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Tom Whiteside 

H 
Lee Waters of Lexington is the finest 
filmmaker in North Carolina. He has not 
made a movie since 1942. He never 
struck a deal with a distributor. He is 
neither rich nor glamorous, and he does 

not claim to be an artist. Even today many people 
who know his movies do not know who made them. 
So who is this mild-mannered octogenarian, and why 
does he rate so high? 

Waters is a professional still photographer who 
has worked in the same studio on Lexington's Main 
Street since 1926. Through the years he has run the 
gamut of commercial photography -- portraits, 
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Working without precedent he developed a unique 
style of documentary filmmaking. The camera is 
often mobile, the in-camera editing quite rapid. 
Working for a percentage of the box office take, he 
wanted as many people as possible in the movie. He 
learned to go where the people were, film what they 
wanted to see. With ten years of portrait 
photography behind him, he quickly learned how to 
"grab" portraits in moving pictures. His camera was 
new to Main Street in 1936, and he was The 
Cameraman. (Shades of Dziga V ertov; think also of 
August Sander and Michael Disfarmer, and you 
begin to get a handle on his work.) The films are 
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parade. The soap box derby is another big draw, all 
the boys with their gravity racers and protective 
helmets. The best dancing couple does a jitterbug, 
and in slow motion you see every swish and step in 
fine fashion. The subject matter is people, their 
public life, the life of their community. 

It's late in the Depression, just before the war. 
Although home movie equipment had been on the 
market since 1923, home movies did not become 
rampantly popular until after World War II, and 
most of the people Waters filmed knew that they 
would soon be seeing themselves on the screen for 
the first time. If the individual shots have a snapshot 
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weddings, candids, rest
oration. In 1936 the 
Depression had almost 
stopped the portrait trade and 
Waters needed to create some 
business. He hit the road with 
an idea that worked: Movies of 
Local People. On contract 
with the downtown movie 
theater, he would visit a town 
for a couple of days, shooting 
silent 16mm film of people on 
the streets, at school, at work 
and at play. Two weeks later 
he would return to the town 
and show his films in the 
theater as a special attraction 
before the feature. Business 
was good, the local people 
liked their movies. 
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quality -- here's Mr. Johnson 
in front of his grocery store -
they also transcend that. A 
four second shot not only 
gives us a brief glimpse of the 
subject, it also gives the 
subject time to react to being 
photographed. We see the 
changes: this is fun, I'm shy, 
and even, what's going on? 
Fifty years ago the ten year 
old girl peered quizzically back 
at the camera. Today when 
the same expression is seen as 
the ten year old girl peers off 
the screen, and the audience 
includes the sixty year old 
woman who is that same 
person, it is a very special 
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In the six year period from July 1936 to July 1942 
H. Lee Waters did more than 200 shows of Movies 
of Local People in 118 different communities in 
North Carolina, South Carolina, Virginia, and 
Tennessee. (see box) During that period he was the 
consummate independent filmmaker. Without even 
writing grants he made his living from his work. He 
was production, distribution, and exhibition all in one 
person. He shot and presented over 100 hours of 
film. 

Pineville Thomasville Camden 

punctuated by special effects such as slow motion, 
fast motion, split screens, backwards motion, 
vignettes. Some sequences feature transitions that 
Waters learned from watching Hollywood movies -
swish pans, fades, dissolves. 

In small towns and cities alike Waters filmed 
people in their offices and stores, folks sitting around 
cafes and ice cream parlors. The factory workers are 
taking a break; the men are playing cards and 
checkers. The high school band is marching and soon 
the whole town turns out for the Fourth of July 

feeling indeed. Having witnessed this countless 
times at dozens of Movies of Local People screenings 
over the past three years, and knowing that the 
experience can be multiplied thousandfold, I know 
this is great cinema. 

The mass media of film and television would label 
the films of H. Lee Waters as nostalgic, and in 
today's shallow reading of that word it would be 
used as a selling point. The true meaning of the word 
is less cute and includes more pain; it is the pain of 
returning home. At one recent screening of the 
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Scotland Neck film, a woman came up to me with 
her mouth hanging open. "I saw the notice in the 
paper and I'm so glad I decided to come. My uncle 
was in that movie, and my cousin, and my father. 
My father has been dead for 4 7 years, my uncle has 
been dead for 42 years, and my cousin will be going 
any day now." She has one still photograph of her 
father, and to see him walking across the screen, 
smiling among the bales of cotton was almost a 
miracle. That is one shot, three seconds long, and 
there are more than 100 hours of this film. 

There were other itinerant filmmakers who made 
"your town" documentaries from the late 1940's on. 
Two who worked in this same region were Holly 
Smith and Don Parrisher. Their 35mm films, with 
ridiculous music and narration tracks -- a 45 minute 
film with "Tea for Two" played ten times -- are much 
stiffer than Waters'. The mayor sits behind his desk, 
the chief of police sits behind his desk; these films 
are chamber of commerce productions, often quite 
dull. It is the same subject matter as Movies of Local 
People, but otherwise there is no comparison. 

Another type of filmmaking that comes close, of 
course, is work done by home movie makers who 
would venture out beyond the backyard and record 
events of general interest. But H. Lee Waters was 
a professional and he was very much attuned to his 
audience. No theaters had 16mm equipment then 
(most do not yet) so he had to carry his own projector 
and give every show. He judged from public reaction 
what they liked and didn't like -- he developed his 
filmmaking style according to the most direct mass 
media research method ever used. 

A typical show would run twenty to thirty 
minutes. Entire schools of children parade by 
camera, one class at a time. Depending on the season 
there is a bit of football practice or a baseball game. 

Some boys jump backwards up into a tree in slow 
motion, then the traffic rushes through the business 
district at an alarmingly high speed, then the traffic 
is going backwards! A roller skater is doing tricks 
on an empty residential street. Children line up for 
the Saturday matinee outside the theater, many of 
them in chaps and packing pistols. Advertising 
sequences show newspaper presses in action, and 
bottling plants, laundry and dry cleaning 
establishments, dress shops, hardware stores, car 
dealerships, hatcheries, machine shops, jewelry 
stores, insurance agencies, cafes, hotels. People are 
the subject matter, but searching the backgrounds 
it is easy to identify landmarks, buildings, billboards, 
and other signs of the times. The big Sinclair motor 
oil tanks proudly read "Opaline -- mellowed 80 
million years." Wooten's Hometel (boarding house) 
offers chicken and waffles at 35¢. 

With a fine camera manner earned by experience, 
Waters made people feel at ease. They would stop 
and smile for the camera, maybe laugh or wink. In 
some passages the artistic achievement is quite 
extraordinary -- beautiful portraits, shining faces, 
those are often the high points in his films. 

In terms of structure the films are what I would 
call "chunky." Five minutes of school groups, three 
minutes of downtown sidewalk candids, thirty 
seconds of football; the transitions are aburpt, the 
pace is quick, and it takes an active viewer to stay 
on top. Repeated viewings bring the film to life, just 
as it is with other rather dense styles of filmmaking. 
My experience as an experimental filmmaker helped 
prepare me for this -- you learn to see first and think 
later. It is not that these films are formless because 
there is no story, rather that you must look carefully 
to find the form. 

Waters made esentially the same movie in every 

A frame enlargement from H. Lee waters· film on scotland Neck, North carolina from 
his series Movies of Local People. 
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A frame enlargement from H. Lee waters· film on Jackson, North carolina from his series 
Movies of Local People. 

town, but of course each one is different. I have seen 
25 hours of his film, and have had as many as 20 
viewings of some of the short films. His shooting 
ratio was basically 1:1. He kept the overhead low 
by showing everything he shot. There are some out 
of focus shots, some bad exposures. Given his 
improvisational style, that is to be expected. 
However, most of the images are very well made, 
as he was a conscientious businessman and wanted 
to present the sharpest, brightest picture possible. 
He used a Kodak Cine Special camera, introducing 
the color wonder Kodachrome in 1939, and investing 
in an arc lamp projector for that beautiful, brilliant 
image. He gave a good show. 

He still does. I have known H. Lee Waters for 
three years, and in that time he has been generous 
in sharing his films and records with me and telling 
stories ·about his life on the road. At present we are 
working on having his films archivally restored, the 
collection to be housed at Duke University Library 
in Durham, North Carolina. At the same time we 
are working on what could become the big Movies 
of Local People rereleases -- on videocassette. These 
films belong in the living rooms of the people who 
love them best. It is our hope that selling the 
videocassettes to individuals will raise enough 
money to ensure that the films, properly restored, 
will be available for years to come. His original 
business venture was unique and successful and it 
has yielded the valuable resource of a history in 
motion pictures. If our state honored filmmakers the 
same way she does poets, H. Lee Waters would 
surely be North Carolina's Filmmaker Laureate. 

Tom Whiteside is an experimental filmmaker who 
just completed four years in North Carolina's 
Visiting Artist Program. 

A photo Of H. Lee Waters. (Photo by BenJamin PorterJ 



P.O.V. Premieres 
PBS Series Features 

Independent Documentaries 

broadcasting ancient re-runs, public (Broadcast dates may vary locally) LJ Gates of Heaven by Errol Morris T
his summer, when most stations are Season I Schedule ""August 2 

television viewers will be watching some Errol Morris' film is, on the surface, a film about 
of the be~t independently produced J1 July 5 pet cemeteries and their owners. But then it grows 
documentanes of the last few years. LJ Acting Our Age by Michal Aviad much more complicated and frightening, until at the 

Beginning in July, 1988, a new prime time series . , . f end it is about such large issues as love, immorality, 
called P.O. V. will screen films and videotapes, never . This eloq~ent film presents a women s P_?mt ? failure, and the dogged elusiveness of the American 
before broadcast on national television. Sponsored VIew on an Issue that effects.us all. It profiles SIX Dream. Featured at major film festivals like New 
by a consortium of four leading public television women, _aged 65-75• and th~Ir efforts to ~orne to York, Cannes, and Berlin, Gates of Heaven was 
stations, the 10-part series will feature 12 works terms ~th a~l the expectations about agmg that included in Roger Ebert's all time 10 best list. 
ranging in length from 24 to 104 minutes. predommate m Amencan culture. In the process, LJ 

According to series Executive Producer, Marc N. this enga~ng film provi?es a uniq~e perspectiv~ on August 9 
Weiss, the title P.O. V. -- a filmmaker's term sue~ su?Jects as ch~ngm&" body Image, sexuahty, The Good Fight by Noel Buckner, Mary Dore and 
meaning point of view -- was chosen to reflect the !\ family hfe, and dealmg with death. Sam Sills 

kind of work the series will showcase. Many of ~he LJ American Tongues by Louis Alvarez and Andrew The Good Fight is the moving testimony of 
film.s and tapes are made not only from the po~nt Kolker veterans of the Abraham Lincoln Brigade, the small 
of VIew of the producer but also from the perspective . . force of very young American volunteers who went 
of people whose stories are often ignored by the . Amenc~n Tongues IS a~ou~ the way yeople ~lk to Spain to fight fascism during the Spanish Civil 
mass media. (See accompanying schedule.) ~n the D.mted States. In this.fllm, Amencan soci~ty War (1936-1939). It is narrated by Studs Terkel. 

Final selections were made by Weiss after several IS exammed th~ough the pr1sm of langu~ge, usmg 
months of pre-screening and a marathon session h~mor and regional color to, explore attitudes we /1 August 16 
with the series Editorial Committee. Committee display towards one another s speech. U Metropolitan Avenue by Christine Noschese 
members include~: Cheryl C:hisholm, Director ~f ~he LJ When some working class Italian, Polish, and 
Third World Film Festival (Atlanta); L1ll1an July 12 . . 
· d · · t t f Th P ul R b Fund Fire From the Mountain by Deborah Shaffer Blac~ wom~n. see thel~ neighborhood threatened ~y 

Jimenez, a ml!lls ra or 0 e a 0 eson . . cuts m mumc1pal serVIces, they become commumty 
and other med1a grant l?rograms (New York); Carol Based on the autobiography of Nicaraguan author leaders finding themselves transformed in the 
Munday L~wrence, mdepend~nt ~roducer of O~ar Cabezas, Fire. From the Mountain is the process'. Inspiring, affectionate, and humorous, this 
documentar1~s, drama:', and. children. s programs lyncal,, eart~Y.· so~etimes humorous accoun~ ~f the film shows that ordinary people can make a 
(San Francisco); Juha Reichert, mdependent auth?r s political JOUrney fro.m student ,act1Vlst to difference in preserving a valued way oflife _if they 
documentary pr~ducer (Dayton); and C.huck guenlla to governmental official. Shaffer s last film, care enough to get involved. 

Documentary Association. August 23 
Workman, President of the InternatiOnal Witness to War, won an Oscar in 1985. LJ 

Also included were representatives from PBS and !\ July 19 L · Bl · b T z · ff 
consortium stations KCET, WGBH, WNET, and LJ Knocking on Armageddon's Door by Torv Carlsen owe. we y ~rry Wigo " . 
S?uth Carolina ETV. :£:a~ence Sapadin, Exec~tive and John Magnus A. I~;ely portrait of 7~-.year ol.d Harold ( Lowe 
Director of the AssociatiOn of Independent VIdeo Th" h"Ir fl 1 th b k · d d Blwe ) Armstrong, musician, artist, raconteur, and 
and Filmmakers is also a member of the Editorial his c I mg I U: e~p ore~ al.e ac groun Haalfn rogue. Armstrong is the leader of the last black 

. '· . . . h . psyc ology of Amenca s SurviV 1st movement. - string band still making music in America And in 
Committee but did not partiCipate m t e screemng comedy half horror story it focuses on several hi I I rful h hi. lif d 
process. k ' f h ' h . ul h . s outrageous y co o way e recounts s e an 

dd. . . . al h 1 f spo esmen or t e movement as t ey artie ate t err plays the kind of music with roots that helped shape In a Ition to usmg conventiOn c annes or f 1 d h"l h . th th th· k th 
bl. · · th · p 0 v • d h b ra IOna e an P 1 osop Y· e way ey m ' e blues jazz country gospel ragtime western swing pu I.ciz~ng e senes, ... s pro l:lcers ave .een way they play, and the way they prepare for , , , , , , , 

orgamzmg a grassroots promotiOn campaign. A dd and even rock n roll. 
. . h h d d f k" rmage on. Recogn1zmg t at un re s o groups are wor mg LJ 

to brin~ attention to issues like those ~ddressed in Living with AIDS by Tina DiFeliciantonio ft LAu~~tdao . T'h 11 .,. th f P'' d 11 .,. b 
the senes, the producers are encouragmg local and . . . LJ as 1r1a res. e 1u0 ers o 1~a e 1uayo y 
national organizations to take advantage of the Wmner of a Student Academy Award, this moVI~g Susana Munoz and Lourdes Portillo 
broadcast to educate the public and to build film tells the story of a 2?-year old man who dies Las Madres is an inspiring film about a group of 
community support. P.O. V. is offering advice and 0~ AIDS,. and ~f ~community of l?~ople who care for Argentine women who protested the military 
assistance to any group that might like to alert him durmg. ~Is Illness. It. sensitively reveals the dictators' round up of their sons and daughters by 
community members and local media outlets to human realities of the disease, rather than the picketing the Presidential Palace every week. Their 
programs which highlight their concerns. pathology· courageous calls for justice eventually played a 

At the same time, special series promotions will LJ major role in arousing their country to replace the 
highlight the contributions made by independent July 26, , . . dictatorship with a democracy. This film won 
producers and the unique problems they face. Rate It X by Lucy Wmer and Paula de Koemgsberg multiple awards and was nominated for an Oscar. 
Several independent exhibitors (including the South Rate It 'X' is a bitingly funny and disarming LJ 
Carolina Arts Commission Media Arts Center) will journey through landscapes of American sexism. September 6 
be sponsoring pre-broadcast screenings to attract Men only are interviewed by the two filmmakers in Best Boy by Ira Wohl 
local p_ress. co;erage. f~r. the series and for their a witty montage of free-wheeli~g encounters. Considered by some to be a classic, Best Boy is 
orgamzabon s actryitles on . behalf. of the Pornogr_aphers, corporate executives, a funeral the moving story of Philly, a 53-year old retarded 
documentary. P.O.V. IS also.helpmg media. groups parlor director and Santa c_Iaus are amon~ ~hose man who adapts to an independent life when he 
to produce workshop .or semmar events w~Ich take who ;ev~al more th~n the~ mtend. A surpr1smgly moves away from his elderly parents. Best Boy has 
advantage of the senes broadcast to consider and candid VIew of men s feehngs toward women 15 won many awards including an Oscar for Best 
publicize the issues which concern independents. years after the birth of the women's movement. Feature Documen~ry. 

For more information on how to use P.O. V. 's 
broadcast to promote independent media, contact 
Cathryn Garland at (212) 397-0970. .. 



12th 
ATLANTA FILM 

''11~&VIDED FESTIVAL 

T
he 12th Atlanta Film and Video Festival 
was held May 18-22, 1988. Approximately 
$5,000 in cash and equipment prizes were 
awarded in the following categories: 
dramatic, experimental, documentary and 

animation. 
The 1988 panel included Tony Buba, documentary 

filmmaker from Braddock, Pennsylvania: Marion 
Luntz, Director of Exhibition at the Southwest 
Alternate Media Project (SWAMP) in Houston, 
Texas; Paul Wong, video artist and curator from 
Vancouver, British Columbia; and Anne Bray, media 
artist and Video Coordinator at Los Angeles 
Contemporary Exhibitions (LACE). 

Winners of the 12th Atlanta Film 
& Video Festival 

VIDEO 
Best Dramatic (Movies Worth Seeing- $200) 

The Story of Feniks and Abdullah by Luc Bourdon 
(18 min. Quebec) 
Best Experimental (Crawford Companies - $250) 

Not A Jealous Bone by Cecelia Condit (11 min. 
Milwaukee) 
Honorable Mentions 

This is a History of New York by Jem A. Cohen 
(23 min. Brooklyn) 

The Present by John DiMinico (4 min. Los 
Angeles) 

The Torrid Zone by David Bunn (13:16 min. Los 
Angeles) 

Plaything by Larry Kaufman (1 min. Venice, CA) 
Consider Anything, Only Don't Cry by Helen De 

Michie! (22:05 min. Minneapolis) 
All Orientals Look the Same by Valerie Soe (1 min. 

Oakland) 
After the Fact by Michael McNamara (5 min. 

Boston) 
Best Documentary (Prime Cable - $200) 

Blue Collar and Buddha by Taggart Siegel (58 min. 
87 Chicago) 
Honorable Mentions 

The Day the Cold War Came Home by Tony Kahn 
(21:10 min. Arlington) 

Hard Metals Disease and Follow Up by Jon Alpert, 
Downtown Community Television Center (57 min. 
New York) 

The Civil Rights Rap by Rapping Up History/Rich 
DeLaura (6 min. Jamaica Plain, MA) 

Bombin by Central Independent Television (30 
min. Nottingham, England) 
Best Digital Video Effects (Video Duplications, 
Inc. - 20 video duplications) 

Out of the Mouth of Babes by Sherry Millner/ 
Ernest Larsen (23:30 min. New York) 
Honorable Mentions 

Genesis by Peter Rose (4 min. Philadelphia) 
Spider Love Lullabye by Stuart Bender ( 4 min. 

Long Beach) 
Best Student Video (TULA - $250) 

?What's Up Taper/Masada School/Branda Miller 
(33:11 min. Los Angeles) 

FILM 
Best Experimental Narrative (IMAGE - $100) 

The Suicide Squeeze by Brady Lewis (27 min. 
Pittsburgh) 
Best Student Film (TULA - $250) 

Legends of Doo-Wop by Tony Mortillaro (6:30 min. 
Woodland Hills, CA) 
Honorable Mentions 

Whitewash by Nathan Kwame Braun (20 min. 
New York) 

A Priori by Richard S. Mortillaro (6 min. Bell 
Canyon, CA) 

Gang Cops by Thomas Fleming & Daniel Marks 
(30 min. Los Angeles) 
Technical Excellence In A Regional Film ($1,000 
in rentals from Lighting & Production Equipment, 
Inc.) 

Piano by James Herbert (20 min. Athens, Georgia) 
Best Animation (IMAGE -.$100) 

Night Angel by Jacques Drouin 
Honorale Mentions 

The Ballbearers by Julie Zammarchi (10:49 min. 
Boston) 

Faces Like A Frog by Sally Cruikshank (5 min. 
Sherman Oaks, CA) 

The Atlanta Film and Video Festival is a 
presentation if IMAGE FilmNideo Center in 
association with the High Museum of Art. 

For more information, contact IMAGE FilrnNideo 
Center, 75 Bennett St., M-1, Atlanta, GA 30309, 
404/352-4225. 

WORKS IN PROGRESS 
Margaret Haun 

coral Cables, FLA 

F 
or the past two years, Margaret and a 
group of researchers affiliated with Florida 
International University in Miami have 
investigated, compiled, and discussed back
ground material for an hour long, 16mm 

documentary now in the early stage of production. 
Colored Glass: Four Women Writers of Florida 
depicts the lives and work of Marjorie Kinnan 
Rawlings, Zora Neale Hurston, Marjorie Stoneman 
Douglas, and Lydia Cabrera. Marjorie Kinnan 
Rawlings, the best known author of the group, was 
born in the late 1880's and died in the 1950's. She 
was a contemporary and friend of Ernest 
Hemingway and F. Scott Fitgerald. At a time when 
many American authors were deciding to become 
expatriates and write in Paris or Europe, Rawlings 
decided to move to Cross Creek in the Central 
Florida wilderness. The documentary will attempt 
to explore the reasons behind that decision. Zora 
Neale Hurston, originally from Eatonville, Florida, 
was a black novelist and one of the most important 
figures of the Harlem Renaissance literary move
ment in the 1920's. At the peak of her career she 
was falsely accused of child molestation and although 
she was cleared of the charges she was never able 
to resume her writing. Hurston died in poverty in 
Lucy County, Florida in 1960. Marjorie Stoneman 
Douglas is known primarily as an environmentalist, 
but she also has done some creative writing. Her 
best known work is River of Grass a definitive study 
of the Florida Everglades. She is now in her nineties 
and lives in the Miami area. Lydia Cabrera is a con
temporary Cuban writer living in Miami and she is 
the only one in the group with an international 
reputation. "Her work has only recently been 
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translated into English, therefore; her English 
speaking audience is minimal. But, she is certainly 
one of the most important Cuban writers writing in 
exile." 

"In Colored Glass we are using a number of 
elements which include archival footage, stillshand 
interviews. We have completed interviews wit the 
two live subjects: Lydia Cabrera and Marjorie 
Stoneman Douglas. Early in May we will be shooting 
a dramatization of an imaginary conversation 
between Marjorie Kinnan Rawlings and Zora Neale 
Hurston. Footage will be shot in Fort Pierce and 
Cross Creek. We are also bringing in scholars that 
have specialized knowledge on the subjects. Patricia 
Afton, from the College of Law at the University 
of Iowa, will be talking about a libel suit brought 
against Marjorie K. Rawlings which marked a 
negative turning point in her career. The 
documentary will interweave the stories of these 
women and the common denominators in their work. 
Lydia Cabrera is known as a writer of short fiction 
but is also known as an anthropologist. Zora N. 
Hurston was a writer of fiction, folklorist, and an 
anthropologist. Marjorie K. Rawlings is mainly 
known for her work at Cross Creek as a chronicler 
of life and what is known as Cracker Culture, and 
Marjorie S. Douglas has written extensively about 
South Florida life and history.'' The director of the 
film is Rebecca Karst of Filmworks in Coral Gables. 
Louis Roth is cameraperson and Joyce Stevens is 
soundperson. The sponsor of the film and funding 
counduit is the Women's Study Center at Florida 
International University. Partial funding has been 
provided by the Florida Endowment for the 
Humanities and the Dade County Council for Arts 
and Sciences. Colored Glass will be in production for 
approximately a year depending on the procurement 
of additional funding. For more information contact 
Margaret at: 219 Phoenetia Ave., Apt 5, Coral 
Gables, FLA. 33114. 

A photograph Of writer MarJorie Stoneman DoUglas Ueft) 
and director Rebecca Karst (right) of the film Colored 
Glass: Four women writers of Florida. 

(photo by Ana Roca) 



Ellen sumter 
Atlanta, CA 

E 
lien is currently working on Savannah an 
hour hong 16mm film. "I call this film an 
experimental narrative because it's less 
conventional than my previous work. 
Savannah is set in a small southern town 

and was shot in Lake City, S.C. and the outskirts 
of Columbia, S.C." The story centers around a jazz 
musician who comes South for the first time and 
visits a small town. The Drummer, as he is dubbed 
by the townspeople, gets a job in the local night club 
and meets an intriguing and different woman called 
Savannah. He becomes increasingly interested in 
this quiet, lethargic woman and tries to attract her 
attention. Drummer is fascinated by Savannah's 
"Southern personality" and through her he begins 
to learn about and understand the Southern 
character. "All my work has the same central theme; 
Women, black Southern women, who because of 
economic and educational conditions are trapped in 
a Southern inertia. They are people who cannot act, 
who stop growing and lack motivation because of 
the environment they are caught up in and the 
routine, uninspiring work they do. An earlier film, 
Rags and No Love portrays two women; one in an 
urban setting; the other in a rural setting. Their 
stories are different, but in the long run their 
realities and lives are the same." Savannah will be 
completed by September 1988. Kahil El Zaber, a jazz 
percussionists from Chicago, portrayed Drummer 
and Lou Rawlison played the part of Savannah. This 
project was funded by the Southeast Media 
Fellowship Program and a variety of private 
funding. Additional funding is pending. For more 
information on this and other work contact Ellen at: 
P.O. Box 11983, Atlanta, GA. 30355. 

John David Allen 
Atlanta, CA 

J 
ohn is currently in pre-production of his film 
adaptation of From My Grandmother's 
Grandmother Unto Me, a play written by 
Charlotte and Clarida Ross. "From My 
Grandmother's Grandmother Unto Me is a 

finely crafted evening of folklore and storytelling 
developed and performed by Atlanta actress 
Clarinda Ross. Ross spent a year with the staff of 
the Foxfire Group under a grant from the Georgia 
Council for the Arts to develop the script. Based 
upon actual stories and folklore from her family's 
heritage, the resulting one-woman show has 
delighted audiences. Beginning with her great-great 
grandmother and ending with herself, Ross portrays 
five generations of strong southern women, evokes 
moments from their lives and weaves their stories 
with the mastery passed down through her family's 
long tradition of storytelling. FMGGUM 
authentically captures and preserves the cultural 
richness of oral tradition in Appalachia. Because 
mountain people have traditionally lived sparsely, 
with few material resources to pull from, they have 
gained a national reputation of being impoverished 
and needy. FMGGUM helps correct this perception 
by showing that 'Appalachia is not a poverty of 
ideas.' Their insight into human nature, the grace 
and eloquence of their language, and the vivid detail 
with which they grandly describe the events of their 
lives all bespeak the wealth of resources these people 
have in themselves and each other. The 

documentation of oral histories is a matter 
of growing interest today. Most of the historical data 
we have today is concerned with the advances and 
declines of the economies, broad social changes, 
military battles, etc. Oral histories give a more 
human perspective by relating personal experiences 
and stories which have been passed down through 
storytelling. These personal anecdotes portray the 
essence of what it was to live in another era and they 
provide drama and humor in doing so. Unlike the 
stage version, in the film adaptation, the characters 
will be seen moving about the house and yard, doing 
things which tell us more about their personalities 
and their way of life: pumping water, snapping 
beans, darning socks. The beginning and the end of 
the film will show Clarinda driving up to her home
place. The four maternal ancestors she plays come 
to her as memory on the way. Then the final 
segment is her arrival in the present, and the 
excitement she finds in returning. She ends by 
relating some of her experiences adapting to life in 
Atlanta. The cinematic approach we are taking is 
to complement the subtleties of Ross' work through 
carefully chosen camera movement, varying angles 
and slight differences in lighting. The cameras 
presence will not be obvious to the viewer. It is our 
intention that the viewer becomes absorbed in the 
characters' lives and the stories they tell, not to be 
wowed by any cinematic techniques or special 
effects.'' The cinematographer in this project is Bill 
Mills and the production manager is Eric Mofford. 
Completion date for this film is scheduled for the 
Spring of 1989. For additional information contact 
John at: 790 Edgewood Avenue, Atlanta, GA. 
30307. 

Clarinda Ross In From My Grandmother's Grandmother 
unto Me Film being made by John D. Allen (404) 523·3367 

Jean Callagher 
Aiken, sc 

J 
ean is in the planning stages of KAM'E
FLAZH (phonetic spelling of camouflage), an 
audiovisual installation that will open at the 
Nexus Contemporary Arts Center in Atlanta 
in the early part of September 1988. "I 

recently had a show at Henry Street Settlement 
gallery (New York City) that dealt with the concerns 
of animals rights and protection. In one piece, a set 
of four photographs of dead animals found on the 
road asked; 'Why do we suffer?' And was accom
panied by a criminology quote describing that man 
has over the years separated himself from nature 
through technology and has created a socialogical 
screen. This was followed by another question; 'How 
far are we going to take it?' With an excerpt from 
the Humane Society stating that all living things 
have rights. KAM'E-FLAZH evolved out of that 
work as a psychological inquiry concerning fight or 
flight when being attacked by a predator. I've 
researched the concept of camouflage and mimicry 
in animals and how they will protect themselves by 
trying to assimilate into the environment. I will deal 
with that but use human performers in place of 
animals." The final installation will consist of 
carefully choreographed slides projected onto 
several layers of thin mesh screens and synchroniz
ed to a soundtrack. "The slide hits on one layer of 
mesh and then the other creating multiple layers of 
images that go back into space. The area I will use 
is approximately 30' x 30' and the projected images 
will be about 8 feet tall. Final decisions on screen 
placement and projection will be made on site." The 
slides used in the installation will be the 
documentation of an earlier performance in which 
dancers will act and react as animals being preyed 
upon. "In this performance dancers will be moving 
in an environment and slides with different colors 
and patterns will be projected onto their bodies. The 
slide will hit the body and the rest will fall off into 
black. Colors from cool to warm will dissolve onto 
the performer to describe an anxiety state and the 
colors will shift according to the audio sounds. So 
far, natural sounds describe peace of mind and 
artificial sounds describe a predator. When the 
presence of a predator is felt a patterned camouflage 
slide will fall onto the dancer as he tries to hide. If 
the performer escapes, and this will be accomplished 
in the final process, his pattering will look as if 
dissolving into a flat two dimensional pattern and 
thus camouflage was successful. If the victim does 
not get away then some trauma will occur to indicate 
that they have been attacked. I'm considering 
having processed animal sounds or minimalistic jazz 
portraying the anxiety states and adding overlays 
of human sounds to provide a verbal definition of 
the anxiety states." The performance will be 
recorded by a video camera and a power winder still 
camera. If the video provides better sequences, then 
these images will be processed into slides. "The 
room used for the installation will be painted a dark 
value color with a design painted over the walls as 
an environment. The viewer will activate the piece 
that will last around ten minutes and then it will 
reset itself. What I like about multi-image 
production is that it is not real-time and I can 
manipulate the slides to change the movement to 
make it more erratic or disjointed." Assisting in this 
production are Kevin Green, slides, and Les Mizzel, 
audio. For further information contact Jean at: 1993 
Dibble Rd., Aiken, SC 29801. 
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Hands That Picked Cotton and 
HAND'S THAT PICKED COTTON: BLACK 

POLITICS IN TODAY'S RURAL SOUTH. Paul Stekler 
and Alan Bell. 1984. 16mm. Color. Sound. ti9:35m. 

A
s Jessie Jackson's influence on national 
politics grows, Americans are increasingly 
aware of the black electorate. While twenty 
years ago blacks were essentially "invisible" 
in the nation's political world, today Chicago, 
Atlanta, New Orleans, Los Angeles, and 

many other urban areas have black mayors. These and 
many other black political leaders symbolize the impact 
of the black vote. 

The emergence of black political leadership in the United 
States is especially interesting in the American South. It 
was here that the struggle for civil rights and the vote 
was most dramatic and often most violent. Black 
accomplishments in the region's politics are seen in both 
the rural and urban South. 

Two recent films by Paul Stekler, Hands That Picked 
Cotton: Black Politics in Today's Rural South and Among 
Brothers: Politics in New Orleans, offer a penetrating view 
of black elected officials in small communities in 
Mississippi and Louisiana, and in New Orleans. Together 
they present the issues blacks face in seeking public offices 
and the problems they encounter once elected. 

A central issue in Martin Luther King's civil rights 
campaign was voter registration, and Hands That Picked 
Cotton: Black Politics in Today's Rural South 
appropriately opens with a date, "1957," followed by 
photographs of Dr. King and his voice: 

Give us the ballot, and we will no longer have to 
worry the federal government about our basic 
rights. Give us the ballot, and we will transform the 
failured misdeeds of bloodthirsty mobs into the 
calculated good deeds of orderly citizens. And we 
will -fill our legislated-halts-with me n of g<nrd will. 
Give us the ballot. 

A second date, "1982," then appears followed by scenes 
from a political rally for Robert Clark who sought to be 
the nation's first black congressman from the rural South 
in the Mississippi Delta and mixes political speeches, 
prayers, and gospel music. 

The film then cuts to Clark working with his family on 
his farm in rural Mississippi. He reminisces that "my great 
grandparents were slaves here, and after Emancipation 
they bought this whole tract in here." 

From this brief scene on the Clark farm we return to 
the political rally and an introduction of Robert Clark by 
Mississippi Governor William Winter. A liberal Democrat, 
Winter declares ''here is a man who is a native son of this 
district, who understands this district because he has 
always lived here." 

These scenes of white and black Mississippians 
campaigning together quickly establish a fascinating and 
distinctly southern context for the film's focus on black 

Buddy Mohamad, candidate for supervisor of Hum
phreys county, Mississippi In Hands That Picked cot
ton: Black Politics In Today·s Rural south, a film by 
Paul stekler and Alan Bell. <Photo by Jim Ollmorel. .. 

Cinematography by Artis Mebane. Still Photography by 
Jim Gilmore. 

politics in the rural south. They also dramatically illustrate 
the changes which the past twenty years have brought to 
the region's political life. 

Charles McClaren, an N.A.A.C.P. official in Sunflower 
County, explains these changes: 

Robert Clark's election is significant for us as black 
people and is significant in terms of progress for this 
whole state. In 1962 the governor of this state, the 
Honorable Ross Barnett, stood in the doorway to 
block a black from entering the largest university 
in this state. In 1982 Governor William Winter 
stands side by side with Robert Clark, a black man, 
and says that he's good enough to represent 
Mississippi in the Congress of the United States. 

Throughout the film's opening scenes there is a sense 
of warmth and comradeship among the campaign workers. 
One woman at Clark's campaign headquarters reassures 
a voter on the telephone, "You don't have a ride? Okay. 
Don't worry about that. We'll have you a ride. Okay, 
Sweetheart, ... We'll see you on election day." 

The film moves us effectively from a cinema verite sense 
of participation in campaign activities to more detached 
commentary by blacks who recall times before such an 
election was possible. Ed Brown, (J. Rap Brown's older 
brother and former S.N.C.C. activist in Mississippi in the 
1960's) a political advisor, remembers: 

When we come in here you still had a kind of 
pervasive terror. There was a great deal of fear ... 
Getting people to come out here and walk up there 
to that court house to talk to that circuit clerk about 
requesting to vote was one hell of a thing. I mean 
that was one giant step. That was walking from one 
century to the next century. 

Robert Clark loses his election bid, and the film shifts 
to Humphreys County and its county seat of Belzoni where 
the average white family income of $20,000 is three times 
that of black families. In Humphreys County we follow 
the Board of Supervisors race. 

County supervisors are responsible for rural roads, 
bridges, and health and welfare programs which directly 
affect black families. Although 65o/o of its population is 
black, the film narrator notes that Humphreys County has 
only one black Supervisor. Two other seats representing 
"beats" in the county are contested by black candidates. 
If they win, the three black supervisors will constitute a 
black majority on the board, only the ninth such majority 
in the South. 

The film follows one of the black candidates, Henry 
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A MISSISSIPPI Delta scene In Paul Stekler and Alan Bell's 
film Hands That Picked cotton: Black Politics In To
day's Rural south. <Photo by Jim Ollmorel. 

Reed, a successful farmer who farms over 1,000 acres of 
land. Reed repairs a farm implement with a welding torch 
and talks with black workers around his tractors and farm 
equipment. 

South .of Belzoni, in the towns of Louise and Midnight, 
Arvel! Bullock is also running for a seat on the Board of 
Supervisors in Humphreys County. Connie Harris, an 
elementary school teacher, actively supports Bullock's 
campaign and comments that "back in the 60's ... it was 
not the person that was qualified to step out and run for 
public office. It was the person that wasn't afraid." 

Connie Harris and other young black women play a 
central role in supporting black candidates. They note that 
it is easier for voters to cross racial lines in urban areas 
than in rural communities where people know 'each other 
and can more easily influence votes. Another problem is 
that illiterate blacks are reluctant to vote because they 
know they will need assistance in voting, and they often 
have to ask whites for this help. 

Both Henry Reed and Arvel! Bullock win their seats on 
the Board of Supervisors. Their success, however, is the 
exception rather than the rule. In the other 81 counties 
in Mississippi only five new supervisors' seats were won 
by blacks. 

With the conclusion of the supervisors race in 
Humphreys County, the film narrative raises the question 
of whether changes will follow once blacks are in office. 
It then shifts from the Mississippi Delta to Tallulah, 
Louisiana, where blacks have served as mayor and on the 
Board of Aldermen since 197 4. When the first black mayor 
and aldermen were elected in 1974, they fought bitterly 
with each other. In the election which followed only blacks 
ranJ m:_ office, _ancLtbe black and white vote was split 
among the black candidates. 

Two important black leaders emerged who are still 
active in Tallulah politics, and the film focuses on their 
respective political styles. Zelma Wyche was one of the 
first blacks elected sheriff in this century. Wyche now 
serves on the town's Board of Alderman. 

In 1979 Doc Anthony, a black who is the only 
veterinarian in Tallulah, was elected mayor with the 
unanimous support of whites. In his practice as a 
veterinarian, Anthony worked closely with many 
influential white farmers. He and Zelma Wyche often clash 
in public, and Wyche argues that Anthony does not speak 
for the black community. 

The film develops interviews with both Wyche and 
Anthony and then cuts to a meeting of the mayor and 
Board of Aldermen to consider a request that bars be 
allowed to stay open on a Christmas which falls on Sunday. 
Black spokesmen favor the proposal, and whites oppose it. 

Robert Clark, candidate for congress In Mississippi In 
the film Hands That Picked cotton: Black Politics In 
Today·s Rural south by Paul stekler and Alan Bell. 
<Photo by Jim Ollmorel . 



Among Brothers AMONG BROTHERS: POLITICS IN NEW 
ORLEANS. Paul Stekler. 1986. 16mm. Color. Sound. 
58:45m. Cinematography by Richard Dallett. Edited by 
Alan Bell. Narrated by John O'Neal. 

While they often differ on specific issues, Wyche and 
Anthony agree that in spite of blacks' newly gained 
political power, mechanization of agriculture has left their 
people with no jobs. As elected officials, they have few 
resources to effect change. Mayor Anthony reflects "our 
number one problem is economic. I never forget that. We 
have a serious economic problem." 

Blacks who achieve middle class status do so through 
jobs in the public sector because few industries have 
invested in the Tallulah area. The film shows white and 
black leaders discussing their economic problems at a 
meeting of the Tallulah Chamber of Commerce. Mayor 
Anthony finally comments "I always thought that local 
government could solve all of local government's 
problems, but it's not that way." The film narrative then 
concludes with the statement "the black vote is only the 
first step." 

In a brief half hour Hands That Picked Cotton carries 
us through three fascinating worlds of black political life 
in rural Mississippi and Louisiana. Our understanding of 
the electoral process evolves through an important series 
of the electoral process evolves through an important 
series of interviews with local black and white leaders who 
comment on their political world. In Mississippi we see 
Ed Brown (political advisor), Charles McClaren (Sunflower 
N.A.A.C.P.), George Hooper (Humphreys County Voters' 
League), Wayne Chatman (disc jockey), Connie Harris 
(elementary school teacher), Joyce MacNair (junior high 
school teacher), the Reverend Charles "Bezo" Beasley 
(local political activist), and the Reverend Jesse Jackson. 
In Tallulah the film introduces Carroll Regan (Madison 
Journal, editor), Moses Jackson (Tallulah city clerk), 
Johnny Crockett (former alderman), "Duck" Creed 
(alderman), Leon Minsky (department store owner), Moses 
Williams, Jr. (attorney), ana T.J. Williams (black 
contractor). 

Through these voices the film establishes a strong sense 
of black political life and shows its relationship to the 
community at large. While divisions clearly exist between 
black and white citizens, the two races are inextricably 
bound in their politics. Their hopes for the future are 
dependent on their ability to work together for the 
common good of both black and white. 

Throughout the film the viewer senses the close links 
of black and white families in each community. They know 
each other and have known each other for generations. 
Southern rural politics is an intimate, communal drama. 

Paul Stekler completed Among Brothers: Politics in 
New Orleans in 1986, two years after he filmed Hand That 
Picked Cotton. While its context in New Orleans is 
dramatically different from the worlds of rural Mississippi 

councilman Sidney Barthelemy In Among Brothers: 
Politics In New Orleans, a film by Paul stekler. !Photo 
by Michael Smith). 

William Ferris 
and Louisiana seen in Hands That Picked Cotton, its 
structure and cinematic style have many parallels with 
Stekler's first film. Both films open in the midst of political 
rallies. In contrast to Robert Clark's campaign setting in 
a rural church at the opening of Hands That Picked 
Cotton, Among Brothers is set in the streets of New 
Orleans. Rather than a race between the white and black 
candidates seen in Mississippi, in New Orleans the two 
leading candidates, Sidney Barthelemy and William 
Jefferson, and both black. Rudy Lombard, a civil rights 
activist, reflects that "the game is the same, but the hue 
of the politicians is different." 

The film includes a beautiful narration by actor John 
O'Neal as its opening scenes explore New Orleans streets 
and the city's river front. O'Neal comments that on the 
surface New Orleans appears to be a very different city, 
a creole blending of southern, French, Caribbean, and 
Spanish cultures. 

In many ways, however, the problems of the city are 
like those of other southern cities. Decades of white flight 
to the suburbs have left its population blacker and poorer. 
Nearly 60o/o black, New Orleans is the third poorest city 
in the United States. Black anger is voiced by a woman 
in the streets at the celebration of Martin Luther King's 
birthday. She remembers how Dr. King forced whites 
"take their foot off the nigger's neck." 

Her anger and the tensions of New Orleans politics are 
played out in the mayoral race between Sidney Barthelemy 
and William Jefferson. Barthelemy, the city's first black 
city councilman, is supported by black Catholics and by 
many whites. Jefferson, a state senator and a graduate 
of Southern University and Harvard Law School, gears 
his campaign toward blacks as their racial spokesman. 

The New Orleans mayoral race presents a new set of 
issues for both the black and the white electorate. As they 
each seek to replace Mayor Ernest "Dutch" Moria!, 
Barthelemy adapts a non-racial style while Jefferson 
shapes his campaign in a black style. Jefferson appeals 
to black churches, and several ministers are shown 
endorsing his campaign in their churches and on radio 
programs. 

The film effectively shows the racial polarization of New 
Orleans through interviews with black and white voters 
who consistently endorse candidates sympathetic to their 
views, whites for Barthelemy and blacks for Jefferson. 
May or Moria!, New Orleans first black mayor endorses 
Jefferson and further strengthens black support for him. 
Morial's influence is seen in one voter's view that "I been 
here 70 years. I seen one good mayor in my lifetime, and 
that Moria!. And if Moria! is for Jefferson, why can't I 
be for Jefferson. That end that problem right there." 

) 

Moving between the two candidates, the film captures 
the intensity of their race. Through the narrator and 
through interviews we learn that the white community 
now has a "veto role" over the black candidate whom they 
find least sympathetic. Though Barthelemy lacks support 
in the black community, he wins the race because he 
appeals to a broader spectrum of voters. The political 
system rewards assimilation rather than a polarized appeal 
by the candidates. 

As in Hands That Picked Cotton, Among Brothers builds 
through intercutting portraits of the black political 
candidates with white and black voices who comment on 
the process. These voices include former Mayor Ernest 
"Dutch" Moria!, Silas Lee (black pollster), AI Stokes 
(Barthelemy advisor), Ken Carter (assessor), Douglas Race 
(Jefferson pollster), Trevor Bryan (Jefferson campaign 
supporter), and Reynard Rochon (Barthelemy 
coordinator). 

By focusing on a single race for the duration of the film, 
Among Brothers achieves a greater suspense that Hands 
That Picked Cotton. Stekler recreates the electoral 
process and sustains the drama and suspense of its contest 
throughout the film. 

One memorable device that Stekler uses effectively in 
both films is to open the election day section --- in Belzoni 
and in New Orleans--- with a shot of each as the sun is 
rising. These early morning scenes in each film 
dramatically underscore the importance of the day that 
is beginning and are followed by a sequence of shots at 
the polls which finally conclude with the results of each 
race. 

Both films beautifully capture the electoral process 
which blacks face in the American South. They present 
impressive changes which have occurred since the Civil 
Rights Movement in the 60's; they also underscore the 
irony of black elected officials who, once in office, learn 
that solutions are not as simple as they had once believed. 
Problems endure, and their solution, both films suggest, 
can only be resolved if white and black citizens work 
together, a solution which Dr. King would have understood 
and applauded. 

For more information please contact Paul Stekler, Deep 
South Productions, 83 Sheridan Street, Jamaica Plain, 
Massachusetts 02118, 617/536-6900. 

William Ferris is Director of the Center for the Study 
of Southern Culture at the University of Mississippi in 
University, Mississippi. He has produced fifteen 
documentary films, is the author of six books and served 
as a consultant for the film, The Color Purple. 
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Mayoral candidates Sidney Barthelemy and William Jefferson debate In Paul stekler·s film Among Brothers: Politics 
In New Orleans. !Photo by Cliff Roland). 
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Route 40 
Farina and Reid Oechslin. Written and Produced by 
Chris Farina. Photographed and Edited by Reid 
Oeschslin. Negative Cutting by Elena Santaballa. 
Titles by Gloria Walters. 

0 
ne of the gifts of America to the 
world has been the road movie, a 
tradition which so captures the rest 
of the world's imagination that 
many of its best directors have felt 

compelled at some point in their careers to 
journey here to try their hands at it. 

Generally these films share as traits a 
celebration of the American landscape and 
"freedom," and have no formal beginning, 
middle, or end. (It Happened One Night, 
Stagecoach, Thunder Road, Easy Rider, 
Zabriskie Point, Scarecrow and The Color of 
Money come quickly to mind.) Often these films 
are irritating to us, as if subconciously we know 
that the American road landscape is a 
haphazard thing, unable sometimes to carry 
the metaphoric 
weight a film puts on 
it. 

scot Oliver 

structuring, and respectful attitude toward the 
subject. It is one evidence of the artists' hands. 
It reminds us that they created this film, that 
it didn't just happen, which is the impression 
left by many mainstream documentaries. 

Route 40 runs 67 minutes; the video transfer 
I viewed was 58 minutes. It begins with a 
rhythmically edited montage about a diner cut 
to the swinging strains of Limmie Lunsford and 
his orchestra performing "I'm Gonna Move 
Way on the Outskirts of Town." This opening 
apparently was constructed first, in fulfilment 
of a class assignment, and used to raise funds 
to continue. The style of this sequence has an 
objectivity that is unique in the film, and sets 
it apart from the rest; it also serves to introduce 
the viewer into the milieu of the film -- the 

Top Left: A still from Route 40, a film by Chris Farina and 
Reid oechslln. !Photo by Roadside Filmmakers). 

To travel hopefully is better than to arrive. 
Agatha Christie 

Death on the Nile 
Clown, and "every place you went it was like 
Christmas.'' 

By contrast, the choice of music is used to 
underscore some of the irony inherent in the 
film. Willie Nelson sings "Ain't It Funny How 
Time Slips Away" for the would-be baseball 
player, The Stray Cats rock on a tune called 
"Sexy" under a teenage skating scene, and in 
one of the film's finest segments, a "tone poem" 
meditation on the highway's traffic, the sound 
track carries the Ellington orchestra's swing 
number "Perdido." All the music in the film is 
excellent. 

Route 40 takes its time, but never becomes 
repetitious or slow. We are given the 
opportunity to savor things along the way: the 
roadside architecture, the mid-Atlantic 

diphthong (where 
Rosedale is 
pronounced Row
ooze-del), the music. 
Near the end of the 
film, an ambulance 
patient goes into full 
cardiac arrest, and 
there is a surprising 
lull during which the 
paramedics calmly 
and competently 
prepare to admin
ister the jump start 
shock. It is enough 
time for us to flash on 
our deepest questions 
about mortality, and 
to identify utterly 
with the anonymous 
patient. 

Route 40, a new 
film by Reid Oechslin 
and Chris Farina, 
who call themselves 
the Roadside Film
makers, is a 
documentary that 
slips past the 
boundaries of the 
American road movie 
and opens up some 
territory of its own. 
Route 40 is the old 
road through Balti
more, and as 
depicted in the film is 
a five-mile stretch 
also called the 
Pulaski Highway -- a 
classic American 
urban-exurban pike 
somewhat frozen at 
the time when 
spiffier traffic moved 
off to the interstate. 
Route 40 is a 
documentary film 
with no central 

Bottom Left: A still from Route 40. I Photo by Brian Lipsky). 

Top Right: Gas station owner Don Placek from Route 40, a 
film by Chris Farina and Reid oechslln. !Photo by Roadside 
Filmmakers). 
Bottom Right: Chris Farina Ueft) and Reid oechslln lrlght) 
on location of their film Route 40. !Photo by Brian Lipsky). 

The ease with 
which we can identify 
with people in the 
film is its triumph. 
We have all seen this 
stretch of road 
before, perhaps daily. 
As one of the 
Roadside Film
makers puts it in the 

characters, and apart from an occasional 
offscreen question, it has no real narrative line. 
The road itself is both line and character; people 
in the film repeat the name "Route 40?" 
quizzically, as if asked about someone they had 
not thought of in awhile. 

The Roadside Filmmakers shot the film over 
a period of years on various 16mm black-and
white reversal stocks. Oechslin and Farina were 
undergraduates at the University of Virginia 
when they met and began work on Route 40, 
and the film has the heady unjaded enthusiasm 
sometimes found in good student movies. And 
there is a crudeness -- jumpy splices in the 
opening montage, a wide array of grain 
appearance and contrast rations, and some 
camera flutter -- but nowhere does it impede the 
artistic vision. Inevitably some of this crude
ness -- or rather the way the filmmakers solve 
problems given their limited equipment, crew, 
and budget -- becomes part of the vision, as 
much as the careful visual composition, segment .. 

quintessential American roadside resting place 
becomes the point of departure -- of immersion 
-- for our journey. When the film ends in a 
similar establishment, an all-night burger joint, 
it is a very different sequence, full of characters 
and interaction that reveal a much more 
complex and curious world. We may not have 
travelled far in this film, but we have travelled 
well. 

One of the successes of Route 40 is the tone 
of respect the Roadside Filmmakers have 
established for the work. In the interviews, we 
never get very close to anyone-- it's like we're 
dropping in on them to visit-- but we're allowed 
to listen to their stories as a quiet, appreciative 
audience. We listen to people who have chosen 
to be satisfied with their lives: the gas station 
man who might have had a career in baseball 
and is still trying to offer full service; the keeper 
of a little roadside motel who "doesn't know of 
anything he'd rather do than this"; the lock-and
key man who entertained kids as Ducky the 

publicity, it is a landscape we are used to seeing 
at 40 miles an hour. Route 40 does not further 
any understanding of how roadside America 
evolved, nor where it is headed. But it does 
establish quite well that there is a living 
community behind the icon. 

Route 40 was shown at the 1987 Sinking 
Creek Film Festival in Nashvile, and won a 
Silver Plaque at the 1986 Chicago International 
Film Festival. For information, contact 
Roadside Filmmakers, 402 Altamont Street, 
Charlottesville, VA 22901, 804/979-4724. 

Scot Oliver is Director of Film Distribution 
at Appalshop in Whitesburg, Kentucky. 
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Living In America: 
carol ward 

I 
none of Alfred Hitchcock's many moments of 
urban paranoia, he has a character in Rear 
Window scream out in protest at the 
callousness of her fellow apartment dwellers: 

"Neighbors like each other, speak to each 
other, care if each other lives or dies-- none of you 
do." 

Hitchcock seems sincere in his condemnation of 
contemporary alienation in urban America. Indeed, 
what has happened to the notion of neighborhood 
and community that has always been so ingrained 
in American culture? Even the TV sitcoms, those 
melting pots of social and familial misfits, appear to 
deny in their very format the existence of an out
side world. Beaver and Wally; Bud, Betty and 
Kathy; Andy, Barney, and Opie --they all seemed 
to have a life outside the home, in a real 
neighborhood where they could interact in an exis
tent (if ideally presented) environment outside the 
confines of the family living room. Recent dark film 
comedies also seriously question the validity of the 
world outside the home. Blue Velvet, After Hours, 
and Something Wild reveal the terrifying conse
quences of stepping outside one's house and into so
meone else's reality. Not even WASP suburbia is 
safe anymore. 

In light of these media trends, it is refreshing to 
see a film that presents and promotes the ideals of 
"community," in its broadest sense. Writer, pro
ducer, director Gayla Jamison perceives in a Cuban
American neighborhood a paradigm for cultural 
change in America. Her short documentary shown 
on SCETV entitled Living In America: One Hundred 
Years of Ybor City examines the origins, evolution, 
demise, and regeneration of a neighborhood and in 
the process also reveals much about the changes in 
twentieth century American urban communities. 
Representative though it might be, Ybor City is in 
many ways unique in its symbolism for 
Cuban/Spanish immigrants. Existing in the 
memories and stories of its many inhabitants 
through the century of its survival, Ybor City is a 
touchstone of culture for many Cuban-Americans, 
holding as it does the record of the battle between 
their desires for assimilation and success and their 
equally potent desire to maintain their ethnic 
identity. 

Founded as a cigar factory town, Ybor City (now 
a section of Tampa) is presented in the images and 
oral history of the film as a Spanish community, 
economically poor but socially close. The young city 
seemed like "one big family," with its many social 
clubs, the upper class cultural events that stopped 
there on the way to New York and Chicago, the 
tradition of porch sitting, the family oriented 
socialized medicine provided by the clubs, the social 
and political awareness fostered by the "lectores," 
men hired to read aloud to the factory workers as 
they sat rolling cigars all day. This seemingly har
monious situation, however, is not oversimplified 
idealism, for Jamison also includes details about the 
racism inherent in a racially mixed community. The 
"Black Wops" endured the double bias of being both 
Black and Cuban, forcing many to migrate North. 

Ybor City refused to die. Some people and 
businesses refused to leave; many who had left in 
their youth decided to retire in the city that was truly 
home for them. New life was infused into Ybor City 
with the resurgence of racial and ethnic pride among 
the younger generation of Cuban-Americans, those 
who had tried so hard to become Americans by de
emphasizing their heritage. Signaling the process of 
revitalization, artists are beginning to move into the 
community. With their entry onto the scene the fear 
arises that, as in so many other instances of reclama
tion, commercial developers might begin to exploit 
the situation, to the detriment of the original 
citizens. 

Though there is hope for the survival and 
regeneration of the area, Jamison realizes that ''you 
can't go home again." Ybor City will never again 
be the kind of close-knit community that it once was: 
"It isn't really a neighborhood anymore, not like it 
used to be. I can't help feeling sad, like we've all lost 
something we can't replace -- a closeness, a common 
identity. Did we let it go or was its passing 
inevitable?" Jamison's final reference to the 
patriarchal Cuban grandfather, who serves as 
unifying mythical character for the narration, shows 
that Ybor City will remain for a long time in the 
memories of those who experienced its heydey. 

The film is brimming with details of the heritage 
tha Jamison is seeking to preserve. She is sensitive 
to Spanish art, as seen by her lingering close-ups of 
colorful tobacco box advertisements, her beautifully 
composed shots of the traditional Spanish dances, 
and her integral use of Spanish music throughout 
the film. She is especially effective in her careful 
exposition of the rituals of daily life -- the planting 
of a garden, the hand rolling of a fine cigar, the 
elaborate preparation of loaves of Cuban bread. 
Because of their close ties to the community, her 
subjects are very cooperative, and she lets them 
speak freely about their impressions as well as about 
actual facts. 

53m. 

Edited by Nancy Yasecko. Photographed by Bob 
Gilbert. Negative Cutting by Teresa Dabbs. Photo 
Animation by Victor Bietzel and Cinema Concepts. 
Sound Recording by Nancy Yasecko. Sound Editing 
by Bob Gilbert. Sound Mixing by Alex Markowski 
at DuArt Film Laboratory. Video Post-production 
by Crawford Post Production. Narration by Janet 
Metzger. 

Jamison originally wanted to use only the voices 
and images of Ybor City, but she was forced to 
compromise in her production (what she called an 
"eleventh hour decision") by the addition of a 
unifying fictionalized narration. Influenced by the 
structure of other films, particularly Growing Up 
With Rockets by Nancy Yasecko, her friend and 
collaborator on this film, Jamison wanted the 
narration by an unseen but "typical" composite 
character to add a personal dimension to the story. 
Indeed, she is pleased when audiences respond 
emotionally to the narrator's story and believe that 
Jamison herself is the artist character coming to 
terms with her own Cuban-American heritage. Since 
the narration was written and recorded after the 
images, there is a somewhat flat and distanced vocal 
quality to it that is a bit distracting. Most disturbing 
however, it that what seems to be a personal 
expression of an individual's quest for reintegration 
into family and community turns out to be almost 
a betrayal of trust between audience and filmmaker. 
Though I sympathize with Jamison's desire to 
personalize the documentary, I disagree with her 
methods; the narration should have been identified 
with a character in the film, not spoken in the first 
person as if the filmmaker herself were confessing 
to the audience. 

The strength of the film, however, lies in its 
convincing portrait of a past that no longer exists; 
ultimately, the significance of the content outweighs 
the film's lack of technical innovation or stylistic 
brilliance. Pervaded by a sense of loss, the film 
poignently celebrates the ideals of heritage and 
community, while preserving an important part of 
American history. 

For information please contact Lightfoot Films, 
Inc.; 441 Ridgewood Road, N.E.; Atlanta, Georgia 
30307; 404/377-4980. 

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

Jamison focuses on the economy of the Depres
sion, the industrialization of the cigar factories, the 
internationalization process of WWII, and urban 
renewal (or "urban removal" as one resident term
ed it) as the destructive elements of change in the 
community. Though bad governmental policy tore 
down buildings and did not rebuild them as promised A still frOm Gayla Jamison's film Living In America: one Hundred Years of Ybor City. ... 
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Southeast Film and Video 

Fellowships A warded 

N 
ineteen independent film and video 
makers from throughout the south
eastern United States were awarded 
media production grants by the 1988 
Southeast Media Fellowship Program, 

a regional program designed to assist media artists 
whose work represents a creative use of film and 
video as an art form. A three member panel of film 
and video experts evaluated 152 proposals 
requesting $643,240 in production support with total 
budgets estimated at $2,935,610. 

The 1988 winners are: Joan Strommer, VA, $5000 
($2500 matched by $2500 from the Virginia 
Commission for the Arts) for The Red Kitten, an 
animated/live action narrative film; Robert Newton, 
NC, $5000 ($2500 matched by $2500 from the North 
Carolina Arts Council) for Dear Phil, a short 
dramatic film; Nancy Yasecko, SC, $5000 ($2500 
matched by $2500 from the South Carolina Arts 
Commission) for the documentary film, Florida's 
Indian River; David Williams, VA, $5000 ($2500 
matched by $2500 from the Virginia Commission for 
the Arts) for a short narrative film; Julie Dash, GA, 
$4500 for the dramatic feature Daughters of the 
Dust; Stevenson Palfi, LA, $4000 ($2000 matched 
by $2000 from the Louisiana Division of the Arts) 
for the video documentary, Toussaint; Tom 
Whiteside, NC, $4000 ($2000 matched by $2000 

from the North Carolina Arts Council) for The 
Cameraman Has Visited Our Town, a video 
documentary; Herby E. Smith, KY, $4000 ($2750 
matched by $1250 from the Kentucky Arts Council) 
for the documentary film, Brown Pottery; Joe Gray, 
Jr., KY, $3750 ($2500 matched by $1250 from the 
Kentucky Arts Council) for E Pluribus Unum, a 
video documentary; Fred Johnson, KY, $3750 for 
a videotape on Appalachian scholar Cratis Williams; 
Michele Fleming, GA, $3000 for Muted Springs, and 
experimental film; George King, GA, $3000 for the 
video documentary, Goin to Chicago; Kathleen 
Dowdey, GA, $3000 for Brozik Public Art, a 
documentary film; Judy Peiser, TN, $2000 for the 
documentary film, Beale Street University; Walter 
Brock, KY, $1500 ($1000 matched by $500 from the 
Kentucky Arts Council) toward completion of A 
Season in Hell, a video documentary; Alfonso White, 
MS, $1400 ($700 matched by $700 from the 
Mississippi Arts Commission) for a video 
documentary on the Delta Blues Festival; Joseph 
Celli, FL, $1000 for a video performance piece; 
William Matney, VA, $1000 ($500 matched by $500 
from the Virginia Commission for the Arts) for 
Rebecca, an animated film; William A. Hill, NC, 
$600 ($300 matched by $300 from the North 
Carolina Arts Council) for American Landscapes, a 
series of three experimental videotapes. 

In addition to the Production Grants, Equipment 
Access Grants made available from the South 
Carolina Arts Commission Media Arts Center were 
awarded to: Loylene Jefferson, GA; Tom Whiteside, 
NC; Nancy Yasecko, SC; William A. Hill, NC; 
Marsha Moore, SC. 

The panel for the 1988 Southeast Media 
Fellowship Program was: Gayla Jamison, an 
independent filmmaker from Atlanta and former 
Director of IMAGE; Stephen Gong, General 
Manager of Pacific Film Archives in Berkeley; and 
Mindy Faber, a video artist currently working at the 
Video Data Bank in Chicago. The Southea§lt Media 
Fellowship Program is coordinated by Appalshop in 
Whitesburg, KY., and is made possible by funds 
from the Media Arts Program of the National 
Endowment for the Arts with additional support 
from the Kentucky Arts Council, the Louisiana 
Division of the Arts, the Mississippi Arts 
Commission, the North Carolina Arts Council, the 
South Carolina Arts Commission, and the Virginia 
Commission for the Arts. Applications for the 1989 
SEMFP will be available from the Appalshop this 
fall. 

For information please contact APPALSHOP, 
Inc. 306 Madison Street, Whitesburg, KY 41858 
(606) 633-0108. 

Rockefeller Foundation Launches 
Intercultural Film and Video Fellowships 

I 
n a new program initiated by the Rockefeller program fills a gap because it provides support to LJ DeeDee Halleck, De Peliculas: Archives of Latin 
Foundation this year, seven independent film artists who are not yet well known. "It's exciting American Conflict 1890-1940, a compilation film that 
and video artists will receive fellowships for because it adds some important new voices to the will explore media-generated sterotypes of Latin 
work on intercultural issues in the United field,'' Viola believes. Another panelist, independent America and how they shape American attitudes and 
States and abroad. The program provides filmmaker Yvonne Rainer, added, "The program's perceptions; 

$35,000 to each fellow for creative time and emphasis on innovative and international work is 1\ 
production support and is designed to encourage unique. These fellowships will help support the work LJ Paul Kos, Tower of Babel, a multi-language, multi-
artistic experimentation across cultures. of artists who deserve a broader hearing." channel, installation, "Tower" that will portray the 

According to Steven D. Lavine, Associate Director "Our nominators, our selection panel and our problems and frustrations of communication in a 
of the Foundation's Arts and Humanities division, fellowship recipients are geographically and world of many languages, dialects, and cultural 
the program continues the Foundation's tradition of artistically diverse, representing a broad range of differences; 
commitment to film and video art and recognizes the styles and approaches to intercultural issues," 1\ 
diversity of genres artists are currently exploring: Lavine explained. "The seven artists have distinct LJ Victor Masavesva, Jr., The Hopi Ritual Clown, a 
"Independent filmmakers, video artists, visions, but all of them are striving to challenge our video work combining live action with video 
documentrians and installation artists are producing understanding and to bring us new ways to see, feel animation to explore Hopi clown tradition and ritual 
important new work that reflects the cultural and think about the world." During the year, each humor; 
diversity of the United States and the concerns of artist will work on the project he or she submitted 1\ 
an increasingly interdependent world. We are for review. 1988 fellowship winners are: LJ Lourdes Portillo, Emilia, a film that will depict the 
hoping that the Foundation's Intercultural Film and 1\ conflict a female Mexican immigrant faces in San 
Video Fellowships will be responsive to those artists LJ Charles Burnett, To Sleep with Anger, a feature Francisco; and 
who, through their exploration and interpretation film that will interpret black Southern traditions in 1\ 
of cross cultural issues, are helping all of us to America through myths and symbolism; LJ Trinh T. Minh-ha, Surname Viet Given Name Nam, 
reimagine the contemporary world." !\ a film about Vietnam seen through the eyes of 

The artists were identified through a national LJ Haile Gerima, Nunu, a film that will focus on the Vietnamese women in Vietnam, the United States 
network of nominators, chiefly from museums and conflict between first and second generations of and France. 
media centers. Final selections were made from a African-American slaves and its impact on black 
total of 83 nominees by a panel of artists, exhibitors, family life in America; 
and scholars. Video artist Bill Viola, who served as 
a member of the selection panel, believes the 

For information please contact Mary Jane Guffey, 
The Rockefeller Foundation, 1133 A venue of the 
Americas, New York, New York 10036, 
212/869-8500. 



S.E. Media works Database 

T
he SCAC Media Arts Center is under
taking a survey of independent media 
works produced by Southeastern film, 
video, audio, multi-image, installation, and 
performace artists. The purpose of the 

survey is to gather data for a Computer Database 
of SE Media Works, to assist in the promotion, 
distribution, and exhibition of this important body 
of work to a wider audience. The database will more 
effectively link artists and their distributors with 
potential purchasers, exhibitors, and viewers, and 
will allow users to locate works cross-referenced by 
content, genre, format, distributor, artist name, and 
key word. Rather than create another distribution 
structure, the database will provide the first com
prehensive listing of all independent works produc
ed in the region, their subject matter, and how to 
contact the appropriate distributor (or artist if self 
distributed). 

A 
timely response is crucial to the success 
of this effort. The computer database 
program is already created and is await
ing input of the surveys. When the 
initial database is complete, it will be 

widely promoted to media centers, museums, univer
sities, arts center, programmers, and individuals in 
the SE and the nation, with requests for distribu
tion made by phone or mail. Dependent on need, a 
Print Catalog of SE Media Works would be publish
ed from the database material, and serve as an ad
ditiona marK:eting tool for artists in tlie region. 

Please help us better promote your independent 
media works by completing a survey. 
For survey forms or for more information on this 
project contact: 

Michael Fleishman 
South Carolina Arts Commission Media Arts Center 
1800 Gervais St. 
Columbia, S.C. 29201 
(803) 734-8696 

ON THE COVER 
Between 1936-1942 H. Lee Waters made movies of local communities in North Carolina, South Carolina, Virginia 
and Tennessee. The frame enlargements are from Waters' film on North Wilkesboro, North Carolina, one of over 
200 town portraits from his series Movies of Local People. 

INDEPENDENT SPIRIT Is published by the south carolina Arts commission Media Arts center with support 
from the National Endowment for the Arts and Is distributed free of charge to media producers and con
sumers and other Interested Individuals and organizations, most of whom are located In the southeast. 
contributions pretalnlng 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 Ger
vais Street, Columbia, sc 29201. The viewpoint expressed In this Issue do not necessarily reflect the opi
nions of the south carolina Arts commission. 

The south carolina Arts commission Is a state agency which promotes the visual, literary, performing and 
media arts In south carolina. The SCAC Media Arts center supports media artists and media arts In a ten
state southeasternm region, which Includes Alabama, Florida, ceorgla, Kentucky, Louisiana, Mississippi, 
North carolina, Tennessee, and VIrginia, as well as south carolina. Both SCAC and SCACMAC receive funds 
from the National Endowment for the Arts. 
susan Leonard, Editor Michael Fleishman, Associate Editor 
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