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Independent video producer Mary Perillo with Pierre. (Photo by Paula Court) Independent video artist John Sanborn. (Photo by Paula Court) 

SOUTHERN CIRCUIT 
Linda Dubler 

Linda Dubler is a film and video critic living in Atlanta. 

The following articles were written a ?out each of the 1986 Southern Circuit independent filmlvideomakers 
who toured the South in the spring and fall as part of an ongoing program that is made possible through sup
port from the South Carolina Arts Comn. ission, the National Endowment for the Arts, the Southern Arts Federa
tion and local sponsors. 

The 1986 site sponsors were North Carolina State University in Raleigh, North Carolina; the High Museum 
and IMAGE Film/Video Center in Atlanta, Georgia; the University of South Carolina Media Arts Depart
ment and The Bijou Theatre in Columbia, South Carolina; APPALSHOPin Whitesburg, Kentucky; the Capri 
Community Film Society in Montgomery, Alabama and the Contemporary Arts Center in New Orleans, 
Louisiana. 

The Southern Circuit is the only centrally organized regional tour of independent filmlvideomakers in the 
United States. For information contact Susan Leonard, South Carolina Arts Commission Media Arts Center, 
1800 Gervai.<r Street, Columbia, South Carolina 29201. (See pg. 5 for the 1987 Southern Circuit Schedule) 

John Sanborn with Mary Perillo 
Luminaire, Ear-Responsibility, Sister Suzie Cinema and other works. 

W 
hen John Sanborn began working a decade ago, the notion of 
video, as opposed to television, was still a new one. Sanborn and his 
former partner Kit Fitzgerald, were among the first video artists to 
approach the technological capacities of video not with trepidation 
but with passionate enthusiasm, and together they created a body of 

work that influenced both their fellow artists and producers interested in commer
cial applications-advertising and music/video. Fitzgerald and Sanborn's collabora
tions were characterized by a style they called "visual humming," described by 
the critic Deirdre Boyle as "a combination of the visual vocabulary of television
rapid editing, unusual juxtapositions, and special effects-with the rhythms of new 
music." Boyle compares the impact of "visual humming" with replays in tv sports 
highlights, which "focus on three or four peak moments in a game rather than the 
whole event." Not literally musical, Fitzgerald/Sanborn's tapes captured and 
distilled visual and acoustic cadences in the subjects they explored-from athletes 
competing in the win~r Olympics to the preparation of an ordinary breakfast. 

Luminaire is a departure from the staccato cutting and high-speed repetitions 
of that earlier work. Commissioned by Vancouver's Expo '86, the piece is dedicated 
to Ed Emshwiller, a painter and experimental filmmaker who explored video's three
dimensionality through computer graphics animation in his instant classic, Sunstone, 
made in 1979. In Luminaire, Sanborn and collaborator Dean Winkler draw upon 
a battery of new technologies to create an ecstatic abstract work that suggests a 
magnificent order-from primary forms and cellular structures to astral space. Or
chestrated to swelling choral music composed by minimalist musician Daniel Lentz, 
Luminaire unfolds in a stream of constantly transforming images, remarkable not 
only for their fluidity but for their amazing dimensionality. Space is utterly plastic; 
we soar through gridded forms that read "landscape," and dive into a deep ex
panse in which amorphous, stellar (or are they sub-atomic?} shapes drift by. 

A dancer, streaming light, moves against a dark, undefmed ground, and sud
denly is partnered with bright, crazy-quilt shapes. A journey down the corridors 
of an art gallery becomes a dizzying, disorienting journey, and paintings are replaced 

by three-dimensional compositions that seem windows into a blue, endlessly 
multiplying world. Sanborn and Winkler's vision is of a harmonious, almost divine 
interweaving of art and technology, and the explosion that ends the piece signals 
the beginning of a new cycle of creation. 

Ear-Responsibility doesn't share Luminaire's quality of transcendent awe, but 
the work has a similar delight in transformation. Like Sister Suzie Cinema, it was 
produced by Mary Perillo. Here, percussionist David Van Tieghem unleashes his 
unique capacity to convert dumb, pedestrian objects into musical "instruments," 
in an urban parable about awakening the imagination and releasing its playful 
power. Van Tieghem's approach to music is radically democratic-not only are all 
people potentially pedormers, but all things await discovery as vehicles for 
expression. 

Sister Suzie Cinema combines the pedormance aspect of Ear-Responsibility with 
the polish and visual fireworks of Luminaire to evoke the ephemeral fantasy that 
is Hollywood. First produced as an off Broadway theater work in 1981, Sister Suzie 
Cinema was pedormed by the do-wop group 14 Karat Soul on a simple set- the 
singers stood on an airplane wing on an otherwise bare stage. Sanborn approached 
write1· Lee Breuer with the idea of adapting his drama and Bob Telson's music 
for video, and together they fleshed out a completely new visual design for the piece. 
With Sanborn directing and Mary Perillo producing, Sister Suzie Cinema became 
a lush, apparition-filled enchantment. 

The spell-like recitations of the singers, full of longing for escape and salvation, 
conjure up a luminous figure-Sister Suzie herself, in an Annette Funicello wig and 
pristine ballerina-style dress. Under the projector's blue beam, space and time 
become infmitely mutable; we time-travel back to 1953 for a hymn to Natalie Wood, 
find ourselves airborne watching an inflight movie, then join 14 Karat Soul on the 
wing of the plane as cartoon-stylized planets and stars fly by. Sanborn spins an 
extravagant dream-world, but one that's unmistakably, intentionally artificial. Sister 
Suzie Cinema while indulging nostalgia, returns us again and again to the frustra
tion of unconsummated yearning. The stars of Sister Suzie-Annette and Natalie 
and Veronica Lake and Dolores Del Rio-are lily white icons of sublimated sex
uality, whose romantic conquest by black male movie dreamers represents the 
ultimate in unattainability. 0 .. 



Billy Woodberry 
Bless Their Little Hearts (1984, black and white, 87 minutes). 

Directed and produced by Billy Woodberry. Screenplay and 
cinematography by Charles Burnett. Edited by Billy Woodberry 
in consultation with Alan Kondo and Tom Penick. Additional 
camera: Patrick Melly. Sound: Richard Cervantes. Starring Nate 
Hardman as Charlie Banks and Kaycee Moore as Andais Banks; 
the Banks children played by Angela, Ronald and Kimberly 
Burnett. Music by Archie Shepp and Little Esther Phillips. 

B 
lack independent cinema dates as far back as the early 
part of the 20th century, but it's only in recent years that 
black filmmakers' achievements have begun to receive 
recognition. Along with the "discovery" of historical 
figures like Oscar Micheaux, who directed silent features 

designed to respond to what scholar Thomas Cripps calls "the ar
tistic and mythic needs of a black audience," there's been a 
blossoming of creative film production by black artists, many liv
ing in and around Los Angeles. Billy Woodberry, and his screen
writer/cameraman Charles Burnett, are leading figures in this 
movement. Like their contemporaries, Woodberry and Burnett 
count among their influences the Italian Neo-Realists, the French 
New Wave, and filmmakers working in Cuba, Brazil, Africa, In
dia, and elsewhere in the Third World today. Their films (Burnett 
has directed two features himself) are designed as antidotes to the 
persistent stereotyping of blacks on broadcast television, in 
mainstream cinema, and in Blaxploitation flies. 

Anthony Slone (right) with Dale /ett at the January 19, 1985 premiere of SUNNY SIDE OF LIFE at the Carter Family 
Fold. (Photo by Scot Oliver) 

Bless Their Little Hearts is a perfect example of how a talented 
and dedicated filmmaker can triumph over extraordinary odds. 
Here is a feature film made on a budget of $25,000; a film made 
over an extended period of time using non-professional actors who 
could work only on week-ends; a film shot in black and white, 
technically primitive in comparison to the movies we're used to 
seeing in theaters and on television. Yet somehow Woodberry 
manages to turn all these potential shortcomings around, so that 
what we experience is not a poverty of means, but a gritty, direct, 
and incredibly real vision. To enjoy Bless Their Little Hearts, we 
must let go of our addiction to the speed and flash of most com
mercial movies, and enter the episodic, often aimless world of 
Charlie Banks. 

Anthony Slone 

S 
unny Side of Life opens with a small, quiet domestic moment--a 
woman brushing a little girl's hair. As the brush strokes her fair, 
shining cap, daughter and mother sing "Down In The Willow 
Garden," an old mountain ballad. They're readying to go out 
together. "Where we go we take our children," the mother says, and 

we know right away that we're far from urban '80s America. The two are 
headed for the Carter Family Fold, a place where a nine-year-old is as welcome 
on the dance floor as her mom, where men in their seventies cut a rug and 
teenagers kick up their heels in traditional clogging steps, impervious to 
American Bandstand. 

The Carter Family Fold is a performance center for the old-timey music, 
located deep in the mountains of southwest Virginia. It was founded by Janette 
Carter, a woman of surprising determination, who saw it as a fitting way to 
carry on the work of her father, A.P. Carter. A.P., together with his wife 
Sara, and her sister Maybelle, made up the Original Carter Family, who 
preserved and popularized the sound of traditional Appalachian folk music 
during the 1930s. The Original Carter Family were, with Jimmy Rogers, the 
first recorded country music stars, and the songs they collected and performed 
have become folk classics. When the group broke up in 1939, after Sara and 
A.P. 's divorce, Maybelle and her daughters moved to Nashville, refined and 
commercialized their sound, and became fixtures of the emerging country 
music industry. Their fame grew when June Carter married Johnny Cash; 
the Carter/Cash kids, Carlene Carter and Rosanne Cash, have followed in 
their parents' footsteps. 

Sara and A.P.'s children, Janette and Joe, remained in the country and 
stuck close to their roots. Janette nursed her father through his final illness, 
sang his songs with all the rough edges intact. She taught them to her son 
Dale Jett, whose strongest memory of A.P. is of being held on his grandpa's 
lap. "He pinned up one of his suspenders with a 16 penny nail," he says, 
and smiles. "You had to be careful how you sat, so you didn't get jabbed.'' 

While Maybelle and family prospered, the country cousins led a much more 
spartan existence. Sunny Side Of Life doesn't dwell on hardships, but it shows 
us the stripped-down simplicity of life in .a rural, agricultural community. 
The music, the people, and the places where they live form a continuum. 
Sunny Side Of Life is a film about the survival of traditions passed down from 
generation to generation. In the acapella harmonies of The Red Clay 
Ramblers, the rousing fiddle tunes of The Old Folks, and the sweet unman
nered singing of Dale Jett, we hear not just the strains of old music revived, 
but the vigorous, joyous affirmation of community, and the promise that this 
way of life will not be easily forgotten. D .. 

A still from Billy Woodberry's film BLESS THEIR UTTLE HEARTS. Kaycee Moore portrays Andais Bank. 

Nate Hardman is Charlie Banks in Billy Woodberry's film BLESS THEIR LITTLE HEARTS . 



Charlie Banks is the 
film's hero and his plight is 
a universal one: a man 
without a job is no man at 
all. Faced with long-term 
unemployment, Charlie 
struggles to hold on to his 
own dignity, to maintain a 
position of authority with 
his wife and kids. When we 
first meet Charlie, we're 
struck by his faith in things 
turning out OK; by the 
movie's end, that faith has 
assumed the quality of a 
lame excuse, a justification 
for not taking action. 
Clearly, Charlie's terribly 
caught. He's not lazy, as we 
see from the pride he takes 
in the day labor he 
manages to get, but his 
skills are simple ones and 
his values old fashioned. 
Charlie's self-respect is 
measured by his ability to 
make money and provide 
for his family. When he has 
to rely upon his wife, who 

Independent filmmakers Caroline and Frank Mouris. 

works as a domestic, to make ends meet, he feels emasculated and helpless. So 
he takes up with another woman to restore his wounded ego. In the film's most 
powerful scene, Andais confronts Charlie over his infidelity and retreat from respon
sibility, and though we understand completely his predicament, we share her sense 
of rage. 

Woodberry's a great observer, and the film is full of telling details. A close-up 
of Andais' hands clutching at the metal bar of a bus seat reveals all the despair 
she carries inside. And in a sequence that seems at first like a minor digression, 
we see in perfectly condensed form the way a family silently adapts to one member's 
problems. Charlie is interrupted during his morning shave by his little daughter 
who wants to use the bathroom. He's enjoying his solitude and savoring a job that 
he can do from start to finish, so he tells her to come back in a few minutes. When 
she does, it's to wash her hands in the basin. But he's turned the handles of the 
tap tight, transmitting all his contained tension there. After a brief struggle she 
walks out, hauls a lug-wrench almost as big as she is over to the sink, and loosens 
the handles. It's a peculiar ritual, yet it's as much part of her routine as shaving 
is his. 

Bless Their Liule Hearts has an evenness of tone that keeps the film from being 
either sensational or sentimental, and that leaves us aching for something to hap
pen, much as the characters long for something to happen in their own lives. The 
big blowout between Charlie and Andais is a moment of catharsis; it's an unleashing 
of the strained politeness between husband and wife, the sour demands of parents 
upon children. But it doesn't really solve anything, and Bless Their Little Hearts 
ends on a determinedly ambiguous and uncertain note. 

Woodberry isn't in the business of reassurances. He gives us a little humor, a 
little irony, to cut the daily tide of frustration and failures. It's not a cheerful vi
sion, to be sure, but it is undeniably, liberatingly real. 0 

Frank and Caroline Mouris 

F 
rank and Caroline Mouris' work in ftlm is not the sort that's easily 
categorized or formulated. Animators, documentarists, directors of dramatic 
pieces including a feature-length romantic comedy, they're unusually wide
ranging in their interests and approaches. But whether collaging images 
from magazines, roaming . . 

the boardwalk of Coney Island or ' ' 
interviewing scores of American 
dreamers in the movie capital of the 
world, the Mourises bring to all 
their projects a signature sense of 
humor and a brand of boundless 
energy uniquely their own. 

ping and filing, a task that 
soon occupied most of his 
waking hours. He describ
ed what happened next in 
an article published in 1974 
in Film Library Quarterly: 
"I was annoyed that all 
those images were just sit
ting there doing nothing 
useful while I was working 
myself into exhaustion. So 
I began to make collages 
with them--collage letters, 
collage books, collage art
work for magazines (recycl
ing!). I learned a lot about 
combining images, but I 
wasn't satisfied with the 
results." What was missing 
was liveliness, a lack that 
was overcome completely 
when the artist decided to 
bring his collaging skills to 
an autobiographical film 
already in progress. 11,592 
collages later, he and his 
wife Caroline had crafted a 
visually explosive work 
whose rapid-fire pace of 

constantly transforming images was echoed and intensified by an equally complex, 
multi-layered soundtrack. 

After such prolonged, quietly obsessive activity, it's not surprising that the 
Mourises chose a more spontaneous method for their next movie, Coney. Using 
a style of animation called pixilation (stop motion/single frame photography), Frank 
and Caroline filmed Coney Island for a full year, capturing the place swarming 
with amusement seekers and deserted during off-season, brilliant with summer sun 
and lit up with night-time neon. They compressed their impressions into five minutes 
of accelerated editing and camera movement, producing a cinematic experience 
as breathtaking as any rollercoaster ride. 

Like Coney, Screentest (also made in 1975) is a playful and frenetic marriage 
of animation and documentary. As its title suggests, the film was conceived to 
showcase the talents of a group of actors, who created 8mm silent film extra vag.,~ 
zas for their own entertainment and to share with friends. The Mourises knew m: 
of these amateur thespians and convinced them to make their 16mm debut i 
Mouris movie. Watching Screentest is an education in what we take for gran 
in naturalistic acting. The cast of this madcap production isn't interested in wo 
ing as an ensemble-each actor seems deadset on outdoing his colleagues. Every( 
unabashedly plays directly to the camera, exhibiting histrionic skills rarely St 

in conventional films. And the self-consciousness of the performances is emphash 
by the actors' running critique of themselves and the Mourises attitude and tech 
que that fills the soundtrack. 

On the basis of these three films, Frank Mouris won a Directing Fellowship 
the American Film Institute in Los Angeles. He and Caroline moved there for th 
years ( 1975-78) and plunged into the altogether different world of dramatic fil 
making. Their goal was to eventually produce and direct their own features. WI 
studying in L.A., the Mourises met countless numbers of aspiring stars, m; 
through casting short AFI projects. "Everyone is in the movie biz, even if they're 
selling groceries across the counter," was how Caroline described the situation 
recently. Aware of this vast pool of talent, the Mourises decided to make a movie 
about people who wanted to be in movies-La La, Making It In L.A .. They found 
their subjects through word of mouth, did 100 interviews, filmed 75, and retained 
55 in the fmished production. La La, Making It In L.A. is an ultimate talking 
heads movie that beats Andy Warhol's prediction that in the future everyone will 
be famous for 15 minutes-here they're lucky to have 60 seconds to make their 

mark. The Washington Post's Tom 
Shales called La La "a hip , flip, 
manic and depressive look at 55 very 
outgoing introspectors who came to 
the pop cultural capital of the 
United States to make it big". 

Frank Film, made in 1973, is the 
most famous example of the 
Mourises inspired lunacy. An 
Academy Award winner in the short 
film competition, Frank Film was 
the result of nearly six years of ex
perimentation and many more of 
obsessive image collecting. Frank 
Mouris was, at the time, a self
confessed magazine junkie, "en
tranced with the magic worlds 
displayed in all those color 
photographs." When mountains of 
publications threatened to take over 
his living quarters, Mouris thought 
he could solve the problem by clip- A still from Frank and Caroline Mouris' film FRANK FILM 

Although Frank and Caroline 
have continued to work in 
animation-they made seven pieces 
for Sesame Street and four for 3-2-1 
Contact in 1984-85-the challenge of 
making a feature lingered. Finally 
they found backing for their modest
ly budgeted ($280,000) romantic 
comedy, originally titled Hot 
Hands/Cold Feet. The story of a 
last-year law student determined to 
sow his wild oats before settling 
down into the exemplary existence 
of a conservative attorney, Hot 
Hands, now renamed Beginner's 
Luck, has been acquired for 
distribution by New World Pictures 
and was released in February, 1986. 

0 .. 



Committee for the Humanities, with smaller contributions given 
by corporate donors, foundations and the Ten~essee Arts 
Commission. 

Students and faculty at Memphis State's Department of 
Theatre and Communication Arts served as talent, crew and 
technical support, and use of the University's equipment and 
facilities reduced costs considerably. Principal shooting (in 
16mm) took place during winter break, December, 1982, and 
January, 1983, with a few spring-time scenes.filmed later that 
May. After a year of editing and other post-production work, 
The Old Forest premiered in 1984. . 

Ross felt that it was important to the film's authenticity and 
atmosphere to cast actors who spoke with the lilting accent of 
Memphis natives. Peter White, who plays hero Nat Ramsey, 
is a professional who's always working in one or another pro
ductions mounted by Memphis' flourishing theatre communi
ty. Jane Wallace, who landed the part of Nat's refined fiancee, 
Caroline Braxley, had moved to New York to pursue her career 
but returned home to appear in the film. Beverly Moore, play
ing the free-spirited and mysterious Lee Ann, was a theater stu
dent at Memphis State. 

An on-location still from Steven/. Ross' film THE OLD FOREST, an adaptation of Peter Taylor's short story. The scene 
shot in a cotton classing room includes cotton man Ed Carl Lee(/.). The crew from left to right is Barbie Collins, assistant 
camera; Susan Howe, associate producer; Larry McConkey, director of photography; and Steven /. Ross, director. 

Faced with adapting Peter Taylor's first-person remembrance 
of times past into a screenplay, the film's writing team realized 
they would need to preserve the off-screen narrator's voice. But 
who would speak the lines? Ross tried several trained readers, 
none of whom really worked. Finally, he asked Taylor himself 
if he would consider doing the narration. The move was an in
spired one. Taylor's voice, aged, unaffected, and ripely 
southern, adds the perfect edge of reality to the period !'llegance 
of The Old Forest. 0 

Steven ]. Ross 

The Old Forest (1984, color, 60 minutes). Produced and directed 
by Steven J. Ross. Screenplay by Ross, David Appleby, and Susan Howe, 

based on a short story by Peter Taylor. Cinematography by Larry McConkey. 
Music by Mark Blumberg. Narrated by Peter Taylor. With: Peter White, 

Jane Wallace, Beverly Moore, Shannon Cochran, Cynthia Moore, Amy Shouse, 
Kathryn Murray, Bennett Wood, Betty May Collins, Jeffrey Poson, and Keith 

Kennedy. A Memphis State University Produ<;tion in collaboration with 
the Tennessee Committee on the Humanities. 

U 
p until quite recently, the independent film movement was largely the 
province of non-narrative and documentary filmmaking. Independents 
were underground filmmake-rs who owed 'their 
allegiance to the American avant-garde of the late 
1940s, and to the earlier European avant-garde 

cinemas of the French surrealists, the German expressionists, 
and the Russians Sergei Eisenstein and Dziga Vertov. Or they 
were verite documentarians certain that, given enough time and 
enough raw stock, their cameras could capture the texture, pulse 
and rhythm of real life. Rarely were they story-tellers in the 
Hollywood mode. Renegades like John Waters might make 
plotted, acted movies, but he and his colleagues (George 
Kuchar, David Lynch) raided and violated the Hollywood 
model; they pushed the conventions and artifice of traditional 
narrative beyond bad taste into nightmare and camp. 

Blaine Dunlap 

What follows are excerpts from an interview conducted 
by Linda Dubler with Dunlap in the fall of 1985. 

I 
started out working in video at Broadside in 1975, and it was an amazing 
place at that time. There were 15 or 20 people running around with Porta
Paks and putting things on cable in Johnson City, Tennessee. Most of the 
work we did was video ethnography-it was the first time that people from 
the area had ever seen anyone from Johnson City on TV in a local situation. 

We also produced pieces on environmental issues. I remember an enormous tape 
we did on sanitary landfills. We used a process we called video feedback to facilitate 

Yet since the late Seventies, there's been an extraordinary 
explosion of independent feature making by filmmakers who 
want to see their works grace the screens of suburban multi
plexes as much as those of media centers, alternative cinemas 
and college film societies. In the clan of commercial produc
tion, some of these movies are distant relatives and some are 
nestled in the bosom of the nuclear family; a film like Stranger 
Than Paradise, for instance, owes nothing to industry stan
dards, while Blood Simple draws much of its inspiration from 
Hollywood genre pictures and Hitchcockian suspense. Apply
ing this metaphor to The Old Forest, we might describe Steven 
Ross' film as a second cousin. Certainly The Old Forest exhibits 
all the professionalism and polish of the mainstream. Yet the 
film casts a spell all its own-it preserves an intimacy and 
regional flavor rare in studio productions and particular to in
dependent ones. 

The idea of making Peter Taylor's story into a film developed 
shortly after Steven Ross came South from Connecticut. He had 
accepted a teaching position at Memphis State University and, 
coincidentally, read around the same time Taylor's potent 

An on-location still from Blaine Dunlap's feature narrative video NIGHT WORK. At 4:30A.M. Larry Robertson (direc
tor of photography) rubs his eyes while Blaine Dunlap (director) studies the script and Don Baker (actor with cigarette) 
exhales. (Photo by Ruth Leitman) 

evocation of Memphis manners and mores. Ross was struck by the ways in which 
Taylor's characters dealt with honor and disgrace and calamity, struck by how dif
ferent their responses were from those he'd expect to find in the New York Ci
ty/Italian neighborhood where he grew up. So, after he was settled, Ross began 
researching life in Memphis during the 1930's, the period of Taylor's piece. 

Though The Old Forest would be a fiction film, Ross approached the project 
with an ethnographer's eye. He found the preparation process surprisingly similar 
to that involved in his last project, Searching For Warden Avenue, a documentary 
about tum-of-the-century Hungarian immigrants that included dramatized 
segments. Having won a go-ahead from Taylor, Ross spent about a year raising 
the film's $100,000 budget; the lion's share of the funds came from the Tennessee .. 

community decision making. There was a group of citizens who lived close to the 
site of the proposed landfill and they were scared to death of the problems that 
might come up. We videotaped them saying "There are gonna' be rats as big as 
dogs coming round here." Then we took that tape back to the first group. We taped 
everybody's reactions and put it on the air. We played an important part. Of course 
we also did high school football games. And Broadside's most popular program 
was wrestling, as Ted Turner's learned. 

Right before Sol Korine (Dunlap's partner on many video projects) and I shot 
Showdown At The Hoedown in 1975, we'saw a documentary made by TVTV called 



The Good Times Are Killing Me. I'd never seen fluid 
portable video camera work before-it just wasn't done. 
I remember watching TV in the mid-Seventies, when 
it was a big deal whether something was shot on film 
or video. When it was portable video, it looked real. 
Now everything's tape and we don't pay any attention 
to it. But then, video meant it was real, it wasn't be
ing faked. Because the only thing we saw on video was 
live ball and the evening news. Except soaps of course, 
which was a whole other layer of reality. 

A guy I know from Kentucky came up with a rule: 
"It's much easier to beg forgiveness than to get per
mission." I think that's the independent's cardinal rule. 
In Sometimes It's Gonna Hurt (a documentary about 
kiddie rodeos made for PBS's "Matters Of Life and 
Death" series), we shot the interview with a father 
whose son is in surgery without asking permission from 
hospital authorities. They came up to us and said "You 
didn't get an OK to film in the waiting room." And 
I answered "If I had asked, you probably would have 
said no and then where would I be? I'm trying to make 
a film about a kid who's up in the operating room with 
his arm busted open and I really care about him. But 
you won't let us record what's happening up there. You 
ought to let us into the operating room." They wanted 
to know why and I said " Do you like to see kids come 
in all messed up? " "Well no, we hate that." "Then 
why don't you let us shoot it?" And they finally agreed. 

Filmmakers are basically gunslingers and they 
operate on their own set of rules. Whether you're 
shooting eye witness news or Super-8 or features-for 
some reason you have another kind of reality you've 
got to follow. Basically, if you don't get it in the can, 
forget it-you've missed your chance. You're operating 
on " me first" and you have to bend everyone around 
you. It goes too far sometimes. People get hurt very 
seriously in films. 

I'm a filmmaker because I'm into posterity. I'm in
to preserving things forever. I've got geography tests 
from the 5th grade. I save it all. I think it means 

A production still of Don Baker from NIGHT WORK, a feature 
narrative video by Blaine Dunlap. (Photo by Ruth Leitman) 

something, and I'm fascinated with trying to figure out 
who I was, who I'll be, where I am. 

Night Work is the story of two guys who are stuck 
together working in a super market. One's a young 
black guy and the other 's an older white guy. The white 
guy is like a lot of the guys I knew in Nashville. 
Songwriters are really an amazing group of people. 
They're poets and musicians and they spend a lot of 
time not making very much money. They play gigs and 
clubs and dives and they write songs and live on the 
cheap. And then one of them takes off and goes from 
being a guy who makes $15,000 a year to someone get
ting 30 grand a month. The guy who wrote one of 
Willie Nelson's hits lived across the street from me and 
suddenly he had money to bum-well, he had money 
to put up his nose is really what happened. 

Then there are guys who get sucked in-straight guys 
with normal lives; it's such an alluring scene because 
it's so intense. There's something degenerate southern 
poet about it. The film picks up with a guy coming to 
Atlanta to escape from Nashville. It's very southern. 

It has all those ingredients: it's larger than life. Very 
emotional. Self destructive, but also quite beautiful. 
If you listen to Hank Williams' songs, they're quite 
beautiful. Night Work is about one guy touching bot
tom and coming back up. 

Sometimes you get to make the personal movies you 
want to make and sometimes you make whatever is 
available for you to make. The toughest thing about 
filmmaking is that you've got to be able to get very ex
cited about half-a-dozen projects and yet not be disap
pointed when five of them get flushed down the toilet, 
as inevitably they will. It's hard to finish a piece and 
realize it's been on PBS and still nothing's changed in 
your life. It's an extraordinary feeling to have two 
year's worth of work go down in 60 minutes, and then 
it's over. When The Uncle Dave Macon Show was on 
TV, I would wait for the phone to ring, for people to 
call and say "I saw it. I like it." And I'd go outside 
and the sidewalk was just as flat. At least with films 
you have a room full of people and they'll all laugh and 
buy you beers after the screening. 

There are people who regard the South with some 
sort of revulsion. I'll never forget meeting some peo
ple in New York at Downtown Community Television 
who had really paranoid fantasies about the South. If 
you don't live in New York or California, you're ~on
sidered a regional artist. If you're a painter, you're a 
Texas painter or a southern painter. You're a Ten
nessee photographer, a Georgia composer. Whereas in 
New York, you're just a composer. I used to tell a 
friend at Georgia Public Television that we need to do 
a brittle, dry Noel Coward southern comedy. 

I've always wanted to make features, since I was 16, 
and if I've waited half my life, I can wait a few more 
years I guess. I love living in the South and I think 
I've got stories to tell down here. I can't imagine be
ing anywhere else. 0 

1987 SOUTHERN CIRCUIT 
The 1987 Southern Circuit is a program of the South Carolina Arts Commission Media Arts Center, the National Endowment for the Arts, the 

Southern Arts Federation and local sponsors. The Southern Circuit is a tour of six internationally-recognized independent film l videomakers to 
seven southeastern cities. Each artist screens and discusses his/her work with the audience. The 1987 Southern Circuit artists are videomakers Gary Hill, 

David Shulman, Skip Sweeney and filmmakers Christine Nochese, Lucy Massie Phenix and Iverson White. 

Gary Hill's curiosity 
about visual and literary 
language has been the im
petus for his production of 
videotapes that have won 
awards including the 1985 
Grand Prix at the lst 
Tokyo International 
Biennale. "Why Do 
Things Get In a Mud
dle?" (Come on Petunia) 
presents an often 
humorous "tidy reality" 
that is reality in reverse. 
Uru Aru (the backside ex
ists) weaves language, im
age and time to uncover 
the main protagonists of 

· Noh drama: god, man, 
woman, lunatic, demon. 

Lucy Massie Phenix 
and Veronica Selver's 
film You Got To Move . 
won a Blue Ribbon at the 
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1986 American Film 
Festival. The film is an in
spiring personal testimony 
to the people involved in 
significant social 
challenges and changes in 
the South's last 50 years 
as told by black and white 
Southerners who emerged 
as leaders in their com
munities. Six men and 
women went to 
Highlander, a 54 year old 
school in the eastern Ten
nessee mountains expec
ting help from the outside 
and found it within 
themselves. 

Christine Nochese's 
Metropolitan Avenue won 
the John Grierson Award 
at the 1985 American 
Film Festival. As a 
Brooklyn native, Nochese 

r 



A still from Iverson White 's film DARK EXODUS. Mildred Johnson is a tenant leader in Christine Nochese's film METROPOLITAN A VENUE. 
(Photo by Janie Eisenberg) 

presents a personal tour into the kitchens, backyards, celebrations and demonstra
tions of a community on Brooklyn's watedront. The story unfolds through the per-

sonal experiences of six "traditional" homemakers who become community activists 
in an effort to save their neighborhood and who in the process overcome old pre-

-J<qntw!------------
Guillermo Perez 

Guillermo Perez is a professor at the Language 
Institute of Miami-Dade Community College in Miami, Florida. 

RACE AGAINST PRIME TIME. David Shulman. 1985. %" 
Video. Color. Sound. 60m. 

1980 ... what a year that was for Miami! Our television screens 
seethed with images of racial disturbances and the landing of refugees. 
Thousands of Cubans and Haitians risked their lives at high sea to 
reach the shores of Florida-and the promise of a better life--while 
in the black neighborhoods of this city riots erupted, the reaction to 
an ostensibly racist court decision that exacerbated long-held resent
ments. For one group, this land could still foster the dream of freedom 
and economic prosperity; for another, it could only foment a 
nightmare of violence. It was this latter, desperate event that caught 
David Shulman's attention and sparked Race Against Prime Time. 
Yet, as the title of his film indicates, he took a novel approach to 
the subject and focused on the way television presented news about 
the riots. The result is an engrossing examination of the medium's 
response to a crisis-- a cinematic essay with troubling conclusions. 

For the documentary, Shulman's tasks included the reviewing and 
organization of lengthy footage of the riots, interviews with pertinent 
individuals, historical research, and analysis of the methods--and 
madness--of news reporting. All this demanding labor grew into 50 
hours of taping and extended over a four-year period of editing. 
Shulman's background as an artist came in to endow his statements 
with grace and power. 

A basic accomplishment of Race Against Prime Time entails the 
reconsideration of facts associated with the riots, placing these in a 
time frame. Of course, we are reminded of the immediate cause of 
the violence--the acquittal by an all white, all male jury of the white 
policemen accused of the beating death of a black man. But the distur
bances that followed are placed within a chronology of urban tur
bulence, starting with the riots of 1968 and punctuated in 1982 by 
another flare-up over the police killing of a black youth. The film, 
moreover, digs below the flaming sud ace to reveal a long-running 
stream of simmering anger and frustration. Shulman, for example, 
underscores the already well-known economic depression of the black 
neighborhoods by bringing forth surprising statistics (e.g., life ex
pectancy there has remained at the 1937leveH and fresh testimonies 
(one man refers to urban renewal as "Nigger removal," and com
ments follow on the damaging effect of expressway construction). 

Even if Shulman's film stopped at the drawing of historical con
nections in the account of events in 1980, it would serve a worthwhile 
purpose. Still, the filmmaker steps back from the "facts" and analyzes 
how1 information is impressed upon the community by prime 
time television, the principal conveyor of news. Thus, merit in the 
documentary turns into acumen . .. 

• 

A still from RACE AGAINST PRIME TIME, a video by David Shulman. 

RACE AGAINST 

PRIME TIME 



judices and' develop new ·alliances across-racial1iDes. 

Dark Exodus was written, produced and directed by Iverson White and has 
been awarded the Black American Cinema Society Award and screened interna
tionally. It is a powerful story set in the South in the early 1900s about a black 
family and the impact of a lynching. White's terse clarity of direction and in
terweaving of archival authenticity is extraordinary. White has been honored twice 
with the Jack Nicholson Awerd for Screenwriting at UCLA in 1982 and 1985. 
As a poet, he was invited to attend the Second World Festival of Black and African 
Arts and Culture (FESTAC) in Lagos, Nigeria. 

Skip Sweeney's videotapes are homey, often humorous family portraits. 
Father/son rivalries are core to Sweeney's My Father Sold Studebakers while My 
Mother Married Wilbur Stump is concerned with his mother's second marriage 
to a piano bar player who had been hospitalized for alcoholism and had been mar
ried seven times previously, setting the family into a state of disbelief. Both 
Sw~ney's subjects and style are personal with him behind his camera talking with 
his mother, sisters and brother. 

David Shulman's Race Against Prime Time has been called " ... a landmark 
·in the study of news coverage of racial issues." by William J. Sloan of the Museum 
of Modem Art Department of Film and has won a Red Ribbon at the American 
Film Festival. Shulman took his videocamera to Miami two weeks after the May 
1980 riot in Liberty City to inquire into the type of coverage by both local and 
network television. Shulman's careful analysis has been honored by journalistic 
institutions and applauded by the Columbia Review of Journalism. 

Local Sponsors: St. Louis, Missouri-Webster University; New Orleans, 
Louisiana-Contemporary Arts Center and Loyola University; Columbia, South 
Carolina-The Bijou Theatre in the Bazaar at Five Points; Louisville, Kentucky
Kentucky Center for the Arts; Raleigh, North Carolina-North Carolina State 
University; Whitesburg, Kentucky-APPALSHOP; and Atlanta, Georgia-High 
Museum of Art and IMAGE Film/Video Center. D 

First of all, Shulman uses cross-references to national and local newscasts to 
reveal reportage that is amazingly similar on all stations-in sequence, length, 
and emphasis. Views of anchormen at ABC, NBC, and CBS give the impres
sion of different masks on the same talking head. Most alarming is the tenden
cy toward a parallel stance during a crisis; this diminishes the possibility of 
penetrating insights and wide, multiple perspectives. 

Shulman goes further in his analysis of broadcasting by giving us a behind
the-scenes look at the attitudes and conditions that determine the over-all, flawed 
pattern in reporting. His interviews with news directors reveal the mechanisms 
through which information is gathered and the mentality that shapes all those 
similar presentations. Most limiting are the demands of deadlines, which allow 
little digestion, and the difficulties in getting various and reliable sources. 
Throughout the riot, for instance, much of the reporting took place from behind 
police barricades and had to rely on official versions of events. Moreover, the 
yearning for journalistic shortcuts led to the creation of media personalities--' 
easily accessible representatives of a group who can all too neatly sum up and 
evaluate a complex situation. 

Shulman's documentary also highlights how the pursuit of sensationalism helps 
determine the content and tone of newscasts. Scenes with shock value-featuring, 
say, burning buildings and bleeding victims-take precedence over thoughtful 
commentary. This clearly arises from the show business aspect present even in 
serious journalism. Larger audiences are drawn by appealing to voyeuristic in
stincts rather than the intellect. 

Through its examination of television coverage of the Miami riots, Race 
Against Prime Time emerges as a cautionary testament to the elusiveness of jour
nalistic reliability, objectivity, and thoroughness. These ideals often take a beating 
in the field of broadcasting, given the problems-sometimes inherent, sometimes 
instigated--with the selection, depth, and scope of the information presented. 
The careful viewer must always bear in mind the limitations of prime time televi
sion, whose authority can be too comfortably accepted, in order to approach 
a true understanding of events. Shulman seems to want to shake us out of com
placency for us to reconsider how medium limits content. True, some of the obser
vations in Shulman's film are neither new nor relevant only to the riots. Yet 
it is the meticulous elaboration of his point-of-view that makes his documentary 
worthwhile. To his credit, the tone is forceful but never strident; in fact, although 
some of the speakers express themselves passionately and the footage shows harsh 
realities, the tenor of the commentary remains rather contained, relying on the 
diligent unveiling of evidence. A sense of responsibility, moreover, permeates 
the film, as Shulman implicitly urges us to look more deeply into the soul of 
the black community instead of only confronting the manifestations of its rage. 

As a demonstration of the relevancy of Shulman's philosophical questions about 
media, after the Miami screening of his documentary there ensued in the 
auditorium an energetic discussion of Race Against Prime Time. One of the black 
participants in the documentary heatedly protested how he was used in the film; 
another viewer complained that the work didn't make up for the insufficiencies 
of television; still others came to Shulman's defense, praising his fairness and 
hard work. No doubt, sundry reactions were registered by all members of the 
audience depending on their perspective. The film succeeds precisely by 
stimulating so much thought. For information, contact David Shulman, New 
Decade Productions, 176 Lafayette Street, New York, NY 10013. D 

Members of the Bumpass Cove Community in East Tennessee, stopping trucks carrying 
hazardous wastes from entering their town, July 1979, in a scene from the film YOU GOT 
TO MOVE by Lucy Massie Phenix and Veronica Selver. (Photo by Johnson City Press 
Chronicle.) 

lOth SUMMER 
Martha H. DuBose 

Martha DuBose, former film critic for 
The Sydney Morning Herald in Sydney, 
Australia, is an advertising writer and 

broadcast producer in her hometown of Nashville. 

lOTH SUMMER. Charles Eidsvik. 1986. 16mm. Color. Sound. 56m. 

When a skilled storyteller weaves a tale, it matters little whether she is young and 
smooth or old and wizened, whether his voice is honeyed or cracked and dry. Only 
when the story fails do we think to fault the teller. When the story works- when 

Kara Eidsvik as T./. 's friend and Erik Eidsvik as T.]. in Charh!s 
Eidsvik's film lOth SUMMER. 

we are swept up in its 
scope, cradled in its in
timacy, profoundly 
shocked, deeply moved, ge
nuinely amused ... when 
we are totally and binding
ly involved - then the ap
purtenances of its telling 
are inconsequential. 

Of course, a good story 
well told is transcendent. 
But a good story, even 
poorly told, will survive the 
telling. 

And the good story is 
fundamental to our enjoy
ment of the narrative 
cinema. (This may seem 
like a statement of the ob
vious, but America's com
mercial film industry, 
which once enthralled the 
world through the power of 
finely told tales, would do 
well these days to recall the 
importance of story.) 

Little narrative films and 
grandiose narrative films 
alike rise or fall on their 
stories. When you peel 
away the special effects, 
pull down the sets, strip 
away the costuming and .. 



Erik Eidsvik as T.]. in Charles Eidsvik's film 10th SUMMER. 

the music, even disassociate the play from the players - the power of a good nar
rative film lies in its story. 

Which brings me to a little film that works, in spite of innumerable flaws in the 
manner of its making. 

lOth Summer- written, produced and directed on half-a-shoestring by Georgia 
filmmaker Charles Eidsvik - is the story of a small boy coping with the loss of 
one father and the acquisition of another in the long, lazy, transitional summer 
of his tenth year. 

It is a story - at least partly autobiographical, I sensed - about choices made 
for us, about rebellion and acceptance, and about the universal and very adult quan
dry of how and how far we can control the lives we live. 

lOth Summer opens as an adult narrator locates us in "the summer T.J. raced 
the go-cart. The summer T .J. and his mom stopped being best friends, but not 
really." In a small town in the Georgia pines, T .J. and his widowed mother live 
out routines that have been thrown out of kilter by the absence of their man. A 
restless woman and a restless boy. 

T.J. senses what his mother needs ("Prince Charming," she jokes, "with our 
luck, he'll come by cab.",, and tries to find it for her. His innocent matchmaking 
leads him to Frank, "a cousin of some4istance," and a perfecHather/companion 
when seen through 10-year-old eyes. Frank is an amiable beer-drinking womanizer 
who makes his living doing odd jobs and catering local barbecues ... a loveable good 
ole boy whom any adult would immediately know not to pair with a Continental 
woman who drinks white wine and reads The New York Times and Der Speigel. 

A production still from Charles Eidsvik's film 10th SUMMER. 

The arrival of the mother's old friend Thomas, in a cab, further complicates 
T.J.'s plans. And as the summer winds toward its inevitable end, T.J. is forced, 
by the decisions of others, to take a long step into adulthood. 

Eidsvik has crafted here a universal story of discovery - the painful discovery 
that we are not omnipotent. Children - and Eidsvik implies that childhood is not 
necessarily a matter of chronology- confront even death before facing this realiza
tion: it is the true loss of innocence. Eidsvik has captured the moment of loss with 
poignancy and precision. 

His story is made intimate with the closely observed details of childhood, not 
mere props, but the little actions, the evidences of carefree and archly thoughtless 
behavior. It is strongly reminiscent of certain fdms of Godard and Truffaut in which 
children are allowed to play out their serious games at their natural pace. 

One need not have children to be caught in the film's embrace. Remembering 
one's childhood, however, is a decided advantage. If one can recall the days before 
sophistication, before rationality, before benign acceptance of reality- then lOth 
Summer will strike the right chord. 

If, on the other hand, the viewer is persnickety about the technicalities of fdm 
craftsmanship, this film's problems will glare and grate. The quality of the film 
itself, the sound, and some but by no means all of the acting - all will stand out 
like the classic sore thumb. 

But if you can suspend certain critical faculties and simply go with the story, 
lOth Summer is a charming, involving film. I'm only afraid that its obvious faults 
will bar the fdm from finding its audience, and that is a real shame. 

For information, contact Charles Eidsvik, 270 Pineforest, Athens, Ga. 30605. 

A project series of thirty minute dramatic prese:qtations based on the works of 
Southern writers is being developed by Cook/Loughlin & Associates. They are look
ing for new writers who have not had a great deal of attention although all submit
ted material will be considered. Requirements are 1) the writer must be from the 

South (native or long-time resident), 2) the concept must be adaptable for television, and 
3) the script must be produced within a relatively limited budget, i.e. no urban period pieces 
or special effects extravaganzas. The stories may be serious drama, light comedy or anything 

in between. Submit teleplays, short stories or one-acts to Cook/Loughlin & Associates, 6909 
Woodstock Dr, Charlotte, NC 28210. No materials returned without SASE with correct postage. 
Allow 4-6 weeks for reply. D 

The South Carolina Arts Commission Media 
Arts Center will present a workshop on electronic 
sound synthesis and design with composer and 
eound designer l.eslie Mizzell, Saturday March 28, 
from 10:00 a.m. -4:00p.m. at the Composer's 
Mufex production studio, in Columbia. A prac
tical workshop for independent film/video/audio 
producers and composers wishing to work with 
media artists, it will feature discussions and 
demonstration of: scoring/music production for 
film/video; Musical Instrument Digital Interfaces 
(MIDU; electronic music for composition/syn
theses/recording; synchronization to image in 
film/video; electronic sound shaping and syntheses 
devices and used; aesthetic and practical considera
tions; working with producers, editors; and music 
rights. 

Sessions would include in-studio demonstrations 
of electronic music synthesis (analog and digitaU 
and equipment including computers, sequencers, 
eound sampling, SMPTE sync for film/video, and 
MIDI devices and techniques • .. 

Electronic Music Synthesis 
AndSoundDes\gn 
For Film And video 

March2&198Z 

WORKSHOP ARTIST: LES MIZZELL 
Columbia composer, eound designer, and audio 

engineer l.es Mizzell has created a number of tradi
tional and electronically synthesized eound scores 
for commercial and independent film and video 
works. Holding a degree in Music Theory and 
Composition, his credits include eound and music 
efiects for DNA AND THE PROTEIN EX
PRESS, an award-winning educational short for 
the Discovery Place Museum in Charlotte, THE 
TRONTUM TUSK, a science fiction short, and 
commerical work for Food Lion (animated spots,, 
the Columbia Museum, The State newspapers, 
and the S.C. Educational Radio and Television 
Networks. He has al80 worked as an arranger and 
co-producer on several albums. He currently owns 
and operates MUFEX, a freelance music and 
eound design company. 

Enrollment is limited, so please register early. 
To register and for workshop information, contact 
Michael Fleishman, SCAC Media Arts Center, 
1800 Gervais Street, Columbia, SC 29201, 
8031734-8696. 0 



The Media Arts Center offers a PC based T ARGA 16 graphics system for the video producer and the computer imagist. (Photo 
by David Sloss) 

JVC CR-850U video recording decks are part of the South Carolina 
Arts Commission Media Arts Center's ~"video editing studio. (Photo 
by David Sloss) 

RESOURCES 
SCACMAC UPGRADES EQUIPMENT 

David Sloss 
David SIMs is equipment coordinator for the South Carolina Arts 

Commission Media Arts Center in Columbia, South Carolina. 

The South Carolina Arts Commission Media Arts Center's equipment 
and facilities have been recently upgraded. The Center now can offer the 
independent media producer A/B-roll %"video editing, a new computer 
graphics system, and a 
multi-track audio studio. For 
the first time, %"producers 
will be able to complete all 
post-production at the 
Center, .. including dissolves, 
and graphics. 

or VCR in real-time in 512 by 512 resolution. Digitized im
ages can be further edited with sophisticated painting soft
ware. Using a graphics tablet, one can prepare computer
generated graphics with a multitude of painting functions, and 
ready-made fonts and patterns for overlay on top of a live video 
source such as a camera or video cassette recorder. The system 
outputs to standard NTSC, analog RGB and a 35mm film 

printer. Rental rates for the in
dependent are $5/hr or $25/ day or 
are included with the %" Video 
Editing Studio. 

The film/videomaker as well as 
the audio artist will find MAC's 

Audio Recording Studio 
versatile and functional. A 
Fostex Model80 8-track ~" 
recorder with Dolby C and a 
Fostex Model 20 half-track 
Y4" recorder both lock to 
SMPTE time code and with 
a F ostex synchronizer and a 
controller will allow for audio 
to audio, and audio to video 
mix-downs. 

MAC's Video Editing 
Studio will meet most 
demands of today's %" im
age artists. The editing con
troller is the easy-to-use 
Paltex Abner which reads 
either SMPTE time code or 
control track. 'A', 'B' and 
record machines are JVC 
CR-850U s. Harris 540, 
Nova 620 (freeze frame) time 
base correctors, Hitachi 

The Media Arts Center audio recording studio includes a Fostex Model 80 8-track ~" recorder with Dolby C 
and Fostex Model 20 half-track 1/4" recorder with a Fostex synchronizer. (Photo by David Sloss) 

The studio is also equipped 
with a Yamaha DX-7 syn-

waveform and vector scope monitors, JVC KM-2000 video switcher, Fast Forward 
F-102 time code generator with window dub, Tascam audio mixer, Yamaha amp, 
Auratone speakers, and JVC video monitors round out this fully equipped editing 
facility. The studio is available for rent at the independent rate for $75/ day. 

The Center now offers a PC based T ARGA 16 graphics system for the video 
producer and the computer imagist. AT&Ts TARGA 16 card/software system sup
ports almost 33,000 colors and captures images from a video camera, videodisc 

-thesizer, Yamaha Rev-7 
stereo reverb, Yamaha Q2031 stereo graphic equalizer, Technics turntable, Sony 
V0-5850 VCR, Tascam 122 cassette recorder, Tascam M-30 8-channel mixer, 
amplifier and a pair of LS3/5A speakers. The Audio Studio rents for $5/hr or 
$25/day. 

Soon MAC will be coming out with a new equipment access brochure detailing 
all equipment, facilities and rental price schedules. Call David Sloss at (803) 
734-8684 for additional information and reservations. 0 .. 



WORKS 
IN 

PROGRESS 
A stiU from Robert Russett's film installation TOUCH OF EVIL· AN INTERLACED 

RECONSTRUCTION. • 

Patricia Bustamante 
Patricia Bustamante is an independent animator 

in Columbia, South Carolina. 

ROBERT RUSSETT 
LAFAYETTE, LA 

Touch of Evil: An Interlaced Reconstruction is an 
about to be completed fifteen minute long film installa
tion. This past spring, Touch of Evil, which is in part 
an homage to Orson Welles, was shown as a work in 
progress at the University of Southwestern Louisiana. 
"For some time I have been interested in developing 
time-structured images that are based on the interpreta
tion of other (olderl works of art. Since 1980, I have 
produced a series of interpretive and reconstructed 
works that employ the regenerative possibilities of a 
variety of electronic recording media. Touch of Evil, 
my most recent piece in this series, is a cubistic mon
tage and makes use of a 3-dimensional interlaced pro
jection system to recycle and transform Orson Welles' 
1957 motion picture classic. Technically, this installa
tion consists of multidirectional film and slide projec
tions that are displayed on a 3-dimensional corrugated 
surface. The result is an interlaced pattern of images 
that can be viewed syntactically as well as sequential
ly, thereby altering the spatial and temporal relation
ships of the original version of Touch of Evil so that 
new and subjective interpretations can be explored and 
confirmed. My intention is to create a personal and 
contemporary reading of Orson Welles' motion picture 
by using edited excerpts of his imagery and reconstruc
ting this footage into a new and multifaceted ftlm 
presentation. The sound of Touch of Evil: An 
Interlaced Reconstruction consists of edited and looped 
portions of the original soundtrack. Basically, I have 
used this muipulated sound to parallel and amplify 
the form and content of the visual part of the installa
tion." Presentation of this installation is tentatively 
scheduled for the fall of this year. One of the locations 
will be The Contemporary Arts Center in New Orleans. 
For further information contact: Robert Russett, Dept. 
of Art and Media Studies, P.O. Box 41097 USL, 
Lafayette, LA 70504. 

CARL LOCKE 
ATHENS, GA 

This has been an exciting year for Carl: He recently 
completed Uncertain Faiths, a filin that was four years 
in the making, and now he is beginning a new ex
perience in 35mm film production. Uncertain Faiths, 
a 16mm film, tranferred to%" video for distribution 
purposes, is a dramatic piece portraying John Knight, 
a cotton mill worker who loses his job of 35 years. 

Ill 

"John and his family must find a way to pick up the 
pieces and go on. This film is his attempt to do just 
that. In his quiet manner John attempts to rediscover 
his most basic motivations for living and working. At 
the end of a long day of self-contemplation and also 
confrontation with family and friends, John goes home 
to supper. He goes home with no real answers to the 
big question-What is next? But he does feel reassured 
of his own desire to continue. As night falls there is 
a shared feeling among the film's characters that the 
idea of tomorrow is now enough." Coincidentally, the 
mill in which the film was shot in 1983 is now closed. 
This film was funded in part by a grant from Ap
palshop and by the Southeast Media Fellowship 
Program. 

At this time, Carl is developing the script for Fall 
From the Mountain, a 35mm feature length film. The 
project is a joint production with Parks Films Ltd. and 
it is a regional independent film that will be shot in 
its entirety in Georgia. "In Fall From the Mountain 
I've created a southern gothic tragedy, loosely based 
on the works by mountain poet, Byron Herbert Reese, 
on mountain folklore, and of course my own 
background. I am trying to blend stories that explore 
some of the southern rituals and that also depict ideas 
about a changing South. I feel regional film is impor
tant: Local filmmakers using local literature and 
culture, and working in an area they are intimately 
familiar with. Nowadays the technology is such that 
it is accessible in all parts of the country." Shooting 
of this production will begin in the Spring of 1987 to 
be completed in early Summer. Carl is now looking for 
acting talent, especially "genuinely southern actors for 
genuinely southern characters ••. " For more informa
tion on this and other projects contact Carl at: 1560 
South Lumpkin St., Athens, GA 30601. 

LOYLENEJEFFERSON 
ATLANTA, GA 

Loylene has recently begun production of an hour 
long video documentary entitled Collection of Life and 
Heritage: The Making of a Dream. The video will 
center around the creation of the African American 
Panoramic Experience, APEX, and Dan Moore, the 
driving force behind the project. This endeavor is part 
of a larger effort by the City of Atlanta and Fulton 
County to develop an area that is known as Sweet 
Auburn, or more formally, Auburn Avenue. Sweet 
Auburn, historically one of the most successful Black · 
business districts in the nation, was also the birthplace 
of Dr. Martin Luther King Jr. This area comprises 
about eight blocks east of Downtown Atlanta and is 
now designated as a national landmark which includes, 
the Ebenezer Baptist Church and the Martin Luther 
King Jr. Center for Non-Violent Social Change. "This 
is a $17.7 million museum project and was conceived 
seven years ago by Dan Moore. The APEX is the se
cond phase of what will be known as the Life and 
Heritage Building. It will include a rotunda with a 36()0 

screen for multi-media presentations. There will be a 
journey through history along the walls and a variety 
of life-size exhibits. The museum will also contain ar
chives, an art gallery, a library, and areas for Blacks 
in Science and Technology, Music, Art and Business." 
The video will consist of interviews with supporters and 
organizers of the project, including an interview with 
Mayor Andrew Young, International Chairperson for 
the Museum, as well as archival material describing 
the origins of the Sweet Auburn district. "I heard about 
the museum and decided to participate in some of their 
events, and I became involved and now I am a member 
of.th~ Museum. I realized nobody was documenting 
this ncb, wonderful and very much needed project so 
now I'm recording the events in this video. This is a 
representation of our heritage. It is not only for the City 
of Atlanta, or for Georgians, but for the whole nation." 
Loylene hopes to complete Collection of Life and 
Heritage by 1988 and plans to distribute it through the 
Educational Television Network in Georgia and other 
states. This project was funded in part by the Southeast 
Media Fellowship Program and a grant from the City 
of Atlanta. For more information on this documentary 
contact Loylene at: 3180 Clairmont Rd. NE #312, 
Atlanta, GA 30329. 

STEPHEN ROSZELL 
LOUISVILLE, KY 

Other Prisoners, a sixty minute video-documentary 
is now in the final stages of post-production. Work fo; 
this project was begun in the Spring of 1983 and it was 
shot at the Kentucky State Reformatory in the Sum
mer of the following year. "I never intended to paint 
a complete and totally objective portrait of prisons. In
stead, I am trying to use the prison and the experience 
of these people as an allegory to life. I can see some 
great existential dialogue in the subjects' perception of 
their lives." The tape comprises the thoughts and anec
dotes of several prison guards and inmates. Over the 
course of the piece, the inmates and guards talk about 
their experiences: coming in, their first days, 
understanding the very peculiar prison world and the 
whole economy within the system and how they 
gradually become affected by it. "The characters 
presented run the gamut of prison postures-a Lieute
nant on the verge of retirement, a rebellious prisoner 
trying to break the record for being strapped down to 
his bed, an inmate bank and dealer, a convict hooker, 
an officer close to losing his sanity, and two inmates 
recounting how they tried to kill each other over a 
basketball game. The prison reality is shown to be 
nothing more than a perversely skewed version of our 
own. The piece finally presents a study of human in
tercourse, defense and survival." Steve hopes this piece 
will be broadcast on PBS, but final airing details have 
not yet been decided. This project was funded by the 
National Endowment for the Arts, the Illinois Arts 
Council, the Bingham Foundation of Louisville, Ken
tucky, the Southeast Media Fellowship Program, and 
an open solicitation grant from the Corporation for 
Public Broadcasting. 

At this time, Steve is also involved in a second pro
ject under the direction of Walter Brock, an indepen
dent doclQDentarian from Lexington, Kentucky. 
Setuon In Hell is an hour long video documentary ex
ploring eating disorders in young women from rural 
Eastern Kentucky. "Though normally considered the 
province of urban middle and upper classes, this tape 
explores the disease's existence in the farms of rural 
Kentucky, where the distance between traditional 
values and images of women are further from those pro
jected by the media than for their urban cousins. That 
the dictates of ultra-contemporary popular culture and 
their consequences have reached far into the hills of 
Eastern Kentucky, is a perfect expression 
of the evolutionary culture shock experienced by that 
region, and the whole of our country as well. The tape 
focuses on several families' experiences with Anorexia 
and Bulimia, and attempts to find ways the disease 
sprang from and, in turn, caused new disturbances 
wit!tin each family's history." This documen
tary is scheduled for completion by the Spring of 1987 
and will possibly be broadcast by the National Public 
Television Network. Funding is in part provided by 
a Kentucky Arts Council Fellowship. For additional 
information, Steve may be contacted at: 1921 Blair
more Rd., Lexington, KY 40502. D 



IMAGE, an Atlanta-based media arts center, announces a new program to 
make commercial video production and post-production resources available to 
independents at greatly reduced rates. The program (outlined below) is available 
to IMAGE members. Any southeastern independent producer is eligible to join 
IMAGE, and thus qualify for approval for this exciting program. 

As of October, seven Atlanta media production and rental companies have agreed 
to participate in IMAGE's new ON-LINE discount program for approved member's 
non-commercial film and video projects. The following is a listing of the seven com
panies, along with the basic services and resources they offer at substantial dis
counts to qualifying IMAGE members. 
ASV 

Up to 50% discounts on all video production and rental equipment, including i 

Betacam %" and 1" video production packages and %" off-line editing. Betacam 
editing available in early 1987. 

ATLANTA VIDEO 
%" video off-line and on-line editing and production services, including loca

duplication costs. Most discounts determined on a project-by-project basis. 

VIDEO MEDIA, INC. 
Substantial discounts on basic %" video production package; %" video off -line 

editing systems, including A/B roll editing. Other discounts available on a per
project basis. 

Each of these facilities has established its OW11 "'uidelines for members par-
' ticipating in this program, including terms oi payment; availability of facilities; 
overtime rates and requirements for the participation of staff technicians; and other 
specific rules determined by individual companies. These guidelines will be available 
on request through the IMAGE office, which will be the initial contact for all ON
LINE inquiries. Please Do Not Contact The Companies Directly With On-Line 
Questions. 

An ON-LINE Review Committee is now being formed to review all ON-LINE 
applicants to determine three major areas of concern: 

1. The Non-Commercial nature of the film or video project, as determined by 
the amount of creative and financial control of the producer. 

2. The producer's level of technical experience and expertise, as determined 
tion equipment rental with 
van and a broadcast equip
ment package. %" AlB rolls 
with limited digital effects. 
Computer graphics. 

ON-LINE AVAILABLE 
THROUGH IMAGE 

by submission of a resume 
and -example of the pro
ducer's previous or current 
work-in-progress. 

3. The producer's ability 
and written agreement to pay 
for the discounted services 
according to the production 
facility's specific terms of 
payment. 

INTERNATIONAL 
TELE-STUDIOS 

%" off-line editing with 
AlB roll, EFP field 
packages, electronic graphics 
and full video production 
services. 

CRAWFORD 
COMMUNICATIONS 

Up to 50% discount rates 
on %"video off-line editing, 
including off-line Montage; 
1" CMX on-line editing; 
sophisticated video graphics; 
audio recording studio; 
Betacam and 1" portable 
equipment packages; film
to-video transfers; and 
videodisc production. 

The ON-LINE Review . 

Crawford has established 
its own specific guidelines 
and preliminary usage agree
ment form and questionnaire 
that must be completed 
when applying for the ON
LINE program. Contact 
IMAGE for more 
information. 

Ed.1or ]on Miller in CriiWford's 1" uilho editing suite. (Photo by Rick Diamond Photography) 

Committee is currently com
posed of the Executive 
Director, Robin Reidy; 
Technical Director, Anthony 
Rue; Pooch Johnston of 
J ayan Productions; and 
John Mabey of Crawford 
Communications. One other 
IMAGE member will be 
selected based on nomina
tions and an election to be 
held in the next month. This 
Committee will meet on a 
monthly basis to review ap
plications and discuss the 
ongoing concerns and ac
tivities of the ON-LINE Pro
gram, as well as related pro
jects such as the establish
ment of an IMAGE Media 
Apprenticeship Program. 

EDITWORKS 
50% off all video produc

tion services, including %" 
video off-line and 1" CMX 
editing. Special effects and 
graphics services in early 
1987. 

LIGHTING AND PRO
DUCTION EQUIPMENT 

Up to 50% discount on all 
rental inventory on a per
project basis. 

THRESHOLD 
PRODUCTIONS 

One major media arts pro
ject has already been com
pleted through IMAGE's 
new ON-LINE Program, 
and it has recently received 
its Atlanta premiere at the 
High Museum of Art as part 
of the Southern Circuit co
sponsored by IMAGE. 
Local video artist/writer 
Blaine Dunlap's 60-minute 
dramatic video/film entitled 
Nightwork, which features a 
large roster of Atlanta actors, 
artists, and technicians, was 
partly post-produced at 
Crawford Communications. 
It will also be aired state
wide on GPTV /Ch. 8 in 
1987. 

Betacam and %" video 
production packages and 
component editing suites, in
cluding digital video effects. 
Staff technicians are usually 
required. 20% off regular Audio Engineer Steve Davis in Crawford's Audio A Control Room (Photo by Rick Diamond Photography) 

For more information 
about ON-LINE, please 
contact Robin Reidy at IM
AGE, 404/352-4225, 75 
Bennett St. Suite J-2, Atlan
ta, GA. 30309. D 

ON THE COVER 
1986 Southern Circuit artist Anthony Slone toured six southern cities and presented SUNNY SIDE OF LIFE, an 

exhuberant film by Slone, Scott Faulkner and Jack Wright about the Carter Family and their love of music. (Photo by Bob Williams) 

INDEPENDENT SPIRIT is published by the South Carolina Arts Commission Media Arts Center 
with support from the National E!ldowment for the Arts and is distributed free of charge to media 
producers and consumers and other interested individuals and organizations, most of whom are located 
in the Southeast. Contributions pertaining to the INDEPENDENT SPIRIT or to the independent 
media community are welcome. All correspondence should be addressed to INDEPENDENT SPIRIT, 
South Carolina Arts Commission, 1800 Gervais Street, Columbia, SC 29201. The viewpoints expressed 

in this issue do not necessarily reflect the opinions of the South Carolina Arts Commission. 
The South Carolina Arts Commission is a state agency which promotes the visual, literary, perform

ing and media arts in South Carolina. The SCAC Media Arts Center support media artists and media 
arts in a ten-state southeastern region, which includes Alabama, Florida, Georgia, Kentucky, Loui
siana, Mississippi, North Carolina, Tennessee, and Virginia, as well as South Carolina. Both SCAC 
and SCACMAC receive funds from the National Endowment for the Arts. 

Susan Leonard, Editor Michael Fleishman, Aaeociate Editor Audrey Weber, Assistant Editor 
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