a day. When  reading, meditating, watching tv, or even attempting to tune out the noisy kids, so altering consciousness for a journey is not that difficult to do when practised without any other assistance.
With proof of the depth of the anthropological impact of cinema and proto-cinema, (ref)and the accessibility of technology, equipment and platforms for showing films by the general population would demonstrate that. In agreement with Achterberg (ref) that there is an urgency to further and continued study of mental-imagery cultivation, and that cinema, in its varied modern forms and permanent pocket-access, would be a defining, reflective and reflexive base for this study.
In consideration of the above point, should there be more stringent control over the accessibility of filmic forms, or would this control be better placed on the content? Shamanism requires study, practice and some natural ability, to extract and relay guidance in ways that heal, and not harm, including identifying the question that is really being asked. What then is the obligation of the filmmaker. Should restrictions be place on those creating content, on the content itself, or should that be reserve of those managing the airways?  As fast as restrictions are created new ways are found to violate them, and with the sheer scale of accessibility would that be out-running a tsunami? Self regulation will never  a precise art  but it will be nice to be locked down with.fewe friends.  This ‘visual’ processing fires physiologically whether a person is sighted or blind from birth. However, a blind person does not ‘see’ in the mind’s eye, it cannot conjure a reference it has never physically received, but it still conjures a reference.  The scenes a director (or anyone creates ) when they are telling a story, are not purely visual, that is simply one method of interpreting what is there, what is happening.  The blind person experiences the same scene in the same way, but withough they can hear how many people are there, feel the atmosphere.  Scent, music, and other sounds provide more information about the action, along with temperature, vibration, and other kinaesthetic input.  There is nothing missing from their version that is not in ours, because we do not really ‘see’ what is there physically, we are imagining it, processing our remarkably similar experiences by using the sensory input we have, to interpret the scene in ways that will be unique to us. The same parts of the brain for vision are firing, and our ‘feeling’ experience will be almost the same, suggesting that it is not image itself, but the emotional reaction to the experience, and processing thereof, that are important.  All things experienced we translate in relation to ourselves, and this accounts for any variation in responses to the same situation whether sighted or not.  So, although imagery is a favourite tool of sighted people because it provides them with so much information so quickly, both Shaman and Directors greatest value is offered not through ‘image’ per say, but through sharing a reciprocal truth of experience, which has infinite versions.  


Many Filmmakers will say when a film idea first comes they are not trying to plan, solve a problem, make a statement, or provoke an audience insight, and that is probably true at least consciously.  Yet it is unavoidably true that both shamanic journey recounts and, filmmaking. indeed, all art forms are telling a personal story to some degree.  Applying the Unus Mundus theory of Jung, the alchemists, panpsychists and Shaman alike, this alignment with our own truths by nature creates greater universal alignment with this truth, whether our individual perception of it is the same or not. This symbiosis is expressed succinctly by Ingmar Bergman regarding his creative process.




I.  If thought precedes structure, image and archetype, what preceded thought?  Explaining the unconscious

Creation is the process of unconscious experience, translated into powerfully immersive neurophenomenological experience. Story is a way of separating and structuring this experience in terms that the conscious mind can draw parallels with.

II. Why story is essential to our understanding of the world, from the stories we tell ourselves to the stories we tell others, and those we learn. There is no experience we are able to understand or share without it, and virtual sensory interfaces improve preciseness and conciseness. The possibility that all existence that we reference as ‘real’ maybe as much a construct as any other story, and why that's irrelevant. Why panpsychism and shamanism become less far fetched in light of evidence to support this theory


Wilson proposed that thought makes something happen; that thought is part of some process that results in physical form. (Wilson 1998)

Bohm believed mind and human soul are integral parts of existence, and this network of consciousness makes up the universe. He emphasized that many physicists believe this is a fundamental event beyond physics, an act of consciousness and thought



III. Shaman were the original storytellers and they are still telling stories to give people an interface to work with.  Ways in which all story tellers are artists, and all artists are shaman.. Next chapter explores the way in which this common framework allowed humans the earliest language after pure sentience and enabled 3rd party communication.  








































IChapter 3
The Reciprocal Truth – 
Story and anthropological evolution


‘Medice, cure te ipsum – Healer, heal thyself’:
 	(Luke 4:23, New Testament, date unknown)



IV) Healer, Heal Thyself
V) It is Medicine.
VI) ‘With great power comes great responsibility’. (proverb -no date)
I) Healer Heal Thyself
II) It is Medicine
III) With Great Power comes great responsibility
Cinema and its greatest claims of influence on society.  Anthropological use of cinema, according to Margaret Mead, gives a dimension that cannot be replicated in writing and is thus uniquely influential on society.  But this not a new concept, in fact it has been around since Paleolithic times when the earliest proto cinema predated language. Shaman employed image, sound, light and movement to fully immerse the audience, as they would have immersed themselves in order to access the greater consciousness (were they fictional, symbols and stories in common, who drew them?). Who would have seen them? The expansion of social impact and evolution with 3rd party communication. Brain to brain coupling, part of the hypnotic art of story-telling.  Predicates, mirroring and other hypnotic constructs that demonstrate the power of suggestion in ASC. 

1. Story is communication, and common language that allows us a reference point. Deleuzian  Difference and repetition demonstrates not just our need to tell the same stories in different ways, but our inability not to. Why story is always a reciprocal entity, even when we’re talking to ourselves.  How the media exploits that.  Social media seems to have co-incided with a boom in image obsession, a level of inauthenticity that has caused people to lose trust in others and themselves.  But after all, storytelling through the ages has involved taking on personas, suspending disbelief in order to allow full immersion and processing of the story, or has it just speeded up the process. Is social media really responsible for this change in mental health or has it just speeded up the process to the point where we aren’t able to process, learn or teach them?

2. Directors Bergman, Lynch, where their stories came from.  The less we think the more we create, back to the source.  How various practices are used to access unconscious universal vibration, and how creativity increases exponentially the better we are at it.  Each time we only feel ourselves instead of think ourselves we are released from the restrictive construct of humanity, and the freedom of return to a pure vibrational state (we are always vibrational but in this instance solely vibrational) our ground zero allows us to rapidly explore so many new experiences we dont yet have words for,  the first thing we want to do in our human construct is to frame it in a way that allows us to explore it consciously and communicate it to others.













Chapter 4 

Infinity loop – Perpetual motion of storytelling



I) Shards
My own adventure in filmmaking as an auteur director with a shamanic practise started with ASC to allow ideas sparked by something in this reality to expand into something independent of my conscious direction, the descent into consciousness, the elusive clarity in relay. Interdimensional abstraction, moving between infrared stop motion hidden dimension, and fragmented distortion of reality.  Story structure, archetype, teaching.  Is the intention correct?  
Directing my own documentary has been a steep learning curve in my filmmaking and shamanic practice alike.  Although I never actively journey on a film idea, like most of my creations it came from non-conscious thought, each element plotting points that mapped out its own territory like song lines.  The details grew in clarity over time, but the overall shape was immediately there.  I came into this programme with an interest in documentary film, it took until my graduate semester to come full circle back to this.  The idea has actually been through a couple of incarnations already, starting with some accidental footage from another project.  Very much the nature of documentary, in that you plan to shoot one thing, and often end up with quite a different product.  Filming at Swansea Pride some quick vox pops was blown away by the depth of what people told me.
II) Through the Looking Glass
Reflections: Mirror of the lake of reason. Interviewees reflect on themselves in their own stories...physically in reflections.  The puzzle spells eternity when the shard falls out of Kai eye.  Anderson is definitely talking about the soul, the 2 halves of which are re-united metaphorically in Kai & Gerda I reflect on myself as a director and my film, consider how my interest in identity and its perpetual fragmentation and re-assembly reflect my own questions of myself as a person, and as an auteur/director.  
Is the distortion I point out in others obscuring my vision and preventing clarity on my film?  Was I 
Shaman have been didactic storytellers for tens of thousands of years. The purpose is not just to provide entertainment but to provide experience, the revelations of which can be evolutionary. The most literal interpretation of the term ‘Shaman’ is ‘one who knows’, which is never better explained than through Unus Mundus concept that underpins the views of creatives philosophers and physicists alike, where the statement becomes ‘One. Who knows!’ or perhaps more descriptively ‘One knowing.’  It is the simultaneous purpose, teaching, and existence of all Shaman to temporarily release the consciousness of the human body and reconnect with the greater consciousness that surmounts human enquiry, and return with awareness delivered in whatever story form is most recognisable to the practitioner.   Modern Shaman do not (always) belong to a group, there applies to all people and all things, the only separation of the Shaman is the level to which they are conscious of it, and the skill with which they both practice and teach it.


 A journal article detailing the Maori importance and use of story using example of inherited cultural trauma, while denoting the firsthand trauma such as loss of culture, loss of language, Sotero’s innocent statement ‘...offspring are taught to share in the ancestral pain of their people’ (Sotero, 2006) is striking in that evidencing this phenomenology in the context of story being a generational healer, also highlights its ability to perpetuate suffering.  As an auteur this is an interesting point regarding discernment in recount and raises the question of whether the remembrance of suffering does indeed, provide a form of acknowledgement and a tool for understanding, or whether sooner or later this becomes a way of maintaining a state of trauma, rather than a tool for evolution by changing the stories to focus on the teaching.  Mindfulness, NLP and other similar practices of awareness highlight and provide clinical evidence of the power of the stories we tell ourselves to influence our physical and mental health, and what we believe is possible.  The power is in the belief, and belief is nothing but a thought we think over and over, and while the auteur can provide powerful influences through the representation of their own or others' beliefs, it is ultimately the recipient alone that decides how they experience it. The exception to this is response to hypnotic suggestion, where although an element of collusion exists within the subject, and in reputable and ethical settings the subject is able to make choices within the hypnotic state, including whether to return to consciousness, there are elements of hypnosis, and hypnotic states created by other means such as the immersive medium of film, that must be subliminal to be effective.  It is the level of suggestibility and reduced conscious process that make this a playground for abuse in the form of subliminal indoctrination. 
Commerce, and politics are two major platforms that have successfully used this legalised manipulation to increase and sway their audience for many years. (Lesson: The Power of Propaganda | Facing History, no date). The ethical debate arises around the subversive nature of this manipulation.  If registered hypnotherapists code of ethics agrees that the patient must be aware of, and agreeable to the suggestions that will take place, and maintain awareness at all times of their own hypnotic state, (National Hypnotherapy Soc., no date) then why does a scientifically established form of hypnosis like story, most especially through film not ethically require the same warning of hypnotic induction?  Censorship is a difficult thing to maintain where identity and access are easily bypassed, and it’s not necessarily the correct response to the boom in media creation and access, but the industry and society both should consider pre-viewing warnings of the intensity of the experience they are about to enter.
Bergman himself believed that going to the cinema was a form of hypnosis, likening sitting still and staring at a screen to hypnotist requests to stare fixedly at a bright light (Moore, 2019)


Bergman said of ‘Persona’, that it began with an image from the nothingness that kept returning, but he refused to work on it until he had something to say.  Without the story he refused to make the film, saying “Picture making is some sort of responsibility” (Bergman and Cardullo, 2009)


“…and especially I was very afraid of death…of course I still think very much about death, but after that picture it’s not an obsession anymore, I just live with it. So that picture was a good medicine…” 
Ingmar Bergman (Melvyn Brag interview 1978) https://www.youtube.com/watch?v=CLVLKQ8Nh_A

Ingmar Bergman’s answer to the question, where did his ideas come from was:

 ''I love to sit in a chair and look out the window and do nothing.”' (Quoting Bergman AP, 1981)

In Bergman’s films he has explored all his deepest fears, but his characters greatest fears are the one he most gaurded but never relaised, the inability to actualise their  (Tupitsyn, 2019)

This universe is not the reality, this universe always makes sabotage to your dreams, so you 	have to take details of your reality and put them into your (film) universe…this universe is, of 	course very limited, but if it’s the right construction of it, it will be the perfect mirror of the reality 	around you. Ingmar Bergman
 (Melvyn Brag interview 1978) YouTube https://www.youtube.com/watch?v=CLVLKQ8Nh_A



.







"The Hole Is So Deep and So Bad; The Donut Is a Beautiful Thing." – David Lynch 
(Eyes On Cinema, 2015)
for Lynch, consciousness is ubiquitous in nature, meaning that the universe at large is conscious.
   ”keep your eye on the donut, not on the hole.” (David Lynch on Creativity, Meditation, and Inspiration, 2020)



Lynch
“…painting lead to wanting to do a moving painting with sound, so cinema to me is sound and picture moving together in time, and for me it was born out of painting.” David Lynch 
IMS Engage 2017: Lynch in Conversation with Moby


Chapter 4  
 Infinity Loop – the perpetual motion of story telling

‘Beauty is eternity gazing at itself in a mirror. But you are eternity and you are the mirror.  The Prophet (Knopf, 1923).


I) Shards 

My own adventure in filmmaking as an auteur director with a shamanic practise started with ASC to allow ideas sparked by something in this reality to expand into something independent of my conscious direction, the descent into consciousness, the elusive clarity in relay. Interdimensional abstraction, moving between infrared stop motion hidden dimension, and fragmented distortion of reality.  Story structure, archetype, teaching.  Is the intention correct?  Directing my own documentary has been a steep learning curve in my filmmaking and shamanic practice alike.  Although I never actively journey on a film idea, like most of my creations it came from non-conscious thought, each element plotting points that mapped out its own territory like song lines.  The details grew in clarity over time, but the overall shape was immediately there.  I came into this programme with an interest in documentary film, it took until my graduate semester to come full circle back to this.  The idea has actually been through a couple of incarnations already, starting with some accidental footage from another project.  Very much the nature of documentary, in that you plan to shoot one thing, and often end up with quite a different product.  Filming at Swansea Pride some quick vox pops was blown away by the depth of what people told me.


II) Through the Looking Glass



III) ‘This being Human is a Guesthouse’ (Arasteh, 2013) 
Reflections: Mirror of the lake of reason. Interviewees reflect on themselves in their own stories...physically in reflections.  The puzzle spells eternity when the shard falls out of Kai eye.  Anderson is definitely talking about the soul, the 2 halves of which are re-united metaphorically in Kai & Gerda I reflect on myself as a director and my film, consider how my interest in identity and its perpetual fragmentation and re-assembly reflect my own questions of myself as a person, and as an auteur/director.  
Is the distortion I point out in others obscuring my vision and preventing clarity on my film?  Was I depending on reflection off other surfaces too heavily.  Ending reliance on visual allowed, or created fragmentation such as the shattered mirror, as the fairytale, and re-assembly created a clear story and the location of correct candidates. If shamanic intention is wrong It feels wrong, either you cannot journey, or cannot clearly see or remember them.  When it’s right everything works and the answer is clear and detailed.  Moving between worlds where different dimensions can be seen there and nowhere else.  Archetypes:  Mirrors, reflections, distortions, projections, fragments.  Story within a story.
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