Ar 1'15M
3.L52
'1·3/'L

C8f·3

s. c. ,..
DEC

~ .~seAR'
2 1982

~·

PIJ\NO PLAYERS
BryanElsqm
PIANO PLAYERS RARELY EVER PLAY
TOGETHER, 75 minutes, videotape. Produced> .
directed, wdtten; narrated, and edited by Steven- . ;,
son J. Pa1fi.
;l.:a'te ,~~st Y':o/ Stevenson J. Palfi completed work on
·a do§~;lape on three generations of New
Otlearl$;:~~9',:i~Y~rs. ·Featui"ing horikey-tonk
bluesman~qttfftuts'' W asl,iil}g~~ songwiter
Allen Toussaiitt;',aQtl'ibe late~~ty '"Professor
Longhair" Byrd, also ~ferred ,t o ¥t~Fess.'' The
documentary forms a musicalbiography of the
three, each of whom had an effect oil the others' ·
careers and music, but who had never played
together until the taping brought them together.
The highlight of the program is the wake and jazz
funeral of "Professor Longhair," who died during
the taping of the program, before the planned joint
.performarl<;e occurred. What was taped, however,
is a rehearsal session between the three very different musicians which gives perhaps a better insight into their different styles and approaches.
In the program "Tuts,'' "Professor Longhair," and
Allen Toussaint talk about their lives, music,
careers, and each other while punctuating their
remarks with riffs on their pianos. Allen Toussaint,
who rarely performs for the public, performs three
of his most famous compositions: "Yes We CanCan," "Java," and "Southern Nights" for the taping
and runs his band throught a rehearsal of "Motherin-Law." "Professor Longhair," who is credited as
one of the founding fathers of rock and roll, plays
his tune 'Tipitina," named after a club where all
three have performed, as well as his composition
"Mardi Gras." "Tuts" Washington gives a wonderful
rendition of "Mr. Freddie's Blues", "Junker Blues",
and "Swanee River Boogie."
The documentary is crosscut with interviews, performances, a rehearsal session featuring all three
musicians, and culminates with a performance by
'Tuts" and Allen Toussainthonoring the recent
death of "Professor Longhair."
Q: How did you come to produce PIANO
PLAYERS RARELY EVER PLAY TOGETHER?
SP: It started out with an idea that both Eddie Kurtz
and I had based on a tradition of musical
families in New Orleans. Children learn how
to play music from their fathers or from their grandfathers and then they are incorporated into the
family band; or they may learn from their neighbors. There is a lot of public music in New Orleans
in the neighborhoods. It's not something that you
take lessons for or learn in school. There has been
a whole tradition of neighborhoods and families
which nurture musicians. Here was a situation
where there were three pianists of three generations
who had been influenced by each other. We also
thought it would be interesting to see American
Black Music from the turn of the century to the
seventies through the performance of a 75-year-old
piano player who plays honkey-tonk, boogiewoogie, and traditional jazz ('Tuts" Washington),
who also influenced a second piano player who
became an originator of a style of rhythm and
blues ("Professor Longhair"), who in turn became
the mentor for a contemporary composer (Allen
Toussaint) who has written a tremendous amount
of rock and roll ("Java," "Southern Nights,"
"Mother-in-Law," "Yes We Can-Can," "Whipped
Cream") . .
'·

Allen Toussaint is shown in a rare performance -a tribute to Professor Longhair, who died suddenly during the production of PIANO
PLAYERS RARELY EVER PLAY TOGETHER by New Orleans artist Stevenson Palfi.

Q: How did the musicians react to the idea of a
documentary?
SP: Well, we had the idea that it would be interesting to see on stage different generations of
musicians who had been influenced by each other
performing their music together, so that you would
get some sense of historical perspective. As this
idea developed, it made sense that each perform his
music one after the other. After you've seen that,
why not bring all three together on their respective
pianos to play one piece in honor of each other
and also synthesize 80 years of musical tradition.
Well, in presenting this idea to each of the
musicians they each had very different reactions.
'Tuts" Washington's attitude was that he wanted to
do it because we had become very close through
the planning of the documentary, and he felt like it
would be good for the program. At the same time
he didn't see how it was possible to do it. He
couldn't imagine how he could play with younger
musicians who play a lot of chords with their left
hand and who play rock and roll. Because, from
his perspective, a real musician was someone who
plays with a full left hand ... and he doesn't bang
away at the keyboard. Now he did have a good
feeling toward Professor Longhair because 'Fess"
used to sit at his feet, literally, when he was a
young boy and watch 'Tuts" play. Fess became his
protege. He tells a story that when Fess was too
young to get into the clubs to watch or to sit in,
they would paint a mustache on his lip and sneak
him in. As far as Allen Toussaint was concerned,
Tuts had never played with him and he thought he
was a composer and arranger, and not a performer. So he really didn't understand how he
could play with, as he put it, "these younger boys."
Fess's attitude was sure we can do it, and he was
interested in how they could do it. He was trying

to figure out which piece they might be able to
play together. Fess probably had the greatest perspective on what would happen, and it became
clear as we taped the rehearsal it was Fess who tied
everything together and made it possible. And that
makes sense because Fess was in the middle
generation, he had links with Tuts and Allen.
When he called Tuts up to try and pick a piece
they could play, Tuts explained a piece to him by
playing it to him over the phone.
Allen Toussaint's reaction to this performance idea
was that it would be interesting to do , but he
didn't see how he could add anything to what Tuts
and Fess were doing. Because Tuts comes from
a time of music that is so far away from Allen's experience. As Allen said, it was a time when cars
moved slower, life was at a different pace, and
your music rarely left your neighborhood. So he
really didn't see where he could fit in. I suggested to
him that where he fitted in was perhaps by adding
a chorus of JAVA to whatever they did . Because
JAVA is an update of traditional New Orleans jazz.
So if they played together, and he did a solo, you
could see hqw the music changed and went in a
different direction and still retained its base. But
when they played together in rehearsal, Tuts was
used to doing things his way, and he didn't leave
any room for Allen to do a solo, and Allen, being
a gracious gentleman, was not about to step on
Tuts. So that's when Fess came in and started directing the session.
Q: Your choice to tape the rehearsal was made at
the last moment and ends up being a crucial scene
in the tape because it is the only time we see them
all together, and I take it you set the pianos up
visually to follow in line generation to generation.
Could you talk about that session 7
continued on page 9

ABOUT THE COVER-- Tuts Washington is shown performing a tribute to Professor Longhair, from PIANO PLAYERS
RARELY EVER PLAY TOGETHER by Stevenson Palfi.
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Whiteside's FULL FRAME ONE-The Dynamic Diagonal
David Sloss
FULL FRAME ONE
"Did you see the colors?"
"Oh yeah!"
''There were shades of purple there for me."
"I thought I saw some yellow."
"Anybody see the red?"
-Sample reactions from a small group of people after viewing FULL FRAME ONE
North Carolina filmmaker Tom Whiteside's
animation, FULL FRAME ONE, is a black and
white film; however, after a few minutes, the attentive viewer may find it filled with color.
Although it is a silent film, it has an intrinsic
rhythm.
Through the process of direct animation, making
a film without the use of a camera, Tom spent parts
of the 1979-80 winter months scratching out the
film frame by frame, with the use of a small tool,
on 16mm black leader. He concentrated on
duplicating one diagonal pattern image over and
over. Resisting the temptation to view-his-work in
progress, he continued to work through all facets
of the process before screening it.
"I knew if I tried to make one image over and
over again that the registration would make it
dynamic because it would be moving. I knew if I
kept it black and white that the greys would be
there and that the colors would seep in too with
the projector movement."
Living in London at the time of the production
of this film, Tom was also working on two other
films, STAR AWAY FROM HOME (1980) and ON
WARDOUR STREET (1980). He joined a
cooperative filmakers' access center located a few
blocks from where he lived and used their filmmaking equipment. He learned how to operate the
co-op's printing and developing machines and
printed and developed the film himself using very
high contrast film stock. After several viewings in

"] knew if I tried to make one image over and over again that the
registration would make it dynamic because it would be moving."
Several frames are pictured from Tom Whiteside's FULL FRAME
ONE.

different rooms, Tom realized that the nature of
the color varied from screening to screening and
depended, among other things, on the color of the
room and the age of the projector lamp.
Each film viewer will see a different film even
though a part of the same audience. Although· th~
pattern is essentially the same, having the same
number of diagonal lines in approximately the
same place in the frame, we see the lines move. At
first they appear to be moving to one corner, then
another. After awhile apparent movement may be
changed at will and self-made rhythms may be
initiated.
The title of the film resulted from Tom's desire to
avoid the cartoon film and sustain one basic image:
"In cartooning you have a central image and
everything else in the frame is in relation to the
central image. (In FULL FRAME ONE) I wanted to
make the whole frame that point (where the
viewer's eye is drawn) instead of just a small part
of it."
Tom states that his basic artistic discipline first
resulted from being a classical musician: He compares an earlier direct animation film ONE TWO
THREE to a rhapsody. Improvisational in character, the film was made on three kinds of leader and
utilized other techniques in addition to scratching
such as spray painting, bleaching and drawing on
the film with permanent colored markers. He has
made a couple of films with musical sound tracks,
but never considered combining music with FULL
FRAME ONE.
"''ve never sustained a piece of music as long and
as successfully (as with FULL FRAME ONE). If you
were to put a chordal shift in the middle of that
movie, that would be a shift that wouldn't be there
now. One of the nice things about it is that it doesn't
really shift. It stays right on the same plateau."
FULL FRAME ONE, 16mm, 8 minutes, b&w,
silent, distributed by Tom Whiteside, P.O. Box
292, Monroe. NC 27559.

POSSUM O'POSSUM

Everything You Always Wanted to Know ...
Charles Brown
Blanche Boyd, a fine writer from Charleston,
South Carolina, describes in her new book THE
REDNECK WAY OF KNOWLEDGE the day when
Charleston first got television. At the ripe age of
eight, she began to see the rest of the world
through the gray glow and realized the inescapable:
Southerners were different.
POSSUM O'POSSUM, by Greg Killmaster, takes
another route but arrives at the same place. The
film is less devoted to possums than it is to what
people do with possums. It goes beyond the expected possum recipes and possums-dead-on-theside-of-the-road stories and right to the heart of
how people feel about this, North America's only
native marsupial. Yes, that's right, feel, as in "How
do you relate to your possum"?
If the thought of relating to a possum, either
well or indifferently, strikes you as strange, then it's
a safe guess you don't live in Clanton, Alabama,
where POSSUM was filmed. In Clanton, apparently
everybody has an opinion on possums (which, we

are told, is the only non-mammal in the world with
opposing thumbs). But more than that, Clanton
prides itself on being the headquarters for the
American Possum Growers and Breeders
Association, incorporated. Basil Clark, Mayor of
Clanton ('The Possum Man" to local residents), is
also the current president of the APGBA (a community always demands more from its leaders). As
Mayor Clark points out, the association's principle
duty is to register possums and issue pedigrees.
'We have the most strict and rigid qualifications
(for membership) of any fraternity or association in
existence today," says President Clark. 'The number one qualification is, you got to own property,
you got to rent preperty, or suspect where you can
get some."
Burton Mullins; the possum raconteur-emeritus
of Clanton, to whose memory the film is dedicated,
reiterates the seriousness with which the
Association considers potential members. "Now
neither one of you are Arabs, are you"? asks Mr.

Burton to the off-camera film crew. Happily,
neither are, because Mr. Burton points out that all
of the land acquired by Arabs in the United States
to date has been "prime possum lands." The
Association has taken it upon itself to alert the rest
of America to this fact, and to do its part preventing OPEC's ultimate objective, "Control of the
possum grease."
The Association carries out its civic duty in other
ways. Each year it holds a possum contest at the
county fair to select an International Champion
Possum. Auxiliary events include the crowning of a
Miss International Possum and Little Miss International Possum. "One of the [possum] judges
don't know the first thing about possum", says Mr.
Clark, also emcee of the contest. 'That's the reason
we picked him, 'cause he'll give the possum an even
break."
Giving the possum an even break, and decrying
the possum's fall from eminence is what the
APGBA is all about. 'The creature figured'
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prominently in Southern history, says Mr. Clark,
sustaining many a Southern family during times
when food was "caught, not raised." But now"Even with $10 million worth of new construction
going on at the university, there's not a single
building devoted to Possum Science or
Possumology." And, to set the record straight, "It's
possum, not o'possum. The 'o' in possum is silent,
just like the 'p' in swimming."

been reshot if production money had been
available. These technical problems cropped up
again during the "possum contest" footage, and the
finished product, with bad frames cut out, includes
jump-cuts which I found distracting. The driving
force behind the whole program is, of course, the
stories and observations of Mr. Clark, Mr. Burton,
and others, but I suspect that some of the voiceover stories were actually included so the film
would reach minimum PBS running time
requirements. The stories are excellent, but the
filmmaker just didn't seem to have enough good insert material left to cover them effectively in some
spots.

And on POSSUM O'POSSUM goes, chronicling
the great Southern tradition of leg pulling. To its
credit, the film never attempts to show all of this,
well- possumology, as a joke. And well it
shouldn't. Clanton, Alabama, is not trying to make
a name for itself or pull in tourists off the Interstate. They're just entertaining themselves the
way rural Southerners have been doing for years,
by making the most of what's around them. Apparently, what's around them is more possum than
you can shake a stick at.

POSSUM O'POSSUM is part of the Alabama Folk
Arts Series. I hope that with the warmth, humor,
and style of this film so evident, the series
producers can find a way to acquire the necessary
funds for future projects that will assure consistent
technical excellence as well.
POSSUM O'POSSUM, 16mm, 28 minutes, color
Distributed by Greg Killmaster, 700 18th Ave,
South, Nashville, TN 37203.

In spite of its delightful content, however, the
film is not without its flaws. An apparent camera
shutter problem caused some image smearing
during a few key scenes, scenes which should have

This is me with my possum (Filmmaker Greg Killmaster and
friend). Killmaster's POSSUM O'POSSUM is reviewed in this
issue.

Resources
The Northwest Film Society is currently accepting
letters of application for its Video/Filmmakersin-Schools program for the 1982-83 school year.
Residencies range from one week to six months.
Contact Howard Aaron, Educational Coordinator,
NWFSC, 1219 SW Park Avenue, Portland, OR
19205 (503) 221-1156.

The Corporation for Public Broadcasting is inviting
proposals that do not fit the guidelines of current
invitations . These proposals should include a cover
letter, project description, budget and resumes of
key production personnel, and should be addrressed to John Wicklein, Associate Director for
Cultural and General Programming,c/o CPB, 1111
Sixteenth Street NW, Washington, DC 20036.
The Entertainment Channel, a pay cable service, is
looking for existing productions and is interested in
co-production with independents who have an
established reputation. For more information contact Arnie Hibberman, The Entertainment Channel,
30 Rockefeller Plaza, New York, NY 10012.

motion picture business and other communications
industries are available from the Practicing Law Institute. Among their titles of interest to film and
video makers are Communications Law 1980($40),Current Developments in Copyright Law 1982($25), and another in their Course Handbook Series
dealing with patents, copyrights and related issues,
Current Developments in TV and Radio ($25),Legal and Business Problems of Financing Motion
Pictures ($25), and Copyright Primer($40). For
more information about additional titles or ordering, contact the Practicing Law Institute, 810
Seventh Avenue, New York, NY 10019 (212) 7655700.

CATV-7 a small but vigorous independently-run
cable station in Maine, is looking for works by Independent filmmakers for broadcast. Contact
CATV-7 196 Allen Avenue, Portland, Maine
040103 (207) 797-5065.
A variety of useful books on legal aspects of the

NEA, AFI Announce Fellowships
Frank Hodsoll, Chariman of the National Ennationally, the allocation of AFI funds to the new
dowment for the Arts, and Jean Firstenberg, Direcprogram will significantly extend our efforts to gartor of the American Film Institute, have announced . ner local support for media artists."
a, major new program to award regional
The new program will be administered by area
fellowships to film and video artists in all parts of
Media Arts Centers and will initially cover five
the country.
regional areas involving 35 states in the Southeast,
The Regional Fellowship Program in Media Arts
Southwest, Upper Midwest, New England, and the
is the fft'st in the nation to involve federal, state,
West. By the end of 1982, the program expects to
and local arts organizations in a cooperative effort
add two more regions, thus completing coverage of
to benefit film and video artists in their home
the entire country.
areas.
The program involves peer review of applicants,
According to Hodsoll, "The goal is to get finanand fellowship awards of up to $5,000 each to
cial support to film and video artists not only in
qualifying media artists. Federal and AFI comthe traditional production centers, but in all parts
mitment to the program in fiscal 1981 and fiscal
of the country. To do this effectively, we are
1982 is now $306,000, with an additional $60,000
utilizing federal funds to help leverage additional
to be added later this year to cover the two admatching support from state arts agencies and also
ditional regional centers.
from local businesses, corporations and foundaPilot efforts in regional fellowship for media artions to benefit the best media artists in a given
tists began several years ago, in the 10-state
region. In a period of tight budget constraints, this
Southeastern area through the Alabama Filmcooperative type funding is essential to furthering
makers' Co-op in Huntsville, and in f!ve states of
the work of our two organizations in assisting
the Southwest through the Southwestern Alteryoung filmmakers and the media arts field nationnative Media Project, Inc., in Houston. In the new
wide."
nationwide program, the Endowment/ AFI funds
Firstenberg added, "While the advanced media
will be channeled to designated regional media arts
artist fellowships will continue to 9perat~
centers. Support for the program is already forth~
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coming from a number of State Art Agencies: In
addition, media centers have been increasingly successful in generating additional private funds for
the filmmaker fellowship program within their
respective regions.
According to Brian O'Doherty, who heads the
Media Arts Program at the Endowment, "The
Regional Fellowships in Media Arts will seek out
creative talent instead of coaxing it into artificial
contexts, while deepening public understanding of
film and video outside traditional production centers."
Virgil Grillo, Assistant Director of the Endowment's Media Arts Program, who oversees the
new fellowship program, said, 'The enthusiasm,
vitality, and fundraising capability of these
relatively young arts organizations is highly commendable. The regional media centers have the extraordinary ability to magnetize local support,
raising dollars in an area that would not normally
assist a fellowship program at the national level."
For more information contact Florence Lowe or
Kathy Christie at the National Endowment for the
Arts (202) 634-6033, or Susan Donoghue or Patty
Pendergast at the American Film Institute (202)
828-4040.
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Interviews
Hovde Advises Independents On Editing
Susan Leonard and Nancy Yasecko
Ellen Hovde, as independent producer, director,
and editor, has worked extensively (with co-warder
Muffie Meyer) with The Maysles Brothers,
renowned documentary filmmakers. Her
collaboration with the Maysles as editor/director
has produced GIMME SHELTER, SALESMAN,
CHRISTO'S VALLEY CURTAIN (nominated for an
Academy Award), and GREY GARDENS; in addition, she edited MARGARET MEAD'S NEW
·GUINEA JOURNAL for WNET and the feature
film GILDA LIVE. Ms. Hovde is a regular producer
of creative documentary shorts for SESAME
STREET and the Children's Television Workshop,
produces films for CBS Cable, and is Project Direc~
tor of the Film Workshop at the Womens InterArt
Center in New York.
On December 11-13, 1981, the South Carolina
Arts Commission Media Arts Center hosted Ellen
Hovde for a film editing workshop as one of four
film/video workshops for Southeastern filmmakers.
Ms. Hovde as teacher/editor is exceptional, and
her rapport with the group in the exchange of both
practical and aesthetiC information was invaluable.
As one filmmaker remarked mid-way into the
workshop, "At last, I've found a role model. " The
following is an excerpt from the workshop dialogue
between Hovde and participants.

Ellen Hovde Editing Workshop
December 11-13, 1981

The Lab Original
Question: It would be helpful to all of us if you
would talk about your editing procedure.
Ellen: The first thing I do is to send the original to
the lab with a purchase order and ask the lab to
hold the original. I never want to get it back from
them until I take it to the negative cutter.
Every time you sign an original out of a lab, they
disclaim all responsibility, and whatever went on
they claim happened after it left their hands. So I
try never to let it leave there. I ask them to make a
one-light print on double perf stock because
sometimes they11 give it to you on anything they
have around. Then I send the track out and I ask
them.to print the track on unspliced, low noise
stock, 16 or 35mm depending on what I want.

Preparing the Soundtrack
Question: Could you detail considerations in
preparing the sound track?
Ellen: If I'm transferring music, especially if I'm
transferring music from a record, one thing has
come back to haunt me a million times: I decide I
want to use a piece of music, I want to take it off a
record, send the record to the transfer house, and I
say, "Make me a transfer." But I forget to say, "Lay
down a sync pulse on the quarter inch and make
the sixteen mag from that." Later if I decide to
lengthen it and make a segue in the music and I
want to have two copies because I need to repeat a
phrase, I send the record to the sound house again
but it comes back a different pitch and never
matches. If you transfer music, transfer it to quarter
inch and ask them to lay down a sixty cycle tone
on it, a sync pulse. Then every transfer that you
take from that quarter inch will be the same. It's a
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useful thing to do .

Marking Sync
Question: Could you describe your procedure for
marking sync and labeling leaders?
Ellen: First I sync it up. After I sync up the shots, I
use little gummed label dots to mark sync points.
At the slate at the beginning of every shot--not on
the very place where the slate doses because I
always want to be able to go back and check that,
but a few frames ahead of it- I put a label dot on
the picture and a label dot on the track, the same
number of frames ahead of the sync point as the
one on the picture. The dots come on sheets, and I
write out a number series on the dots before I start
so that I don't forget what my last number was. I
put H-1, H-1, T-1, T-1, so that at the beginning of
the picture there's an H-1 for head, first shot, and
the same on the track, and at the end, there is a T1 in the end of the shot, on both picture plus track.
I don't try to space out the track or the picture
with leader at that point. I just go on and sync up
the next shot, and when I'm done I go to the synchronizer. I start by putting head leaders on the
picture and track. (My rule of thumb is nine feet of
leader gets you through all of this, which I measure
by holding leader and going from my nose to the
end of my arm three times.) I splice these leaders
onto the roll of film and roll of track, and I roll
them onto the reels and stick them shut with tape.
Then I make a little mark with my magic marker
where the leader is taped to the reel. When I open
the leader up from that little mark, I know that 111
be able to see everything in this space when I put
this roll on the shelf. So I start at the mark, put
the name of the company, the name of the film,
the reel number and then leave a space to put in
the yellow code number dose to the head of the
film and write 'track, or work/pix" and then put
the same information on a leader at the end of the
reel "Head." Usually I write in black for the head
and in red for the tail, just because you can then
look at a reel and know immediately whether its
heads out or tails out.

Synchronization
Next you put it in the synchronizer and you go
through the roll, the object being to line up the HI's and H-2's etc. on picture and track. Because
almost always the picture and track are not the
same length, you will be adding leader or "fill" to
the shorter of the two to make the next sync
marks, the H-3's, come through the synchronizer
together. I always work on the lefthand side of the
synchronizer, never on the right, because I figure
that if I'm on the righthand side I'm in sync and
everything is kosher. If I'm on the left, I'm making
changes. So space it all out. (Add slug to compensate for difference in lengths of picture and mag
track.) You do this work on the synchronizer
rather than the Steenbeck because frequently the
flatbed editor slips sync. And you can be off two
frames and you won't really know it. After I've
done that and before I make any cuts in that reel, I
take down some information for my log. I write
the reel number, the camera roll and sound roll
numbers and the camera roll latent image number-

Ellen Hovde, film editor and director, conducted a workshop in
film editing for SCAC Media Arts Center.

those little numbers that are printed through on the
edge of the film. Hopefully, when you sent your
original in for printing, you asked the lab to "print
through" those latent image numbers. Write down
the first number you see on the roll, and the last.
This information is useful because these are the
numbers used by your negative matches. The next
thing I would do would be to code it.

Code Numbers
Question: What do you mean by Ncoding"?
Ellen: After you sync up and before you cut
anything, you put a mark at the head leaders about
a foot in from the first shot. At that point, punch a
hole and write "Start Code" and whatever numbers
and letters you assign the reel, like AAOOOO. Send
it to a lab that does coding or edge numbering. The
lab puts code numbers on the base side of the mag
and on the base side top edge--the dear edge-of
your double perf picture. Those numbers are
yellow numbers that are stamped on. Every sixteen
frames there's another number. They1l start
wherever you say. For a start mark you say
generally,"Start code AAOOOO" and that's where
they11 start. I always code wild sound with one let-
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ter. If it's wild, I would only have AOOOO and for
M.O.S. picture, which I'm sure you all know
means mit out sprechen (without sound). I also
use a single letter because you can't get confused
about whether it's picture or sound. So even if you
duplicate the numbers, if there's a single letter, it's
wild sound or silent footage. For sync-sound pictures with lots of footage, you work out your own
system of coding. You can start reversing some
things. You can start BA, BB, BC, CA, CB, etc.
There are certain letter combinations I don't use. I
don't like to use an E and F letter on the same film
because they usually rub off a little bit and you
look at them and think, "Well, I'm not sure if it's
an 'E' or an 'F'." Things like that you try to avoid.
So you're coded every sixteen frames on both picture and track, and provided you always label very
short trims with the nearest code number, you can
never lose continuity.
You can't ever go out of sync if you've lined
everything up properly in the beginning. You never
can get lost. If you cut a trim that doesn't have a
yellow number on it, have a page that I call "tiny
trims." Put a piece of tape on the little piece of
film, write the closest number and an arrow
whether it's heads or tails (which direction it's
going), stick it on the tiny trims page 4AA, and
you11 never lose a frame and you11 never be lost.
And without that, you really are in a position of
hand coding everything or putting sync marks on
everything and hoping that if you decide to change
it and add 25 frames that you can find those 25
frames.
Question: Does it cost much to have that done?
Ellen: It's a penny a foot in New York. I send it to
' a lab called A-1 in New York. It's a place where I
make slop prints (a print made from a print) and
they do coding also. There are other places like Du
Art and Sound One. And coding just saves you untold agony.
Question: I write the edge numbers on the mag
sometimes.
Ellen: The latent image numbers, the little tiny
ones. Yeah. Well, you end up hand coding.
I make a fairly detailed log. I like to make it
myself rather than have someone else make it for
me, simply because it's a way of really paying attention to the footage. And I'm likely to say, since
I now have nice yellow code numbers, "From code
number AAOOOO to 0068 there's a long shot of the
cowboy riding into the sunset." I put both the first
and last down on my log as well as the shot
description, because if I suddenly have a feeling
that the shot should be extended a foot, I can go to
my log and see from the numbers that there isn't
another foot. That saves me from putting the reel
up and taking a look. It's just another way of
saving a little time.
It's very nice, if you can have someone do transcripts but you must try to get someone who is
willing to make the effort of understanding the
track. And I've done a lot of films and not had
transcripts. Then I just go by my log.
Queston: That could help a lot. So the log might
indicate the subject matter or maybe a beginning
phrase ...
Ellen: Yeah, and probably the last thing that happens. If it's a scripted film you would want to
know exactly how much of the action is in the
shot.
Question: Is this where you might note your first
impression?
Ellen: Yeah. I might say, '-Her best reaction is in
this shot." Then I guess I would swallow hard and
start cutting.
Question: Do you make a paper assembly?
Ellen: I have done that. It depends on how confused I am. Or how much of a process I'm trying
to get across.
Question: Particularly if you have the transcript,
you can make a paper assembly ...
Ellen: Right. Absolutely. Cut the transcript. Xerox
your log and cut it apart and put them in some
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kind of order. Then try that with the film.
Question: I have transcribed everything and I
didn't have these code numbers but I wrote down
the feet and frame of each shot's beginiting.
Ellen: Yeah, but the minute you cut it shorter, it's
of no use to you. How do you find the trim?

Location/Event Log
Question: Ellen, if I remember right. .. peeking in
one of your editing rooms once, it seems like I can
remember big pieces of brown paper. Why don't
you talk about that?
Ellen: I put up big pieces of brown paper. You
might take so much space for one reel and with a
big black magic marker put the reel number, the
code number, and the sequences that are in that
reel. You11 find a way of describing those things,
as we all do, known only to you and your crew. It
doesn't make much sense to anyone else but allows
you to look at the wall and know that if you want
to cut a certain shot, you don't have to look all
over the place. That will tell you exactly where the
material is at all times. You can just go for it very
easily. _
Question: Just a description of the shots and where
they can be found?
Ellen: Yeah. And it isn't that detailed because you
can always go to the log. It's more a description of
which locations or which events are on the roll.

Film Storage Boxes and Trims
Question: How do you match all this paper information to what you put on your roll storage
boxes, and how do you use boxes?
Ellen: I usually use tape color codes on boxes. 111
choose a color for a sync work print and track. 111
choose another color for wild sounds, a third color
for MOS picture and if I have (which I try never to
have) original in the room, that will have a special
color. And I have the reel number, the code number, the name of the film and the name of the company-that sort of minimum information-and
maybe the camera rolls and sound roll numbers. I
prefer keeping it in boxes rather than in cans
because they11 stand on end on a shelf and they're
easy to carry around. They're called film storage
boxes.
Question: But be sure to get 35~m ones. If you
call up and say you're making a 16mm film, you11
get single rolls and you want always ...
Ellen: Double. You want to be able to put the
sound roll and the picture roll in the same box.
Question: Do you put the trims in the same box?
Ellen: No, I start with different boxes now. 111
probably go by sequences and say, ''This is the
dining room sequence", and I'll have outs and trims
in the same box and "lifts" in another box. (A '1ift"
is a scene that I've cut and decided to take out of
the film but I don't want to take it apart and reconstitute it so I leave it together and try desperately
to remember that if I'm looking for a trim it's
probably in the lifts because it won't be on the
reels.) The most important thing of all is to label
absolutely everything.
Question: Do you do this as you go along or is
that more an assistant's job?
Ellen: If I have an assistant, the assistant does it. If
I'm working alone, I do it. And I try never to put a
piece of film down that doesn't have a label on it
or put it on a pin that isn't labeled. And the
moment I forget to do that, I lose something. It's
just uncanny.
Question: So everything has to be reconstructed at
some point ...
Ellen: Right. And if you're really flush you have
an apprentice who will reconstitute the stuff after
you've cut the sequence and you're pretty much
satisfied with it. That person comes in, takes all the
trims off the bin and puts the reel:say it's reell-up
on the synchronizer and puts every bit of film that
isn't in your cut back where it was in the reel. If

the sound runs a little longer so your picture trim
is shorter than your sound, you11 slug the picture
out so that they're the same length, and you can
put that reel up again and look at it and it will
always be in sync.
Question: Wow!
Ellen: If you cari't afford an apprentice, sometimes
it's useful to do that yourself if you've done a lot of
cutting and you're not sure whether you made
some major mistakes and want to reconsider.
A great place for finding all your lost material is
the bottom of the film bin. When you get bored,
you can grab everything up and see what's left in
the bottom. A bin has a lot of pins, and what we
tend to do is to put a rubber band on the pin and
stretch it to the other side. That keeps the tops in
place so you pull the stuff out and don't lose more
shots while you're looking for the lost one.

Editing Table Sync
Question: Could you tell us your theories on sync
cutting?
Ellen: Sometimes because film is sprocketed, the
slate lies between two frames rather than clearly on
one frame. In that case, I put the first frame of
slate sound that I hear against the picture frame
where the slate seems together but was a little
blurry. And I put that together and look at it. If it
doesn't look right to me, I adjust it a frame the
other way, look at the closed slate again and make
a choice because you are going to be half a frame
out. But generally speaking, people don't reaily
begin to see the soft sync for two frames.
Sometimes it depends on the speaker. I think two
frames is very obvious and most people don't see
one frame out.

Up Synchronization
Question: Southerners are very hard because they
never really dose their lips.
Ellen: Usually if I'm checking sync, I try and find
nice things like doors closing or people beating
drums, but if people are speaking, go for a 'b' or a
'p' and line it up so that the first time you see the
mouth open, you put the first sound of the 'b' or
'p', then you're almost always okay.
Question: In cutting dialogue or speech, do you
look for a pause or do you cut mid-sentence or
mid-word?
Ellen: Mid-word.
Question: You don't look for a place to break the
flow?
Ellen: No, I really want the next cut to pull you
along. I'd cut right in the middle of a word just as
happy as a clam.

Flatbed Editor Sync Sound
Question: When you're assembling your tracks on
a Steenbeck, can you tell us any tricks of the trade
on that? Do you cut everything on one track and
break it down on two and three and four later or
do you do two tracks as you go along?
Ellen: Unless you want someone to talk on top of
somebody else in a dramatic scene, you can stay
on one track. It's a lot easier to stay on one track
but I almost never cut a documentary that way
because I'm always playing games with the track.
So I start out with an A and a B track and I double
up constantly so that if I have to move a scene, it's
a real pain. Still, I don't get the effect I want by
having only one track, so I lay out two tracks and
I overlap a lot. If I'm making a lot of changes in
the scene, 111 run down below that and 111 put a
dot on the next scene at the beginning, where I
know I'm going to want to be back in sync.
Probably at the other end 111 do the same, and
then between 111 just go crazy. When I get that the
way I want it, I readjust to the bottom sync mark.
continued on page 6
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Hovde----'--continued from page 5
Question: Do you cut your sound in 16 or 35?
Ellen: Sixteen. The only time I cut sound in 35 on a
sixteen picture is for music films. If you have a
complicated music track, 16 or 24 music track performance piece, I would have that mixed down to
a one track 16 for a cutting copy. Before cutting, I
go back to those yellow code numbers and code
the 16 to the 35. I then cut my cutting copy
however I want. Then I go back to my 16 or 24
track and mix it down--to 4. When we did GIMME
SHELTER, the Rolling Stones sent their engineer
from London to New York, and he mixed it down to
4 tracks, balanced the way they like to balance their
music, and we then had the freedom to balance
those 4 however we saw fit, depending on whether
it ~as a close-up of Jagger or Keith Richard or
whoever. The four tracks are then matched to the
cut work track (16mm). But you really can't work
16 tracks 35 picture with any comfort on the kind
of editing machines that are around.
If I'm having a real problem with a cut--like how
to cut two words apart--and it really, really doesn't
work and it's very important, I will have it rerecorded at 15 inches per second instead of 7% and
that gives me more space with the sprockets. Cut
them apart, and transfer down to 71Jz again.
There's another handy dandy trick which I learned
from a wonderful sound editor: sometimes you
want to make a loop and you can't quite get it.
You can't make the loop because there's some sort
of increase in level or something. No matter where
you cut it, it will not transfer. You can record that
at the sound house forward and backward and forward and backward and you can put that together
and it'll go just as smooth as anything. Makes a
very smooth loop.
Question: Can you talk about cutting your sound
tracks?
Ellen: You're going to have for sure dialogue A and
B. There's an (effects) FX 1; there's probably an FX
2; there's a music A and B, that's 6, and there
might be either an FX 3 or a dialogue C. Usually
the object is to taper sound, I mean, the thing that
people hear when they hear sound is abrupt
changes or cut-offs. Of course, styles change as
much in sound as they do in picture. You go to see
a Cassavettes picture, you see a truck going by. He
cuts in the middle of the truck and he cuts the
sound in the middle of the truck, too, and doesn't
let it fade away at all. He just assumes that you1l
go with that. 'Wham." And that has become as
much a convention as tapering everything off and
smoothing everything out. It's just another way of
looking at it.
I think that those things are really styles, and if
you decide that's your style, then you go with it
wholeheartedly. People will generally go with you.
I still like to lead with sound; I like to lead into a
picture by starting a sound a little before you see
the picture, because it seems to me that makes a
cut go by a little more easily--not always, but
frequently. I've done that a lot, and certainly when
I was learning to cut everybody was really into
that.
Question: Do you ever conform the sound track by
making a new transfer?
Ellen: I'm not sure I know what you mean. I have
certainly cut a scene, then decided to recut the
scene completely. If it's a very complicated scene,
we might want to keep a record of how we first cut
it. We1l send it out to A-1 and have them do a
slop print of the picture and we1l send the track to
a sound house and ask for a slop track copy of the
track. Then we1l just put that away and that's the
record of the way that cut went, so that should we
ever decide that we were right the first time, we
can just go back and reconstruct it. Those things
save you enormous amounts of time and allow you
to experiment ·a· lot.
.
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John Heffernan and Madeleine Thornton Sherwood in a scene from MR. PREBBLE GETS RID OF HIS WIFE, directed by Ellen Hovde
and Muffie Meyer.

Question: What I see happening more in midAmerica than the East or West coast is that some
people literally transfer all their sound twice. The
most anal aspect of this particular thing would be
to transfer all your sound twice and put your edge
numbers on three things, picture ...
Ellen: And two copies of the track.
Question: Right, and then they go back and conform the sound to the sound in the same way.
Ellen: I see. So you have a fresh track to mix with.
Question: Right.
Ellen: Oye, oye, oye.
Question: And it might or might not make any difference, but obviously there is surface abrasion after miles and miles of use.
Ellen: I'm very impressed.
Question: The other thing which I've done occasionally (mainly because I couldn't afford what
you just said to do) is I just shoot a half-inch video
off my Steenbeck screen.
Ellen: Oh, that's a great idea. I never even thought
of that. But of course you won't have edge numbers printed through to use when reconstructing the
scene.

Sound Mixing
Question: What about the use of sound mixing
sheets?
Ellen: Mixing studios will tell you how they like to
have them laid out. One studio likes to have
Narration and then the first Dialogue track and
then they give you one, two and three, four. This
is a small sheet. They have one that's wider as
well. And you can paste them together and go
across the board if you like, but the object of the
exercise is to write down exactly what the numbers
are, where your pieces_of track start and stop in
relation to each other so that any frame of picture
you know exactly what every track should be
doing. In New York, mixing studios always use
numbers which relate to 35mm, not 16, so you
have to convert all your numbers.
Question: How do you solve the problem-once
you get more than one track--of being able to listen
to the tracks?
Ellen: I tend to go over to Du Art ($30 or $40 an
- hour~ and they1l patch you· in-and you can do your

own scratch mix. I know the pots. If you don't
want to do that, you can run tracks on the Steenbeck. The most you can hear at a time on the
Steenbeck is two tracks, and if you don't need to
run the picture, you can run the third track
through the sound head and hear three at a time.
But by that time, if I'm breaking down for a mix, I
don't try to hear more than two tracks against each
other. I do try to test every track against every
other track just to be sure that the effect is what I
hoped.
Question: Could you go through the formula for
converting 16mm fotages to 35?
Ellen: Absolutely. In 16mm numbers where zero is
start, the 2 on the Academy Leader will be at 3 feet
24 frames (it always is), and the first frame of picture will be at 4 feet and 32 frames. So we can just
convert those numbers. Zero is zero so you're all
right so far. The beep comes at three feet and 24
frames in 16mm--I just take my calculator and I go
3 x 2.5 is 7.5. That is seven feet and 8 frames. I
have to add the 8 frames to the 24 frames I have
here. Eight plus 24 is 32. I then want to find out
how many 35mm feet are in 32 frames. There are
16 frames in a 35mm foot so I've got 2 more feet.
Okay? So that beep is at 9 feet in 35. Now the next
calculation is first frame of picture is at 4 feet and
32 frames in 16. Four times 2.5 is 10 feet and I
have 32 frames. That's again 2 feet in 35 so my first
frame of picture is at 12 feet in 35. And you deal
with every number like that. Your mistakes are
usually in the frame area, if you start multiplying
instead of adding or subtracting.

The Assistant Editor
Question: What is the assistant editor's job?
Ellen: They're in charge of the cutting room,
dealing with the laboratory, and handling the
footage. Often an editor doesn't even come on a
picture until the assistant has made all arrangements
for receiving the footage and getting in in sync,
coded, and even logged. They're responsible for
knowing where everything is. They're responsible
for finding the trims in under two minutes, and if
they consistently can't find the trim in under two
minutes, an editor starts being annoyed. They
generally· hand-le all the qptical work, ·if there is op-
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tical work. They do a lot of the running. On a
feature if you .have one of those real Cadillac
assistants, it's like having a butler and a masseuse
and, you know, it's incredible what a cutting room
is like if it's really run by a first-rate assistant.
They're like the head surgical nurse. They just
know far more than the doctor does and they anticipate every move that you make and make you
look good all the time. They're just incredible.
Question: So when you work with an assistant,
they're i:here all the time ...
Ellen: Yeah, unless you really need privacy, which
you're entitled to and you can say, "Please go find
something else to do," and it's perfectly legitimate
for the assistant to go out and read the Times for
an hour. They will check for mistakes if you say,
"It's noon and they've just called and they want us
to screen at 6 p.m." They will, if they have
assistants of their own, take over the reels and see
that they're clean and in sync, and in boxes and
you will simply walk out and go to the screening
room, and everything will appear in good order.
And then you'll walk out and they will take it back
to the cutting room and brea}s. it down again so
that in the morning everything's ready . They really
do all of the dirty work.
Question: Are the assistant editors you use on their
way to being editors?
Ellen: Yeah. The more interesting people are
always on their way to being somebody.
Apprentices do reconstituting and cleaning, and
they handle the film library and the storage. They
do a lot of rewinding. But all of this talk is really
for fairly large pictures. In our company, Muffie
and I are the assistant and the apprentice, and we
get the coffee, too. We're sort of a one-man band,
which is just as satisfying.

and think it is dreadful. And then you feel bad that
you've wasted your time or been stupid. You feel
stupid a lot. And it's public, you know. At least if
you're writing, you're alone. It's hard to get a thick
enough skin to be a cutter.
Question: Do you trust yourself? If there's
something that you think is right and other people
say, "No, I don't agree with that," how far do you
carry your own judgment?
Ellen: It varies, but if you really feel strongly about
it, you have to trust yourself because otherwise
you can't move. You can't cut anything. You just
sit there immobilized. So I guess what I like is to
be alone when I'm making those first decisions. I
would prefer not to have people around and allow
myself the time that I need to mess about. And once
I have it in a form that seems intelligible to me,
then I have something that I can trust, and I'll ask
for advice or for someone's opinion. Until that
time, it's very difficult. Muffie and I once tried to
cut a picture together, I mean, literally together,
sitting side by side at the Steenbeck and that, for
me, was a devastating experience because every
time I tried to follow a thought process, Muffie
would say, "Well, I think we should take that shot
away and do something else." And I lost my train

Ellen: Yes. You have a point of view, and you're
testing it against people. Frequently people will
come view the film and say, "It's real nice, but I
think that opening scene just isn't working at all
and I don't believe it and she doesn't look real."
And they11 go away, and you'll say to yourself,
'Well, is that true or isn't that true? What is really
true is that something is wrong. It may not be
what they saw at all. It may be that if you took
that scene that they picked up on and moved it
down three that it would play fine. But they picked
up on the fact that there was something not
working correctly.
Question: So that's what you're really looking for.
Ellen: What I'm really looking for is, "Are they
happy or are they not?" Sometimes it's a specific
thing. I'm not saying that their criticisms are
always off base. But you have to hold on enough
to your own ideas to feel that the criticism may be
less specific, and more that they know something is
wrong.
Question: How do you and Muffie collaborate as
editors?
Ellen: On a small film a lot of the time we simply
act as the other person's assistant because it doesn't
take that long to put it together. And once we are

Editing Decisions
Question: What you were saying about first impressions-that they're important and that
somebody else is only going to see this once .. .l'm
really puzzled by how you retain that perspective
as you look at these shots 20, 30 times and you
begin to see nuances that the average viewer's not
going to see. Do you get tired of little details or invest too much importance in other details that
really wouldn't be communicated in the final cut
version?
Ellen: It's a constant battle. It's, I'm sure, the same
for anyone who's writing or painting.
Question: Is there a point at where you look at
something and say, "Oh, I just can't see it."
Ellen: You do that. Then you invite in your friends.
But you do try to make a conscious effort to sit
back and clear your mind and say, "Okay, I've
never seen this before." And to a certain extent I
think you can do it. I know if I'm cutting and I
finish something, I will often put it away and wait
until the next morning to look at it. Because I
know if I look at it then, it'll look great to me
because I'm anticipating every cut. I made it, I
know when it's coming and when it comes I say,
"Great, there it is." But an audience isn't saying
that, so the next morning, a lot of things have happened and I've dreamt things and things look different to me and I have a much more realistic view
of it. But it still is very, very hard and you do get
absolutely attached to minute things that are going
on in the lefthand corner of the frame. It's awful.
Question: Don't you find it helps if you just kind
of get up and move away to the back of the room?
Really, it's just amazing what your eyes focus on.
Ellen: And it is why it's so good to have someone
who's involved with the film but not sitting there
all the time, so they can come in and out ~nd you
don't have to explain things to them. They know
what's going on, but they're not involved in that
daily mechanical manipulation that you are and
that you're committed to. And often you get very
defensive about it. You've spent two hours making
a C'\lt,- apd y_<m sh~w. ·it to someone and they see it

Labeled picture rolls in film editing studio from the in-progress documentary GROWING UP WITH MISSILES by Nancy Yasecko.

of thought and I couldn't follow hers because I still
willing to be patient with each other, and not jump
was holding onto a piece of a thought so that I was the other person before she is ready for comments,
completely immobilized. And I think that you do
that works fine. Then we also understand the other
person's thought process and are willing to listen
have to get it to a rough cut before you can share
the process, unless one of you is willing just to
and watch and keep our mouths shut. Because we
hang the trims and keep your mouth shut. Unless
surprise each other. Sometimes Muffie will do
something, and I'll think, "How can she do that?
someone turns around and says, "What do you
That's never going to work." And it does. And I do
think"? That is what an assistant does, and that's a
perfectly okay thing to do there. Advice is fine up
the same to her. As a collaboration, it just means
to a point but you don't want somebody who is
that you have to give the other person enough
always going to offer it. Somebody who's easy to
space so that she can get it to a point where she
turns around and says, "What do you think?" And
get along with because in a sense you're living
together for a long time so you don't want to have
after that point you don't have a right to interfere
somebody you're working with who doesn't like
with her, I think, or it'll break down and you11 get
angry. Because it's a very sensitive process. You're
Chinese food if you do. I'm exaggerating, but it's
very vulnerable when you're cutting, trying to
important to have a congenial atmosphere if you
are going to be together maybe 8 or 10 months.
work it out in front of some other person. And
Question: When you invite other people in, are
you have your own doubts. You don't need their
you .looking· f~r th.eir reactiQI)S t.o ·YQUr idea., .?. . · . · doubts.. You've got quite eH,G)lg~ t9 handle,.· .
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Jan Millsapps Named Fellowship Recipient
Jan Millsapps, Columbia animator, has been
awarded the South Carolina Arts Commission's
$5,000 Individual Media Artist Fellowship for fiscal
year 1983.
Currently a film instructor in the University of
South Carolina's media arts department, Ms.
Millsapps is also a former television
producer/directoras well as a former television art
director. She studied fine arts as an undergraduate
and holds a master's degree in English (linguistics
and film theory) from Winthrop College. In addition, she studied animation at Harvard University
and at MIT's University Film Study Center, where
she studied under Robert Breer. Ms. Millsapps is
currently working on a PhD in English and
American literature (with a concentration in composition) at the University of South Carolina.)
Says Ms. Millsapps of her work as a filmmaker:
M
I feel like one phase of my film life is ending and
another beginning. A lot of my early films were
teaching me technique and style as I was producing
them; I have made films I am embarrassed to show
and films I am proud of. Fortunately it is my
recent work that pleases the most people, including
me. My recent films seem very much like memaybe they are me, even in their imperfections.
Sometimes that can be confusing. But the point is I
can now look back at all the films I've produced
and see the development, both artistic and
technical. I feel more a sense of responsibility,
mainly to myse1f, to produce the films I care about
producing and not just any off-the-wall subject that
comes to mind. Second, now that some people are
paying attention to my work (and I find it very
satisfying), I feel much less like saying, as I used
to, that I don't care about my audience. I don't
think I will ever produce for an audience instead of
for myself, but I think I feel it more necessary that
personal statements be understood by others, that
there is something I want to communicate. That's a
real change for me."
FOLLY BEACH JOURNAL, Ms. Millsapps' most
recent work and the film on which her award was
based, is a ten-minute color film which serves as a
visual journal of her former life at and more recent
visits to Folly Beach, SC. The film is a combination
of animated and live action sequences which reflect
not only what the filmmaker saw at Folly Beach
but what she felt as well (see INDEPENDENT
SPIRIT, Spring 1982).
"It feels very luxurious to have money to spend
on film. In the past I have had to pretend that lab
bills are like utility bills, charges for necessary ser-

/an Millsapps, 1982 SCAC Media Arts Fellowship Recipient, is shown here hanging a still from FOLLY BEACH JOURNAL at her
recent show at USC's McKissick Museum (photo by William Walker) .

vices that I have to find money for in my own
pocket, that I can't make films any more than I
can live without lights or electricity."
"I will probably spend the money on the film I'm
working on now, TRUE ROMANCE. I hesitate to
describe it because it's constantly changing, but I
think it continues to be about the role romance
plays in our lives, par.ticularly the problems in

knowing what is real, and what is constructed as
fantasy. This, of course, is also a problem for
filmmakers, especially animators, a~ well as an occasional joy."
Ms. Millsapps' other films include FAMILY
DREAM, EVADNE, FACE FILM, BIRTHDAY
FILM, MAl PASSAGE, KONZERTMUSIK, PENDULUM, DENTRATA, and HEART FILM.

Alabama Co-op Announces Grant Recipients
The Alabama Filmakers' Co-op has announced
grant recipients from the grant period ending April
1, 1982. They are as follows:
Dan Bailey, Penland, NC. $2,000 to support a
16mm color experimental film AURORA, which
explores the subjective sense of movement. Its purpose is to focus on the subjective feelings and impression of movement, rather than the use of film
tci document physical reality.
Nancy Cervenka, St. Petersburg Beach, Fl. $200
to support a 16mm documentary I experimental
color film MEMORIES OF THE VINOY, which tells
the story of a once-lavish, now decrepit pleasure
palace. Interviews with the St. Petersburg elderly
contrast the by-gone elegance of the Vinoy Park
Hotel with its present-day delapidation.
· Tony Horowitz, Meridian, MS. $3,400 to support a %"color documentary video CUTTING

WOOD, which tells the story of timber workers in
South Mississippi. The video piece explores the tensions between the old-fashioned lifestyles of three
wood cutters and the increasingly mechanized
society surrounding them.
Karen Snyder, New Orleans, LA. $2,200 to support a%" color documentary video THE RISE AND
FALL OF STOOPSITTING, which chronicles an old
family pasttime and the changing way of neighborhood life. Through interviews with people telling of
their stoopsitting, the film focuses on the effect of the
loss of such neighborhood traditions.
Lee Sokol, Atlanta, GA. $2,325 to support a
16mm color experimental film AQUI SE LO HALLA
(HERE YOU WILL FIND IT), which is the story of a
man describing his faith in and obsession with
love. A blood red cape charged by a bull and a red
silk scarf appearing in and out of a magician's hands

are the symbols used as the story unfolds.
Robert Walker, Blacksburg, VA. $475 to support a
16mm color /b&w film STATUS REPORT which is a
quest for the meaning of human existence in a
technological age. The film uses the juxtaposition
of sound and image to contrast science's precision
and detachment with the "messy shrewdness" of
mankind.
The selection panel for this grant period included
Michael Fleishman, independent filmmaker and
Director of the South Carolina Arts Commission
Media Arts Center, Columbia, SC; Ted Lyman,
professional cinematographer and editor, and
teacher of film and photography at Antioch
College, Yellow Springs, OH; and Mimi Pickering,
documentary filmmaker and past director of Appalshop Media Center, Whitesburg, KY.
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Brodsky, Treadway Conduct Super 8 Workshops
Park Dougherty

Bob Brodsky and Toni Treadway, co-authors of
the "Super Serious Super-8" column in Filmmakers
Monthly magazine and a new book entitled SuperEight in the Video Age, will conduct Super-8
workshops this October in three Southeastern
cities. The workshops, sponsored by the NEA
Media Arts Program and hosting organizations,
will be presented October 22-23 at the Center for
Contemporary Art in New Orleans; October 27-28
at the University of South Carolina's Media Arts
Department in Columbia, SC (co-sponsored by the
South Carolina Arts Commission Media Arts
Center); and October 30 at the Alabama Filmmakers'
Co-op in Huntsville.
The workshops will deal with many of the same
topics as the new book: appropriate uses for Super8, a complete systems approach, clean soundtracking and mixing, transfers to video, and SuperB in the Third World.
Transfers to video are a specialty of Brodsky and
Treadway, who have engineered several which
have been broadcast. "Bob and I believe that when
used properly Super-8 is an incredible medium of
origination for quality film and video," says Treadway. "Too often it is thought of just as a tool to
teach 16mm film techniques, when it actually calls
for departures from 16mm and has its own unique
strengths and applications."
One unique feature Treadway notes is the single
system, which she says "has come of age." Single
System refers to the capability of some cameras to
record sound on the film, thus eliminating many
sync problems as well as the need for a second person to handle the audio equipment, thus reducing
an already small equipment package and leading
many people to use Super-8 for projects in remote
locations.
Treadway says the NEA funded their tour out of
recognition of the fact that there is a plethora of
serious work in the medium but a dearth of information on technique. Thus far the pair has given
workshops in San Francisco, Atlanta, Whitesburg,
Boulder, and Rochester.
For more information on the Columbia
workshop contact David Sloss at USC Media Arts
Department (803) 777-6812.

Two of John Lindquist's photographs (left, ALICIA ALONSO 1957, JACOB'S PILLOW DANCE FESTIVAL; right, FOSTER FITZSIMONS ICARUS, 1940 JACOB:S PILLOW DANCE FESTIVAL) Brodsky and Treadway will conduct a Super 8 workshop October 27
and 28 at USC's Media Arts Department (co-sponsored by SCAC Media Arts Center).

Piano Players-----__;___------------:-continued from page 1
SP: Right. We had set up the pianos that way, but
it didn't work. What happened was we had set
them up to progress from Tuts to Allen and also
had different kinds of pianos which they requested
and which made the different sound accent the different personalities and styles of play between the
three musicians. So Tuts came in and sat down at
the old upright he had wanted, with the top off,
and the hammers and board exposed. Well, Fess
had requested an electric grand, which we got for
him, but when he came in he sat down at Allen's
piano, which was an acoustic grand, and after he
played a while, he said, "I like this piano, I1l stay
here," So Allen came in and saw Fess at his piano
and he just sat at the electric, which was in the
middle. He did it in deference to someone whom he
was really in awe of--Fess. On top of which he was
really nervous because there was his master, sitting
right beside him. Allen was in the middle between
these two older men, and he didn't know whom to
turn to. But it worked out well.
Q: Technically, how did you handle the shoot?
What format? And how did you do your editing?
SP: Well originally, I decided to shoot on %"tape,
mainly because of the cost. I had talked with
•
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Mississippi ETV, and we worked out an agreement
whereby I would edit the master on their system,
and they would be the presenter to PBS nationally.
In other words, their name would be on the front
title. In the course of meeting with them, their
director of engineering became increasingly nervous
about my using %"equipment. And he told me of
the experiences that they had had with independently-produced on %", and they were not
happy with the result technically. So I told him
that there were potential problems but that was what
I could afford. A few weeks later the director of production called me and told me that they had decided
that for the sake of quality control that they were
going to let me use their 1" deck and camera,TK76, and the 2" mobile unit for the performance
sequences. Great! For me that was a beautiful
example of a very conservative engineer's concerns
paying off for an independent. Later I used their 1"
assembly system , CMX, and the 1" really helped
with the sound quality. It has a much greater
ability to record the sound produced, much more
so than%".
Q: So in the performances you were switching
cameras, similar to a live TV situation1
SP: Yes, but someone else was directing the swtiched

sections-- David Atwood, who did EVENING
WITH THE POPS for many years. He was great to
work with, and we worked very closely with the
shots and style of the performances and performers. And to make sure we got it we had a
back-up 1" system. It was not something we were
going to be able to repeat. Especially with Allen
Toussaint, because it took many, many months to
convince him to do it.
Q: How did you fund the project?
SP: The majority of the equipment was from the
Mississippi ETV station, which was a tremendous
savings, and they were a great help technically,
very supportive of the whole idea. There was also
a $15,000 grant from the Rockefeller Foundation;
$11,000 from the Louisiana State Council of the
Arts, and that money came in first, which really
helped in convincing other sources to participate. It
was seen as a vote of confidence. Also we received
$4,500 from the Louisiana Folk Arts Program,
because we taped the wake and funeral--they saw
that as very valuable from an archival standpoint.
We received a small grant,$1,000, from the
Louisiana Humanities Committee and $2,000 from
the Alabama Filmmakers' Co-op. The money went
continued page 10
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Media Artists Going Strong in South
Steve Lewis
When I began editing INDEPENDENT SPIRIT, I
knew I had a formidable task on my hands. And as
time progresses, I realize again and again how
much is going on in this region and how little space
we have to promote the work of film and video artists in the Southeast, to offer information, and to
foster a positive critical environment which will
serve to enhance the quality of the work being
done here.
This point was brought horne to me recently
during a conversation I had with a filmmaker after
the release of our last issue. One part of our
discussion centered on how the SPIRIT can
promote regional artists and their work in the
limited space provided. He suggested that we reserve
a space in the SPIRIT to mention various artists
in the region and the projects they are currently
working on. Good idea, I thought.
When I began calling artists, I immediately
became aware that we haven't the space to include
everyone at once (and in this particular case,
deadline was fast approaching) . So I decided to
begin with this issue and to continue this section
regularly. I did not reach everyone before deadline,
but I hope to reach many more people before the
next issue. Herewith my findings.
Karen Kern (New Orleans)--Currently working
on a short (S-8 minutes) "creative documentary" on
the process of a mosaic mural by artist Franco
Alessandrini which is being created for Firemen's
Union Hall in New Orleans. Having received a
grant from the Louisiana State Arts Council, Karen
is almost finished with production work and is
already doing post-production work on the piece.
Nan Robinson (Columbia, SC)--Pre-production
on Made-Up Women, a 60-rninute comedy about
women in the New South, written by Blanche Boyd
in collaboration with Cinderella Productions, as
well as Bringing Baby Home, a 30-rninute

documentary about the joys and trials of being a
new parent.
Gayla Jamison (Atlanta, GA)--'Trn in the final
stages of post-production on Koinonia (working
title) . It will be a 28-rninute documentary on the
'intentional community' founded in 1942 near
Plains, Georgia. It's portrait of 'a Christian community' based on sharing and simple living. In the
1950's and 1960's they carne under attack for their
work in civil rights and voter registration. They're
best known for their housing program, whereby
they basically take donations and non-interest
loans and build housing for low-income people."
Bob Gilbert (Columbia, SC) did the principle
cinematography and N1tncy Yasecko (Columbia,
SC) was sound recordist. Release is planned for
September, and Gayla plans to self-distribute the
film. Gayla is also working as associate producer
with Jed Dannonbaurn for Kathleen Dowdy's When
Will You Marry?. They are currently in f1mdraising stage for this feature-legnth drama, set in
Atlanta, on the theme of domestic violence.
Bryan Elsorn (Columbia, SC)--Currently Bryan is
doing research and development for a documentary
about surveillance in America, a one-hour piece
which he plans to finish by Spring 1983. In addition, Bryan is working on a film about the Winter Park Jazz Festival for cable television. Shooting
will take place in September.
Greg Killrnaster (Nashville, TN)--Greg is putting
together a documentary about two black women in
Atlanta. The women are half-sisters who have a
somewhat unique relationship in that one thinks
the other has put a spell on her and is trying to kill
her. Greg is using pinhole lenses, and the film will
be "very impressionistic" and optically printed in its
entirety. The film is expected to be approximately
eight minutes and should be finished around the
first of the year.

Park Dougherty and Bruce Lane (Columbia, SC)- Post-production is near completion on Dougherty
and Ruzicka, a twenty-eight minute documentary
about duo-pianists Celius Dougherty and Vincenz
Ruzicka. The film features performances of four
Dougherty songs by Metropolitan Opera mezzosoprano Nancy Williams, accompanied by the composer, as well as duo-performances by the two
pianists (they no longer give public performances) .
Commentary is by Celeste Holm as well as
Dougherty and Ruzicka. The film also features exploration of Ruzicka's paintings . Release is
scheduled for Fall 1982.
Stan Woodward (Richmond, VA)--Work continues on the Skylab film project, with interviews
still scheduled to be shot soon in Norfolk.
"Primarily I'll be doing a lot of copy work from
slides and color plates which NASA made during
the Skylab mission ." The film will probably be 30
minutes, but, says Stan, "If I can get into global
ecology and the importance of where we are now
in our space project, it's an hour film. " The 28rninute version of It's Grits recently w a b lJ.e u·~----~~~::;:;;~
bon at the American Film Festival . Stan is also
working on an ongoing film project called Funny
Faces.
Stan also has recently assumed his new
duties as project director for Illusion: Art and the
Moving Image at the Virginia Museum in Richmond. According to Stan, "It's going to change the
way people see and think about themselves in
relation to moving images." The media arts
education project will feature a video artist in a
fully-equipped studio on an artrnobile, which will
travel the state with "A whole circus of activities,
exhibitions, community forums, school residencies,
and demonstrations by the artists." The project will
be on the road as soon as all funds have been
raised.

Piano P l a y e r s - - - - - - - - - - - - - - - continued from page 9
very quickly, therefore it took two-and-a-half years
to raise the money and produce.
Q: The length, 75 minutes, seems awkward from a
PBS standard. How did that come about7
SP: It carne about because of my relationship with
CBS cable. Jack Willis, who is a V.P. in charge of
production/ acquisition, heard about the tape from
Allen Jacobs, who was from AIVF (American Independent Video and Filmmakers) because I had
cut together a 12-rninute sample which he had seen,
to try and raise money. Anyway, I started
negotiating with CBS, and over the course of seven
months, we decided on their buying a 60-rninute
documentary, while all during that time I was cutting the piece, and my first cut was 78 minutes or
so. Well, I called them up and told them it was
running a little longer than we had decided. After
they looked at the cut, they thought it would work
better as a 90-rninute special, which means with
commercial breaks and everything, it needed to be
about 76-78 minutes. That was perfect for what I
was trying to do with it. So it ended up as a 90minute special for CBS.
Q: So where did that leave your relationship with
.
,
Mississippi ETV7
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SP: Well, the tape will be submitted to PBS by
Mississippi ETV after CBS contract is up, which
will be in about a year and a half. When I first
talked with ETV,there was no CBS Cable or ABC
Cable, and HBO was just getting off the ground,
and I had a clause in my contract where I could try
and sell it first. We had anticipated that I could sell
it directly to PBS rather than submit it through a
station. Mississippi ETV honored that clause when
I started in with CBS. I don't think they were too
happy about it, but they honored their agreement.
We all knew something was possible, we just didn't
know how it was possible.
Q: What was your financial arrangement with
CBS7
SP: Well, I haven't really told anybody.
Q: Do you feel uncomfortable talking about that7
SP: The reason I don't talk about it is that there
are so many debts you incur over two-and-a-half
years, and even after it's done, you still have to
think about money for publicity, money for a
premiere, money to send cassettes to festivals, is
there any money to do anything with it7 And
during that two-year period, I didn't do any other
work. I was certain that if I did other work I would
lose whatever was going on in my head with the
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program, so I just kept going with it. But independent productions have sold to CBS Cable for
as little as $200 per minute and for as much as
$800 per minute. So on this scale, our sale was
toward the upper end of these figures. We did very
well.
Q: How about distribution?
SP: CBS has an exclusive for the next year and a
half for broadcast and then the tape will go to
PBS. Foreign broadcast is being done by Donagan
and Devilleie in broadcast rights there. As far as
non-theatrical is concerned, we haven't done much.
It is a little long for schools; one distributor
suggested separating it into two parts for nontheatrical sales.
Q: What's next7
SP: I have two projects in the works right now,
One with Allen Toussaint performing his most
famous compositions in his studio. That is
something we taped while doing the Piano Players
tape, and we used a bit of it in the program. The
second project is a 60-rninute documentary on
violin player Papa John Creech. I received a
$50,000 grant from the NEA, so I am trying to
raise the rest of the money which is about another
$139,000.
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SCAC Media Arts Center
Sponsors Anintation Workshop
Award-winning film animator Paul Glabicki
will conduct an intensive workshop on animation
aesthetics and structure for media and visual artists, September 24-26. The workshop will be held
at the offices of the South Carolina Arts Commission Media Arts Center in Columbia, South
Carolina, beginning at 8 p.m. on Friday, September 24.
The workshop will explore the concepts and
techniques of non-figurative animation as a visual
laguage --a language utilizing design, rhythm,
sequence, and humor, as well as a synthesis of
other art forms such as music, dance, and sculpture. The works of a number of landmark formalist
animators will be screened including Robert Breer,
Oscar Fischinger, and George Griffin.
These works and the films, production slides.
drawings, and sketches by Paul Glabicki will
provide the basis for an outline of techniques and
components in abstract animation including

Paul Glabicki's award-winning space fantasy DREAM 733
(1977) invented new techniques combining eel and cut-out
animation.

definitions and re-definitions, spatial design, optical
printing, use of sound, structure, and narrative.
Animator Paul Glabicki has produced a number
of award-winning films inventively exploring the
boundaries of live-action and animated space.
Hand tinting, optical printing, postcards, bicentennial and religious imagery, and fragments from
musicals, horror films, and horse races collide in
early films such as SCANNING and SEVENTY-SIX
·AT HOME. His DREAM 733 is an epic sciencefiction fantasy collage film, while DIAGRAM FILM
provides dynamic diagrammatic interpretations of
live-action shots, and witty glimpses of film
history. Paul currently teaches painting at the
University of Pittsburgh where he is completing the
30-minute FILM/WIPE/FILM, extending this
technique into sequences of Da Vinci-like design
seasoned with a pinch of Rube Goldberg. His
awards include Ann Arbor, Sinking Creek and the
New York Filmmakers Exposition.
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The Alabama Filmmakers' Co-op announces an
October 1, 1982 deadline for the next round of
proposals from filqt and video artists. Grants will
be made up to a maximum of $5,000 for personally
conceived film or video projects over which the
maker retains complete control of both content and
style. Production format and genre are unrestricted.
Applicants must have been a full-time resident of
the ten-state Southeast region (Alabama, Georgia,
Aorida, Mississippi, North Carolina, South
Carolina, Virginia, Tennessee, Kentucky, and
Louisiana) for a period of one year prior to the
time of application and must agree to remain a
Southeastern resident during the grant period.
Grant recipients have a period of one year in which ·
to use the total amount of grant monies.
All applicants must includeJour copies of application cover sheet. If you wish for the panel to
review other parts of your application before they
arrive for the panel meeting, include four copies of
that material also. For additional information and
application form, write or call the Alabama Filmmakers' Co-op, 200 White Street, Huntsville, AL
35801, (205) 534-3247.

"In Glabicki's FIVE IMPROVISATIONS (1979) humor and an elegant formalism collide in a mixture of DaVinci and Rube Goldberg."

INDEPENDENT SPIRIT is published by the South
South Carolina Arts Commission, 1800 Gervais
·Carolina Arts Commission Media Arts Center with Street, Columbia, SC 29201. The viewpoints exsupport from the National Endowment for the Arts pressed in this issue do not necessarily reflect the
and is distributed free of charge to media producers opinions of the South Carolina Arts Commission.
and consumers and other interested individuals and
organizations, most of whom are located in the
The South Carolina Arts Commission is a state
Southeast. Contributions pertaining to the INagency which promotes the visual, literary, perDEPENDENT SPIRIT or to the independent media forming and media arts in South Carolina. The
community are welcome. All correspondence
SCAC Media Arts Center supports media artists
should be addressed to INDEPENDENT SPIRIT,
and media arts in a ten-state southeastern region,
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Co-op Announces Deadline

which includes Alabama, Florida, Georgia, Kentucky, Louisiana, Mississippi, North Carolina, Tennessee, and Virginia, as well as South Carolina.
Both SCAC and SCACMAC receive funds from
the National Endowment for the Arts.
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