$

Winter 2004

4.00

$5.50 Canada

#6

erry Stiller is THE INDEPENDENT

BOWLING FOR COLUMBINE e Jeff Krulik ® KWIK STOP
D.P. Carilson ® | AM TRYING TO BREAK YOUR HEART e AFM 2003
OUR LADY OF SORROW e ShortKutzDVD e MIRROR MAN

Reviews Columns Opinions Movre!




(ollege of
Communications/
niversity of llinois

presents

nerts

eﬂooked
- FilmFestival

s s April 21-25, 2004
Virginia Theatre 217-356-9053 or www.ebertfest.com ‘

If you would like to become a sponsor, volunteer or need EberlfeStcom

additional information please contadt: Mary Susan Briti:
(217) 244-0552 or marsue@uiuc.edu



http://www.ebertfest.com
mailto:marsue@uiuc.edu

10

12

15

18

24

Model: Liz Biondi

MAINTAINING ORBIT OF PLANET KRULIK: Resident space cadet L. Rob Hubbard
earns another pair of wings by tracking the busy flight pattern of Jeff Krulik,
erstwhile navigator to the lands of all that is wonderfully eclectic from

HEAVY METAL PARKING LOT to HITLER’S HAT and beyond.

WHERE THERE’'S A WILCO, THERE’S A WAY: Having captured a lot more full-
motion angst and drama than he’s accustomed to, photographer Sam Jones tells
music-loving chanteuse Holly Day all about filming a year in the life of the band
Wilco for the documentary, | AM TRYING TO BREAK YOUR HEART.

LIFE IMITATES ART OF “KWIK STOP”: In another set of Chicago tales,

L. Rob Hubbard helps novice filmmaker Michael Gilio contemplate the limited
exposure for the latter’s unconventional road film, KWIK STOP, while Erin Anadkat
takes on the admirably frank D.P. Carlson (JOHNNY DODGEBALL).

PICKING UP THE SCENT ONCE AGAIN: Hardy adventurers Jeff Sartain and
Jason Pankoke return to the indie film microcosms selected for study in Brooklyn
and Indianapolis to find OUR LADY OF SORROW mired in a Lynchian mist while
UNTITLED FEATURE 2 migrates towards production.

“BOWLING” YIELDS IMPERFECT SCORE: Leave it to a graduate student to
intelligently tackle the mother of all recent documentaries, BOWLING FOR
COLUMBINE! Amidst the hoopla and accolades, Anthony Zoubek investigates
the roots of criticism leveled against Michael Moore's big one since the Oscars.

MEET THE INDEPENDENTS: Pop culture author Mike Wilkins and commercial
director Stephen Kessler handed the title role of their movie THE INDEPENDENT
to comedian Jerry Stiller, a stroke of genius that electrifies this ribald spoof of the
B-movie industry. Interviews by Jason Pankoke.
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DAVID BOWIE NEED NOT APPLY: With a refreshing clarity that sets reasonable
goals above runaway dreams, Oklahoma-based filmmaker Matt Jenkins offers his

thoughts about the meaning of success in indie cinema, using his sci-fi spoof
MIRROR MAN as a case study of expectations and rewards.

C-U CONFIDENTIAL #6: This time, the venerable private eye Wilhelm decides
to take a much-needed rest prior to the dawn that will provide him peace of mind
or perpetual frustration, but not before revealing a few notable tidbits from

® his beat in Champaign-Urbana, lllinois.

EDITORIAL: Crashing Australian rock music and overzealous American mud-slinging
demonstrate different appropriations of art for politics.

NEWS: In which the Editor attempts to use reason and example to explain away this issue’s
unwarranted delay.

35 REVIEWS: REFLECTIONS OF EVIL flounders underneath an audacious vision, HORNS

AND HALOS examines both sides of the publishing coin, and JESUS CHRIST VAMPIRE
HUNTER postulates that divinity ain't demure in this issue’s celluloid congregation.

Also, Chad Fahs joins our columnists with his first consumer technology confessional,
Jeff McCoy offers up many a hosanna for Ghost Limb Films, and Jason Pankoke converts
the anti-sheep to the joys of DIY movie-making.

52 CAST & CREW: You would have no magazine if not for the films crafted by their hands.

53 INNER CINEMA: Robin Peters goes to market in southern California for movies,

not health food.




4  Micro-Film #6

 Proofreading & Research

Gabe Rosen EricR.

Contributors
- Erin Anadkat Steve
~ Brad Bugos Robert

Batley
Cagle

Holly Day Chad Fahs
L Bob Hubbard Matt le

Austen Zueg:

HQ Helpers

Andrew Horng Nichole Wleklmskl

Graphic Des:gn & Layout
Jason Pankoke

Webmaster

Eric Pankoke

Muse of the lssi:é
~ Liz Biondi

ICRO-FII.M ISSN # 1528-2562) is published
by Opteryx Press, P.O. Box 45, Champaign, IL 61824
2004 Jason Pankoke. No parts of this issue may

n irregular basis

any form without prior written consent fi
_articles are © their respeclive authors.

rep
her. All bylined

Sample copies are $6.00 p dUs, $8.00

id foreign. §

da, $9.50

b ions are 3 issues ferSlZOOUS.,slS 50

Canada, $24.00 foreign. Please make personal checks and money
orders payable to “Jason Pankoke.” Well-concealed cash is :
acceptable. U.S. funds only please. PayPal is available on our Web site

for single issue orders. Film schools, film societies,

should inquire about special bulk purchase rates.
Advertising rates are available by sending a SASE

and film festivals

1o the above address

or e-mailing us and placing “Ad Rates” in the "subject” header, Rates
and policies are subject to change without notice. Deadline for book-

ing your ad in MICRO-FILM 7 is SEPTEMBER 10, 2004

dline for

booking your ad in Backyard Cinema is JULY 1, 200“ What are you

waiting for? Hop skip, and jump to it!

Contributions are welcome from film iourna[isls a
However, we accept no responsibility for unsoli
. ase include a SASE witha

e reiurned to you. All ¢ s

‘ﬂlmmakérs alike!

and Sub Rosa's Indie Force. Also available at Quimbys, Insound.com,
and other fine independent stores and Web sites. If there’s a nifty
place near you that doesn't stock this mag but should, SPEAK UP!

editor@micro-film-magazine.com
www.micro-film-magazine.com
office phone: (217) 352.1312

MICRO-FILM is a trademark of Jason Pankoke.

OPTERYX PRESS

the evolution of expre

ssion

... a micro-film editorial ....

Read About It

Take a good look at the magazine racks
the next time you visit your favorite book-
store and you’ll note that the number of period-
icals in nearly every other genre outweighs the
number of film periodicals. Hell, you’ll even
find more poetry magazines, although it’s
probably because those digests are more com-
pact to shelve. With film such a dominant force
in our media diet, why is it such a struggle for
titles like MICRO-FILM, Cashiers du Cinemart,
and Cinemad to survive? I don’t imagine that
B-movie magazines like Shock Cinemna,
Alternative Cinema, and Cult Movies have it that
much easier, but at least they have the genre’s
built-in fan base. Do enough people care what
goes on with the non-commercial movies to
make our collective effort worth it?

If I were actually in this for the money or to
raise my status on the hipster-o-meter, then
maybe I should’ve taken a cue from the listings
in Zine Guide and Zine World, where I've
noticed two things. One, everybody and their
punk kid brother has started a music magazine
since the dawn of time (or at least, say, 1977).
Two, a lot of people spend a lot of time printing
up their views on politics and societal ills in
order to call the modern world on the carpet.
From what I’'ve actually read of this material,
I’ve noticed two more things. One, capturing
the distinct character of a band’s music with
compelling writing is a really tough goal that
few achieve. Two, throw down all the hard long
facts that you want to make your point, but if
you can’t write well, don’t expect anyone to
stick with you.

I obviously didn’t go down either well-trav-
eled path, although you certainly can find traces
of both scattered throughout MICRO-FILM.

It’s here for good reason, because it’s part of
the culture that we cover. So, what would I talk
about if this very mag were instead Micro-Music
or The Politics of a Microcosm of*some sort of
Stan Lee-ish alternate universe mish-mash?

I'd hope to god that it would be Midnight Oil.

Just over one year ago, the veteran
Australian quintet called it quits after icon
lead singer Peter Garrett packed up his mike
and ventured towards other pastures. It was an
amicable split, but after 25 years of recording
and performing, how could a band go on with-
out the front man it is so heavily identified
with? 2002 seemed to mark a fresh start for
Midnight Oil, with the release of their well-
reviewed album Capricornia and a label move
in America from Sony to Liquid 8, not to men-
tion an extensive worldwide tour. We all know
that rock bands are pretty much made to dis-
band, but Midnight Oil’s dissolution after so
long is disheartening in an age when dinosaurs
like the Rolling Stones, Aerosmith, and Rush
lumber forth well past their culturally relevant

expiration dates.

Growing up on the junk-food-ear candy of
Eighties top 40 radio, I had no idea what alter-
native rock or punk music was like, and it took
an Iron Maiden or Metallica t-shirt worn by
classmates to remind me of metal. Not until
I had left college did I get the drift (an amusing
feat, considering that I had shows on college
radio), but through it all Midnight Oil spoke to
me on a different level. Like many, I picked up
Diesel and Dust when the songs “Beds are
Burning” and “The Dead Heart” broke interna-
tionally in 1988 and kept with the band through
the subsequent hits Blue Sky Mining and Earth
and Sun and Moon. Then came Breathe and
Redneck Wonderland prior to Capricornia; these
albums paled stylistically to their predecessors
but still had plenty of worthwhile moments.

[ won’t bother impressing you with a critical
breakdown of their entire discography; this isn’t
the place for it.

However, what hits me time and again is
how Midnight Oil not only played strong music
throughout their existence, but also kept afire
their passion for humanity and positive reform.
Remember their 1990 guerrilla protest concert in
front of the Exxon building in New York City
after the massive Alaskan oil spill? How about
Garrett running for and nearly winning a
government office in Australia? Or, the band
spending several weeks after hitting it big not
pimping on MTV, not showing up in commer-
cials, not getting hitched in Las Vegas while
drunk, but sharing their music with the poor
Aboriginal peoples in the deserts of their
country? Most musicians pose banal questions
through their work from the safety of their
recording studios (Phil Collins, anyone?);
Midnight Oil regularly ventured into the real
world to discover what answers they could
and reported back to their listeners through
their albums.

Those who would label Midnight Oil as
political are right and dead wrong. While much
of their music took a proactive stance on
arguably liberal beliefs, they never went so
overboard as to rail for a New World Order
borne of fist-pumping anarchy. Paraphrasing a
wise reviewer from the punk magazine
Razorcake, it’s evolution of the world we live in,
not revolution courting chaos, that must happen
to improve the human condition, and the Oils
knew it.

Australian cities, natural wonders, historical
events, and notable people informed their music
regularly. While much of its context was
unknown to me, [ did understand their more
universal concerns: respecting indigenous peo-
ples, protecting the environment, empathizing
with the working man, and preserving memo-
ries and life lessons in order to bequeath them
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to future generations. Midnight Oil’s music will
stand the test of time because it is infused with
a power and passion that will always be vital
while our world remains more Babylon than
Utopia. I belatedly tip my hat to Peter Garrett,
Bones Hillman, Martin Rotsey, Rob Hirst, and
Jim Moginie.

Whereas the art of Midnight Oil consisted
of getting the message across by rocking out,
American satirist Michael Moore produces blud-
geoning polemic disguised in artistic and
literary forms that can’t help but evoke a
reaction. If you’re reading MICRO-FILM, than
you know Moore, the portly muckraker from
Michigan responsible for filmed tirades against
big business and government such as ROGER &
ME, THE BIG ONE, and the little-seen John
Candy comedy, CANADIAN BACON. This tire-
less one-man wrecking crew has also marshaled
forces using the television airwaves
(TV NATION, THE AWFUL TRUTH) and the
bookshelves (Stupid White Men, Dude, Where’s
My Country?). Yet, for all the grimaces he pries
from conservatives and nervous laughs he elic-
its from liberals with these outlets, is Moore
wielding reckless abandon instead of honest
compassion to achieve his goals?

I won’t get into the controversies regarding
the claims in BOWLING FOR COLUMBINE—
that’s what Anthony Zoubek’s article is for (see
pg. 18)—but indeed, I was intrigued by the film
despite its disturbing undercurrents and dis-
tracting asides. Witnessing Moore speak at the
University of Illinois in April 2002 to a packed
auditorium towards the end of his Stupid White
Men junket, one couldn’t help but be won over
by his Regular Joe demeanor and freewheeling
bluster. I know I mouthed a few inaudible
“hell, yeahs” throughout that evening, but
maybe considering my current knowledge of
COLUMBINE’s machinations I wouldn’t be apt
to cheer on Moore so readily.

Conservatives and NRA members will claim
that BOWLING FOR COLUMBINE eschews
“fairness in reporting” every second of its run-
ning time. (Then again, progressives will claim
that the average newscast does this every single
day. Touché!) 1 hope there’s a middle ground
where we can identify some virtues in
COLUMBINE, chief among them the director’s
knack for positioning volatile issues like gun
control and fear in a personable light that is
relatively easy to digest. The problem comes
when viewers realize that the form—in this
case, “documentary film”—doesn’t quite func-
tion in the expected manner. Moore likened
COLUMBINE to an “op-ed piece,” which is a
fair assessment, but his technique obscures the
distinction between information and entertain-
ment and will certainly confuse those who are
used to the average Discovery Channel presen-
tation. Unlike the recognizably sublime wit of a
Will Rogers or the savage allusion of a Thomas
Paine, it’s become increasingly difficult over
time to get a handle on this jovial wit if you
accept his work at face value. To me, he is a
versatile catalyst rather than a talented artist.

A bombastic tangent in Moore’s UIUC pre-
sentation foreshadowed the trouble that haunt-

~

ed BOWLING FOR COLUMBINE
several months later. Holding up
a major daily—I think it was The
New York Times—Moore focused
on an article bemoaning the
threat of Osama bin Laden and
Al Qaeda to the world through a
screaming headline, and then
encouraged all in the auditorium
to “turn the page.” His point was
that the jump to the back
revealed apparent intelligence
that an ailing bin Laden needed
an operation, thereby diminish-
ing the “threat” splashed across
Page 1 and relegating it to a
cheap sales tactic on the part of
the Times. This exercise in “read-
ing the fine print” of mass media
is indicative of what folks like
the aforementioned Mr. Zoubek
have done with COLUMBINE,
looking beyond the on-screen
“truth” to discover what exactly
the filmmaker might have exclud-
ed for his own means.

I even inadvertently employed
Moore’s “turn the page” advice
not too long ago. Acting upon a
tip from a friend, I discovered
that the owners of a downtown
Champaign bar had bought the
real estate next to them.

This space formerly housed the
Gleismann photography studio
and had been dormant for the
better part of a decade. Its retired
proprietor and an aide facilitated
the sale with the bar people,
which included nearly all the
studio’s existent wares. When [
made my first trip into the musty
halls of Gleismann, my jaw sum-
marily dropped. Hard. You could have just
installed a ticket booth up front and opened a
photography museum with little effort.

35mm cameras, medium-format cameras,
aerial cameras, floods, backdrops, developing
tanks, tripods—you name it, you could find it.
(Even stacks of digest-size nudie magazines,
which I'm sure were on the premises for the
sake of research.) Using a tywd itemization
that listed hundreds of saleable pieces, I nar-
rowed my attentions to some lighting gear and
a handful of 16mm movie cameras, used by
Gleismann to shoot commercials and industrial
films. One particular device at the very bottom
of the list on the last page caught my attention,
so my guide directed me downstairs to a dirty,
damp work room with red-brown film reels
lining the wall and boxes of miscellany stuck in
the far corner. While the device I wanted to see
was good for a laugh with its JETSONS-style
features, my heart sank to join my jawbone
when I turned around to find a cramped closet
filled to the ceiling with rusting cans of film.

Friend and shutterbug Colleen Cook believes
that this footage is most likely on safety stock
(a standard since the late 1950s; the material
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A stack of rusting film cannisters, discovered in a dank storage room
in the basement of an old photography studio in Champaign, Illinois.
It makes your heart skip a few beats, doesn’t it? (Photo: Colleen Cook)

seems to date between 1960 and,980), so the
majority of it might still be recoverdble. We can
presume that very little is of artistic signifi-
cance, but it’s worth might come in spades as
a historical and community time capsule.
While neither Colleen or I are planning on
making Gleismann film preservation our mag-
num opus, it still will take sizeable amounts of
patience and will power—not to mention
money—to engineer something worthwhile
out of this discovery. And even though we’re
not talking anything incendiary like BOWLING
FOR COLUMBINE or lovingly spoofy like THE
INDEPENDENT or charmingly offbeat like
KWIK STOP, you now know Reason #30581 ...
why I ultimately burn the midnight oil ddfng
MICRO-FILM.

It’s because I care about the non-commer-
cial movies. Please show that you do, too.

Jason Pankoke
January 2004
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Front: Jerry Stiller and Max Perlich
in THE INDEPENDENT (courtesy
Arrow Films).

Back: (clockwise, from top left):
Arok and Ben Skora in HOME MOVIE
(courtesy Cowboy Films), Lucie
Tulugarjuk and Madeline Ivalu in
THE FAST RUNNER (M.H. Cousineau/
courtesy Iglooik Isuma Productions),
Robin Garrels in INSANIAC (courtesy
Sub Rosa Extreme), Michael Gilio in
KWIK STOP (courtesy Rachel Tenner/
Kwik Stop LLC).

Thank You

Arrow Films, Michael Blieden, D.P. Carlson,
Cowboy Films, Parker Cross, Brian Faiola &
PromiseLand, Christopher Frieri, Michael Gilio,
J.J. Huckin, Matt Jenkins, Sam Jones,
Stephen Kessler, Kevin Kélsch, Jeff Krulik, MGM,
Chuck Palahniuk, Robin Peters & Dreamscape
Cinema, Route 66 Film Festival, Rachel Tenner,
Tyler Tharpe, Ken Westermann & ShortKutz,
Dennis Widmyer, Mike Wilkins, and all those
who debated BOWLING FOR COLUMBINE.

Also
Mom & Dad & Eric & Jamie & Hope & Rose,
Brian Paris, Bill Kephart, Colleen Cook,
Chris Folkens, Mike Trippiedi, Tom Konie & Illini
Film & Video, Russ Forster, Paul Riismandel,
Jules Beesley & Amy Raymond, Sir Alvin Ecarma,
Dann Tincher & Damian Duffy, Joe Nero,
Wm. R. Pace & Tom Rondinella, Brian S. Driscoll,
Eric Tucker, Melinda Taub, Eric Stanze,
Holly Rushakoff & all those cool local bands that
let me hang out with them, Troy Michael &
Innocent Words, Chris Gore & Film Threat,
Kimberley Kranich & WILL-TV, Ron Bonk,
Jeff Faoro & El Cinema, Nichole Wleklinski,
L. Rob Hubbard, Danielle Cloutier, Inga Mucha,
Andrew Horng, Liz Biondi, and the contributors.

Dedicated to
Stan Brakhage (1933-2003), who came into
the world the same year as Kodak 8mm film
and later became one with it in the name of
“personal cinema.”

Quote of the Issue

“C’'mooooonnn, let's have some fuuuuuuuunn!

Gimme the nuuuumberrrrr....”

—How inebriated-off-her-gourd Sarah
(Wendy Allyn) gets her hands on the digits of
an alleged Satanist and seals her own doom in
Sal Ciavarello’s HARDCORE POISONED EYES.

wWWwW W

triadthemoyv
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- The Natural History of Parking Lots

Jeff Krulik is best known for an underground video featuring Judas Priest fans,
but don’t forget about Lancelot Link, Classy Freddie Blassie, and HITLER'S HAT.

Jeff Krulik may be the best-known
“unknown” filmmaker in the United
States today. His body of work has
covered some of the quirkiest niches to
be found in our culture: Ernest Borgnine
touring America in his own bus, the cre-
ators of the LANCELOT LINK—SECRET
CHIMP Saturday morning show, an
American GI from World War II who owns
Adolph Hitler’s top hat. However, his most
famous work is one that has not been
widely seen in legitimate venues; rather,
it has circulated for years via the “video
underground,” hand to hand.
That piece, done in the space
of an afternoon, has turned
into a legend.

Done in collaboration
with John Heyn in 1986,
HEAVY METAL PARKING
LOT has amused and capti-
vated the few that have seen
it and the many more that
have only heard of it.

As Krulik comments, “I'm
curious, like when people
have heard about it for
whatever amount of time,

if it actually lives up to its
[hype], because it’s kind

of a rough piece.” It also
spawned “sequels,” of sorts.
As HMPL looks at teenagers
and the archetypal heavy-
metal band for its time,
Judas Priest, NEIL DIA-
MOND PARKING LOT takes
a look at the same passion in a somewhat
older audience with a slightly different
focus. Likewise, HARRY POTTER PARK-
ING LOT examines the fervor in the
pre-teen set, almost coming full-circle

in obsessions within generations.

Not that it was necessarily planned that
way. “We managed to tap into something
that was innate and didn’t have to be
manufactured,” Krulik says. “We did
HEAVY METAL PARKING LOT as a
fluke—it was a lucky break and every-
thing somewhat worked in our favor.

We managed to create something com-
pletely by accident that had this longevity.
So 10 years later [in 1996], we thought,

Interview by L. Rob Hubbard

‘What would we do?” We decided on a
lark ... I don’t want to say ‘goof’ because
we were serious about approaching the
audience of Neil Diamond, but we
thought, ‘We got something with HMPL,
let’s see if we can duplicate it with Neil
Diamond. It was a challenge, because
maybe the fans would clam up. In HMPL,
most of the people were really drunk, and
we couldn’t imagine that being the same
with Neil Diamond fans. I think it worked
because people were passionate about
Neil Diamond. I'm real proud of that.

4 5¢h ANHFIRSARY

John Heyn and Jeff Krulik, masters of culturally-relevant concrete, stand tall on the one
and only HEAVY METAL PARKING LOT in 2001. (All photos: courtesy Jeff Krulik)

“We’ve never really thgught about it or
analyzed it, it’s all just hindsight,” contin-
ues Krulik about HEAVY METAL PARKING
LOT. “You were either at that concert or
you sat next to somebody in homeroom
that was at that concert and you really
just kind of identify with that experience.
If you weren’t there, you get it by just
being close to it. That’s really helped the
longevity of that piece.” Said longevity has
also spawned tributes, such as the music
video for “Flavor of the Week” by At the
Drive-In, and has spurred enough interest
for HMPL to be in development as a fea-
ture film or television series. The short
also earned its belated theatrical berth in

2002 when Cowboy Pictures paired it with
Chris Smith’s HOME MOVIE (See review,
p.40. - ed.) with an inevitable DVD
release due later this year from a new
company, Factory 515/Brainbox.

While Krulik may be thought of as
“King of the ‘Parking Lot’ Movie,” that
just scratches the surface of his output,
whether concocted solo or with HEAVY
METAL partner Heyn. Films include
OBSESSED WITH JEWS, KING OF PORN,
MR. BLASSIE GOES TO WASHINGTON,
and the alluded-to ERNEST BORGNINE
ON THE BUS and I CREAT-
ED LANCELOT LINK. “Some
are real ambitious and other
things were just done in an
afternoon,” confirms Krulik.
“HMPL was just done in an
afternoon. HARRY POTTER
PARKING LOT was done in a
couple of hours. [For] I CRE-
ATED LANCELOT LINK,

I had the shows on tape,
which is something I collect-
ed because I could. I got
them in the 1980s when

I worked at the cable compa-
ny [whére HMPL was assem-
bled]. Every afternoon at

4 p.m., I'd tape FANCELOT
LINK from Nickelodeon onto
a 3/4-inch tape just because
I loved the show. I had no
clue that I was ever going to
do a documentary.”

Krulik’s films can be seen
as just entertainment, but there’s an ele-
ment of social anthropology in the best
sense of the term, for his approach to his
atypical subjects is non-judgmental and
reflects a genuine interest. “[These sub-
jects are] off the beaten path, which is _
something that I've always liked and™
sought. I want to look at something
beneath the surface and I really do have
an affinity for the subjects I find,” he
comments. “Or, I actually know them
personally or I really delve into their lives
and make a personal connection with
them. That’s true for a lot of the stuff.

I try not to put words in anybody’s
mouths. I mean, I can’t write what these
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people are saying [in the films], it’s
just so incredible! I like to think that
my work conveys a particular style and
sensibility that I've remained true to.”

Krulik shaped his style and sensibil-
ity during his college days. “I'd worked
in college radio at the University of
Maryland, and we really developed this
free-form station where anything goes.
When I found out about community
television, I was able to take that ideal
of ‘anything goes’ to television,” he
remembers. “Public access is where
[ started to use a camera. I was self-
taught. I took film appreciation classes,
but never any hands-on production
classes. I got it from public access.”
Along those lines, Krulik has worked
extensively with video. “I would love
to work in film. I’ve never done it, but
that would require a much greater
budget than I've ever had and require
hiring people. I hope to do it one day,
but if I never do, I'm still going to keep
on doing what I’ve managed to do
with video and DV.”

Krulik’s newest project, HITLER’S
HAT, continues with two of his fascina-
tions, quirky subjects and the elder
generation. “HITLER’S HAT has a
bunch of different styles in it. I was
sort of aiming high in that production,”
says Krulik. It’s the story of clothing
manufacturer, professional magician,
and ex-GI Richard Marowitz, who at
the end of World War II ended up in
possession of the ultimate war sou-
venir—a top hat that once belonged to
Adolph Hitler. It’s also the story of
Marowitz’s regiment, the 42nd
Rainbow Division. As Krulik attends a
reunion of the division, he gathers not
only the full tale of the hat but also the
camaraderie of the surviving members
and a potent reminder of that most
overlooked resource, the aged.
“Somebody once made the comment
that, “You seem to like older people.
And they were right,” continues Krulik.
“I love people when they have stories
to tell and I find that most older people
have more stories to tell. I like being
able to hear them and I've always been
a fan of oral history. Who better to tell
it than the people who’ve lived it?”

HITLER’S HAT stretches expecta-
tions beyond what fans of HEAVY
METAL PARKING LOT and his other
work may expect from him. Relates
Krulik, “I heard that when people first
saw a rough cut of HITLER’S HAT, they
thought it was going to be OLD GUY
PARKING LOT, which I don’t want to
be typecast as. I could see what they

HEAVY METAL PARKING LOT proves that one could have a
David Lee Roth hair day and a pretty rad outlook on life.

“I want to look at
something beneath the
surface and I really do

have an affinity for
subjects I find .

the

.o

or, I actually know

them personally

or

[ really delve into
their lives and make a
personal connection

with them.”

— Jeff Krulik

In this day and age of trashy kiddie pop singers,

there’s surely
no sin in having this veteran crooner turn on your heartlight.
Just ask any denizen of NEIL DIAMOND PARKING LOT.

were saying and it affected some deci-
sions in the editing. I had a Betacam
crew for the sit-down interviews
because I knew I could never duplicate
that with my digital camera. I wanted it
to look professional, but to maintain
the sensibility that brought me to the
subject in the first place. There is a
certain style that you get from me just
wandering around with the camera on
my shoulder, shooting from the hip,
and that does tend to keep me pigeon-
holed. I’'m happy for whatever audience
and appreciation I can get for that
work, but opportunities for exposure in
the marketplace are limited.”

Krulik has since screened the final
version of HITLER’S HAT at several fes-
tivals. In early cuts, Krulik set the tone -
with war propaganda footage of the
day, including a clip set to Spike Jones’
novelty hit “Der Fuhrer’s Face” and a
Disney war cartoon that’s a far cry
from that company’s current sensibili-
ties. This footage may or may not end
up in the final version, depending on
rights and clearances for the material.
While Krulik has dealt with such issues
guerrilla-fashion in the past (as in
going ahead with it, regardless), he
acknowledges that it may be time to
grab the bull by the horns. “It’s defi-
nitely a problem,” says Krulik of freely
appropriating others’ work. “It’s some-
thing I have to address and take seri-
ously if I want to get to a certain level,
because I won’t be able to grow as a
filmmaker or a professional if I don’t.
With HITLER’S HAT, we are trying
to get to major film festival level.

You have to change your thinking a bit,
but I think you can still carry on the
sensibilities of your style.”

It appears that Jeff Krulik may final-
ly be discovered by the mainstream
after all, possibly receiving a small
piece of the financial words that could
accompany it. Whatever gains may be
looming in his future, Krulik is keeping
his cool. “It might not happen,” he
says. “It’s a crapshoot, but we’re trying.
You have to grow and you have to
really challenge yourself to do things
that will elevate you or at least make
you feel compelled to keep going on.

I started doing this as a hobby and I
think I’ll always do this because it can
always be a hobby even if I don’t do it
full time to make a living, which I've
been attempting to do for many years
now. With the advent and availability
of home-based editing and economical
digital video, there’s no reason I can’t
continue to do this.” &
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High-profile rock/fashion photogra-
pher Sam Jones made his filmmaking
debut in 2002 with I AM TRYING TO
BREAK YOUR HEART, a documentary of
the band Wilco and the making of their
fourth album, Yankee Hotel Foxtrot. As art-
ful as Jonathan Demme’s Talking Heads
movie, STOP MAKING SENSE, and as
claustrophobically invasive as any episode
of VH-1’s BEHIND THE MUSIC, Jones’
film combines beautiful, high-contrast,
black-and-white scenes of the Chicago
landscape and in-depth interviews with
Wilco. Shot over a period of 14 months,
BREAK YOUR HEART follows the band’s
early days in the studio recording Yankee
Hotel Foxtrot all the way through their suc-
cessful attempt to find another label after
being dumped by Reprise Records.

“How did this film come about? I wrote
a letter to the band, asking if they wanted
to take part in a documentary,” says
Jones. “My idea was to make it about the
making of their record—which was, at
that point, tentatively called Here Comes
Everybody—and it turned out they’d only
finished about 30 per cent of the record
and hadn’t begun mixing it yet, so my

timing was good. They just seemed like
the right band to do it with. They were
critically very acclaimed, but they were
kind of under the radar so far as a lot of
people knowing about them. I myself had
been a big Wilco fan for a while, and
I even wrote in the letter I sent their man-
ager, Tony Margherita, that I believe Wilco
is a band that will stand the test of time.”
Jones met with the band in November
2000 to present his idea and, after many
more meetings and discussions with Wilco
and Margherita, finally received an invita-
tion from lead singer/guitarist Jeff Tweedy
to begin filming in mid-December.
Jones had already decided what kind of
film he was going to make—essentially,
a straight documentary of Wilco in the
recording studio—and asked the band
members to have complete, unlimited
access to their recording sessions as well
as their personal lives. “The two things
I asked for,” says Jones, “were complete
access to everything, and that they not
have any control over the editing or that
they would not see the film before it was
finished, and they agreed to that. They
were really good about letting me into

their lives. No one ever told me to stop
rolling tape, or stop asking questions.”

What no one realized when Jones
began filming, of course, was that he
would also end up documenting the drop-
ping of the band’s record from Reprise
and the expulsion of guitarist/keyboardist
Jay Bennett from Wilco. It’s the infighting
between Tweedy and Bennett that defines
the structure of I AM TRYING TO BREAK
YOUR HEART. “It kind of made the film
into a three-act thing,” says Jones.
“The first act is the creation of the
album, the second act is kind of the
whole Reprise [thing and] the conflict
with Jay, and the third is how they kind
of triumphed and were able to put the
album out the way they wanted to. All I
did was try to use scenes to support that
story and also to give the audience an
idea of how the people in this film made
the kind of music they did. I was trying to
pick scenes that showed new insight into
the band members while still making it
relevant to what was happening to them
in that year.”

I AM TRYING TO BREAK YOUR HEART
is loaded with scenes that seem to truly



define the band dynamics at these differ-
ent points, opening with Bennett and
Tweedy fooling around in the studio after
laying down some tracks for the album.
Bennett pulls a marker out of his pocket
and begins drawing a face on Tweedy’s
stomach, with Tweedy giggling the whole
time. The band members—Tweedy,
Bennett, John Stirratt, Leroy Bach, and
Glenn Kotche—just look happy to be
with each other. Emphasizing that point,
the frame switches to an interview with
Chicago Tribune music critic Greg Kot,
who emphatically states that Wilco
“sounds like itself because of all the peo-
ple involved in it,” meaning that without
those five particular people, it would be a
completely different band. The focus then
returns to the Wilco studio space, showing
Bennett and Tweedy fleshing out mixes
together and talking about what a collabo-
rative project this band actually is.
Starting out as a pretty typical docu-
mentary/music video, I AM TRYING TO
BREAK YOUR HEART begins to grow dark
after about the first half-hour when
Tweedy takes off on a solo tour to perform
some of his acoustic, non-Wilco material.
While Tweedy deals with discomfort
brought on by press people and groupies,
the others continue working in the studio
with Bennett trying to control the ses-
sions, much to his remaining band mates’
consternation. Even after Tweedy returns,
Bennett still seems bent on dominating
the sessions. One instance finds Bennett
claiming that Tweedy’s editing suggestions
on “Heavy Metal Drummer” (completely
contrary to his own) came as a complete
surprise to him, and that he thought he
was doing what the band had collectively
decided to do. In this particular argument,
Bennett finally announces that Tweedy is
making too big a deal about the whole
thing, and that it really doesn’t matter
what they do to the song so far as he’s
concerned. Immediately afterwards,

Tweedy runs out of the room to puke,
with Jones’ camera close behind.

It’s obvious from the intimate portrayal
captured by Jones that Tweedy—apparent-
ly the most outgoing member of his for-
mer band, Uncle Tupelo—is not the most
sociable person to be around. His comfort
zone seems to extend only as far as his
band mates and family; once things start
getting tense with Bennett, it’s obvious
that said comfort zone has been shattered.
It’s hard to tell whether Bennett is aware
of this discomfort and is exploiting it, or if
he’s just so wrapped up in his own frus-
tration that he’s unaware that he’s making
Tweedy uncomfortable. Whichever it is,
these scenes with Tweedy and Bennett are
painful in their voyeurism.

“When you’re the director but also the
cameraman, most of your thoughts as
filming is going on is just how to get as
much into the camera as possible, with
good framing and good sound and focus,”
says Jones regarding these intimate
scenes. “You try to follow what’s going on
and really anticipate what’s happening;

I don’t think I stopped and thought about,
you know, ‘Am I intruding?’ or anything
like that. It was just more about, ‘How
can I capture all this that’s happening?’
It’s almost too much work to worry about
things like that.”

Detractors of the film have claimed that
these scenes with Bennett and Tweedy are
too one-sided, with Bennett unfairly paint-
ed as an egomaniac. Jones defends their
inclusion, saying that, “I don’t necessarily
think he comes off like a crazy egomaniac.
I think people read a lot into it, but I think
Jay comes off as someone working very
hard on an album, and then getting stuck
on a few points where he really wants to
be heard. I think that maybe, in the inter-

sview [after his firing], his defense mecha-
nism probably kicked in, trying to find
reasons for why he was let out of the
band, and maybe that comes across as an
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ego thing. I just tried to represent him
accurately ... I tried to include things that
he could look at in 10 years and say,
‘That’s the way I felt.”

It’s almost a given that you have to be
a Wilco fan to truly appreciate I AM TRY-
ING TO'BREAK YOUR HEART. Non-Wilco
fans would probably agree with Reprise’s
Bill Bentley on his decision to drop Wilco
from the label and not release what he
perceived to be a commercially non-viable
album. It would also be hard for non-
Wilco fans to buy into the excited ravings
of Rolling Stone music editor David Fricke
and his claims that Yankee Hotel Foxtrot
was “the album of the year” and that
“if you don’t get it, well, I think that’s just
too bad.” While non-Wilco fans may not
appreciate these points, it’s hard to fault
Sam Jones for the incredible photoplay
itself, from which any Chicago vista could
be clipped out and turned into a poster.
It’s refreshing to find this type of hagiogra-
phy made about a semi-obscure band for a
change, with an attention to detail brought
by a filmmaker who actually believes his
subjects deserve the attention. &

Postscript: In the fallout of the Reprise debacle,
Wilco would fly in the face of conventional wis-
dom and not only land a new home—Nonesuch,
a sister label to Reprise under the Warners jug-
gernaut—but preview their entire album for their
fans on the Internet! Many cynical tongues in the
rock press found this move to be commercial sui-
cide with the controversy regarding download-
able music, only to bite their tongues when
Yankee Hotel Foxtrot landed in the top 20 of the
Billboard 100 pop charts upon its release. I AM
TRYING TO BREAK YOUR HEART enjoyed
several months of art-house theatrical bookings
through Cowboy Films and became a best-selling
DVD for Plexifilm. Jay Bennett, not* G,Qe to sit
idle, went back into the studio to record with
long-time friend Edward Burch; their first release,
The Palace at 4am, Part 1 (Undertow), hit record
store shelves the same week as Yankee Hotel
Foxtrot in 2002 with Part 2 due this year. - ed.
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"Kwik Stop” Is Still

Lucky (Michael Gilio) and Didi (Lara Phillips) don’t realize that the paths they’re destined to travel aren’t on a road map. (All photos: courtesy Rachel Tenner)

In the third of a series covering independent films hailing from Chicagoland,
Michael Gilio and his feature KWIK STOP log endless miles in search of distribution.

The road movie is a popular genre
for many an independent film—indeed,
for films of all budgets. But most directors
of lower budget indies seem to have at
least one road film up their sleeves to
tackle at some point. The proven formula
is pretty basic and elemental:

A young girl.... A young guy....

A fast car and lots of road and scenery
to utilize.

They both meet in a small town conve-
nience store....

Words are exchanged; attitudes and
glances are thrown. The guy is headed for

Interview by L. Rob Hubbard

California—Los Angeles, specifically—to
make a name for himself. The girl ends up
as his passenger. Off they go on the road,
where many adventures are to be had,
excitement and danger, love discovered,
then lost. New friends are made, hearts are
broken and mended, and eventually things
resolve themselves at the end.

Now, throw in varying amounts of sex
and violence as “spice,” and varying
amounts of success can be garnered.

That set-up is also utilized in KWIK STOP;
the debut feature film by Chicago native
Michael Gilio. A graduate of Chicago’s

Columbia College, Gilio is also an actor
with numerous film and television
credits (TO SIR WITH LOVE 2, ONLY IN
AMERICA: THE LIFE AND CRIMES OF
DON KING) and a nominee in the 2002
Independent Spirit Awards’ “Someone To
Watch” category. However, his intentions
are a bit more ambitious than following
any set formula. As Gilio describes his
film, for which he directed, wrote, and
acted, “It’s a journey film, it’s a fable—
it’s a lot of things to me.”

KWIK STOP is a convenience store in
rural Illinois where Didi (Lara Phillips)
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encounters Lucky (Gilio), an aspiring Fllmmaklﬂg ln a N0~n0nsense TOWI'I:
actor who’s heading to Los Angeles to
make his break. Bo%ed with he? life in the D°P' Carlson
small town, Didi wrangles Lucky into
taking her along to Hollywood, and the
two of them head off across the Midwest
on their way to fame and fortune. Or so it
seems, at first. An overnight stay in a
motel leads to declarations of love, and
the morning after reveals Didi left alone in
the room and Lucky nowhere to be found.
After Didi encounters lonely barfly Emil
(Rich Komenich) at a neighborhood dive,
she eventually meets up again with Lucky
to start their journey anew, only to stop at
a local diner for some food.

More obstacles surface in their journey
as it turns out the waitress, Ruthie (Karin
Anglin), is actually Lucky’s girlfriend
whom he left to pursue his acting dream.
It becomes increasingly evident that
Lucky, whose real name is Mike, has been
leaving for Hollywood for quite a while - Andrew Davis, director of
but never seems to get very far. FHE FUGITIVE, gets 1o
Determined to make it this time, he and ko the boad nperarae
Didi break into a few houses to score
some gas money, only to land the girl in
jail and force Mike to cook up a plan to
get her out. The remainder of the afore-
mentioned formula plays itself out to a
degree, after these “quick stops” in the

Interview by Erin Anadkat

Chicago independent filmmaker David P. Carlson is known for his cut-to-the-chase style and matter-of-fact
honesty, traits borne out in his productions. Spoken like a true native and inhabitant of the City of Big Shoulders,
Carlson claims to have neither the interest or plans to seek out the studio cusp of Hollywood, prefemng instead
to make ground in a Midwest city he is proud to call home.

An alumnus of Columbia College, Carlson works freelance as a director, producer, and cameraman for docu-
mentaries shown on national networks like Bravo and MSNBC. This supports the production of his own indepen-
dent shorts and features under his five-year-old banner, Film Foetus. “It's mainly
about the film you think of, the film you make, and the film you end up with.
When you decide to stop working on it, it’s like you give birth to it to the world,”
says Carlson in regards to the filmmaking process and his company’s name.

Although being in control of a film’s “birth date” sounds relatively satisfying,
real labor pains can come from living without the safety umbrella of corporate
cash flow. “I'm comfortable where [ am right now and [ don’t mean financially,”
states Carlson. “I would like to be compensated for the work that I do and have
an audience [through which] | can be reimbursed for my work.”

His most acclaimed Film Foetus project, CHICAGO FILMMAKERS ON THE
CHICACGO RIVER, features insights from Chicago film directors and personalities
ranging from Hollywood directorial leverage to the struggles of independence.
All the interviews were conducted on boats travelling down the title body of
water, with each vessel corresponding to its interviewee's position in the film-
making world. Michael Mann (HEAT) coasts on a zippy cigarette boat, while
indie godfather Haskell Wexler (MEDIUM COOL) rides in a small motorboat.
“l was getting tired of people thinking that [filmmaking] was a glamorous pro-
fession. They don't realize there’s a lot of hard work, a lot of things you need to
know. Going to battle is a metaphor sometimes used,” says Carlson.

Incorporating interviews with everyone from director John Landis (THE BLUES BROTHERS) and Chicago Sun-
Times film critic Roger Ebert to Mayor Richard M. Daley and numerous indie desperados, CHICAGO FILMMAKERS
received notice for its take on the Windy City and the creative process of filmmaking itself. Unfortunately, because
it featured clips from Hollywood productions, the documentary ran up a $75,000 price tag for usage rights cour-
tesy of heavyweights like Warner Brothers and Universal. According to Carlson, although he nailed permission
waivers from famous actors featured in the clips, and the films’ directors wrote letters to the studios asking them
to help cut Film Foetus a break, the efforts went unnoticed. In the end, Carlson was faced with the challenge of
taking out the clips and re-editing the material to retain the context of the filmmakers’ observations, as wel] asto
gain access to distribution routes without being hampered by rights issues.

_ Carlson ultimately decided to self-distribute CHICAGO FILMMAKERS on an elaborate DVD that is due in early
2004, complete with an interactive menu and a Pulfrich 3-D feature enhancing the rolling river behind his sub-
jects. “It's like a treasure map, an animated Chicago River cutting through different communities,” details Carlson
about the menu. “Along it are different boats, and you can either play the movie at the mouth of the river, or play
the film at a boat or building.” The new, extended version
of the film will reinstate personalities who didn’t make it
into the original hour-long edition, such as Michael

journey; however, things move in a direc-
tion not anticipated and the resolution is
not necessarily a tidy one. Taking place
over a year’s time, KWIK STOP is a road
movie where the characters actually never
go anywhere. Instead, the terrain covered
is mostly internal, and what binds the Dawson and Ayanna U'Dongo, along with outfakes.

I : . £ v e “There’'s more shit in that 80-minute cut, more about
characters is a sense of longing for some being a filmmaker and being an artist, that takes a lot of

sort of lasting emotional commitment that years to live and understand,” the director continues.
constantly eludes them. Through the making of his documentary, Carlson rec-
Gilio recalls the circumstance that ognized a quote by Wexler as a key moment of clarity in
7 independent cinema. “Independence is what most film

eventually led to scripting KWIK STOP.

artists want to do. It’s not up to mainstream filmmaking,
“I had written another screenplay in it’s up to independent filmmaking,” says the famed cine-
which the lead character encounters

matographer in CHICAGO FILMMAKERS. Carlson explains
Didi in a convenience store,” he says.

how this redirected his own thoughts, saying that, “I was
hung up on the goal of being a Hollywood filmmaker.

“Everybody that read that script kept 1 realized that’s not necessarily what | wanted to be.

commenting, ‘that one scene was so great

and that one character was so dynamic;

There are a lot of ways to make a movie. It doesn’t have
to be dumbed-down through the studio and doesn’t have

I’d like to see more of her.” So I decided to

go from there and built this script from

to cost a lot of money, reqdly.” ' D.P. Carlson (/ef?) and Jim Sikora, havinga
that scene. I didn’t know exactly where

__ To that end, Film Foetus’ upcoming prgjeas,;ngjude good time while taping a scene for CHICAGO
_ JOHNNY DODGEBALL, about a ragamuffin team of FILMMAKERS ON THE CHICAGO RIVER.
the film was going. I just knew what these
characters wanted. It wasn’t until I was

teenagers in pursuit of a dodgeball championship, and  (All photos: Jessica Feith/courtesy Film Foetus)
halfway though that I knew where this

DIGGER, a coming-of-age story of a man in his twenties

that works in a graveyard, frustrated by a small-town atmosphere and with no way out. In particular, DIGGER is
was going. That’s not the most practical
and intelligent way to write a script, but

based on an incident from Carlson’s personal story vault. “In my early twenties, | knew [DIGGER] was a good
idea but I couldn’t have articulated the material,” says the filmmaker. “The farther away from things [you get],
it becomes a much more universal story.” Carlson himself worked as a gravedigger, hustled newspapers, and
labored in a boat marina, cleaning scum off the bottom of boats in order to support himself through school.

Carlson says he thinks back to another quote from CHICAGO FILMMAKERS by the late Gene Siskel when
. e 5 describing Chicago filmmaking. “1 think that the Chicago style of filmmaking, if there is one, is very direct,” says
that’s how I did it, nonetheless. the former Chicago Tribune film critic in the documentary. “You see that amongst the people of the city, they talk

Gilio subverts most of the expectations very plainly. I think the filmmaking is very plain and direct ... Chicago filmmakers deal in reality and this is a very

of the road film, keeping the emphasis on 54, b fioksense fown, -

the characters. “It was a real challenge for Elaborates Carlson, “It's hard to capture the city. A lot of times, it’s just a backdrop and it’s not about who’s
Y inhabiting it. That’s the trick—capturing the people that move and survive and dream. Chicago is the city that

me, but I worked to make the film demo- works. [ like that about it. | like being able to meet a large variety of people. I'd rather sit down and talk with

cratic. I wanted every character to have someone that’s a bartender or teacher than someone who's in the business all the time. You can pretty much do

equal importance,” he describes. :fnhdatsg/tc:;.;\gg\r:/;!f”you do hard work. You can use [Chicagol as a launching pad or a great place to raise a family
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“It comes down to what you define as
the main character—is it the one with the
most screen time or is it the one [charac-
ter] who goes on an emotional journey
from Point A to Point B to Point C? And,
if you define it as somebody who goes
from A to B to C, then for the most part,
all of the characters are the main charac-
ter. The only character who’s pretty con-
stant and unchanging is Didi, to a certain
degree. Her change happens off-screen.
She is pretty much a catalyst for change
in the other characters.”

Together with his producer, Rachel
Tenner, Gilio drew mainly from the
Chicago area for talent and crew. All of
the cast members are veterans of the
Chicago theatre community, and a good
majority of the crew eventually worked on

the typical road movie. “In many ways,
it’s like a fable, a fairy tale,” elaborates
Gilio. “The choice of music [highlighted
with selections from Roy Orbison, Roger
Miller, Elliot Smith, and Sleater-Kinney],
the DP’s sense of color. I could’ve gone
so many different ways with this; it came
down to, ‘what kind of film did I want
to make?””

Gilio also has high praise for Phillips
(BULLET ON A WIRE; see M-F #4, p. 13.
- ed.), who played what proved to be the
pivotal character in the film. “That’s why
I cast her, because Lara, to me, is such an
enigma—beautiful and strange and
tough,” he says. “She reminded me of
silent movie actresses Louise Brooks and
Clara Bow, and Giulietta Masina in
NIGHTS OF CABIRIA in particular—

the first “Project Greenlight” feature film,
STOLEN SUMMER (2001). Filming took
place in northern Illinois and Indiana over
an 18-day schedule. “A lot of being a
director is choosing your collaborators
carefully, then trusting them to do their
jobs,” comments Gilio. “There’s always
tensions and fights on any set, but in gen-
eral, I think this film was very special to
those that worked on it. I kept in touch
with a lot of these people and I'll hopeful-
ly continue to work with them.” After pro-
duction wrapped, the film then sat for
two more years as funding was sought to
finish post-production.

The contributions of Gilio’s collabora-
tors, including Tricia O’Connell and
Rebekah Wiest’s art direction, David
Blood’s photography, and the fine acting
by the cast, distinguish KWIK STOP from

independent women who follow their
hearts and burn bridges everywhere they
go and fall in love at the drop of a hat.
And I don’t want to rationalize her ...
I think a lot of films want to explain why
she does this or does that, [earmarking
the cause as] ‘bad dysfunctional family,
blah blah blah. I'm not interested in that.
“She brought such a masterful quality
to the film; choosing her, KWIK STOP
became more of a fable. The way we pho-
tographed her, the way her eyes are so big
like Snow White, the pure white coat she
wears in the film, this kind of endless and
boundless idealism no matter what trauma
and tragedy befalls her. I think Walt
Disney is a huge influence on my movie,”
the director laughs. “I really do. People
may think it’s crazy, but I think it is,
stylistically.” i

KWIK STOP hit the festival circuit in
2001 and is still screening in festivals
today while gathering plenty of critical
acclaim. However, no distributor has
picked up the film, which is a situation
that frustrates Gilio to no end. “The mar-
ket is a social construction. It is, for the
most part, whatever that sells, and who
decides what sells is not the consumer,”
explains Gilio, “[but] a select few cultural
gatekeepers that have been involved in the
few distribution companies, studios, and
theaters. They have a very rigid idea of
what sells. I think the reason that KWIK
STOP has not been distributed or never
will be distributed is laziness and lack of
imagination on the parts of those that
make those kinds of decisions.

“KWIK STOP has been turned down by
several distributors. You add it up; if you
believe the market, what it’s saying is that
there is no audience for this film. My film
has no audience at all. Yet, venues like
film festivals are showing that there is an
audience for this film and films like it.
The fact is, the film has shown at several
festivals [including Roger Ebert’s
Overlooked Film Festival in 2002] and has
gotten good reviews and feedback, awards
and nominations, all the kind of stuff that
distributors need to market the film.

But, for whatever reason,” bemoans Gilio,
“distributors feel that this film will not
sell, that there is no audience for it.

I refuse to believe that. I think the mar-
ket’s a sham when it comes to culture,

a total sham.”

Gilio will continue with getting KWIK
STOP out into the marketplace. He’ll also
be seen in David Fleer’s NO SLEEP ‘TIL
MADISON, due next month on video from
Vanguard Cinema, as well as Chris
McKay's digital feature 2WKS, 1YR, which
made its debut at the 2002 LA FilmFest.
“Chris is a talented filmmaker,” says Gilio.
“[His film] was a great experience for me.
I grew a lot as an actor.” The feeling is
apparently mutual, as McKay took on edit-
ing chores for KWIK STOP. Past that, Gilio
plans to continue shooting in the Midwest.
“I think a lot of [Chicago filmmakers] are
frustrated with this vision of making
Chicago the next New York, the next
Austin, the next Hollywood. You talk to all
of us and we’ll tell you we love to reside
in Chicago and to make films here, but
there’s not the kind of financial support
needed; I'm talking about like what Austin
has going on. The talent is here, but
there’s definitely a ceiling. That’s why I'm
in Los Angeles [to work]—it means I'm
going to get the money, I'm going to get
the production going, and I'm going to
come back to Chicago to shoot.” %
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The Parallel View, Pt. 2

In this outing of our simultaneous reporting on simultaneous movie productions,
the makers of UNTITLED FEATURE 2 forge ahead while OUR LADY OF SORROW beckons.

Articles by Jeff Sartain and Jason Pankoke

OUR LADY OF SORROW co-directors Dennis Widmyer (/eff) and Kevin Kélsch
(center) watch cinematographer Ben Kutchins line up a shot during the filming
of the promotional trailer. (Photo: Rebecca Lopatin/courtesy Kinky Mule Films)

With principal photography on OUR LADY OF SORROW
tentatively scheduled for early 2004, writers/producers/direc-
tors Dennis Widmyer and Kevin Kdlsch have been gearing up to
face the challenges of first-time filmmaking with creative solu-
tions. It has been a busy time for'the pair, recruiting cast and
crew mostly through the Internet, raising funds with a t-shirt
sale supported by a best-selling author, and filming a teaser
trailer to help bring investors on board the project. The team
has also dealt with the sticky legalities brought on by a disgrun-
tled actor taking credit for the film and spreading rumors about
David Lynch’s involvement. Through it all, they still relish the
opportunity to see their vision on screen.

Widmyer and Kolsch have tapped the unbound potential
of the Internet at every turn for advertising and publicity,
initially posting the OUR LADY OF SORROW script on their
Web site in a bold gesture calling for the trust and personal
involvement of people interested in the film. However, they
recently have had to remove their script much to their dismay.
As Widmyer explains, the removal was not an issue of film

A new scene: The camera pans slowly across the horizon
parallel with the land, a seamless glide marked by naked trees
standing sentry on the roadside. Lumps of crispy, dirty snow
fill up innumerable pockets littering the abandgned farmland,
dropped from the cloudy heavens as a meager reminder of the
season in these globally warmed times. Even though miles and
miles can still go by while this gentle scenario repeats itself
without fail, plumes of exhaust interrupt the stillness as a
sturdy pickup truck pulls to the shoulder. Holding a movie
camera, a man steps out of the truck to take it all in before
calling the shots.

The climate has changed since I first wrote about Indiana
native Tyler Tharpe’s sophomore feature film, and so have
other particular details in his life. The belated DVD release of
his first production, FREAK, hit video shelves a year ago, while
he has given the current project a fresh working title that still
retains its enigma, UNTITLED FEATURE 2. Tharpe and his
wife also welcomed their first child into the world during the
extended planning stage of UF2, which originally was to begin
principal photography last February. All of these details color
a 2003 that culminated with the inevitable, as the Innerworld
Pictures team finally tackled their first round of location work
in early November and will continue until they wrap in March
or April of 2004.

“We’re filming about 35 per cent of the movie a few miles
west of Muncie, Indiana, home of Ball State University where
I went to college,” says Tharpe, who updated MICRO-FILM on
the progress of
UNTITLED FEA-
TURE,2 just after
his firstsweekend
in production.
“The rest of the
film will be shot
north of Fort
Wayne, where
I shot all of
FREAK. I'm very
particular in
choosing a loca-
tion [and] I spent
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As this setting for Tyler Tharpe’s new film proves,
Midwest authenticity beats Hollywood artificiality
at any time. (Photo: courtesy Innerworld Pictures)

three to four
exhaustive weeks-

industry snobbery taking over a piece that they view as a com-
munal artwork, but a legal problem brought on by a criminally

slanderous actor.

“We had an actor named Pedro Andrade audition for us last
year,” says Widmyer. “When he didn’t get the part, he took his
printed-out copy of our screenplay from the Web site and fabri-
cated a story back in his home country of Brazil. He did around
a dozen interviews with the Brazilian press where he claimed
that he was working on a new film called OUR LADY OF SOR-
ROW, which would be directed by David Lynch. It ended up
that he was lying about almost every facet of his story. He had

LADY continued on next page

scouting loca-

tions, finding what fit the script, and then tracking down the
owners to get permission.” This attention to atmosphere will
undoubtedly paint UF2 with the spare Midwest gothic that also
characterized FREAK, and will be captured by returning cine-
matographer Tony Hettinger while Charles Staley leads the crew
in their duties.

Tharpe also welcomed back numerous actors from FREAK
for the new film, including Linda McCormick, Amy Paliganoff,

FEATURE continued on next page
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never auditioned for David Lynch, never met David Lynch, and
obviously wasn’t starring in any David Lynch movie.

“Furthermore, Lynch wasn’t directing anything called OUR
LADY OF SORROW. Pedro had taken our script, story, characters
... even shooting locations, and thrown Lynch’s name over it
while erasing ours,” continues the filmmaker. “He then did
interview after interview, telling this tight, fabricated story to
whomever would listen. He was soon plastered all over the
Brazilian press as the hottest thing to come out of their country
since [fashion model] Gisele Biindchen. Since the truth has been
uncovered, both Lynch and [myself and Kevin] were contacted
to clear things up. The latest news about Pedro is that he suppos-
edly fled the country.”

Having cleared the air with Lynch’s legal representatives,
Widmyer and Kolsch were free to continue work on OUR LADY
OF SORROW, but they encountered serious trouble getting
investors interested in the project. They realized that they needed
more than the existing marketing package, featuring the somber
tones of art director Brad Choma. The project needed a distinct
look in a dynamic form; it needed something memorable and
striking that simultaneously conveyed the depth of the story and
talents of the people involved. In short, OUR LADY OF SORROW
needed a trailer.

In a move reminiscent of the Coen brothers and the trailer
they shot for their first feature, BLOOD SIMPLE (1984), Widmyer
and Kolsch set out to assemble their own that would entice
investors into putting their money and faith into OUR LADY OF
SORROW. Parker Cross, the film’s producer, details the process.
“The trailer took two days to shoot after a couple weeks of prep,”
says Cross. “We were confronted with many of the same elements
for a longer piece, especially with respect to the SAG [Screen
Actor’s Guild]. The project came under the low-budget agreement,

so we had to pay scale to the talent and go through the entire
signatory process, which was quite arduous. Dennis and Kevin
spent an inordinate amount of time scouting and securing loca-
tions—no easy task given the lack of funding. We spent under
$10,000 to produce the piece, and that was with the free rolls of
Super 16mm film I provided that I had been keeping in my fridge
for a rainy day.”

Securing funding tends to be one of the most difficult tasks
facing independent filmmakers, but Widmyer and Kolsch tapped
an unlikely source that has helped maintain their project through
its pre-production stages. Chuck Palahniuk, the author of Fight
Club (1996), Choke (2001), and Lullaby (2002), provided more to
OUR LADY OF SORROW than just a thorough critique of the
script and a rousing endorsement of the film. (See last issue.

- ed.) Palahniuk is taking steps to help ensure that the efforts of
Widmyer and Kolsch receive the attention and opportunities
they deserve.

One demonstration of Palahniuk’s loyalty is the dedication in
his recent novel, Lullaby, where he sincerely thanks Widmyer
and Kolsch, “who read my stuff when nobody read my stuff.”
The dedication has helped raise exposure for OUR LADY OF
SORROW, with people even asking Palahniuk about the film in
packed audiences after readings of his novels. On a more personal
level, it has been a very personal affirmation for the filmmakers,
as Widmyer explains. “On a larger level, the dedication means a
lot to me especially, because of all my hard work on the Chuck
Palahniuk Web site,” he says. “It’s nice to see recognition of that
sort from the guy you do it all for in the first place. When Chuck
first told me about his plan to include us in the dedications,

I kind of thought he was just goofing around. And then, when it
was never brought up again, I just forgot about it. It wasn’t until
around two months before the book came out that a fan e-mailed
me with an advance copy telling me that Kevin and I had made
the dedication. It was a very cool feeling.”

FEATURE
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and Becky Niccum, while peppering the cast with fresh faces.

“I ran an ad in Indianapolis’ local ‘free’ entertainment paper,
Nuvo,” he continues. “I auditioned a number of Indy actors, but
ironically, I ended up casting two [J.J. Huckin and Michael Ray
Reed] from St. Louis for the lead and a supporting role. Two other
actors I cast from a play that I saw in Indy, and the rest will be
from FREAK. There are way fewer speaking roles in this film,
somewhere around 13.”

“I was initially contacted by a friend who lives in Indianapolis,”
begins Huckin, who recently acted in the Kansas carnival drama
FIRECRACKER, an underground shocker from St. Louis called
ABSOLUTION, and a national commercial for Levitra with former
Chicago Bears coach Mike Dikta. “He saw an ad for auditions for
this film. I called the number and Tyler had me send my headshot
and résumé. I then went out there to audition and the rest is histo-
ry.” Quitting his day job several months ago to devote his atten-
tions to acting, Huckin had the flexibility to make the six-hour-long
trek between St. Louis and central Indiana when needed.

As with the nondescript title, the director hesitates to give too
much away about the film’s content other than likening it to the
mood he set in FREAK. “The story centers around some regular
people in a very small, rural, isolated little town,” describes
Tharpe, “and they unknowingly get picked to be used as guinea

pigs for a developing technology ... that I really don’t want to give

away just yet! The point of the story is to show the effects that it
has on the townspeople, especially when they may never find out
[the truth] until years later. I got the basic idea from listening to
an author named Nick Begich on Art Bell’s radio show.”

Huckin looked to his hometown roots for insight into his char-
acter. “Bryan Boedecker is an antenna repairman,” says the lead
actor. “He is the type of guy that has the intelligence and know-
how to leave his small town, but he likes it there. He is a nice guy
with a simple life.” The unassuming Americana of towns like
these, clinging onto their values in relative isolation as economic

Actors Linda McCormick, Keelan Rushing, and Becky Niccum go through a scene
on the set of UNTITLED FEATURE 2. (Photo: courtesy Innerworld Pictures)



In a more tangible form, Palahniuk asked Widmyer to use all
the proceeds from chuckpalahniuk.net t-shirts for the production
of OUR LADY OF SORROW. To increase sales of the shirts,
Palahniuk agreed to an online raffle; for every t-shirt purchased,

a consumer received a raffle number. At the end of October 2002,

six winners were chosen to have their names immortalized as

characters’ names in Palahniuk’s Diary: A Novel, released this

past August. The author is very enthused about the raffle, saying
that, “The t-shirt thing is a great
idea. I figure that I can help get
people interested and involved
in Dennis and Kevin’s work

. through my work in this way.”

Widmyer, Kolsch, and

Palahniuk have been pleased
with the initial response to the
raffle. Widmyer clarifies that the
funding raised by the t-shirts was
“not so much a question of a
lump sum. The raffle didn’t work

~ that way. Rather, there was
always a small, but steady,
income coming in from the
t-shirts that helped keep us afloat
this past year. We were able to
remain unemployed, yet frugal,
for long enough to get the trailer
for the film shot and the market-
ing package into circulation.”

At a book signing in Oak Park, Illinois, Palahniuk told MICRO-
FILM that he was quite enthused about OUR LADY OF SORROW
and happy to contribute his support to its makers. “I figure that
you can’t help everyone in the world out, but you need to help out
the people that you can. That’s why I'm doing the t-shirt thing, and

" Author Chuck Palahniuk (Photo: Chris
Saunders/courtesy Kinky Mule Films)
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why the dedication in Lullaby is for them. If you can help some
people get a good start, then they might help others get a good start
eventually,” says the novelist. “I was happy to see that someone
really valued my work early, and that it had resonance for so many
people. [Dennis and Kevin] seem like they’re really moving ahead
well on this project, and I'm eager to see it completed.”

Indeed, OUR LADY OF SORROW seems to inspire people to
donate their time and resources to see it made. As producer Cross
explains, “It is an utterly timely piece—it exists as somewhat of
an allegory of morally aimless times and the toll that aimlessness
takes on the psyche. Dennis and Kevin hate the word existential,
but ... the depictions within the script [of displacement, alien-
ation, and truthfulness], both in terms of setting and character
development, are very much derived from a direct, consuming
confrontation with human limitations. The inabiljty to [gauge]
those limitations go a long way in the unraveling of a person’s
sanity under the right circumstances.”

Kolsch explains that the project’s cultural relevance is one of
the primary reasons the film needs to be made now. “I feel that
the film reflects many of the fears and paranoia that are so rele-
vant today. Which basically means, if you see movies as entertain-
ment or a form of escapism, you’ll want nothing to do with this
film [because] it may be a little too close to home. But if you want
to see movies that deal with timely issues, this film will put you
face to face with your fears and, despite the negativity that people
seem to see in the script, [give you] a pretty decent outlook on
overcoming them.” Adding jovially, “It’s a self-help film, really.” &

— Jeff Sartain

For more information on OUR LADY OF SORROW as the
production unfolds, refer to www.ourladyofsorrow.com as well
as upcoming issues of MICRO-FILM!
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shifts have made their survival difficult, will presumably be
preyed upon by the story’s sinister element. “I took a lot of inspi-
ration from a few guys that I saw while growing up [and] I really
worked on molding a character that is ¢harismatic, intelligent,
and funny,” notes Huckin.

With the filming of UNTITLED FEATURE Zi,underway, Huckin
has been pleased with the Indiana team for whom he’s brought
his persona to life. “Aside from the normal things, the experience
has been very good,” salutes Huckin. “Tyler has done a lot of pre-
production and that has helped a lot; I have been very impressed
by him. Everyone on this project really wants this to be a good
product. I have never been on a set where everyone involved puts
so much into it day after day.

“There are a lot of creative minds at work here. Because we all
respect each other, we can talk through the things we are thinking
and get to where we want without anger or egos getting in the
way,” continues Huckin, who singles out Hettinger and Staley for
their hard work as well as his fellow St. Louis thespian. “The cast
is great also, and one person to watch out for is Michael Reed ...
this guy is beyond talented and he raises the bar for all of us,” he
praises. “He will steal every scene in this movie that he is in!”

Tharpe will trust this well-oiled group to help him keep to his
unusual production schedule. “This script breaks down into three
different parts as there are three separate story lines that inter-
twine,” says the filmmaker. “We will shoot everything in story
line number one, then everything in story line number two, and

so on. I've tried to arrange it so that the third story line we shoot
will be the hardest, [including] the big finale'with a lot of major
set-ups. Obviously, I chose to shoot the easy story line first!”

Hearkening back to Huckin’s earlier comments abof his
detail-oriented director, it seems that Tharpe has no intention on
sacrificing quality with this self-financed venture, even if time
once again stretches out for a spell. “I have no idea how long
post-production will take,” postulates Tharpe, “but I'm shooting
for it to be completed in time to take to the American Film Market
a year from this February. (See p.53 for Robin Peters’ adventures at
AEM 2003. - ed.) 1 like to take my time in post, especially since
I do everything myself in this stage, but also because I'm a perfec-
tionist and everything has to be just right.”

“I have no doubt that this film will be picked up and distribut-
ed,” notes Huckin, rested up from a weekend shooting in the
Hoosier state at the time of this mid-December interview. )
“Tyler has some good things in place so I am excited about that.

I think the best thing I can say about this film and my expecta-
tions is that everyone involved is very serious about it. This isn’t
a group screwing around and making a film in the process.
They’re treating this with the respect every film deserves.” &

— Jason Pankoke

Refer to www.innerworldpictures.com for more information on
UNTITLED FEATURE 2 as the production unfolds, as well as
upcoming issues of MICRO-FILM!


http://www.ourladyofsorrow.com
http://www.innerworldpictures.com
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‘1 have invited my fellow documentary nominees
on the stage with us, and we would like to—
they re here in solidarity with me because we
like nonfiction. We like nonfiction and we live in
fictitious times. Whether it’s the fictitions of duct
tape or fictitions of Orange Alerts, we are against
this war....” — Michael Moore’s acceptance speech
after winning the Academy Award for Best
Documentary, as broadcast! on television.

“I was backstage when Moore met with hundreds
of reporters and lectured us. ‘Do your jobs!’ he
commanded, before making the ludicrous claim
that only ‘five people’ had booed his speech.

Talk about your instant revisionist history.”

— Film critic Richard Roeper, reporting from

the Oscars.

FROM AS EARLY AS I CAN REMEMBER, I was
obsessed with 1950s kitsch culture—soda jerks,
. chicks in poodle
skirts, pompadours
and the like—and,
as a novice cinephile,
considered REBEL
WITHOUT A CAUSE
(1955) the greatest
film ever made.
That changed
when a journalism
studies classmate
suggested [ see
ROGER & ME (1989), Michael Moore’s comedic
hybrid of muckraking and guerrilla filmmaking.
Immediately, ROGER & ME (or, as it could be
renamed, REBEL WITH A CAUSE, MOVIE CAM-
ERA, AND MICROPHONE) took the top spot on
my best-of list.

Moore is the rebel in ROGER & ME, and he,
too, is enamored with the 1950s, an era in |
which his hometown of Flint, Michigan, seethed
in the American Dream. In the 1980s, however,
General Motors closed Michigan manufacturing
plants and laid-off much of Flint’s workforce,

even as théy were making record profits.

Moore scoured his home state and filmed his

~ misadventures in trying to convince GM chief

executive Roger Smith to visit Flint and see the
devastation caused by the plant closings.

Moore’s filmed polemics seemed like the rally-
ing cry of a nostalgic middle-class Midwesterner
on the outside looking in. I loved every minute
of it. Sure, it contained the content flubs noted
by Filmm Comment’s Harlan Jacobson and late

 New Yorker film critic Pauline Kael, whose damn-
__ing critique is considered by scholarly sects the
_reason why ROGER & ME did not receive an

Oscar nomination. Moore fiddled with the time
sequence of GM factory shutdowns, compressing
key events to fit the movie’s framework.

But that meant nothing to an aspiring journal-
ist and wannabe documentarian watching ROGER
& ME for the first time. Jacobson and Kael’s
nitpickings were overshadowed by the valuation
of fellow Midwest native Roger Ebert. “The genius
of ROGER & ME is that it understands the image-

_ manipulating machinery of corporate public

relations and fights back with the same cynicism

and cleverness,” Ebert wrote. In other words,

if Moore was lying for fun and profit, he was

doing so only in an effort to mimic the lies of

corporate profiteers. His ends justified his means.
That was acceptable enough to me.

FLASH-FORWARD TO THE DEATH OF Moore
the Midwesterner and the birth of Moore the
Celebrity. He no longer lives amongst Flint’s
masses? but claims to have his blue-collar roots
firmly planted. In BOWLING FOR COLUMBINE
(2002), Moore announces his topic like he did in
ROGER & ME by recalling his childhood in Flint.

 “Moore puts on this trait much as he wears
his baseball cap,” The Nation film critic Stuart
Klawans points out in the November-December
2002 issue of Film Comment. “It’s a sign, meant
to establish a rapport with the audience by prov-
ing he’s like us.” %

Getting to the truth of the matter means that Mike will take aim using whatever mass medium necessary.

Michael Moore &

America learned a few things while watching BOWLING FOR COLUMBINE,

Yet, most of “us” will not see our book on
worldwide bestseller lists, where Moore’s
Stupid White Men sat for most of 2002. Nor will
we be selected by Entertainment Weekly as an
“Entertainer of the Year,” or by the BBC as the
number one “Newsmaker of the Year.” Moore took
both titles after BOWLING FOR COLUMBINE
became the highest-grossing documentary of
all time.

The movie also made history as the first docu-
mentary to win Best Original Screenplay from the
Writers Guild of America. More than 100 film crit-
ics put it on their end-of-the-year Top 10 lists.

At the Cannes Film Festival, the jury unanimously
awarded Mo<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>