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Evel)l!l Rosewater's
Forlorn Beauty
1993. Jeff Sumerel and Bud Anderson. Spontaneous Productions. 58 minutes. video

''Come on . . . Come on . . . Come JOtn
. . t he party. ''

Artist Jeff Sumerel portrays Evelyn Rosewater in the video Evelyn Rosewater's Forlorn Beauty.

Robert West
Evelyn Rosewater has led a full life. Born in Chester, S.C., she married at
12, was widowed with no children, and has survived several near-misses with outof-body experiences, high rooftops, and steep staircases. She has managed
throughout her seventy-some years to discover her joy, to keep a sense of play and
to have "an unlisted number when God makes the final call." Evelyn Rosewater's
Forlorn Beauty is more than a genteel remembrance of a uniquely Southern life: it
is a quirky and inventive interactive performance video that requires an audience
to truly exist.
Jeff Sumerel is Evelyn Rosewater, from her wide-brimmed straw garden bonnet
to her support hose and sandals. Sumerel, a Greenville, S.C. native, is a
performance artist, actor, writer and filmmaker. "Evelyn" was born illl980
one-person monologue, with real-life characters from Greenville and elsewhere
providing inspiration and motivation. "Evelyn" then evolved, with the assistance of
co-writer Carol Thompson, into a 1986 one-act award-winning play, a two-act play
in 1987, and a 13 week series on Spindale's North Carolina creative public radio
station WNCW in 1991. The radio series developed a small but devout regional
following for Sumerel's creation. The station received long-distance calls from
friends, asking for "Evelyn."
In 1993, Sumerel compiled all the previous monologue material, dressed himself
as Evelyn, placed her in the faded grandeur and the "forlorn beauty" of a burned
out Southern mansion (Sherman?) and recreated in front of Bud Anderson's video
camera his matron of Southern eccentricity. Evelyn Rosewater shares the tales of
her life. She summons the audience along, as she would invite a neighbor to take
the next rocker on her front porch.
The script evidences its long history. There are threads that connect one bizarre
narrative to the next. As Evelyn recalls her past, her weird memories, the audience
catches snatches -fuzzy and scratched, veiled with time and memory.
In some ways, Forlorn Beauty is more theater on video than video as film.
Evelyn speaks directly to us, often straight out, as if from a podium. We sense her
earlier theatrical history, and desire a closeness we don't immediately receive. She
seems, at first, bound behind the flatness of the video screen. We are, perhaps, less
forgiving of this kind of characterization on video than we are in live theater. Jeffs
Evelyn is, after all, not a terribly convincing impersonation. From the first we
recognize the Jeff beneath his Evelyn. Maybe it's a braver act, this falsetto voice
and minimal make-up - Jeff proclaiming his Evelyn buried inside. It is perhaps
this bravura to which we eventually respond. She is not so much a believable
character as a character we want to believe.
The South has, more than any other region of the country, a rich literature and
legacy of myth. Evelyn's stories, as the stories told on many Southern front porches,
are quasi-folk tales. As in folklore, her stories border on the macabre - and as in
most folk tales, there is a thread of truth in them. But embellishments abound and
exaggeration - added after many tellings - heightens the humor. It is humor that
often fuels the process in Southern storytelling.
Evelyn's friend and neighbor Laura, has moved from her "forgetful 50s" through
her "silly 70s." Laura, her friends are convinced, is now in her "crazy 80s." She has
started to use Miracle Whip for its power to perform miracles, and bakes sponge
cakes to use as sponges. Laura, for all her craziness, has an unbreakable spirit. She
still - though needing a walker - cuts her own grass. And at the end it is Evelyn
who, from her window, spots Laura's forlorn walker behind her lawn mower- no
Laura. "I believe Laura's dropped," she calls.
Part of Evelyn"s appeal is her easy affectations, her simple acceptance of the
strange. Taking a nap one afternoon before making her famous Apple Cobbler,
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she's taken over by "Soul Woman," a body-stealing spirit. Evelyn's spirit floats in
the kitchen, while Soul Woman, in Evelyn's body, makes her cobbler. As Soul
Woman adds Texas Pete Hot Sauce, Evelyn can only hover and holler, "No, Hon!
That's not an Apple Cobbler, that's a Spanish Cobbler." Evelyn's guests muse under
their breaths about her cobbler, while her spirit raps on the window in frustration.
When Soul Woman naps, because even spirits need rest, Evelyn gets a Service
Angel to tow her out of Evelyn's stolen body. After a successful towing, and reestablishing of the correct owner, the bill is presented. Evelyn offers a VISA card.
"We take VISA," claims the Service Angel, "but you'll be paying on that forever." To
prevent further body-stealing episodes, Evelyn turns her bed around and puts a
- blinking cross at the foot.
Such quasi-folk history saturates Forlorn Beauty. These anecdotes, while wildly
bizarre, have Evelyn's firm faith behind them. It matters little if we believe them Evelyn does. She doesn't need them verified by Hard Copy or 60 Minutes. She
solidly exists in this rich world she shares with us.
Jeff, and Evelyn, are not content for us to be just passive listeners and
spectators. All audience members receive an activity book before a screening, the
first hint that this will be no ordinary event. Like an affectionate ear-tweaking and
knuckle-nudging great Aunt, Evelyn commands us to open our activity books, and,
somewhat surprisingly- in this age of passivity- the audience obeys.
These activities, interrupting Evelyn's narrative, range from the content-driven
riddle on page four, to the silly "hypnotic swirl" on page five, to the participatory
finale. The audience responses have a surreal quality to them. Evelyn, sure of
herself now, fractures the earlier barrier of the video screen. ''You're not singing,"
she scolds during the first sing-along. During other activities, Evelyn hums and
strums her ukulele as the heads of the audience obediently bow to their task.
Forlorn Beauty requires an audience. It is a remarkable experience to see, and
hear, now-chastised fellow audience members singing "For They're the Jolly Good
Fishes" to two video-projected goldfish; unself-consciously, no hesitation, full-out in
the last refrains.
Evelyn is the archetypal eccentric-great-Aunt that all Southerners share whether relative, neighbor, acquaintance. Pushed to the edges of believability, she
still retains for us , especially perhaps those with, or memories of, older odd
Southern relatives, a center. She is, primarily, a celebration. Funny, yes; bizarre,
certainly; engaging, mostly, but beyond this, beyond her eccentricity, we recognize a
person here, an outsider perhaps, but a person, a survivor.
She is a singular character, unique. She is herself: kooky, eccentric, cheerful.
She gives little credence to the larger world that usually compels our lives. She,
instead, thrives on a vivid interior life. Her imagination compels her world.
Forlorn, then, not as in desolate nor dreary, but as in forsaken. Beauty as an asset.
Forlorn Beauty is a lonely refinement, remarkable of its kind. The definition of the
phrase comes close to the definition of the work.
In the final interactive moment of Evelyn Rosewater's Forlorn Beauty, Evelyn
cajoles the audience to join in song, to stamp their feet, to yell ya-hoo - "If You
Think You Can Be Happy." It is evidence of her power- the simple power of her
wish for them - that the audience gives a resounding ''You Bet!"
Robert West is the Film and Video Curator at the Mint Museum of Art, Charlotte
N.C. Evelyn Rosewater's Forlorn Beauty was screened at the museum on November
16, 1993, with Jeff Sumerel and Bud Anderson in attendance.
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Weekend Workshops
July 30-31
Regional Filmmaking ..... Andy Garrison & Peter Wentworth
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T h e South Carolina Arts
Commission
Media
Arts
Center, in Cooperation with
South Carolina ETV, the South
Carolina Film Office, and the
University of South Carolina
Media Arts Department and
College of Journalism and
Mass Communications, will be
sponsoring the Sixth Annual
Southeastern Media Institute
in Columbia.
The Southeastern Media
Institute is one of the few
programs in the nation that
provides intensive, hands-on,
practical media production
experience at a reasonable cost
in small, intimate workshops.
Additional support for the
program is provided by the
John D. and Catherine T.
MacArthur Foundation, the
National Endowment for the
Arts, MARKEE Magazine, and
Eastman Kodak Company.
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Camera Assistant ....................... Denise Brassard
Advanced Audio for the Moving Image .......... John Butler
Producing Documentaries for Television ........ Paul Stekler
Auditioning for the Camera ................... Wendy Gold
Linking Media Arts with Literacy ........... Karon Sherarts

August 6-7
Creating Unforgettable Characters ............ Linda Seger
Image Enhancement through Lighting ...... Augie Augestein
This Business of Filmmaking ................ Mark Litwak
Making Grimm Movies .................... Tom Davenport
Introduction to Digital
Non-Linear Editing ................. Jonathan Hamilton
Music Composition for Film & Video ....... Bruce Broughton

Week·Long Seminars
August 1-5

1994 Southeastern
Media Institute was
held in Columbia,
South Carolina. For
information, contact
the South Carolina
Arts Commission,
1800 Gervais Street,
Columbia, South
Carolina
29201.
Telephone: (803) 7348696 or Fax: (803)
734-8526.

Producing and Directing
Independent Films ......................... Fred Marx
Advanced Cinematography ................... William Dill
Video Editing ........................... Stephen Roszell
Beginning Video Production ................... Ron Littke
Video in the Classroom .................... Betsy Newman

AugustB-12
Digital Storytelling through Quicktime Movies ... Dana Atchley
Advanced Screenwriting ..................... Linda Seger
Radio Production ......................... Debbie Morris
Experimental Narrative Video Production ..... Cecelia Condit
Young Videographers ..................... Becky Sullivan
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Video Images from the installation Doing Nothing.
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DOING NOTHING. Installation with video and
computer-enhanced imagery by Zhang
Bingjian. Meteor Gallery, Columbia, S.C.
November 18 - December 2, 1993.

Jack Gerstner

Zhang

Bingjian is originally from China and trained at the
prestigious Beijing Film Academy and worked there for five years
as Art Director. He studied and worked in Japan in 1988, and then
went to Australia on a grant to study Aboriginal art in 1990 and
now resides in Columbia, South Carolina, where he has been
establishing a name for himself for the past three years. His work is
in the collection of the National Art Gallery in China and he has
exhibited extensively in China, Japan, the US, Australia, Germany
and Hong Kong. Although he is currently an M.F.A. degree
candidate in painting at the University of South Carolina, his
current work reflects more on his filmmaking training in China as
well as the experience of his travels. His installation Doing Nothing
at the Meteor Gallery is his second this year in Columbia, South
Carolina's Vista area, a thriving and expanding gallery district
situated in a historic section of the city. This is the first installation
mounted at the Meteor Gallery and with it Zhang offers the kind of
artistic activity that is essential to the cultural growth of a
traditionally based but growing city like Columbia. Funding and
technical support were generously provided in part by the South
Carolina Arts Commission, a state organization which receives
support from the National Endowment for the Arts. The Arts
Commission has played an active role in the growth of the arts in
this area.
Entering the gallery was like entering an interactive museum
that displays the medical synthesis of Taoism and the natural
healing of the East and the scientific, technological approach of the
West. Arranged on the perimeter of the room are eight video
monitors encased in cages constructed of welded steel rod with their
scenes facing the ceiling. Looking down at the monitor screen was
like looking into an industrial fish tank, each one displaying a
different meditation on the nature of water. Mounted on the wall
far above each of the monitors was an apparatus consisting of
welded steel rod, laboratory glassware, water in beakers and tubing
leading to constricted pipettes that allowed an occasional droplet of
water to pass. These apparatus seem to suggest the digestive tract
and the precious bodily fluids they consume, contain, and release.
Glass funnels inserted into the caged monitors served to catch
water dripping from the apparatus above it. The array of glassware,
tubes and monitors gave the gallery the ambiance of an intensive
care unit. This medical technological environment was no doubt
influenced by Zhang's recent visit to a hospital emergency room for

Stills of Bingjian's video installation Doing Nothing.

Artist Zhang Bingjian (center).
ant stings. He said this showed the frailty of the human condition;
a tiny ant sting can threaten to kill a full grown man.
Doing Nothing refers to Taoism's idea of no action or wu wei.
Wu wei allows nature to take its course and examines the illusion
of man controlling his environment. Wu wei also embraces
contradiction and mutability so that doing nothing can also be
doing something. Zhang's installation is an exploration of water as
a Taoist metaphor of the passage of time.
The first monitor displays the video recording of ripples on the
surface of water. These ripples are caused by droplets of water into
a white tank. Digital numbers count down in center of screen,
indicating the constant passage of time. Mounted on the wall above
is an apparatus containing water and swollen Chinese noodles. This
begins the enigmatic and intriguing references to food, fluids, time
and machines that is found throughout the installation.
The second monitor shows the recording of a dead fish lying on
wet leaves. It's like we are watching the fish decompose by remote
sensors. Again, as in all the video vignettes, digital numbers count
quickly the passing moments in the middle of the screen. The
apparatus above contains nothing but water, no life-signs, no
sustenance. Perhaps a Chinese citizen in America is like a fish out
of water.
Monitor number three portrays flames in slow motion. The
same counting digital numbers occupy the center of the screen,
measuring, precise, noting change and the passage of time and
commenting on the relativity of pre-recorded time. The flames are
consuming, like the stomach consumes food. Consumers consume
food and drink, t.v. and mass-media, manufactured products, and
art. Time and change consume everything. Again the apparatus
above contains only water, the opposite of fire, paired like the yin
and yang, opposing and yet co-existent and interchangeable.
The next monitor shows water dropping and sizzling on a hot
copper plate. The visible water is transmuted into an invisible
steam. The impact of each drop sounds like a gunshot on the
accompanying soundtrack. It's apparatus is filled with rice and
beans. This Chinese food in the digesting, absorbing glassware
stomach perhaps signifies the assimilation of cultures, both Eastern
and Western and the taking in of experience like the body takes in
food.
The following aquarium-monitor shows a river rushing by. It is
abstracted by its lack of spatial references, such as shores, trees or
rocks. This is the movement of time and the stream of life flowing
by. It is visually meditative, contemplative and hypnotic, an effect
heightened by the sound of rushing water. Taoism tells us to spend
some time simply watching water flow and to observe the path it
takes. As do all natural things, it takes the watercourse way, the
path of least resistance. The accompanying apparatus contains
simply water.
On the next screen are a pair of goldfish, as filmed from above,
with dripping water causing ripples on the surface. The apparatus
has actual live goldfish swimming in one of it's beakers. This is one
of the highlights of the installation, with it's successful blending of

elements of the monitor images and the apparatus' contents. It
explores the movement of the fishes, real fishes and video fishes,
real water and video water. It comments on life, food , water,
movement, illusion and reality. Eventually, the goldfishes' water
will run dry, but the illusion will thrive, via video tape.
A hole in concrete with drops of water passing through is seen
in the seventh video recording. When looking at it, the viewer gets
the sensation of water dropping past their head. Here the water has
worn a hole in the concrete showing that even hard surfaces can be
conquered by the slow but steady and patient persistence of water
dropping on it.
The final monitor reveals ants marching in a row. This is not
pre-recorded but actually filmed live in the gallery. The ants are
trailing along the edge of a wall and down a corner and the flow of
their movement is like the flow of water in a stream. Ants are busy,
finding, moving and storing food. They are reminiscent of Aesop's
fable of the industrious ant and the lazy grasshopper. It also refers
to Zhang's nearly-fatal encounter with ants and man's fear of
nature. Ants eat the dead and their movement seems to trace the
passage of time, racing toward death.
The center of the gallery is devoted to three hospital gurneys
covered with Macintosh computer equipment and a technician to
operate the computer. Using a framegrabber and PhotoShop, he
combined images from the pre-recorded video tapes showing on the
monitors with live footage of people walking into the gallery. The
resulting manipulations, interspersed with live footage, were
projected on a gurney attached to a wall, which the people who
were filmed could see when entering the gallery. A laser is rjlflected
around the room and when the beam is interrupted by a drop of
water from one of the apparatus, a print is issued from a laser
printer attached to the computer. Here again is wu wei in action, or
no action, more specifically, because it is the random dripping of the
water, not Zhang, that controls when a print will be made.
The seductiveness and high-tech glitter and glitz is reminiscent
of U-2's Zoo TV, a stage show that utilized a Macintosh-based
television studio to intermingle pre-recorded clips with live footage
from the band and the audience. This technology has just become
widely available to the public so there is a sense that Zhang is
wowing himself as much as his audience. On an initial walk
through the installation, it was difficult to clearly determine the
connection between the computers and gurneys and the monitor
vignettes in the rest of the gallery. However, as Zhang commented,
like Chinese green tea, his work cannot be taken in with one
viewing. One must return to taste it again and experience its more
subtle flavors. While there are many clues to the relationship of the
enigmatic elements in the installation, the final meaning of these
relationships is left to the viewer, for, as Zhang also revealed, "I
give you tea leaves. You make tea."
Jack Gerstner is a visual artist living in Columbia and a MFA
degree candidate at the University of South Carolina.

Stills of Bingjian's video installation Doing Nothing.
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1. (L t R) Martin Yeager, David Leitner and Denise Brassard in Advanced Cinematography. 2. Betsy Newman introduces student work from her class
Video In The Classroom at a Friday night party. 3. Syd Field teaching screen writing. 4. Rick Panter and Paul Stekler during an editing session in Making
Historical Documentaries. 5. Cecelia Condit introduces student work from her class Short Personal Narratives. 6. John Banks works with students in
Video Toaster.
All photos by Doug Johnson

During the summer of 1993, the following classes were conducted: The Documentary Process
(Steven J. Ross), Film Criticism (Armond White), Location and Post Production Sound (John
Butler), Making Historical Documentaries (Paul Stekler), High End Video On A Rock Bottom
Budget (Ellen Spiro), Advanced Cinematography (David Leitner, Denise Brassard and John
Butler), The Video Toaster (John Banks), Funding Your Film (Morrie Warshawski), Experimental
Approaches To Personal Documentaries (Alan Berliner), Screenwriting (Syd Field), Viaeo Editing
(Stephen Roszell), Video In The Classroom (Betsy Newman), Young Videographers (Don
Patterson), and Short Personal Narratives (Cecelia Condit).

c

Advanced
Cinematography
Workshop 1993
Super J6mm Technology
Marsha Moore

S o you want to make a movie. You want to shoot an image on a format that
isn't at the risk of obsolescence within the next ten years. You want technology that's
compatible with the ever-emerging digital formats. You want a widescreen aspect
ratio. You want it all under budget.
What you might select is a format that's been around for 25 years. Super 16mm, a
format that evolved from a film gauge originally marketed as home movie stock, is fast
becoming a popular choice for independent producers as an economical and highly
professional medium for production ranging from theatrically-released features to
broadcast television to home video. And if you want to learn about Super 16, what
better place than in a workshop dedicated to this widescreen technology? In July,
1993, participants in Southeastern Media Institute's Advanced Cinematography
Workshop had that opportunity and worked with the Aaton XTRplus Super 16mm
camera under the instruction of David W. Leitner and Denise Brassard, and the
Fostex PD2 Digital Audio Tape Recorder under the instruction of John Butler.
Participants also discovered that thorough course discussion of film chemistry and
physics was applicable to any film format.
David Leitner, who worked as a Technical Director at DuArt Laboratory in New
York for eight years, acted as the chief instructor for the course. Because of his solid
grounding in both film and video technologies, he was able to address questions
regarding comparisons between film and video formats, as well as discuss Super 16 for
either video release or blowup to 35 mm. As one participant remarked, "He's being
fired questions from every side and he's managing to answer them." Leitner has
worked as a Director of Photography on numerous film and video documentaries,
including work as the technical director and co-producer of the 1990 Academy Award
nominated feature documentary For All Mankind. As technical director, Leitner's job
was to restore original Apollo moon footage and enlarge it to 35mm.
Denise Brassard, who acted as assistant cameraperson, has also worked as a
director of photography on numerous short film and video productions. Her work as
camera operator and assistant camera operator includes over fifty commercials,
industrials, documentaries and music videos. Her teaching experience includes several
workshops, including the assistant camera workshop at the Maine photographic
workshops.
This was John Butler's third year with the Southeastern Media Institute. His
experience includes work as an audio engineer on numerous PBS and National
Geographic documentaries and narrative productions, as well as commercials and
features. Butler recorded the sound for the class exercises and provided information
on digital and analog recording in the rapidly changing field of sound.
The workshop was specifically oriented towards independent filmmakers with .
discussions on regional filmmaking, stressing the services available in the Southeast
for production and post-production. Because of the ever-changing nature of media
technology, the course was structured to discuss and familiarize participants with
ways to ensure their productions' viability in the years to come. David Leitner's
decision to dedicate the workshop to discussion of Super 16 was because of the
practicality of this format for independents wishing to produce films with minimal
financial resources. Because of its 1.66 aspect ratio, Super 16 is an ideal originating
material. Programs produced now in Super 16 can be easily transferred to either a
High Definition Television format or enlarged to 35mm for theatrical projection while
preserving the integrity of the image composition. Contrarily, current NTSC videotape
formats may not be at all compatible with high definition video.
Since participants in the workshop varied from media students to media
professionals, the instructors were stuck with the age old dilemma of all workshop
instructors: who do you gear your material for? However, by providing intensive
technical instruction, along with location shooting projects, the instructor structured
information during the five day workshop for all exercise levels. The response from
workshop participants indicated that indeed there was something for everyone in the
material. For example, Traci Broom, an intern, remarked during the first day's lecture
that she was somewhat overwhelmed by the technical information. By Friday she was
asking well-formulated questions. "After taking the workshop, I know what I need to
learn. There are some big holes in my education and now I know where they are."
Another participant, Bruce Berryhill, a director of photography from Richmond,
mentioned that the workshop was what he expected and more. "I think for me it has
gone into an area that most workshops can't really go into. Other workshops don't go
as indepth into technical information. So it's really exciting for me."
Because a large percentage of film shot is released on video tape, Leitner devoted a
portion of the classroom instruction to explanation of telecine transfer process.
Comparisons were made between material transferred from film projection print
stock, low contrast print stock, original negative and master positive. By Friday,
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Morrie Warshawski in Funding Your Film.

Don Patterson (center) with students in Young Videographers interview
Columbia, SC mayor Bob Coble.

Video Editing instructor Steve Roszell talks with Ellen Spiro at a reception

following a screening.
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Steve Ross in his class The Documentary Process.

students were viewing the telecine transfers of the material shot earlier in the week. Other classroom
material ranged from discussion of characteristic curve charts of film to depth of focus and collimation of
lenses.
Students were especially pleased with the equipment provided for the workshop. Peter Abel of Abel
Cinetech on Staten Island provided an Aaton XTR Plus camera and Fostex Corp. provided a portable
Time Code dat recorder. By jam syncing the PD2 to the Aaton, Leitner and Butler were able to provide
slate free production experience for the class. Assistant cameraperson Denise Brassard instructed the
class on the use of the Kino-Flo and Dedo lighting systems with assistance from local gaffer Joel Hughen.
The workshop then did four lighting setups and tested two flimstocks in each situation as part of what
Leitner teamed "a film stock shoot-out". For exterior daylight Kodak's 7245 and 7248 filmstocks were
compared. 7293 and 7297 were used for a daylight interior scene. 7293 and 7296 were compared for both
night interior and the night interior "poor man's process" (in which an interior travelling car scene is
enacted by panning lights past the car and rocking the car to suggest movement.) This procedure also
provided an excellent opportunity for the class to put the Kino-Flos to work by using them to simulate
the passing street lights as well as the dashboard light of the car. Grip and lighting support for the class
was provided by Cine Partners Inc. and The Soundcraft LM-llocation mixer was made available from
JBL.
After the film went off to CineFilm in Atlanta for processing and to Crawford Communications for
film to tape transfer, the students went back into the classroom for more instruction with the Aaton time
code system. The use of the Aaton system was also a key factor for involvement from some of the class
participants. For those primarily interested in documentary filmmaking the ease of the Aaton time code
system was very attractive. Students were also pleased with the general construction of the camera: the
light-weight body; the coaxial, easy to load magazines; and of course the hair-free gate. As one
participant remarked, "One of the reasons why I'm here for my company is that we wanted to see what
the Aaton is all about. I think it's a great system."
Another bonus to the workshop was the participation of the Southeast Kodak representative, Cathy
Mazza. Cathy was able to help field questions ranging from what film stock is really made from, to
questions regarding Kodak's new Cineon digital film system. Many students remarked that it was great
to be able to discuss their production concerns with someone from Kodak. And they got an entirely
different perception of the Kodak Corporation when their sales representative pitched in to help carry
sandbags and C-stands.
Viewing the class projects on Friday gave everyone an opportunity to see how well the Aaton and
PD2 performed in sync. By being able to compare filmstocks under the various lighting situations, the
filmmakers were able to discuss which stocks were better choices given the variables present. More
importantly it showed what can be accomplished with a smaller format, a smaller lighting package and
of course, a smaller budget. The class was quite impressed with the quality of Super 16mm film.
Were there any drawbacks to the five day intensive cinematography workshop besides inevitable
fatigue? Peter McGinn of Sarasota, Florida remarked that the only suggestion he had for a change would
be to make the workshop longer. But even within a five-day timeframe participants found plenty of
opportunities to network with their peers and discuss their upcoming projects. And as David Leitner
mentioned, if even on~ person from the class is inspired enough to go on to produce a film, then for him
the workshop was a success.

Ellen Spiro and the 350+ audience for her video Greetings From Out Here.

Ellen Spiro and her companion Sam at the Saturday night screening of Greetings
From Out Here.

Marsha Moore is a freelance filmmaker and writerlimng in New-York City.

Special thanks to our corporate and industry sponsors and organizational and individual contributors who helped
make the 1993 Southeastern Media Institute a success:
Aaton des Autres
Abel Cine Tech
AMS Industries
Audio Services Corporation
Audio Technica
Blockbuster Video
John Butler
ChernoflJSilver & Associates
Cinefilm
Cine Partners Incorporated
Colonial Life
Crawford Post Productions
Dial Page
Dixie Electronics
Scott Drummond
Eastman Kodak
Fostex Corporation

Howard Hill
JBL Professional
KINO FLO Incorporated
Lisa Liafsha
MARKEE Magazine
Michael Fleishman Media Arts
Trust Fund
Mole-Richardson
Motion Picture & Events
Productions Services, Inc.
The Music Store
Nagra Kudelski
Neuman-USA
O'Connor Engineering Laboratories
Professional Camera Support
Systems
Jack Owens Photography

Panasonic Corporation
Pic-A-Flick Video
W.H. Platts Company
Rangertone Research
Rising Star Graphics
Phil Sears
Sharpe Electronics Corporation
Sony Recording Media
South Carolina Arts Foundation
Tiffen Manufacturing Corporation
Tophan Audio
Visual Communications Interactive
Audrey Weber
Meryl Weber
Steven Weber

Alan Berliner and David Leitner during a Friday night screening/reception of
student work.

J

John Butler and David Leitner during their class Advanced Cinematography.

A student videotapes Tulula during Ellen Spiro's class High End Video On A
Rock Bottom Budget.
All photos by Doug Johnson
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GRIMM
MOVIES
Gail Munde
MAKING GRIMM MOVIES. Produced by Tom
and Mimi Davenport, directed by Tom
Davenport and Jonathan Hamilton. Videotape.
1992. 55 min.

Production still from Mutzmag.
Tom Davenport, producer and director of From the Brothers
Grimm.

R r the past 15 years Tom Davenport has been
crafting film versions of traditional folktales to include in
his series, From the Brothers Grimm: American Versions of
Folktale Classics . The series now numbers ten titles, each of
which tops the prior in terms of ambition, craft and polish.
Davenport's efforts have grown from early short works like
Hansel and Gretel (1978,16 min.) to the most recent period
piece, Mutzmag (1992, 50 min.).
With ten successful titles behind them, Davenport's
ensemble of technicians and talent step in front of the
camera to present "What we learned about making movies
from doing it ourselves." The result is three 20-minute
programs about the art and work of filmmaking and frank
"how we did it" explanations. Intended for use between or
after viewing series titles, these programs will no doubt
delight and inform the elementary and middle school
students who have watched the narrative titles as they were
released, or in a group as part of a particular study unit.
Since 1984, the Wake County Public Schools (Raleigh, NC)
has obtained and used the titles under an agreement
between the NC State Department of Public Instruction's
School Television program and Davenport Films. The
programs are block-fed on public television and off-air taped
in schools throughout North Carolina. So, Wake students
are very familiar with the works, which are particularly
popular because they reflect Appalachian culture and
tradition and carry on the art of storytelling.
The first of the three programs touches on the early
tasks involved in making a film. Screenwriter Roger Manley
discusses the overwhelming nature of a project; how
insurmountable it all seems until it has been broken down
into the bits and pieces of scenes and shots. Production
Manager Barry Dornfeld attests to the enormous time
devoted to planning with the contention that "most films are
made with pencils."
Davenport describes the casting process, what seems for
him the most anguishing part of directing. Mutzmag had
particular dialect requirements for speaking roles. He spent
three months trying to cast the film with seasoned actors
who did "country" accents. Although it might have worked,
it just seemed wrong. Finally, Davenport moved on to
Madison County, NC to look for non-actors who he thought
might be naturals. The program shows the screen test of 13year-old Robbie Sams, who eventually became Mutzmag, as
she tries out some lines and improvises for the camera. Once
Davenport had an idea of who would play Mutzmag and the
secondary roles, he videotaped them doing a scene together
to see how they worked as a group. Viewers see the test
scene on videotape alongside the final cut to get a sense of
how a basic idea, quickly sketched, will eventually become
the finished product.

Tom looking through the magical jar on location of the film
Soldier Jack.

Sams takes over to narrate the make-up process she
underwent to play the role of Mutzmag. Her cheerleader
good looks were toned down by dying her blond hair a dirty
brown and plaiting it loosely so that changes in length
during filming wouldn't be apparent. Her fair skin tone was
deepened to reflect a harsher outdoor life. Frank Rogers,
creator of the series characters' makeup, takes over to
demonstrate the extreme techniques used in Bearskin, or
The Man Who Didn't Wash for Seven Years, and to produce
the woman who couldn't die in Soldier Jack. His advice to
budding makeup artists is, "If you're interested in makeup,
learn and study everything--history, science, anatomy--!
can't think of anything I studied in school that I don't use in
some way." Big points with the teacher for that line, buddy.
The second program covers selecting locations, designing
sets and props, and the basics of editing and sound. Doug
Ball, set designer, shows the cabin mock-up from Mutzmag,
then the actual construction. He discusses the process of
background research and the careful planning required to
recreate a period or setting. No matter how careful the
research, there's something to be said for ingenuity. Mimi
Davenport tells about making a while-you-wait frying pan
from cardboard, gaffer's tape and black spray paint. This
frying pan was eventually used in Soldier Jack as Jack's
defense against the devil. Yet another paper skillet turns up
in Mutzmag , used to put a nasty giant to sleep. Thorn
Shepherd, editor, tells about the sound he searched for, a
sound not unlike Wiley Coyote dropping an anvil on
Roadrunner. He eventually discovered this sound by hitting
a hubcap with a stick and playing it back at a much slower
speed.
Michael Delalla, sound engineer, explains how sound
tracks are layered and the importance of ambient sound in a
mix. In Ashpet, there is a dance scene (the equivalent of
Cinderella's ball) in which the characters talk as they dance,
hold conversations on the sidelines, and the "Prince" plays
sax with the band. Viewers see the raw footage of actors
dancing and carrying on in silence, dancing while the
musicians play (off-beat and out of-tune as the Prince blows
a dead sax), versions in which the musicians fake playing
their instruments, and improvisational fragments between
characters. Davenport explains how shots are selected and
edited. Later, sound tracks are matched and laid to produce
the final product.
Because so much goes on out of sequence, Doug Miller,
cinematographer, explains to viewers how activities and

events are managed. All the personnel are directed from
storyboards, which place shots in sequence and direct the
position of people, props and equipment. Everyone involved,
from the actors to the assistants, knows what's going on. He
underscores the importance of communication in a group
project by noting that "the more people know, the better the
project."
The third and most interesting program really gets to
the heart of dramatic filmmaking: how to manipulate the
viewers' perceptions of visual , spatial, linear and
chronological events to create believable illusions. Tom
Kaufman, cinematographer, points out the subconscious
effects of camera angle with examples from Ashpet. He
describes and shows some standard shots of a single scene
taken during its filming (master or wide-angle shot, closeups of important elements, subjective views, and matched
reverse close-ups). Then, he narrates the finished product to
show how the scene is built out of its component pieces by
an editor. He also notes how easy it is to make effects more
difficult than they really are, and how hard it can be to
make them look easy. As an example, he recounts a shot
that was supposed to show a severed head in a bucket. Well,
they discussed plaster and rubber head casts til the dogs got
tired and finally just cut a hole in a table, stuck the woman's
head through, and wrapped a bucket around her. To a
particularly gruesome effect, I might add.
Davenport talks a bit about working with actors, human
and canine. For a scene in Mutzmag, the title character and
her sisters are frightened by a vicious dog. Davenport didn't
seem to have any trouble finding what must be the nastiest
dog in North America, but of course couldn't trust it with
human flesh. Shots of this evil guy were reverse matched
with reaction shots of the girls as Davenport got down on all
fours to stand in for the cur. In Jack and the Dentist's
Daughter, the man who played the Dentist could not
remember more than a couple of lines, and those only for a
few minutes. No problem, Davenport shot and edited so that
the man never had to speak more than a line or two at a
time.
Like his folktales, these programs will work for almost
everybody. They are interesting, entertaining and are
presented in a relaxed and intimate style. Kids will enjoy
the visual literacy aspects, as well as the film excerpts. The
group of artists, both craft and performing, is enthusiastic
about its work and does a good job explaining without
condescending. They make filmmaking seem so
approachable, so possible for anyone with the curiosity just
to try it out. I even said "gee whiz" once or twice.
Gail Munde is a Materials Specialist for the Wake County
Public School System in Raleigh, NC.

•I
I

...'

•

George Kuchar
Video/Filmmaker
Specializing in video diaries which
are considered absurdist and ironic,
George Kuchar edits in-camera using
a single "first generation" tape with
accompanying soundtrack.
Autobiographical and turbulent,
videos such as Going Nowhere and
Bayou of the Blue Behemoth, among
seventy titles, embrace taboos with
gusto. Kuchar's film and video work
is included in major museum
collections and has been screened in
festivals here and abroad.

Herb Ellis Smith
Filmmaker
A member of the Appalshop
cooperative in Whitesburg, Kentucky,
Herb Ellis Smith's films focus on
issues and people of Appalachia.
Shown internationally, Smith's films
and videos document indigenous
artists, community-based and church
programs, and the politics of this
Southern region. Beyond Measure:
Appalachian Culture & Economy is a
film about the interplay between
culture and economy and is the third
film in a series of the history of the
region.

John Valadez
Filmmaker
Passin' It On, Valadez' hour-long
documentary on the imprisonment
and release of a former leader of the
Black Panther Party, has won grand
prize, best documentary or first place
awards at over twelve film and video
festivals. Director Valadez was
educated in NYU's Film School and
was awarded a New York Foundation
Fellowship in 1993.

Allie Light
Filmmaker
Light's documentary Dialogues With
Madwomen captures the experiences
of seven women of diverse ages and
backgrounds who have experienced
the dark side of the imagination:
multiple personality, euphoria,
manic-depression, schizophrenia.
Director and co-producer of this film
with Irving Saraf, Light also shared
credits with Saraf on the 1991
Academy Award for Best
Documentary Feature, In the Shadow
of the Stars. Ms. Light is also a
published poet, book editor, and film
lecturer.

SINKING CREEK

Lucy Massie Phenix

Filmmaker
Director/Producer/Editor Lucy
Massie Phenix's Cancer in Two
Voices is a video on the relationship
of a woman with terminal breast
cancer and her partner, as they
live, with humor, pathos and
unflinching candor, the three years
they have together before death.
Phenix is an award-winning
filmmaker, editor, and film
collaborator and teacher with 20
years experience in the field.

The 25th Sinking Creek Film/Video
Celebration will be held November 8-13,
1994 in Nashville, Tennessee at
Vandebuilt University's Sarratt Student
Center. The festival is an annual showcase
of juried student and independent
film/video and a video installation. Contact
Sinking Creek, 402 Sarratt Student
Center, Vanderbuilt University, Nashville,
Tennessee 37240, 615/322-4234 or 3222471.

AndrewS. Garrison
Filmmaker
Founder of an independent
production/ distribution company,
North Fork Films and a producer of
Appalshop, Inc., Andrew Garrison
specializes in representing funny
and painful glimpses of moments in
childhood when life changes. Both
Fat Monroe and Nightride are
adaptations of stories by Kentucky
author Gurney Norman. Garrison is
the recipient of several fellowships
from the NEA, American Film
Institute and arts councils.

Ne11WVie"" '95
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ewView is a cooperative national satellite preview and
marketing effort for approximately ten independent distributors
which showcases recent work of independent filmmakers and
videographers. NewView will be broadcast on March 1, 1995 via the
PBS satellite on both C-ban and Ku-ban uplinks to programmers,
buyers, educators and curators at over 100 sites. Primary sites
include colleges, universities, public schools, libraries, PBS stations
and cable systems. NewView will originate from South Carolina's
Educational Television Network.
NewView is a program of the South Carolina Arts Commission
Media Arts Center in cooperation with South Carolina Educational
Television. Funding is provided by the National Endowment for the
Arts and the John D. and Catherine T. MacArthur Foundation.
For more information contact:
NewView'95
South Carolina Arts Commission - Media Arts Center
1800 Gervais Street Columbia, South Carolina 29201
Phone: (803)734-8696
Fax: (803)734-8526

1995 Southern Humanities Media Fund
The Virginia Foundation for the Humanities is requesting grant proposals in media
production for the 1995 Southern Humanities Media Fund. Proposals should be
postmarked no later than October 14, 1994. For the complete guidelines and application
procedure contact:
Southern Humanities Media Fund
Virginia Foundation for the Humanities
145 Ednam Drive
Charlottesville, VA 22903-4629
(804) 924-3296 Fax: (804) 296-4714

Black Maria Film &Video Festival
CALL FOR ENTRIES
An open competition for independents working in any and all formats. Entry
deadline is November 15, 1994. Send work, $25 entry fee , and pertinent information
with self addressed post-card to:

Black Maria Film & Video Festival
c/o Dept. of Media Arts
Jersey City State College
203 West Side Avenue
Jersey City, NJ 07305
Tel: (201) 200-2043
Winning entries receive substantial cash awards and are included in a widely traveling showcase
recognized nationally for its artistic integrity, and commitment to personal vision, human issues
and free expression. The Festival is made possible in part by the Geraldine R. Dodge Foundation,
The NJ State Council on the Arts, AT&T Foundation, The Bell Atlantic Charitable Foundation,
The Charles Edison Fund, The National Endowment for the Arts and The Department of Media
Arts, Jersey City State College.

ONTHECOVER
Evelyn Rosewater with hot sauce. Jeff Sumerel as Evelyn Rosewater in his video Evelyn Rosewater's Forlorn Beauty.

INDEPENDENT SPIRIT is published by the south carolina Arts commission Media Arts center with support from the National
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