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Old Sins Cast Long Shadows
LONG SHADOWS. Ross Spears. 1987. 16mm
Color. Sound 88m.
CAROL WARD
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he most intriguing of the many ideas
facts: the Civil War casualties were more than our
oss Spears took more than the title for
promulgated by the film is the Civil
his latest documentary from his
war casualties in the American Revolution, War of
War's position as both the last romangrandmother's aphorism; he explores
1812, Spanish-American War, WWI, WWII, Korean
tic war and the first modern war.
memory--individual & collective--as a
War, and the first five years of Vietnam. Similarly,
the carnage of Gettysburg, known to all in general
method for interpreting and underCreative anachronists who re-create
battlescenes are "transported into the past" but
terms, is brought to emotional life as a tour guide
standing history, in this case the history of the single
''not to glorify war.'' Yet they perceive the remancites the number, and Spears shows us images of ammost important event in our American democracy:
ticism of the old-fashioned style of individual comthe Civil War. From the study of the life of one man
putated limbs and contemporary footage of the
bat, in the Napoleonic mode. Studs Terkel revels in
(Agee, 1979), to the survey of the 50 year life of an
turkey buzzards that must be descendants of the
remembering the talismanic power of "Stonewall"
institution, TVA (Electric Valley, 1983), to the
very vultures who cleared the fields in the aftermath
Jackson and Lincoln's Gettysburg Address. For all
examination of the 120 year legacy of the Civil War,
of 1863. He gives new force to old concepts by his
its glory, however, the Civil War was the first media
Spears has conquered progressively complex and
forthrightness and honesty--he bluntly calls the KKK
expansive subjects in his insightful documentaries.
war and the first war waged against a civilian
a "terrorist" organization; the postwar
Though at first it might seem that his reach has
population as part of the official battle strategy. The
industrialization of the South is termed "internal
colonialism" (by Robert Penn Warren) with
"sanctifying justification" of fighting for freedom
exceeded his grasp in this latest effort, Spears has
convincing facts to support the interpretation.
managed to organize, albeit loosely, his far-ranging
of the slaves was Lincoln's attempt to regain
momentum after serious batideas and observations into a
tle losses, not an original purthought-provoking film about
pose of the war. In a frightenthe impact of the Civil War on
every aspect of American
ing montage, Spears shows us
culture.
how that same strategy has
Through newspaper clipbeen employed by politicians
pings, documentary photoin every subsequent U.S.
graphs, clips from old movies,
military endeavor, up to
excerpts from radio broadReagan's pleas for the Contra
casts, verses from popular
"freedom fighters." Author
ballads, interviews with noted
James Reston, Jr.'s parallels
scholars and people on-thebetween the Civil War and
street--in other words,
Vietnam are poignantly
through various forms of
dramatized in the final
personal and social memory-sequence at the dedication of
Spears is able to construct an
Vietnam memorial in D.C.
impressionistic, yet intellecThe memorialization of the
tual document of human
Vietnam casualties is beginhistory. The seven sections of
ning, as it had begun for the
the film-Echoes of the War, A
Civil War veterans, about
Purpose for the War, The
twenty five years after the
Climactic Battle, Sherman's
war's end. The cycle, it seems,
Long March, Memorializing
continues, unless we can learn
the lessons of history.
the Dead, Reconstruction,
Cameraman Anthony Forina on the left and filmmaker Ross Spears on the right In Selma, Alabama standing
Veterans Reunite--provide a
next to the crossroads of Martin Luther King Boulevard and Jefferson Davis Avenue. Their film, Long Shadows
But as NY Times columnist
Is a feature length documentary on the legacy of the Civil War.
loose framework in which
Tom Wicker postulates,
Spears can trace the evolution of certain topics that
Spears' special gift, however, is his ability to
Americans are notoriously innocent of history.
intrigue him: the human cost of war, the long-range
perceive the inherent contradictions in the American
Maybe Long Shadows can fill that gap to remind us
political effects of the conflict, the changing role of
character. Though social historian William Cash in
of the elusiveness of memory and the complexity of
blacks in our society, the nature of warfare. The use
The Mind of the South claims that the ability to
our heritage. As a Tennessean, Spears tends to be
of these arbitrary divisions is a bit distracting but
balance opposites without recognizing the
biased toward the Southern view of history (he also
probably necessary; the pauses break the flow of his
contradictions is a peculiarly Southern trait, that
received most of his funding from Southern states),
sequences but also allow time for reflection to absorb
particular blindness can be just as validly attributed
but there is a noticeable attempt to balance Southern
the massive amount of information that he is able
to Americans in general. Spears reveals this irony
views with Northern perspectives or to select interto incorporate into 88 minutes.
to us not only in simple ways--a sign for the Lincoln
viewees that have lived on both sides of the MasonSince the Civil War is so much a part of our
Theater advertising the film Irreconciliable
Dixon line. He is comfortable with his Southernness
heritage (and I speak not just for Southerners), we
Differences, a sign marking the corner of Martin
in a way that Ross McElwee, director of the
probably believe that there is not much more we can
Luther King, Jr. Blvd. and Jeff Davis Avenue--but
marvelously quirky Sherman's March, is not. Inlearn about this war that has shaped our economy,
also in more complex situations. Brother James
terestingly, their conclusions about that controverour cultural perceptions, our regional identities, and
Sumner in his robes combs the hillside with a metal
sial figure differ markedly. McElwee attempts to
our national destiny. Even if the statistics that
detector to add to his collection of Civil War
justify Sherman, to see a private side to a public
Spears imparts are not new, they are nonetheless
artifacts. Protesting that he is not a man of war, he
legend; Spears holds Sherman accountable for his
startling when seen through fresh eyes. Spears first
yet evinces an absorbing interest in the recreation
scorched earth policy and its implications for future
overwhelms us with the enormity of the lossesof battle scenes--you must enter into the war to get
wars. (Spears also lays a share of the blame on Lin600,000 dead men. He shows us a young black tour
out of it what is going to help you with your life, he
coln's shoulders for this act of violent retribution
imparts.
guide at Ft. Sumter nonchalantly reeling off the
that led to later military tactics in Hiroshima and
Vietnam).
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nfortunately, the film and videotape
versions of Long Shadows cannot begin
with the powerful stereoscopic slide
show of Civil War photographs that
Spears used for the film's premiere at
the Sinking Creek Film Festival.* Though many of
the photographs are used later in the documentary,
they are more haunting in their original stereoscopic
versions. There are many other visual delights in the
film (despite the somewhat repetitious shots of
statues). Particularly effective is Spears' Gettysburg
montage that edits together battle scenes from a
variety of Hollywood films, narrated by a CBS radio
"You Are There" broadcast. In fact, it is this sort
of interaction between image and narration/music
that often expresses Spears' ironic observations and
that creates the echo effect so central to his
technique. Only a few times do his instincts fail him,
as when he lingers on an unflattering photograph
of Amy Carter with her father at Gettysburg during
the summit with Begin and Sadat or when he selects
an inappropriate Tom Waits song to accompany his
sequence on Sherman's March.
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Ross Spears (left) interviews Jimmy Carter for Long Shadows. Cameraman is Anthony Forlna and soundman Is David Mlrckler.

hese are small flaw.s, though,. fo.r sue~ a
massive undertakmg and Impressive
accomplishment. We can only wait for
Ross Spears' next film project, a
reflective study of Let Us Now Praise
Famous Men that promises to tap once again the
filmmaker's astute perceptions, his expansive
imagination, and his integration of history and
memory.
*A unique seven minute prologue to LONG
SHADOWS was shown at the premiere of the film
at the Sinking Creek Film Festival, and it is available
for showing in special theatres. The prologue is a
3-D show made from stereocards created by some
of the great photographers of the Civil War era.
Composer, Kenton Coe, of Johnson City, Tennessee,
created the-musiC-Which accompanies-the-show. The
show uses the polarizing method of projection, and
polarizing glasses are worn by the audience. The
images consist of portraits of soldiers and slaves,
shots of ruined cities, and pictures of the dead on
the battlefield. The 3-D effect is powerful. The
filmmaker believes that the 3-D aspect draws the
audience into the reality of the images much more
deeply than does a 2-D showing, giving the effect
of "looking back into time".
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General Ullysses S. Grant during the Civil War. A still from Long Shadows, a feature length film by the James Agee Film Project.

For information contact James Agee Film Project
3161f2 E. Main St., Johnson City, TN 37601, 615/9268637.

Carol Ward is Assistant Professor of English at
Clemson University in Clemson, South Carolina.

Ross Spears shooting the famous Edmund Pettis Bridge In Selma, Alabama, the site of the Bloody Sunday March in 1965
that brought about the Voting Rights Act. The film Long Shadows Is a documentary on the legacy of the Civil War.
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SOUTHEASTERN MEDIA PRODUCER'S FORUM
Jan Millsapps

D

oug Gore, a slight young black man,
works as a projectionist at a Columbia,
SC alternative theatre and admits with
some embarassment, "I want to produce narrative works."
Why the embarrassment?
"I think I'm in the wrong part of the country."
Columbia, SC, was the right part of the country
for Gore and the rest of the 150-plus crowd that
gathered on May 8 and 9 for a teles:onference on producing and financing independent feature films. The
Columbia audience and panel talked back and forth
with another panel and audience in Atlanta, GA.,
and the entire event was carried live or taped for
later replay by at least 10 other public or cable stations across the country.
"I can't believe this is happening in South
Carolina," said one participant.
Unlike established centers of feature film production activity, South Carolina still hovers on the edge
of the film industry; the state has yet to see an
independent feature produced indigenously.
"In the past year I've talked to eight or nine people who want to do independent features in the
state," says Mike Fleishman, Director of the South
Carolina Arts Commission's regional Media Arts
Center, "but they're not sure where to start."
The teleconference, says Fleishman, "is just the
first piece in a long process" of developing the film
industry in the state.
As a regional event, the teleconference was a "coidea" between Fleishman and Robin Reidy, director of IMAGE, an Atlanta media center, and was
held in conjunction with the Atlanta Film/Video
Festival. According to Fleishman, the
teleconference provided an ideal forum for a media
community that is stretched across ten Southeastern
states, functioning "like a regional town meeting."
Both Fleishman and Reidy described the
teleconference, or the Southeastern Media Producer's Forum (its official name), as the biggest
event ever for regional media producers. Besides the
SC Arts Commission and IMAGE, other sponsors were the state film offices and educational
television networks from both South Carolina and
Georgia, the Atlanta and Charleston Film Festivals,
the University of South Carolina Media Arts Department, the South Carolina Motion Picture and Television Association, Crawford Communications
in Atlanta, and the National
Endowment for the Arts.
Most participants arrived in
time for an opening reception in
Columbia Friday night prior to
the Saturday event. While
teleconference panelists were
entertained at a fancy feast at
Columbia's historic Siebels
House, participants were
treated to a more modest
spread in an unadorned
Radisson Hotel meeting room.
They mingled enthusiastically,
trading stories of past and
future productions. Most came
with scripts, or at least with
ideas.
Kip Hanks of Pensacola, Fl.,
brought a suitcase full.

At 22, he has written seven feature scripts and completed his first short dramatic piece with an AFI
grant. His current job in a video store inspires him;
he says he checks out the terrible movies and realizes
he can do better.
Stan Croner of Manassas, VA., contrasts with
the mostly youthful crowd. He has spent the last
twenty years producing independent documentaries
in Los Angeles. Now armed with new ideas, including a feature script, he's "in a holding pattern"
and looking for a new home base. He thinks it might
be South Carolina. Early in the evening, he had
already covered his program with names and phone
numbers of regional resources.
"I had no idea all this was here," he says, waving
his list.
Mary Jo Richter recently moved from Chicago,
where she had worked in public television, to
Beaufort, SC. During the reception, she made
valuable contacts among South Carolina's professional media community which may help her with
a children's opera project she wants to produce.
"There are more resources and talent here than
people realize," says Fleishman. "A lot of times we
are isolated or frustrated because we can't put all
the pieces together -- not knowing about the person
ten miles down the road thinking the same thing."
While the teleconference was the advertised
reason to be there, it seemed that many came for
the collegiality as well. For Carmine D' Alessandro,
"producing a feature isn't at the top of my list," but,
as President of the South Carolina Motion Picture
and Television Association, he is interested in making contact with the state's media professionals.
No one seemed concerned when the wine ran out
about half way through the reception; they kept on
talking. A Radisson representative entered, tapped
on an empty wine glass and announced that more
wine was on the way. It came and people stayed on.
Most didn't notice when several of the panelists
showed up late in the evening, impressed thus far
with their royal treatment.
"Wait until the Florida Film Commission hears
about this," independent producer-director Victor
Nunez said of his flight via South Carolina State jet.
Early Saturday morning the formal teleconference
began. To accommodate a large audience, South
Carolina Educational Television moved its operations into the University of South Carolinas Law

School auditorium. While technicians set up
cameras, raised banks of lights and sat in each
panelist's chair for mike checks, panelists arrived
and were led aside for make-up. First-come participants were encouraged by the floor manager to
sit in the middle to "look like a crowd" for the
cameras, but by the 10:00 a.m. starting time, the
crowd was real, and several monitors in the back of
the auditorium allowed latecomers their best view
of the proceedings.
Each panelist made a brief presentation before
questions from the audience began. Most interesting
were the reasons each was working independently.
For New York producer-director Connie Kaisermann, the subject matter of her first feature, My
Little Girl (incarcerated children), was not commercial enough.
"It's the flip side of teenage films where the
heroine's main concern is what to wear to the
prom," she said.
She was fortunate as a first-time director to interest major stars--like James Earl Jones and
Geraldine Page--in her project. While she attributed
some of her success to an eight-year association with
Merchant-Ivory (who produced Room With A View
and numerous other "specialty" films), she also
credited herself as scriptwriter for offering actors
"parts that are real."
Florida producer-director Victor Nunez (Gal
Young Un and A Flash of Green) works independently, he said, because he is interested in "a
wider range of sensibilities than Hollywood allows.''
At first reluctant to participate on the panel because
he "hasn't done much lately," his observations on
the differing standards of commercial and independent filmmaking impressed the crowd.
"He's the poet among them," whispered Carol
Ward, who teaches English and film studies at Clemson University.
Nunez suggested that independent filmmakers examine their own reasons for working independently, whether such work was "a stepping stone to
something else" (i.e. Hollywood) or if, like himself,
they believe such work a viable alternative to
mainstream production.
Tom Yarboro, vice president of the Earl Owensby
Studio, with facilities in both North and South
Carolina, provided a contrast to Nunez with his film
clip from Chain Gang, a "shoot-em-up-and-chaseem-down-the-country-road" action-adventure film.
His interest in movie-making,
first as an investor and now as
a producer, is in "the sizzle of
an idea."
Yarboro
stressed the
Owensby Studio's involvement
in other film genres, however,
when he described their "turnkey services" for independents,
who can bring in a script and
contract for "its guaranteed
completion for a guaranteed
amount of money."

Teleconference Panelists for "Financing and Producing Independent Feature Films" left to right: Connie
Kalsermann, Chris Stevernich, VIctor Nunez, Dick Reed- moderator, Tom Yarboro, and Monty Ross. (photo
by David Sloss)
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roducer-actor Monty Ross of New York,
who produced She's Gatta Have It and
more recently School Daze with Spike
Lee, said of Lee, "Spike wants to deal
with a black aesthetic and black culture,"
an approach which "keeps him on the edge" of
mainstream filmmaking. As for himself, Ross said
he just likes "to kick Hollywood in the behind" from
time to time because he believes minorities are not
accepted there.
After their success with She's Gatta Have It,
which he and Lee produced for $175,000 and
distributed through Island Pictures, a small specialty
film company, Ross described the relative ease with
which they acquired five million from Columbia
Pictures for School Daze.
"We may not get this much money again, so we
decided to do everything we wanted to,'' he grinned.
As evidence, he sported a flashy black satin School
Daze jacket.
Independent producer Chris Sievernich, Paris,
Texas and Stranger Than Paradise, left his native
Germany, where the government subsidizes film
productions (a system, Sievernich said, "so
comfortable you can fall asleep") for the more
challenging American system, but he uses contacts
on both continents to put financial packages
together.
Perhaps the most impressive story of the day was
his long but engaging account of the difficulties he
encountered as he tried to get financial backing for
his recent project with director John Huston for a
feature based on the James Joyce story The Dead.
After several international packages fell through,
he "xeroxed a bunch of scripts and budgets and
drove around L.A. like a travelling salesman." He
pitched his idea to at least four studios a day until
he finally found the right combination, an executive
at Vestron Pictures who was also a Huston and
Joyce fan. Even so, Vestron only provided half the
budget; he returned to London to raise the other
half.
"When people say no, just take it as a confirmation
of your project," he advised the audience.
---8revFrniclr stress-ed creativity and fl-eXibtltty-i11 putting financial packages together. His earlier film
Paris, Texas was financed by "eleven or twelve
sources from three European countries." Just
preparing the contracts and translating these into
three languages was a major effort, he said.
During the lunch break participants seemed
encouraged, not at the uncertain process of
producing an independent feature, but that the
panelists present were proof that it could be done.
South Carolina independent producer-director
Nancy Yasecko accurately remarked that the panel
provided information on "how it's been done, not
on how to do it."
Nan Robinson, vice president of a Columbia-based
commercial production company now branching out
into other areas, including feature production, said,
"what I got was the need to be driven and be
obsessive about it ... those are the people who make
it."
If the morning panel was colorful and ancedotal,
the afternoon panel gathered in Atlanta, an eclectic group of financiers, distributors, consultants,
writers and a film commissioner, provide more factual information, and some controversy.
Writer-consultant David Rosen quoted from his
book Off Hollywood -- The Making and Marketing
of American Specialty Films, which describes a
variety of financing arid distribution strategies for
independent filmmakers, including deferrals,
presales, and limited partnerships.
His research, he said, "proves that no two films
are alike, either as works of art or as commercial
ventures."
Another Atlanta panelist, Janet Grillo, is director
of acquisitions for New Line Cinema. While her
company acquires films in various stages of
completion (including their providing total production costs), Grillo drew criticism because New
Line takes no risks by producing specialty films, but
relies instead on the sure box office of a Nightmare
on Elm Street, (part whatever). Most often specialty
films are only acquired upon completion.
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She was not encouraging to first-time producers.
When asked point-blank by a member of the
audience how to get a script to interest someone at
New Line, she replied, "It must be irresistible."
Producer Bill Parks of Georgia (Uncertain Faiths)
represented his state's indigenous film industry. He
described his experiences producing a feature in
Georgia. "The technology is here; you don't have to
go to Hollywood."
He also described his fundraising efforts. "I've
signed away everything I own more often than I'd
like to make something happen." He believes there
is a growing investment base for feature film
production in the Southeast.

Teleconference panelists Connie Kalsermann, Chris
Sievernich, Victor Nunez, and moderator Dick Reed. (photo
by David Sloss)

Teleconference-panelists Dick Reed (moderator), Tom Yarboro and Monty Ross. (photo by David Sloss)
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Southeastern Media Producers Forum participants Richard
Sampson, Jan Millsapps, and John Emerson. (photo by David
Sloss)

Georgia Film Commissioner Norman Bielowicz
described how his state had made the transition from
a "location state" for outside production companies
to a "resident industry" state and his own efforts
at the Georgia Film and Videotape Division to assist
independent filmmakers.
When South Carolina participants wondered out
loud why their state had not done the same, South
Carolina Film Office Manager Lisa Goodwin
explained that the state's financial climate and the
lack of education within the business community had
kept the emphasis on attracting outside production
companies rather than developing indigenous
productions.
Other controversial topics included whether a first
time producer should work through a producer's
"rep" for the best marketing and distribution deal.
Monty Ross and Spike Lee had used one for She's
Gatta Have It, and Grillo recommended this, but
Nunez remained doubtful.
The finale of the day was a producer's party in the
lobby of South Carolina's new State Museum, a
renovated textile mill. As at the opening reception,
the guests made the most of their chance to talk to
each other and to the panelists, and did not seem
to mind the lack ofbeverage choices -- white wine,
keg beer or Southern-sweet iced tea. While one
enthusiastic man shouted for the band to stop
playing because he could not talk over the noise
reverberating through the bare brick area, most
politely stepped outside to carry on their
conversations.
Some immediate results were evident: For the
participants, inspiration, renewed interest and
valuable contacts with other media professionals in
the region; for the panelists, admiration for those
who organized the event' and knowledge, surprising
at times, of resources available within the region.
Through a series of short presentations in
Columbia at the end of the teleconference, many
were encouraged to find out about new programs
and facilities, such as the Owensby Studio in
Gaffney, South Carolina; Coastal Studios, a small
film studio in Walterboro, SC "halfway between
New York and Miami;" and a film training program
in the works at Tndeiit Technical -College in Charleston.
The success of the teleconference is helping spawn
related events as well. The South Carolina Film
Office says it is planning a corporate forum to
interest the state's investors in supporting an
indigenous film industry, and a producer at the
state's educational television network is interested
in doing more programming on independent film
production.
While pieces of the process may still be missing,
like the lack of entertainment lawyers or a solid
investment base in South Carolina, other pieces are
falling in place. The state arts commission is
exploring funding for script development and multiyear funding for feature projects. The film office
says it is committed to working with independents.
"It's up to the people in the state," says
Fleishman, "to make it clear to us or to the film
office how they would like to see the industry
develop and what they need from us."
Will the regional teleconference become an annual
event?
"We've talked about it and laughed," says Reidy
about post-teleconference conversations with
Fleishman. Then she adds more seriously, "Maybe
every two years."
Note: Videotapes of the Columbia and Atlanta
teleconference sessions are available from the S.C .
Arts Commission Media Arts Center at a nominal
charge. For more information, call 803-734-8696.

Jan Millsapps is a Columbia, S.C., independent
filmmaker whose short animated and experimental
films have been screened internationally. She
organized the Columbia panel for the producer's
teleconference. Millsapps recently moved to San
Francisco to join the faculty in the Department of
Cinema at San Francisco State University.
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Ground
Zero
National Alliance of
Media Arts Center
(NAMA C)
Conference
May 18-21, 1988, Atlanta, Georgia
Atlanta College of Art/High Museum
of Art
Held in conjunction with the

12th Atlanta Film &
Video Festival
May 18-22, 1988
High Museum of Art
he 1988 National Alliance of Media Arts
Centers (NAMAC) Conference will be held in
Atlanta, Georgia on May 18- 21, 1988 in conjunction with the 12th Atlanta Film and Video
Festival (AFVF). Organized by IMAGE
FilmNideo Center and hosted by the Atlanta
College of Art and the High Museum of Art, the NAMAC
conference's main theme will be MEDIA ARTS EXHIBITION, with the AFVF screenings held each evening.
There also will be a special pre-conference workshop for
state arts agencies and other funding/art/community
organizations interested in learning more about exhibition
and the media arts. In addition, the Corporation for Public
Broadcasting (CPB) Program Fund will have representatives present to meet with independent producers during the conference.
The three-day NAMAC conference will feature
nationally-recognized guest speakers and experts from the
media arts field who will lead workshops that cover the
following topics and questions:
1. Marketing/Publicity/Audience Development - How
do you get the word out on film and video screenings? How
do you develop and expand an audience for noncommercial independent media art? How do you go beyond
the usual publicity venues to reach targeted audiences?
2. Information Services (computer networks, circuits, tours, etc.)- How can existing computer networks
be adapted for use in the media arts? What current models
for touring circuits of artists and/or their works exist? How
can more information reach more people and help expand
exhibition venues in the media arts via new technologies?
3. Criticism/Program Notes/Aesthetics of Media Arts
- What is the current state of media arts criticism and
aesthetics? How can more and better media arts criticism
be generated and funded? What is the role of criticism in
generating new audiences for film and video?
4. Artists' Concerns - How do media artists want to
see their works exhibited? How do artists view the expansion of exhibition venues into clubs, home video and cable
television? Is there a need for standardized rental and
other artist-related fees?
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Ground Zero Performance Gallery is Tampa
Bay's unofficial Capital of Experimental
Theatre according to the St. Petersburg Times
in Florida.

5. Exhibition Technology/Hardware - Is the 16mm
film format still viable for exhibition? Is there an ideal way
to exhibit video? How are the new technologies changing
the traditional methods of exhibition?
6. Intermedia (audio, performance, video installation,
etc.) - How can mixed media forms best be exhibited?
What are the unique concerns and needs in exhibiting
video installations? What models currently exist for the
exhibition of mixed media works?
7. Telecast/Cablecast/Radio- What outlets in television and radio currently exist for independents? How are
artists' rights negotiated and what standards currently
exist for television and radio transmission?
8. Facilities/Architecture/Real Estate- How are exhibition facilities designed to accommodate the media arts?
What successful facilities design/construction collaborations exist between the public and private sectors? How
can you make the best use of existing facilities in your
community?
9. Access to Archives/Collections - What media arts
archives and collections currently exist? What are the
unique concerns of media arts preservation?

NAMAC Conference
Schedule

T

he conference schedule will include the preconference workshop for state arts agencies
and the NAMAC board meeting, with the
AFVF opening night screening on Wednesday, May 18, and screenings continuing each evening; a Thursday morning
opening session on the media arts and their role in society, followed by informal discussion groups, and two afternoon workshop sessions. A Friday morning session will
announce a new grants program for state arts agencies
funded by the NEA and administered by NAMAC, followed by a series of workshop sessions occurring the rest of
the day. A members' meeting will be held Saturday morning to close out the conference, with festival screenings
occurring during the afternoons and evenings of the
weekend.

NAMAC Conference &
Membership Information

T

he NAMAC conference registration fee is
$100 for non-members, $75 for NAMAC
members. A $20 festival pass will be available
at the conference that includes all the AFVF
screenings and festival events. The official
hotel for the festival is the Colony Square Hotel located
across the street from the conference and festival site, and
special conference/festival rates will be available
(404/892-6000). A wide assortment of accommodations also
are located in the area, and a limited amount of travel
scholarships and free housing will be offered. The
Woodruff Arts Center that houses both the Atlanta College of Art and the High Museum is centrally located in
Midtown Atlanta, with easy access by MARTA rail transit, bus and highway.

Tampa artist David Audet is director of
Ground Zero, a performance gallery he initiated
in July 1986. The programming includes theatre
(mainstream plays by Shepherd and Pinter as
well as more experimental works), performance
art, film, improvisational comedy, dance, experimental music and readings.
Artists such as Pat Olezsko (performance artist), Celeste Miller (choreographer), and Nancy Yasecko (filmmaker) have had shows at
Ground Zero but David's major concern is to
expose emerging artists to the public and to provide a space to produce new works. He is interested in hearing from anyone who would like
to produce new work or has a show available
for consideration. Collaborations are a
possibility.
For information please contact David Audet at
Ground Zero, 317 S. Howard, Tampa, FL
33606, 813/254-1054.

NAMAC is a non-profit organization dedicated"to increasing public understanding of and support for the field
of media arts in the U.S. Members include media arts
centers and media artists, as well as other individuals and
organizations providing services for production, education,
exhibition, preservation and distribution of video, film,
audio and intermedia. NAMAC's information services are
available to the general public, arts and non-arts organizations, businesses, corporations, foundations, government
agencies, schools and universities.
NAMAC membership benefits include a subscription to
Media Arts (published four times yearly); the annual conference; eligibility for the management assistance program
(mini-grants $2000-$4000); notification of co-operative and
public education programs, local and regional media activities, advocacy initiatives, as well as access to NAMAC
information services, including the members mailing list,
bulletins on timely issues and events and resource
publications.
For more information contact IMAGE FilmNideo Center,
75 Bennett St. N.W., Suite M-1, Atlanta, GA 30309
404/352-4225.
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ATLANTA FILM
&VIDED FESTIVAL

he 12th Atlanta Film and Video Festival
May 18-22 is being held in conjunction
with the 1988 National Alliance of
Media Arts Centers (NAMAC) Conrerence May 18-21 in Atlanta's High Museum/
Atlanta College of Art complex. Approximately $5,000 in cash and equipment prizes will be awarded
at the discretion of the judges with prizes for best
dramatic, experimental and animated film and video plus
other awards. Last year's winners included Joanne
Akalatis' Dead End Kids, Erica Beckman's Cinderella,
Victor Fridman's Argentina: A Broken Sile11ce, Emily
Breer's Fluke, Curt Madison's Songs in Minto Life, David
Daniel's Buzz Box and Stephen Roszell's Other Prisoners.
This year's judges: Marion Luntz is the Program Director at the Southwest Alternative Media Project
(SWAMP), a regional media arts center based in Houston,
Texas. Tony Buba has been making films about his
hometown of Braddock, Pennsylvania for the last fifteen
years. His films have earned him over 30 awards from
dozens of film festivals, one-person shows at the Museum
of Modern Art and a Guggenheim Fellowship. Paul Wong
is a video maker, photographer and performance artist
from Vancouver, Canada. He is a founding member of the
Video Inn in Vancouver, the Vancouver Artists League,
On Edge Productions and Mainstreet, Inc. Anne Bray is
a video artist who also serves as the Video Coordinator
and ON-LINE administrator at Los Angeles Contemporary Exhibitions (LACE), an interdisciplinary exhibition, performance and screening facility.
The Atlanta Film and Video Festival is a presentation
of IMAGE FilmNideo Center in association with the High
Museum of Art. The NAMAC Conference is presented by
IMAGE and hosted by the Atlanta College of Art and the
High Museum of Art.
For more information, contact IMAGE FilmNideo
Center, 75 Bennett St., M-1, Atlanta, GA 30309,
404/352-4225.
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1988 southern Circuit
The 1988 Southern Circuit is a program of the South Carolina
Arts Commission Media Arts Center, the National Endowment
for the Arts, the Southern Arts Federation, local sponsors, First
Run Features and Kino International. The Southern Circuit is a
tour of six internationally-recognized independent film/video
makers to six southeastern cities. Each artist screens and
discusses his/her work with the audience.

Lo~al Sponsors: St. Louis, Missouri - Webster University;
Whitesburg, Kentucky - APPALSHOP; Clemson, South Carolina
-Clemson University's College of Liberal Arts and College of Art
and Architecture; Louisville, Kentucky- Kentucky Center for the
Arts; Raleigh, North Carolina- North Carolina State University;
Atlanta, Georgia - High Museum of Art and IMAGE FilmNideo
Center.

Richard Gordon and Carma Hinton's film
Small Happiness: Women of a Chinese Village is
an intimate dialogue with rural Chinese women
who talk openly about courtship, marriage, birth
control, childbearing, work and feudal
footbinding.

..

The southern Circuit Is the only centrally organized regional tour of Independent fllm!VIdeomakers In the united
States. For Information contact susan Leonard, south carolina Arts commission Media Arts center, 1800 Gervais
street, Columbia, south carolina 29201, 8031734-8696 .

8
Brazilian suzana Amaral's feature film Hour of
the Star was praised as one of the ten best films
of 1987 by film critic Andrew Sarris. The story
is of an uneducated nineteen-year-old woman
from rural northern Brazil who moves to Sao
Paulo. Her story which combines realism and
fantasy is an adaption from a novella by Clarice
Lispector who is the "James Joyce of Brazil."

Stephen Roszell and walter Brock's video
Other Prisoners is an unconventional penetration into prison life through the guards and their
prisoners. It is a revealing, human look that exposes often humorously a thin line between the
incarcerated and those on the outside.

Daniel Reeves· video Ganapati!A Spirit in the
Bush transcends our expectations of video's
visual quality by creating a moving requiem
expressing the primal bond between man and
animal.

Barbara Margolis' film Are We Winning,
Mommy? America and the Cold War is a
powerful look at the origins and the
consquences of the Soviet/U.S. conflict from
WWII to the present.

Joanna Priestly's award-winning animated
films include the autobiographical Voices that
is a hilarious series of unleashed,
metamorphosing neuroses as well as The Rubber
Stamp Film which uses free-form dream imagery
accomplished entirely with rubber stamps.

-

OTHER
~vitwp----------P-Rl-SO-N.-:ER_S_
OTHER PRISONERS. Stephen Roszell and Walter Brock.
1987. 3/4" video. Color, Sound. 60m.

I

don't know Stephen Roszell, but after seeing
two of his videotapes, I'd be willing to wager
he's a terrific storyteller. Roszell's a documentarist, a video maker whose works seem
at first glance to be chiefly about looking at
and listening to others. But only a great talker could
draw out people the way Roszell does; only an inspired interviewer could set folks at their ease, and
convince them to reveal themselves as purely as they
do in his tapes. And only a director with a strong
sense of the drama could weave together the strands
of boast and confession, tall tale and bland fact, into such a fabulous fabric.
Roszell's most recent piece, Other Prisoners, is a
more direct sort of documentary than his earlier,
obliquely narrative Writing In Water. It's straight
forward, neither self-reflexive nor overtly experimental. Yet there's a raw poetry about its images, and an extraordinary passion for the way that
people explain themselves, for their languages and
gestures, that makes the tape seem both personal
and unconventional. Other Prisoners isn't so
abstracted that it couldn't be used in a class on
criminal justice, but it's vehemently undidactic. Its
meaning rests as much in the way a prison guard
stands, trapped in the white-walled corner of his
tower, as it does in his comments about his favored
technique of scanning the fence, constantly training
his eyes from left to right. It's a work that we watch
as avidly, and with as much attention as Roszell's
subjects watch their criminal charges, and its images, whether carefully posed or rawly off-center,
are unsettling and strangely potent.
Other Prisoners is about men who work as prison
guards at the Kentucky State Reformatory in
Louisville. Perhaps a half-dozen guys are profiled in
the tape, though profiled is really too formal and
thorough a term to describe the casual, conversational way in which Roszell treats these portraits.
They range from Simpson, an about-to-retire
veteran who's delighted to quote a prisoner's
description of him as "a good man but sneaky as all
hell," to Tommy Lipscomb, a black officer in charge
of seizing contraband, who radiates pride in his job.
"You never know where I'm gonna turn up," he confides happily, and describes the tactics he uses to

Linda Dubler

capture the taboo carton of cigarettes or hand-made
blade with a gusto for fighting crime usually confined to comic-book superheroes.
Roszell has approached the making of Other
Prisoners with a curiosity and openness unusual in
social documentary. Few subjects could have been
riper for stereotyping, for reinforcing an audience's
preconceptions than the ones Roszell chose; so it's
enormously exciting to see the tape progress in the
unpredictable direction of intimacy and spontaneity, and above all complexity. Simpson, Lipscomb and
their fellow guards emerge neither as cardboard
fascists nor as Bronsonesque avengers, but as whole
men, complicated and full of ambivalence.
Simpson seems to be the largest personality of the
group, and the one with whom Roszell spends the
most time. He's a good 'ol boy who swears by
authority-- "That's the way to live, take orders and
give orders" -- yet he's quick to admit how little
separates him from the guys behind bars, observing that "anybody that ever drank much could very
easily have killed somebody." Reminiscing about the
jail break movies of the Thirties that he loved as a
kid, he recalls rootin' for the convicts. "That's the
way Americans are, I guess," he says lightly,
amu~ed by the contradictions his statement implies.
Other guards talk about how working around the
cons rubs off in subtle ways. One,_a big affable man,
ruefully describes what happened when he made the
mistake of calling his wife "bitch" --that's how the
cons inevitably refer to their women; another
describes the lasting terror of a riot, and we can see
in his tense speech and circumscribed movements
a permeating nervousness. His bone-deep anxiety
is a profound contrast to the ease and authority expressed by one of the most comfortable, seasoned
prisoners, who makes a point of sympathizing with
his keepers. Times are tough and, since they're not
into stealing, they've got to take any job they can
get -- that's how he sees it. In his view, prison is
merely a microcosm of society. "It's just like it is
outside," he says. "The rich gets richer and the poor
gets poorer."
This sense of the blurry, dangerous proximity of
prison to life on the outside emerges as the tape's
underlying theme, and it's explored in ways that are

funny and provocative and that catch us very much
off guard. There's one instance, though, where it's
profoundly disturbing. I'm thinking of the worn,
quiet con, who not so long ago worked as a guard
at Kentucky State Reformatory, and was fool
enough to smoke marijuana in his room. A softspoken young man who talks from a kind of terrible
distance and who struggles to keep emotion at bay
reminds us of how precarious our position as lawabiding citizens really is. Here's the guy who kept
the keys, living in one of the cages he so responsibly
locked.
·
Other Prisoners is a work filled with irony and
with darkly funny humor. We meet car thieves who
learned to hot wire by watching Adam Twelve on
TV and yard lords who serve the same function in
the big house as bankers who charge exorbitant interest do in the big world. We catch Cocoa, a gay
prisoner who trades sex for cigs (the equivalent of
cash inside) and flirts outrageously with a guard, and
we hear one of the incarcerated speculate about
what would happen to the judges and social workers
and police if criminals went on strike. Somehow we
laugh, and for a moment forget the viciousness, the
noise and the aimless regimentation that are so
much a part of prison life.
I will not forget, though, the images of hands
reaching through bars, the blank, lightless windows,
or the crowds of sparrows clustered on a tangle of
barbed wire atop the awful fence. These eloquent
pictures are stories themselves, and with the
whispered, hollered, bold and barely told histories
of Roszell's other prisoners, they make for a vivid,
haunting work.

•

•

•

•

•

•

Other Prisoners was aired nationally on PBS and
won Best Southern Video at the 1987 Atlanta
Film/Video Festival and the Gold Award for Film
as Art at the 1987 Houston Film Festival. Steve
Roszell was awarded an NEA Visual Artist
Fellowship in 1987.

For information, please contact Stephen Roszell at
215 E. Chicago # 1011, Chicago, IL 60611.

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

ACase For Colorizing
Black-And-White Movies
Robert Russett
he American Film Institute has denounced it as threatening "to destroy
our nation's film history and the
heritage which it represents," and the
Director's Guild of America is calling it
"a mutilation of history" and "artistic desecration."
The subject of such alleged perfidy is colorization
-- the computerized process of converting black-andwhite films to color for television viewing. Based on

T
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inaccurate assumptions about the electronic
transmission of movies, and rankled by media
magnate Ted Turner's commercialism, film directors, actors, and critics have banded together and
taken a position that bitterly opposes colorization.
Among those who have passionately protested colorization are directors Steven Spielberg and Billy
Wilder, actors James Stewart and Jack Lemmon,
and critics Leonard Maltin and Vincent Canby .

Under the banner of artistic integrity the motion
picture community has unfairly attacked the colorization process and Turner's plan for using it to
transform one hundred monochrome film classics.
The comments and criticisms that these people and
their acolytes make about colorization are emotional
and misleading and only serve to confuse and complicate the real issue of the debate.

eaving aside the comments made about
Ted Turner's money and personality, the
major argument made against colorization
is of an aesthetic nature. Specifically, the
argument is that colorization distorts and
defiles the emotional and artistic content of televised
films. Such an argument constitutes a failure to
understand what colorization is and more
significantly what stands to be gained by developing and using this new form of technology.
First of all, it is important to recognize that colorization is done on video tape. Original prints and
negatives are not affected; black-and-white films,
therefore, will continue to exist and will be available
to anyone who wishes to view them. So it is wrong
to suggest, as many critics do, that colorization will
literally damage or destroy the actual films.
But the root cause of the controversy is the inability of those who are opposing colorization to make
a clear distinction between the inherent qualities of
projected film and the type of imagery that is
generated when a motion picture is electronically
transmitted. When film is shown on television, it is
converted to another medium and becomes an entirely different kind of viewing experience. There
is an obvious difference between watching a film in
a theater and looking at one on television. The critics
of colorization, however, never mention this
technological transmutation. Indeed, they suggest
that television transmission has no substantial effect on the form and content of the film, unless of
course, it is tampered with by Colorization, Inc.
under the auspices of Ted Turner.
The inconsistency of their position raises some
serious questions about their expressed desire to
preserve in a pure and unaltered condition, the
presentation of films as they were originally intended to be seen. It also raises questions about the
reasons for their indignation and perhaps even about
the sincerity of their motives. How can movie
makers be so upset about colorization and yet be
seemingly oblivious to the audio and visual changes,
and the subsequent loss of filmic quality, caused by
the general practice of televising motion pictures?
How, for example, can these so-called film purists
object to colorizing The Maltese Falcon on the one
hand, but on the other hand condone the televising
of a film like David Lean's Academy Award-winning
Lawrence of Arabia?
In its theatrical form Lean's classic is a widescreen high-definition picture of projected light, accompanied by the full fidelity of stereophonic sound.
A televised version of Lawrence of Arabia totally
transforms this large-scale environmental experience. The original form of the film, as it was envisioned by Lean, is changed into a low-definition
tissue of electrons, usually about twenty inches wide
and accompanied by monophonic sound over a threeinch speaker.
But this loss of resolution, color quality, sound, and
image size, important as it may be, is not the only
factor to be considered. What about the millions of
black-and-white T.V. sets still being used in many
American homes that receive this color film and
eliminate its beautiful chromatic tones? Why have
the critics of Ted Turner spoken out so angrily
against colorization, but not against decolorization?
The black-and-white transmission of color film dates
back to the beginning of television. In fact, not only
is there a history of color films being shown on blackand-white T.V. sets, but for years, film distributors
in a move to reduce rates leased black-and-white
prints of color films to local T.V. stations.

L

et despite the many aesthetic changes
rendered by the commerce and
technology of television, film makers
have angrily focused all of their attention
on colorization, denouncing it as a
money-making scheme that threatens the artistic integrity of Hollywood movies. Woody Allen sees colorization as "mutilating a work of art and holding
the audience in contempt." How does Allen feel
about the decolorization of films shown on television
(including some of his own), and on top of that the
periodic interruption of their narrative continuity
with commercial advertisements? Apparently he approves since he is willing to accept the financial
rewards for permitting his films to be shown; but
his position is clearly inconsistent with his professed
commitment to artistic integrity. Like other movie
makers who are busily protesting colorization,
Allen's view is overdrawn, spurious, and far too
sanctimonious.
To put colorization in proper perspective there is
a need to question the nature of television viewing
and specifically the electronic transmission of motion pictures. At the center of the controversy is a
misreading of media by the opponents of colorization that, perhaps in part, can be attributed to a lack
of objectivity and professionalism. Dissenting film
makers and film critics often seem more upset by
Ted Turner's use of power and the fact that he and
not the movie industry stands to make a great deal
more money than they are by the alleged adverse effects of colorization. In any case, opponents of colorization fail to recognize, or refuse to admit, that
when film is transposed to television its fundamental qualities are significantly altered. The only way
to experience film in its pure and original form is
to see it projected in a movie theater. When film is
televised, it becomes an electronic image and its inherent standards of definition, color, and tonality are
no longer relevant. It has, in effect, been
transfigured, consigned to a different visual sphere
which has its own essential characteristics as well
as a potential for creating entirely new kinds of
viewing experiences.
Although still an evolving process, colorization and
its many applications have been and will continue
to be an important resource in electronic imaging.
A form of colorization, for example, has already been
acclaimed for its use in the restoration and enhancement of technicolor films such as Friendly Persuasion and State Fair. Electronically infused by fresh
color sensations and the computer-corrected video,
tapes of these movies have been made compatible
with television and look richer and more vivid than
any film version currently available. Although at this
stage of development, the application of color to
black-and-white films is more problematic, there is
no legitimate reason why attempts should not be
made to add new levels of information and artistic
meaning to monochrome film classics. In art forms
other than film, there is widespread approval for the
use of existing works in new ways. In theater and
music, for example, it is common practice to make
contemporary adaptations from older plays and
musical compositions. Indeed, many feature films including some of the black-and-white classics that
movie purists want to preserve, are based on novels
and have in effect "colorized" literary form. The interpretation, transformation and regeneration of
older art works have a long and distinguished tradition and colorization offers this venerable approach
still more creative possibilities.

Y

How long it will take colorization to become a
highly sophisticated and refined technique is at the
moment an open question, but the development and
use of its transformative powers is inevitable. Motion picture films are being subsumed by the medium
of television and the colorization of black-and-white
movies represents the next logical step in the total
scheme of this evolutionary process. Colorization is
capable of taking disembodied films, that have been
cut loose from their original form by advanced
technology, and relocating them in a new visual
dimension which has its own distinct standards. Not
until the full implications of this electronic procedure
are understood by the disgruntled opponents of colorization can a serious discussion begin about the
aesthetic consequences of adding color to black-andwhite films.

Robert Russett is an independent filmmaker
whose work has been screened at the Whitney
Museum's New American Filmmaker Series, the
New York Film Festival, the Oberhausen Film
Festival and the G. Pompidou Center. He has, with
film writer Cecile Starr, co-authored a boo[c, EXPERIMENTAL
ANIMATION: AN ILLUSTRATED ANTHOLOGY. Russett is professor
of art and media studies at the University of
Southwestern Louisiana.

A Call for Tapes
c
A

c

N c
A
T

G
E

N N A T I
s T S'

A

R
F

F

0

G
0

u

Ep

R

T

344 WEST FOURTH STREET CINCINNATI, 0
HID 45202 513 . 3 8 1 . 2 4 3 7

T

he C.A.G.E. Video Project for the 1988
programming year will present a collection of exhibitions that have grouped
artists together by discipline, form or
subject. The programs are scheduled
five times a year and consist of approximately one
hour of curated programming. After the hour of
planned programming, tapes from audience
members as well as tapes from outside the city are
shown.
C.A.G.E.'s aim in programming is to show work
that has received national attention while at the
same time allows a forum for visibility. More Art
for More People.
To submit tapes, send them with return selfaddressed stamped mailer to C.A.G.E., P.O. Box
1362, Cincinnati, Ohio 45201. No application form
is necessary. Tapes are accepted until June 1988.
Work submitted will be pre-screened on the first of
every month.

-

WORKS IN PROGRESS
Patricia Bustamante

MICHELE FLEMINC
MARIETTA, CEORCIA

ichele is in the process of collecting additional images for her latest film
Left Hand Memories. The idea for this
work came from Gertrude Stein's The
Making of Americans and its underlying theme of repetition and transition from generation to generation, and more specifically the phrase:
Everyone is in the process of repeating the whole
of themselves. "Left Hand Memories deals with
cyclical images. I have gathered a great deal of
footage that depicts cycles and repetition: Shots of
the different seasons, the snow, the fall leaves, images of death, birth, and rebirth. Through the editing
process I will repeat the visual phrases and extend
their meaning a little further each time. This is a film
one experiences and each individual will experience
it in a different manner. I am thinking of adding text
to the film, not as a spoken narrative, but in subtitles with very simple phrases that again will be
repeated and then extended in meaning. In essence
the whole process is a continous loop with no beginning, middle or end." The film will not show full
figures or any characterization. Parts of people doing a variety of things will be shown and someone
will be obviously involved in the film but only as- a
presence. "I'm trying to capture the core of the
issues and problems with which I am dealing, articulate them through film, and then share them with
someone else." Michele is planning to complete this
project by early 1988. At this time she has recently
finished writing a grant proposal for the American
Film Institute for a work called Objects In The Mirror May Appear Closer. This production will be dealing with storefront windows. "The film will be shot
in the course of a year. I'm looking again for that
cyclical feeling of changing fashions, seasons, and
holidays. I would like to travel throughout the country shooting storefronts. This work of~ers many
possibilities, because it is not just what IS happening in the windows, but also what is being reflected
off the surface of the glass. The final result would
be layering of images that could be quite beautiful.''
For additional information contact Michele at: 1661
Melba Court, Marietta, GA. 30066.
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CHRISTOPHER OTT
MYRTLE BEACH, SOUTH CAROLINA

hristopher is in post-production of his
first feature film The Setting Sun.
The piece is 35mm color and 90 minutes
in length. In 1961, a B-52 bomber
accidentally jettisoned an atomic bomb
into a swamp near Goldsboro, N.C. It was never
found. The story based on this event is a dark comedy taking place in the mythical town of Whipsaw,
N.C. The film begins as a group of scientists
descends on the town with a planeload of hi-tech
gadgetry to study the ground. This action makes the
"locals of Whipsaw come out ofthe woodwork." The
essence of the story is the confrontation between the
townspeople and outside entities who are secretly

C

searching for the bomb for dubious reasons. The film
was shot between Wilmington, N.C. and Myrtle
Beach, S.C. using local talent. "We have no stars.
Everyone, including the technicians, worked for
deferred payment based on the success of the film.''
Plans for distribution are not yet final pending procurement of additional funding, but Christopher
hopes it will be ready for release in early 1988. This
is the premiere production of Caravan Films Inc.,
an independent film company based in Wilmington
and Myrtle Beach. Initial funding for this production was provided by APP ALSHOP and the South
Carolina Arts Commission. The rest of the budget
was contributed by family and other private sources.
For information contact Caravan Films Inc., 14
South Gate Rd., Briarcliffe Acres, Myrtle Beach,
sc 29577.

Program is a 10 minute film documentary portraying different aspects of the successful program that
has been held in Columbia for the past 4 years. "Fifty children, Protestants and Catholics, are brought
over from Belfast for six weeks during the summer
and are placed in American homes. This gives them
an opportunity to mingle with people of the opposite
faith in a safe environment. Belfast is extremely
dangerous during the summer because the children
are out of school playing in the streets where it can
become very violent. Basically, the program is
designed to promote cultural and religious
understanding and to get the children out of Belfast
during an unsafe time for them." The film-contains
interviews with the children, chaperones, and those
running the program in order to get an overview of
how the program is structured and how it works.
This project should be completed early in 1988, and
it will be used by the Irish Children Summer Program as a fund raising source.
STEPHEN MAY
Marsha is also in post-production on a short narSAVANNAH, CEORCIA
rative film called Par 3. "I'm co-directing this work
with Lilly Boruszkowski from Southern Illinois
University. Lilly and I have worked on several films
tephen has recently begun graduate
together, and we like to deal with America as subwork in video production at the Savanject matter. Thi& film certainly falls in that category.
nah College of Art and Design. "I'm inThe story centers around miniature golf and two
volved in a four minute video doccontestants participating in a tournament. The
umentary on the work and imagery of
characters in the film are really caricatures of what
Mark Flowers, a South Carolina ~ainter and proy_QU_exp~_a mini golf player to be, and they hlend
fessor here- at tfieScliOOf. Ar ecurring ilnage in1Vlr :---=- into that unusual environment of large dinosaur
Flowers' work is a very simple house with a bright
obstacles. The film looks at how America takes
window in a dark landscape. While visiting his home
sports so seriously, because we have serious comand studio, I discovered he has a wonderful little
mentators, and also how we like to take something
home, and there seems to be a connection in the way
and twist it into something unusual and formidable."
he and his family feel about their home and the imPar 3 was shot in Myrtle Beach with Henry Lake
ages of home that he puts into his paintings. Mark
and Faye Whitt playing the parts of the contestants.
Flowers' depiction of home is an inherently
Completion date is expected to be in the Summer
American one." This documentary should be comof 1988. For additional information contact Marsha
pleted during the semester's coursework. In addiat: The Department of Media Arts, College of Aption, Stephen is in the early planning stages of a
plied Professional Sciences, University of South
longer video project involving the Savannah River
Carolina, Columbia, SC 29208.
pilot boats. "Since moving to Savannah, I have been
intrigued by these tugboats and the international
ships that go up and down the river, but I'm still in
the process of doing in-depth research on the subject."
Stephen has a background in painting, drawing
and photography and his goal in videomaking is to
promote the fine arts. "I want to help people see the
worth of aesthetics and to promote video making as
an art form itself. People get so involved in the
technical aspects of video that they fail to consider
the compositional and storytelling merits of liveaction. I feel I have a solid aesthetic background and
now I'm polishing my technical expertise." Stephen
is also involved in setting up a database that will provide up-to-date information and deadlines of film and
video festivals around the country in order to promote the participation of students in those events.
For more information contact Stephen at: 35
Houston St., Savannah, GA 31401.
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MARSHA MOORE
COLUMBIA, SOUTH CAROLINA

M

arsha is completing a work shot by the
students who participated in her
Documentary Filmmaking Workshop
this past summer. Growing Towards
Hope: The Irish Children Summer

A production still from Marsha Moore and Lilly
Boruszkowskl's film PAR 3. (photo by Dale Kostelny)

.
HERB SMITH
WHITESBURC, KENTUCKY

erb is in the final production stages of a
35-minute film documentary entitled
Harriette Simpson Arnow, 1908 to
1986. The film is a portrait of the Kentucky born author. Arnow, who began
writing in 1934, is the only American novelist to
describe the southern Appalachian region and its hill
people with justice and accuracy while creating
situations and personal conflicts that are universal.
Her best known novel and masterpiece is The
Dollmaker published in 1954. "As the title suggests,
Harriette S. Arnow died while the film was in progress. We had the opportunity to interview her when
she visited APPALSHOP in 1983, and then we
visited her home in Ann Arbor, Michigan where we
filmed her and her husband. We captured warm
scenes of the two teasing one another and walking
through their garden." Most of the portrait consists
of archival film and photographs and Mrs. Arnow
tells her life history and talks about her writing. In
the midst of the Depression, she quit her job
teaching and moved to Cincinnati in order to learn
how to write. She was able to support herself by
stocking up on coffee and oatmeal, doing odd jobs,
and working for the Federal Writers' Project. In
1939 Harriette Simpson married newspaperman
Harold Arnow. They lived in Kentucky and Detroit,
and in 1950 moved to Ann Arbor. This project was
funded primarily by the Kentucky Humanities Council and additional funding was provided by the Kentucky Arts Council, Kentucky ETV, Kentucky Foundation for Women, and some support from the Ford
Foundation. The work will be distributed by APp ALSHOP. Herb has also received funding from the
Southeast Media Fellowship Program to produce a
short film called Whoa Mule. "I have finished
shooting the visuals and will start editing shortly.
It's a 3 minute music film or music video featuring
local musician Lee Sexton. I really enjoy his music.
Earlier in the spring I shot him plowing some fields.
Later we shot footage of Sexton at a square dance
with local people. It was a fun scene because the
community came together, young and old, and had
this wonderful square dance." The film will also be
distributed in video form. Herb is hoping to reach
a broader segment of the population because of the
short musical format. For more information contact
APP ALSHOP FILMS, 306 Madison Street,
Whitesburg, KY 41858.
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Patricia. Bustamante is an independent animator in
Columbia, South Carolina.

Chlnesgut FllmNideo Conference 1983. (photo by David Audet)

Chines gut
Film/Video Conference
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he 1988 Chinesgut Film/Video Conference is scheduled for April 14-17 at The
Tides Beach and Bath Club, N. Redington
Beach, Florida.
The Chinesgut Conference is a "congenial gathering of film and video artists" featuring a non-competitive exchange of new work by
regional and non-regional artists to an audience of
curators, critics, programmers and interested
viewers. The event traditionally includes installations as well as performances against a Modern era

T

coastal resort setting on the Gulf of Mexico. 1988
guests include Peter Hutton, Gayla Jamison, Larry
Jordan, Jan Fleming, Peter Rose and Les Blank.
Past guest artists have included Louis Hock, Deanna Morse, Tony Buba, Roberta Cantow, Peter Bundy, Dan Curry, Nancy Yasecko, James Benning,
Chip Lord, and Mary Beams.
The event is open to the public. For information
contact the University of South Florida Art Department, Tampa, Florida 33620, 813/974-2360.
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A still from the film LONG SHADOWS by Ross Spears.
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