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Chapter I. Prospectus 

NOTE: This chapter contains the original prospectus approved by the thesis committee 

in April 2014 

Working Title: MIZ MARKLEY 

Shooting Format: High Definition Video 

Length: 45 minutes 

Short Description 

The pursuit of happiness is so fundamental to America’s idea of itself, it is written 

into our Constitution. Google “how to find happiness” and there are 199 million returns. 

Google “people who have found happiness” and you get 492 million returns. Finding 

happiness is obviously important to people in our society. Additionally, many people 

believe that success equals happiness and a successful person is someone who gets 

paid for doing what they love to do. Lisa Markley, aka “Miz Markley”, seems to be a 

genuinely happy person, even if she is not particularly financially successful at her 

craft. I believe it is because she has figured out how to take life and turn it into beautiful 

music. My thesis film will be a portrait of this quirky, funny, eloquent, outspoken, 

extremely talented and happy woman.  

Introduction 

This is a transitional time for Lisa. She just turned 50 and she is embarking on a 

new adventure. She recently left her job as a music teacher at the Holy Trinity Catholic 

Church although she will continue to teach students in private lessons as a means of 

support. Quitting her teaching job has liberated her to focus on her own music. As a 
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signed recording artist for Soona Songs1, she has 10 albums to her credit, yet few 

people outside of her students, a small circle of fans, critics and other folk/jazz 

musicians have heard of her.  

Lisa is from Washington and lives near the Bishop Arts District in Oak Cliff, a 

neighborhood in the city of Dallas, Texas. Professionally, she is one half of the 

husband/wife team, Markley & Balmer, and occasionally performs with the Malvinas, a 

feminist folk trio she has been playing with for years. Her husband of 5 years, Mark, an 

accomplished singer/songwriter himself, is the love of her life. She often performs solo 

and during these performances, she is frequently accompanied by professional Jazz 

pianist and University of North Texas alum, William Foley, or local public radio 

personality and talented pianist, Paul Slavens, and sometimes by a group known as the 

Ne’er Do Wells. She is a prolific writer whose songs are precocious and witty. Her vocal 

control is outstanding. Her live performances are joyful events. She loves her audience 

and the energy created by performing for them.  What others have to say about Lisa’s 

talent; 

"...Somewhat reminiscent of an early, less pop Joni Mitchell, Markley's mature 

voice moves from upbeat sunshine, to deeper intimate whispers in the dark, to 

world wise and weary. Just when you think her world is both serious and 

helpless, she reminds you she's got a sense of humor. Lisa Markley is an 

insightful songwriter, singer and musician whose work deserves a much bigger 

audience. Folk or jazz, Lisa is an artist worth hearing." -Tom Geddie, Buddy 

1 Independent record label based in  Jonesboro, Tennessee. 
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Magazine  

"Lisa Markley has a world-class voice." -Paul Slavens, KERA Dallas 

This past summer I spent time getting to know Lisa on a more personal basis so 

that she could be comfortable having me around with my camera. I also traveled to 

Kansas City with her and her husband to attend the Folk Alliance Conference as her 

videographer. Her record company paid my expenses in exchange for video of Lisa 

performing at the conference. This time has allowed me to understand her better, which 

will help me develop a richer portrait of her in the documentary. She has a sense of 

humor, so the documentary will be fun. But, she is human and she is dealing with some 

crucial issues in her life right now. Her daughter recently had a major life crisis, which 

ultimately led to Lisa dropping out of graduate school. She has quit her day job and she 

and her spouse are dealing with a great deal of debt. Yet, she turns these difficulties 

into amazing songs on a weekly basis. In her Real Women Real Songs group, she 

churns out a song a week. She is dedicated to her music and she’s happy.  

Goals of Production 

 
It is no accident that Lisa is my subject. I chose her because I strongly identify 

with her. We are the same age and race. We are both educated and artistic. We both 

lost our mothers to chronic illnesses. Yet, that is where the similarities end. She is 

secure, self assured and self-actualized. She has faith in herself and she radiates this to 

others. After meeting her, you feel accepted. You always know where you stand with 

her. I do not see myself this way, but I want to; this is the main reason why I am making 

this documentary. I feel that following her around with a camera will help me figure out 

how she is this way, so I can model that in my own life. By doing a portrait of her, 
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including interpreting her music visually, maybe I will see a pattern that I can copy 

somehow. She can talk to me about aging and running out of time, about dreams and 

ambitions and what, if anything, inside her held her back. How did she figure herself 

out? When did she realize she was talented? How did she begin to believe she should 

pursue a career as a singer? She can tell me about why she wanted to go to graduate 

school and what it taught her to have to drop out. She can tell me about love and risking 

long-term relationships to be with her current husband. I want to know about her 

childhood and the complicated relationship she had with her mother. While that is the 

personal goal that drives this production, it does not need to be included in the 

documentary itself. While reflexivity has its place in this film, as I will discuss later, I feel 

a self -reflexive mode would take away from what I am trying to do. 

The larger goal of this production is to create an interpretative portrait of Lisa 

Markley in a uniquely creative way and have that portrait serve as a source of 

inspiration to others, as well as promote Lisa artistically. Music documentaries are 

typically about artists who have made some significant inroad into popular culture by 

either contributing to a particular musical genre in some recognizable way or by being 

famous. That’s why audiences watch them. Individuals may want to learn more about a 

famous artist or group or wish to learn more about a particular movement within the 

music world, such as folk, alternative rock or soul. In other words, music documentaries 

are made after the fact of knowing. Lisa is not famous. However, she is an inspiration to 

her students, to women -especially middle-aged ones- and to other artists and “we need 

stories reminding us of the constructive options that are always present" (Rabiger 275). 
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Intended Audience 

 
Maggie Humm tells us “the processes by which individual women recognize 

themselves as female are often caught up in compulsions of the visual” (3). She goes 

on to say that traditionally “film’s powerful mis-figuring of the female is what feminism 

seeks to disempower” (Humm 179). In this vein, I want to offer my audience an 

alternative view of a woman of a certain age. Women, particularly those over 30, should 

find Lisa a compelling role model. However, because of her extreme talent and high 

productivity, I believe musicians will be very interested in this film, too. They will expect 

to see her creative processes and performances. Personally, I expect to gain a deeper 

understanding of self-actualization and hope others will, too. 

A film website will be developed. This will include a short biography of Lisa, a 

synopsis of the film, and a trailer from the film. After production, it will also contain 

vignette videos not included in the film itself. I am hoping that in the future there will be 

updates with “Where is she now?” stories and videos. 

Style and Approach 

 
Documentary films tend to look vastly different in their final form than originally 

envisioned during the pre-production phase. That tendency may be even more 

pronounced here, as this is an experimental film. My creative process demands that I 

see what I have in terms of dialogue and observation before I can craft the story. 

However, this film does contain several staged elements that must be visualized prior to 

shooting.  

From its conception, the idea for this documentary has always included ‘music 

video’. Lisa and I chose three songs that not only highlight her vocal and songwriting 
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talents, but also tell important stories of her life’s journey. These songs tell us how she 

feels about religion and feminism, how she met the love of her life and a secret she 

discovered at her mother’s deathbed. The following are the songs we have chosen and 

how I intend to approach them and in what order. Lisa owns the rights to these songs so 

using them will not be an issue.  Her record company, Soona Songs, is drawing up the 

proper releases. The releases will acknowledge my sole copyright to the film and give 

me permission to use her original content at festivals and in distribution. At the end of 

this section, I will give a detailed account of how I see the first five minutes of the film 

and why I want it this way, as well as how I intend to structure the remaining 25 

minutes.  

Lisa’s original song, Eve Takes the Fall, is her feminist rant regarding women 

and religion. The creative treatment of this song, which is covered in detail at the end of 

this section, will be a vaudeville stage show using circus performers from the Lone Star 

Circus School. I envision a puppet master with a couple, representing Adam and Eve, 

being manipulated and then cast out.  Lisa will be the narrator and Mistress of 

Ceremonies. The RED camera will be used to shoot this. I am currently in negotiations 

with the Dallas Children’s Theatre to shoot the video there. However, if this falls 

through, the back up plan is to shoot it at the gym where the Circus performers train.  

Stars Rained Down (Markley 2010), is a song inspired by the actual first kiss she 

shared with her husband. The story of their relationship is not too be sensationalized 

however, because both were with other partners at the time of their first meeting. Lisa 

tells me there are still people who won’t talk to her because of this. They both realize 

how incredibly lucky they are to have found each other and I will treat this song with 
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dignity. I plan to shoot a stage performance using the RED camera with dramatic 

lighting, smooth camera movements, and tripod shots. I will intercut this performance 

with observational footage of Lisa and her husband interacting with each other at home 

and back stage.   

 I Have Your Cat (Markley 2013), a lighthearted take on the poignant story of 

Lisa’s chronically ill mother, her death, and the secret she thought she took to the grave. 

As her mother lay dying in the hospital, Lisa discovered through a friend that the man 

she thought was her father is not.  There is footage of her performing this song on 

stage. I will use this with archival images of Lisa and her family, as well as some current 

staged footage of her at home, looking in the mirror, playing with her mother’s cat, 

looking through photo albums, etc.  

I will use the music video portions as chapter markers or segues into a new 

subject or idea that is introduced by her or someone else through conversation or an 

informal interview process.  I plan on asking her specific questions, but as I have found 

by spending a lot of time with her, you never know what she is going to say.  

 This experimental film will include a mix of participatory and direct cinema 

footage of her at home with her family, teaching, and with her singer/songwriter’s group, 

informal interviews, and performance footage, all shot using the Canon 5D Mark III and 

the Canon 70D, as well as the aforementioned staged set-ups.  I will also integrate 

archival footage of Lisa teaching, interacting with her family and friends, at her 50th 

birthday party, as well as her trip to the Kansas City Folk Alliance Conference this past 

February. Additionally, as is typical in a music documentary, I may show archival 

performance clips of songs that pertain to any stories she tells me. 
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The following is a detailed treatment of the first four minutes of the film. The 

theoretical reasons behind why I want to present it this way can be found in the 

Integration of Theory section that follows. The film will open with the music video I will 

produce for the song, Eve Takes the Fall (Markley 2003) In the video; Lisa is the 

Mistress of Ceremonies. She is dressed accordingly in top hat and tails with black 

slacks or stockings, whichever she prefers, and a cane. The Puppet Master is wearing a 

black/white facemask and is dressed in a very large all white tuxedo. The handsome 

Juggler, with slicked back hair and tiny mustache, will be dressed in suspenders, boiler 

hat, white long-sleeved button down shirt, striped slacks, and winged tipped shoes. 

Adam and Eve are both dressed in flesh-toned leotards to give the impression of nudity.  

They can be of any race, but since the Bible’s creation story says Eve was made from 

Adam’s rib, both Adam and Eve need to be of the same one or at least appear to be. 

The three musicians and two stagehands are wearing outfits typical of early 20th century 

carnival workers, i.e., suspenders, boiler hats, etc. Except for Lisa, Adam and Eve, and 

the Juggler, everyone else will be wearing half masks over their eyes. The three 

dancers will be in leotards of various colors. The aerialist will perform with a translucent 

red scarf of the same type the dancers use at the end of the performance. 

   You hear the clarinet before the screen fades up from black. There is a 

silhouetted image of Lisa, sitting on an old-fashioned luggage trunk, stage right on the 

proscenium stage. There is fog billowing in the background giving the atmosphere an 

otherworldly appearance. Images of carnival workers moving stage props of a large tree 

and bushes, dancers stretching and twirling, and masked musicians getting in place 

work together creating a scene of organized chaos – the Garden of Eden.  
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There is a pause in the music and Lisa is hit with the spot light. As she sings the 

first lines; “Born of the Garden - dust to bone,” the workers continue putting 

everything in place behind her. The next two lines; “A spare rib - he will never be 

alone,” show the Puppet Master moving Eve into the arms of Adam.  Lisa begins 

to walk around the stage. “An afterthought, too late to be recalled.” A long shot of 

the Puppet Master, and Adam and Eve, “An ounce of free will and Eve takes the 

fall.” 

Cut to a shot of the clarinet player. 

Cut back to Lisa as she continues to stroll around stage. 

The couple begins a ballet dance as the Puppet Master manipulates them. The 

Juggler makes his way slowly from stage left.  

Cut to the aerialist beginning her scarf routine.  

A quick cut back to the musicians and then to Lisa. “Middle of the Garden” She 

steps toward the tree. “One forbidden tree…”  

Cut to the Juggler as he slides up behind the tree and watches the couple 

dance.“Serpent’s got a plan to peak her curiosity”, he looks to the camera and 

winks.  

Adam twirls Eve toward the tree. She notices the Juggler. He circles her as he 

mouths Lisa’s words, “What this place needs is a mental overhaul.”  

Cut to Eve looking up at the tree and the Juggler is behind her whispering in her 

ear; “Think ignorance is bliss? Taste of this,” as he slyly produces a fruit that had 

been hanging from the tree.  
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Close up of her eyes as she thinks about it. She reaches for it and the camera 

cuts to Lisa as she sings, “Eve, take the Fall.”  

Cut to the Juggler laughing and juggling fruit as Lisa sings, “Apples, peaches…” 

Cut to moving shot from behind the Puppet Master lecturing a nodding Adam and 

Eve, “…pears, plums. He said, ‘Taste them all but one’”  

Cut back to Lisa as she sings, “Born to heed the serpent’s call”  

Cut to Eve taking a bite from the fruit, with the Juggler behind her smiling.  

Cut to aerialist twirling down in time to the clarinet.  

As Lisa sings, “Eve take the fall, take the fall, take the fall…” the camera cuts 

between her, Adam and Eve dancing together, and the Juggler disappearing into 

the shadows.  

The clarinet player has a solo and the camera cuts between him and the aerialist 

routine and the background dancers.  

Cut to a close up of Adam biting into the fruit.  

As Lisa perches on her trunk, she sings, “Mind overflowing – soon shares her 

fate,” the camera cuts to the couple dancing in a confused manner.  

Cut back to Lisa, “Really should have known better – funny how knowledge 

comes too late.”  

The camera completes the circle it began earlier to the Puppet Master, “Maker 

looks upon them, shakes his head and smiles at it all” he mimics the actions and 

mouths the words, “It’s really no surprise, you haven’t chosen wisely.” He steps 

close to Eve and in a shot/reverse shot set-up he says, “Eve, take the Fall.” Her 

head hangs in shame.  
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Cut to the Juggler, who is now behind her, juggling fruit, as the Puppet Master 

admonishes her, “Apples, peaches, pears, plums – I said taste them all but one.”  

Lisa sings, “Born to heed the Serpent’s call, Eve takes the Fall.” As Adam and 

Eve leave in disgrace, there are shots of dancers, the Juggler, musicians, and 

the Puppet Master dancing, playing or juggling to the music.  

Cut back to Lisa, “Expelled from the Garden”  

Shot of the Juggler on his stomach doing the Worm.  

Cut back to her, “On his belly the snake will crawl, Man will toil, but she will 

bleed.”  The aerialist twirls down as the dancers cross each other with their long, 

red scarves flowing behind them.“Eve takes the Fall.”  

As the music comes to a close, there are shots of dancers, the aerialist, 

musicians and Lisa.  

It ends with Lisa going back to her original place on the trunk, all lights 

extinguishing except for the one leaving her in silhouette.   

Fade to black. 

Integration of Theory 

 
While the screen is still black, you hear, “Cut!” and then dialogue, either from 

Lisa, the crew or the performers. The screen fades up from black and there is everyone, 

done with role-playing and back to real life. This scene may play out longer, but until I 

have actual footage, I do not know. The point is to have a reflexive element. This will be 

done for several reasons. First, it provides a transition from fantasy to ‘real’, situating 

the audience into documentary mode – a “You are now here” signpost. This morphing 

from fantasy to reality shows it (the music video) to be a fabrication. Additionally, the 
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video is shot on a stage, using theatrical motifs, all easily identifiable as something that 

has been created. In her book, Feminism and Film, Maggie Humm, explains that, “the 

power of feminism comes from its ability to show how individual women are collectively 

constructed politically [in film]” (179). The music video, both lyrically and visually, 

contains explicit ideology regarding gender construction. Reflexivity reinforces this. 

Even though it derives much of its content from Judeo/Christian mythology, it applies 

universally: gender is constructed by the dominant culture through film – among other 

things - it is all a fantasy – gender, music video and religion, and it has been used in an 

oppressive way. Reminding the audience that the music video is a fiction hammers 

home these points.  

As outlined earlier, the film will contain two more music video sections and the 

reflexive element will be used again as we move between fantasy and reality.  However, 

in the latter two cases, rather than making a point, this will be done to create continuity 

in the film.  

“Direct cinema, when it aims at character revelation, requires at least a minimum 

level of volubility” which makes it an obvious choice with Lisa because she is quite 

fluent and outspoken (Mamber 49). However, because she engages everyone around 

her, including me, it seems unnatural to remain strictly observational. This should not be 

an issue though, because as Mamber points out, we can still learn about her even 

though she is “aware of the camera” (68). In Lisa’s case, we can learn that she is 

obsessed with music, in love with her husband, very picky and self-effacing all through 

the way she behaves in front of the camera, either observationally, speaking to it 

directly or through interviews.   
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Research 

 
Music ‘videos' have long been used to sell the artist or to promote a song. Back 

in the 1930’s, short films, typically eight minutes in length, were made of recording 

artists such as Billie Holiday and Bing Crosby. These were played in theaters. In 1939, 

the Panarom, a video jukebox, started making appearances in juke joints and bars. 

These machines played 16mm shorts known as ‘soundies’. These shorts “were often 

more daring sexually, and even politically, than the features of the day as they were less 

likely to be checked by the censors” (Fraser 19). It was not long before the potential of 

feature length films was realized. “Indeed, documentary itself became a common form 

for the visualization of popular music in the 1960’s, with memorable sequences such as 

Bob Dylan’s much copied Subterranean Homesick Blues from Don’t Look Back  (DA 

Pennebaker, USA, 1967)” (Fraser 20).  

Many music documentaries include performance footage or clips from music 

videos previously produced. As I have already stated, no such videos are available for 

use. Because of this, and in collaboration with Lisa, I get to interpret the songs visually 

myself. Using these interpretations will not only allow me to showcase her talent, but to 

also give the audience a deeper understanding of who Lisa is as a human being. When 

an artist performs a narrative storyline in a music video and looks at the camera, she is 

having a conversation with the audience. The artist is communicating her values by 

inviting you into a narrative representation of the music. By being a part of the video, 

she is validating the narrative. The visuals deepen the meaning of the song. Even 

though it is a staged, theatrical scene, it is entirely appropriate to use such a device in a 

documentary about a singer/songwriter because she wrote the lyrics. The lyrics are 
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about her and how she views the world and the events around her. Just because it is 

staged doesn’t make it less ‘real’.  

While making Dont Look Back, D.A. Pennebaker was interested in showing the 

audience how the folk singer, Bob Dylan, created himself and what it was like in his 

life. In an interview found in the DVD commentary insert, he states that he only showed 

“him [Dylan] performing when that seemed to carry the story along. It was a story film, 

not a musical.” At the very beginning of the film, Dylan is showing the camera large 

cards with lyrics written on them. He tosses each one in time to the song that is laid 

over this footage. For Bob Dylan, the words he wrote is what defined him as an artist. It 

was Dylan’s idea to do this. It is curious because the rest of the film is completely 

observational. However, it’s also very clever. By keeping it in the film, Pennebaker 

highlights Dylan’s use of words. Additionally, the grainy hand-held cinema verité footage 

adds intimacy, something I wish to emulate in Miz Markley. 

Alma Har’el, in Bombay Beach (2011), uses choreographed dance numbers to 

transition between segments in her documentary about this derelict former American 

boomtown and three of its inhabitants.  She also uses commissioned music from Bob 

Dylan and Beirut, direct cinema, archival footage and filtered cinematography to tell the 

story. While I admit there are a couple of times in the film that make me question the 

validity of its characters’ responses (Is this staged or is it real?) I found the mix 

delightful, thought provoking and highly effective. I am inspired by this Tribeca winner to 

attempt something similar.   

I have not come across any music documentaries that are similar to my vision. 

This is not surprising to me, as this is an experiment after all. However, I have found the 
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following films that blur reality with narrative and contain interesting aesthetics that I 

might apply to my own. Additionally, these two films are about artists whose own words 

are used throughout. 

The Arbor, a unique film portrayal of the late British playwright Andrea Dunbar, 

by Clio Bernard. I found this documentary film inspirational in its use of fictional 

elements. While Miz Markley will be vastly different in tone and structure, there 

are parallels that I found intriguing. First, singer/songwriters and playwrights are 

both wordsmiths. Language is their medium. Ms. Dunbar took her inspiration 

from her own life to write her plays, as Lisa uses her life to write her songs. Using 

lip-syncing actors, the director uses Ms. Dunbar’s own words from her plays and 

personal letters, as well as audio tracks from interviews of important people in 

Ms. Dunbar’s life, to create a dense and complex portrait through re-enactments. 

Ms. Dunbar’s play, The Arbor, was staged specifically for the film and excerpts 

are used throughout. The director has stated that her techniques highlight the 

constructed nature of documentary material. This gave me the idea to use 

material produced specifically for Miz Markley, i.e, the music videos, and to use 

them in a way that helps create a narrative, but also highlights the constructed 

nature of it.  Music videos contain reenactments and lip-syncing as well as the 

words of the songwriter. I want to take the music videos and performance 

footage and use them as ‘reenactments’ of Lisa’s life.  

The Topp Twins: Untouchable Girls, a very playful and fun film about lesbian 

twins whose comedic musical acts help spur political and social change in New 

Zealand during the 80’s. The subjects use their own theatrical characters, some 
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of which are men, to help tell their story. 

To date, and along with the books already quoted in this proposal, the following books 

and articles have been identified that may help explain my film in theoretical terms: 

The Music Documentary – Acid Rock to Electropop, by Benjamin Halligan, 

Robert Edgar and Kirsty Fairclough-Isaacs. The book discusses the importance 

of music documentary and offers a history of the form as well. 

Feminism and Documentary, edited by Diane Waldman and Janet Walker. This 

book discusses feminist film theory as it applies to documentary film. 

Imaging Aging: Media Messages and the Perspectives of Older Women, by 

Laura Hurd Clarke. This chapter from her book, Facing Age: Women Growing 

Older in Anti-Aging Culture is relevant to the inquiry regarding Lisa’s self-image 

in her chosen profession.  

The Image Mirrored: Reflexivity and the Documentary Film, by Jay Ruby. As its 

title suggests, this article discusses reflexivity and how it relates to documentary 

film.  

The Voice of Documentary, by Bill Nichols. The various modes of documentary 

are explored in this article and will help flesh out the theoretical discussion of 

those used in my film.    

The following people have been identified during my research as important to 

Lisa and may be shown in the film: 

Bruce Balmer: her husband and musical partner in crime. 

Lee Markley: Lisa’s transgendered son/daughter. Because of his mental health 

issues, Lisa currently does not want him in the film. However, as more time 
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passes and Lee’s health improves, this may change. 

Beth Cahill: one-third of the Malvinas. She has performed with Lisa for twenty 

years. They have toured together.  

Gina Forsyth: one third of the Malvinas. She has also performed with Lisa for 

twenty years.  

Marilyn Duncan: She is the owner of Soona Songs, Inc., Lisa’s record company. 

Dirge Childs: a fellow musician and long-time collaborator. 

Alan Gann: professor, long time friend, singer/songwriter. 

Lindy Hearne: musician, singer/songwriter, long time friend. 

Drew Rynolds: a piano student of Lisa’s. 

Emma Kitto: a voice student of Lisa’s. 

Paul Slavens: music critic, local public radio dj (KERA), musician, collaborator. 

Tom Geddie: music critic, writer for Buddy Magazine. 

Feasibility 

 
 The feasibility of this project is strong. I have access to all necessary equipment 

through the University of North Texas and I also have the necessary expertise 

producing, shooting and editing gained through my education and project experience. 

More importantly to this project, however, I have developed a solid rapport with Lisa and 

her family. The only foreseeable issue would be including her transgendered child. I 

have agreed to exclude him until otherwise instructed. Fortunately, while including him 

would add to Lisa’s story, excluding him will not diminish it.  

Because of the difficulties of shooting and directing at the same time, I will need 

a cinematographer for the music video portions of this film. Abigail Hoekzema and 
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Lauren Cater are my colleagues and exceptional cinematographers with working 

knowledge of the RED camera. Additionally, they will take turns recording sound during 

the shooting of observational footage.  

Budget 

 Item Rate  
Time/ 
QTY Total In Kind 

Funds  
 Needed 

                

Production       

3 Personnel       

 Director/Producer $9,000  Flat  $9,000 $9,000 $0  
 Camera Operator $300  Day 30  $9,000 $9,000 $0  

 
Boom/Sound 

Operator $75  Day 30  $2,250 $2,250 $0  

4 Equipment       

 

DSLR Camera 
(Includes 2 batteries, 

1 Charger, 2 32 GB 
sd Cards) $225  Day 30  $6,750 $6,750 $0  

 

RED Camera – for 
Music Videos -

(Includes 2 64 GB 
memory cards, 

monitor, 4 batteries, 
lenses) $550 Day 3 $1,650 $1,650 $0 

 Canon Lens Kit (for 
both cameras) $115 Day 33  $3,790 $3,790 $0 

 Glidecam HD4000 
Pro Smooth Shooter $150 Day 3 $450 $450 $0 

 Small HD LCD 
Monitor $65 Day 3 $195 $195 $0 

 
4 XLR Cables $8 Day 30  $240 $240 $0 

 
Boom Mic Kit $150  Week 4  $600 $600 $0  

 
702 Audio Recorder $25 Day 30  $750 $750 $0 

 
Lighting Kit - ARRI  $390  Week 1  $390 $390 $0  

 Miller DS10 Tripod $135  Week 4 $540 $540 $0  
 Location Lap Top $1,200 Allowed 1 $1,200 $1,200 $0 
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 Hard Drives $250  Allowed 2 $500  $500 
5 Venue Rental (Eve 

Takes the Fall) $1080 Day 1   $1,080   $1080 
6 Performers (Eve 

Takes the Fall) $500 Day 1      $500     $500 
7 Venue Rental (First 

Kiss) $1080 Day 1   $1,080 $1080         $0 
8 Travel        

 
Gas (to Festivals) $1,000  Allowed  $1,000  $1,000 

 
Hotel $600 Allowed   $600  $600 

 
Food $300 Allowed  $300  $300 

 Gas (going back and 
forth to Lisa’s)  $200 Allowed  $200  $200 

9 

Production 
Insurance for 
shooting Eve Takes 
the Fall video $2,000  Flat 1  $2,000  $2,000 

10 
Photography $75  Flat  $75 $75  $0  

11 Web Design/Hosting $100 Allowed  $100  $100 
12 Vimeo Pro $199 Per year 1  $199 $199 $199 
                

Post-production       

13 Editor 160/day  20  $3,200 $3,200 $0  
14 Sound Design $80/hour Allowed 40  $3,200  $3,200 

15 DVD Transfers 200 
10/trans

fer 20 $200  $200 
16 Editing System 250  20  $5,000 $5,000 $0  
17 Flyers $200  Allowed  $200  $200  

18 
Festival 

Submissions $1,000  Allowed  $1,000   $1,000  
        
 Total    $57,239 $46,160 $11,079 
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Production Schedule 

 

Financing Possibilities 

 
This cost to make this film is estimated to be $57,239, the majority of which will 

be covered by in-kind donations. However, there is approximately $11,079 needed for 

performers, venue rentals, insurance, travel and miscellaneous equipment. Soona 

Songs, Lisa’s record company has expressed an interest in this project. Indeed, they 

have already paid my registration fee and arranged my stay at the Folk Alliance 

Conference. They may be willing to provide more funding. Women in Film.Dallas offers 

a competitive $2,500 completion grant every year in October. I will be applying for this. 

March 2014 Finish Proposal/contact potential 
interviewees/participants 

April 2014 Footage of singer/songwriter group, 
Finalize production plan,  begin 
kickstarter campaign with footage 
already obtained 

May 2014 Schedule music video shoots and 
interviews – if needed/get 
observational footage 

June 2014 Shoot music videos/ log 
footage/transcribe audio 

July 2014 First Rough Cut/Continue to get 
footage, if necessary/contact 
distributors 

August 2014 Integrate all additional material into 
cut/edit and release trailer/ 2nd 
rough cut/apply to Women In 
Film.Dallas for grant. 

September 2014 Begin final cut, sound and effects.  

October 2014 Finalize movie/Picture Lock.  

November 2014 Defend thesis/Ship to festivals and 
distributor. 

December 2014 Public screening 
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Additionally, I will be launching a Kickstarter campaign in April. The video will 

include archival performance footage of Lisa, critics’ reviews and a synopsis of my idea 

for the film. All donors will receive a free copy of the finished movie. Donors of $20 to 

$50 will receive a free copy of her independently produced first album, Goddess of 

Groove, and Lisa is considering the possibility of donors receiving additional CDs, as 

well. Donors of $50 or more will receive producer credits. Donors of $750 or more will 

get a free (local) concert by Lisa. If the money cannot be raised, I will need to 

reconsider my options. I have already mentioned an alternative to filming the Eve Takes 

the Fall video at the Dallas Children’s Theater – which is a considerable cost for the 

film. There are other areas where I may cut costs such as reducing festival submissions 

and travel expenses. Ultimately, if all else fails, I will self-fund this project.  

Distribution Possibilities 

 
The producer will seek out distribution possibilities with the following distributors: 

Women Make Movies – This institution has been helping women who make 

movies about women get their films seen by the public for over 40 years. 

First Run Features – This distributing company is known for championing 

independent and controversial documentary films since 1979. My film is an 

experimental documentary, which contains some controversial elements, 

particularly the Eve Takes the Fall segment.  

The film will also be entered into the following festivals: 

Austin Film Festival - October 

Chick Flicks Film Festival – October  

Full Frame Documentary Film Festival - April 
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Hot Springs Documentary Film Festival - October 

Texas Film Festival – April 

Thin Line Film Festival – March 

True/False Film Festival - March 

SXSW Film Festival – March 
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Resume: Sharie Vance 

Projects 
 
2013 Producer/Cinematographer/Editor – Paloma: Matron Saint of Dogs - 
Documentary 

Director – Finding Faulkner – Documentary 
 Producer/Editor – Trammel Crow Art Installation – Documentary 
 
2012  Producer/Camera/Editor – Nasher Sculpture Center - Nick Cave  - Heard 

Sound Recordist – Flying Full Circle – Documentary. Estevan Medrano, Director 
 Director of Photography – Vasulkas, Inc. – Documentary. Filip Celander, Director 
 
2011 Videographer and Photographer – Hoard Wedding 
 Videographer and Photographer – Hugar Wedding 
 Producer/Cinematographer/Editor –The Song Remains the Same - Documentary  
 Camera/Editor – Nasher Sculpture Center - Nick Cave Lecture 
 
2010  Producer/Cinematographer/Editor – Drag Queen - Documentary  
 Producer/Cinematographer/Editor – Fare Game - Documentary 
 Videographer and Photographer – Calloway Wedding 
 
2009 Camera Operator – SolJay Productions, Inc. – Presbyterian Sunday Services 
 Director – Short Film – Almost 
  
2008 Producer/Cinematographer/Editor– Shake Down - Music Video  
 Producer/Writer/Editor – No One to Blame - Short Film  
 Producer/Editor – Persistence of Vision – North Lake Production  
 
2007 Producer/Cinematographer/Editor – Shelter Walkers - Documentary  
 Producer/Cinematographer/Editor - Leave - Music Video 
 Camera - Training Video – Western Extrusions 
 Cinematographer – Spies -  Short Film 
 Production Assistant for Fireside Entertainment - Til Death - Short Film  
 Producer/Cinematographer/Editor – Montage – City of Waxahachie 
Education 
 In Progress  – Master of Fine Arts – Documentary Film - University of North Texas   
 2010 McNair Summer Research Institute – University of Texas at Arlington 
 2010 BA – Interdisciplinary Studies - University of Texas at Arlington  
 2008 AAS –Video Technology - North Lake College – Irving, Texas  
 
Awards and Honors 
 
 University Scholar (Top 1% of Student Body), 2010 
 McNair Scholar, 2010 
 Phi Kappa Phi Honor Society, inducted 2009 
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 UTA Dean’s List, 2008-2010 
 Phi Theta Kappa Honor Society, inducted 2008 
 Best Documentary (Shelter Walkers), NLC Video Festival, 2008 

Honorable Mention – Documentary (Shelter Walkers), Texas Press Association 
Conference, 2008 

 Honorable Mention – Documentary (Drag Queen), UTA Film Festival, 2010 
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Resume: Abigail Hoekzema 

 
EDUCATION 

Master of Fine Arts Candidate, in Documentary Film Production and Studies 
Radio-TV-Film Department, The University of North Texas 
Expected Graduation, May 2014; with distinction, 4.0 GPA 
BS, Marketing Management. Virginia Polytechnic Institute & State University, 
2011 
BA, Communications. Cinema Studies Concentration Virginia Polytechnic 
Institute & State University, 2011   

SCHOLARHIPS AND HONORS 
Academic Excellence Award   Department of RTVF, UNT 2014 
Women In Film Tuition Scholarship Dallas, Texas   2013 
Service Award    Department of RTVF, UNT 2013 
Don Staples Graduate Scholarship  University of North Texas 2013 
Student Services Scholarship  University of North Texas 2013 
Cinema Award Virginia Tech   2011 
Diversity Research Grant   Virginia Tech   2010 

FILMOGRAPHY 
 “Into the Canyons”: Director, Producer, Editor 

A documentary short that explores the lives of two first time Wilderness Volunteer 
Rangers living and working in Zion National Park, Utah. Expected Completion 
May, 2014 www.intothecanyonsdocumentary.com  

“Photos in the Wind, A Joplin Tornado Story”: Director, Producer    
A small community rescues and preserves more than 38,000 lost photographs 
after the devastating EF5 tornado that struck Joplin, Missouri.  

“Kicking All Odds”: Producer of Marketing and Distribution/Sound Recordist  
Location: West Bank and Israel .Kicking All Odds is an observational film 
that examines the women soccer players from Palestine. Documentary Feature, 
Expected Completion 2014 (In Post-Production)Directed by Hanny Lee. 
www.kickingallodds.com  

“The Chrononaut”: Director, Producer, Cinematographer, Editor        
Documentary, 2012, 10 mins 

 “Discovery of Duct Tape”: Director, Cinematographer, Editor  
Documentary, 2011, 17 mins A short competitive documentary that follows 
students competing for a spot at the world’s largest creative problem solving 
competition, Destination Imagination.      

  
ADDITIONAL WORK 
______________________________________________________________________
_ 
“Untitled Mongolia Project”: Assistant Editor and Social Media  
 Documentary Feature, Expected Completion 2015 (In Production) 
 Directed by Melinda Levin and Liz Daggett 
“Finding Faulkner”: Director of Photography 
 Documentary Short, Expected Completion 2014 (Post-Production) 
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Directed by Sharie Vance. Hoping to use a family legend to reconnect with her 
father, a daughter takes her dad on a road trip to Mississippi.  

“Belfast Stories: Perspectives of a City” Assistant Camera 
 Documentary Short, Expected Completion 2014 (Post-Production) 

“Belfast Stories: Perspectives of a City” looks at the city of Belfast, Northern 
Ireland, 15 years after the signing of the Good Friday Agreement brought an end 
to the era known as The Troubles. www.belfaststories.com 

  

 26 

http://www.belfaststories.com/


 

Works Cited 

Bombay Beach. Dir. Alma Har’el. Perf. Benny Parrish, Red, CeeJay Thompson. NBC 

Universal, 2011. Film. 

Don’t Look Back. Dir. D.A. Pennebaker. Perf. Bob Dylan. Docurama, 1967. DVD. 

Fraser, Pete. Teaching Music Video. London: BFI Publishing, 2005. Print.  

Halligan, Benjamin, Robert Edgar, and Kristy Fairclough-Isaacs. The Music 

Documentary – Acid Rock to Electropop. 1st. New York: Routledge, 2013. Print. 

Humm, Maggie. Feminism and Film. 1st Ed. Edinburgh: Edinburgh University Press, 

1997. Print. 

Markley, Lisa. “Eve Takes the Fall”. The Sky is Blue and Sometimes Cries. Soona 

Songs. 2007. 

Markley, Lisa. “Stars Rain Down”.  

Markley, Lisa. “I Have Your Cat”.  

Mamber, Stephen. Cinema verité  in America. Cambridge: Massachusetts Institute of 

Technology, 1974. Print. 

Pennebaker, D.A. Interview DVD Insert. Don’t Look Back. Docurama, 1967. DVD. 

Rabiger, Michael. Directing the Documentary. 5th ed. Oxford: Linacre House, 2009. 

Print. 

Waldman, Diane, and Janet Walker. Feminism and Documentary. 1st ed. Minneapolis: 

University of Minnesota, 1999. Print. 

 27 



 

  
Chapter II. Preproduction Research 

Subject Matter Research 

 As stated in the prospectus, my research prior to shooting the documentary 

centered on feminism in general, and the use of music videos and films to promote 

artists. In her article, Illustrating Music: The Impossible Embodiments of the Jukebox 

Film, Amy Herzog researches the “general structure” of Soundies (35). As I mention in 

Chapter I, Soundies, the pre-cursor to music video and a new phenomenon in the 

1940’s, were the first films shot and viewed exclusively in service of music. Miz Markley 

follows this form very closely in a number of ways. 

 First, the goal of the films was to promote musical artists, many of whom were 

“unknowns” but later "went on to great fame” (35). A primary goal of this production was 

to promote Lisa as an artist. Secondly, “Many Soundies addressed their audiences in 

ways that suggested a continuity between the diegetic space and the space of the 

viewer” providing an intimacy like that found in the Eve Takes the Fall music video and 

the observational footage throughout Miz Markley (35). This intimacy is primarily 

achieved through the use of observational footage and direct address - topics I discuss 

further in Chapter IV. With the exception of the staged performances, my position as 

camera operator during filmed performances creates the point of view of an interested 

and engaged listener. Because of this point view, "the viewer is aware of the artist in an 

intimate, bodily sense" and these performances seem more "spontaneous and sincere” 

(35).  

 Most Soundies had "the barest sketch of a narrative based on the song’s lyrics” 

(35). This is certainly true of Eve Takes the Fall, particularly in the scenes that include 
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the acrobats and juggler. Also, “nearly every number”, no matter who the singer was or 

what the song was about, contains what the author refers to as “cheesecake”, and Eve 

Takes the Fall certainly has "a parade of pretty girls in revealing outfits” who seem 

"vaguely related to the song’s theme” (35).    

 Additionally, and probably the most evident resemblance to the form, because 

they were low budget, many times vaudevillian acts were hired to re-enact the lyrics. 

Eve Takes the Fall is filmed as a vaudevillian act. However, my reason for doing so was 

not economic, but rather for signification. 

 According to Lisa Lewis in her book, Gender Politics and MTV, female address 

videos contain “two interrelated sign systems” which she defines as "access signs" and 

"discovery signs” (109). “Access signs” allow female musicians in music video to 

“textually enact” what had been historically a "male domain of activity and signification” 

and “rework the ideological stance of male privilege” by “challenging the gender 

assumptions at work in MTV’s preferred male discourse” (109). This is typically 

achieved by “symbolically” taking over “male space”, such as the street or bars, and 

through “the erasure of sex roles” (109). The “discovery signs” she discusses “celebrate 

female resourcefulness…and social bonding” and “attest to the value of women’s 

culture” (110). Additionally, these videos inspire females “to understand that access to 

the privileged realm of male cultural experience and representation is partly a matter of 

discovering their own cultural agency” (110). These signifiers are evident in both the 

observational footage of Lisa’s life, but also in the music video, Eve Takes the Fall. 

Female bonding between Lisa and I, as well as with her fellow female musicians and 

her relationship with her female record producer certainly “celebrate female 
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resourcefulness and social bonding" (110).  Within the music video itself, Lisa is the 

writer and storyteller and the setting is a vaudevillian stage - a historically male 

dominated “spaces”. The lyrics in the song, which as she says in the film, are her 

“feminist rant against the Eve myth”, transgress our culture’s predominant Judeo-

Christian patriarchal ideology and I would argue encourages a feminist questioning of 

such.  

People, Location Research 

 
 Since Lisa is my subject, I ‘researched’ her with my camera. I went to birthday 

parties, conferences, and live performances. I observed Lisa with her family and friends. 

Every time I observed or interviewed her, my understanding of her and her life 

deepened. Even though it can be cumbersome, this method of research allowed me the 

freedom to choose which thread I would follow. For example, during an interview, she 

mentioned she was going to Tennessee to record her next album. She also told me she 

was going to the Kerrville Folk Festival, something she goes to every year and it is 

where she met her husband. I decided to follow her to both places, since both are huge 

parts of her musical life.  

Funding 

 The documentary portion of this film was entirely self-funded. I did apply for a 

finishing grant early in the process, but was not successful. The music video for Eve 

Takes the Fall was funded through a Kickstarter campaign. 

Distribution Possibilities/Target Audience 

 Beyond this documentary, additional distribution possibilities include releasing 

live performance footage, vignettes that did not make the film and the Eve Takes the 
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Fall video on Lisa’s website to help promote her music and the film. Original distribution 

ideas for the film have expanded to include the following festival submissions (all of 

which support feminist themed films or films made by women): 

• Imperfectu: International Film and Gender Festival - July  

• LA Femme Film Festival – October 

• Women's International Film & Arts Festival (WIFF)  - June  

• Women's Independent Film Festival - December  

• LunaFest - October 

• Citizen Jane Film Festival – October 

Goals of the Production 

 The goals of the production, which are discussed in Chapter I did not change 

during pre-production.  
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Chapter III. Reconceptualization Before Production 

 The documentary portion of the film was constantly re-conceptualized as I shot it, 

which according to Alan Rosenthal3 is typical of cinema verité  films4. This is because I 

would learn something about Lisa during shooting and this would lead me to shoot 

something else. It was very organic. However, the concept, a portrait of a middle-aged 

female artist, did not change, nor did my original ideas of mixing a cinema verité  

aesthetic with direct address, interviews, music video and/or performance footage. At 

this point, I would like to add that while observational footage is intimate and useful for a 

personal portrait of this type, without a clear plan, it becomes very cumbersome in post-

production – a subject I will discuss in a later chapter.  

 Due to time, money and equipment constraints, I did need to re-conceptualize, in 

a manner of speaking, the music video portions of the film. First, it became clear that my 

original idea to shoot three separate music videos was too ambitious. I could only 

accomplish one. As Eve Takes the Fall was one of the reasons behind my decision to 

follow Lisa, I chose to focus on that one. I decided to use performance and 

observational footage for other songs I wished to highlight. Many other songs that were 

not originally in the prospectus made it into the film, and reasons for this will be 

discussed in a later chapter. 

 In addition to time and money, there were theoretical concerns as well regarding 

why this particular video won out over the others. It mainly has to do with the 

constructiveness of the video, which serves to highlight the constructiveness of gender 

3 See Chapter 18 – Cinema Verite – Writing, Directing, and Producting Documentary Films and 
Videos 4th Edition pages 275 - 287. 
4 A thorough definition of this film style and my reasons for choosing it can be found in Chapter 
IV. 
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and religion. As discussed in Chapter I, Eve Takes the Fall is about ideology regarding 

religion and women. Unlike the other songs that I chose to include in the film, which are 

all very specific to Lisa and her experiences, this one is more general and serves as a 

grounding statement regarding the environment within which her experiences take 

place. 
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Chapter IV. The Integration of Theory and Production 

Modes of Representation 

 Laura Rascaroli states in her paper The Essay Film: Problems, Definitions, 

Textual Commitments7 that “of all the features that are most frequently identified in the 

essay form… two stand out as specific, essential, and characterizing: reflectivity and 

subjectivity” (25).  Subjectivity places emphasis on the filmmaker’s personal point of 

view and reflectivity, in this case, refers to the effect the subject or process has on the 

filmmaker. These two characteristics are evidenced in Miz Markley via footage of me 

discussing my personal self-doubts and reasons for choosing her as a subject, 

intertitles, editing choices regarding footage over Lisa’s songs, and my surprise at her 

own revelations of self-doubt and how that affected me. Indeed, Timothy Corrigan, in his 

book, The Essay Film: Montaigne, After Marker, states that an “essay film…is a way of 

seeing that subject as much as it is about that subject” (85). In other words, it is my own 

‘image of self’ or subjectivity which influences what I choose to explore with Lisa. How I 

see her, based from my subjectivity, is what drives the film. 

 Bill Nichols describes how observational films can be defined as either cinéma 

vérité or direct cinema – terms used interchangeably in much of the literature (38). The 

major difference being that with cinema verité the filmmaker/subject relationship is 

evident and in direct cinema that relationship is hidden. Nichols decided to do away with 

those terms “in favor of the more descriptive appellations, observational and interactive 

modes of representation” (38). I will use these terms, as well. Observational footage, 

which provides a “particularly vivid form of ‘present tense’ representation” is used 

7 Framework 49, No. 2, Fall 2008, Pgs. 24-47 
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throughout Miz Markley because I wish to incorporate a sense of “the immediate, 

intimate, and personal that is comparable to” lived experience (38). I want my audience 

to feel as if he or she is with me during the filming. For example, the insanity of the Folk 

Alliance Conference8 is something one can only really experience by being there. 

Allowing long cuts, such as the hallway scene in which the camera peeks in to the 

various hotel room showcases helps illustrate the sheer volume of musicians (and 

Lisa’s competition) in attendance. When it is appropriate, however, interactive footage is 

also included – particularly during the making of the music video footage, but also 

during scenes in which our interaction provides important information to the spectator, 

as during our final conversation, in which Lisa states on camera that this process has 

made her 'for real'. It validated her as an artist. 

 Most music documentaries are filmed in either observational or interactive modes 

and, although he was referring to a “highly suspect form of popular culture” - rock and 

roll, Jeffrey Roessner’s essay regarding music documentary is congruent with this idea 

of validation (162). “In essence, the [music] documentary must substantiate not only its 

own value, but also the cultural worth of its subject” (Roessner 162). There is a 

necessity of “elevating the status” of the musician and her music (Roessner 162). 

“Focusing the camera on a subject must mean that the subject is worthy of being 

preserved on film…. as film confers legitimacy on its subject” (Roessner 162). Validation 

is also supported in Lacan’s writings, “What determines me, at the most profound level, 

in the visible, is the gaze that is outside. It is through the gaze that I enter life and from 

8 An annual international event in which folk musicians and music industry people gather to 
showcase talent and network.  
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the gaze that I receive its effects. Hence it comes about that the gaze is the instrument 

through with light is embodied and through which…I am photographed (106)” (as 

quoted in Corrigan) Thus, to be photographed, or filmed, fixes one in history. 

 I have been heavily influenced by films such as Shut up and Sing! (Kopple 2006) 

and The Punk Singer (Anderson 2013). Both have openly feminist stances, and both 

are music documentaries, which complicates their analysis from a feminist perspective. 

Music documentaries work “in part because of the illusion that it creates of exposing the 

‘real’ artist at work” (Roessner 163). It is specifically that illusion of the ‘real’ in 

documentary that many feminist film critics, such as Laura Mulvey and Claire Johnston, 

found problematic during the Second Wave of the Seventies (Warren 6). In fact, this 

anti-realist stance was the keystone to feminist film studies (Warren 12). The irony is 

that music documentaries, by erasing “the distinction between the on-stage and back-

stage” performance, “highlight the constructed nature of the truth being presented” 

which makes this sub-genre a useful tool in exploring feminist themes because of 

feminist theory’s preoccupation with the constructed nature of gender and 

representation (Roessner 162; Humm 179).  

 Maggie Humm tells us “the social face of femininity is constructed by 

mechanisms of visual representations” (179). Further research shows that “older 

women are largely invisible and negatively portrayed” in all forms of popular media  

(Hurd Clarke 104). This means that a middle-aged woman is not likely to see any 

positive role models in the media. This can be detrimental to her sense of well-being. 

Additionally, studies support the idea that females growing up in the 20th century in our 

Western culture have been taught to believe the pursuit of success is a masculine 
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endeavor (Clance, Imes 242). All of this, negative or missing representation and societal 

gender expectations, underlines my desire to offer an alternative.  

 However, while it may be a feminist film, under my current understanding, Miz 

Markley, does not really qualify as a 'music documentary'. Lisa is not a part of popular 

music culture, nor is she a part of the larger conversation of any music culture. Instead, 

using observational and interactive footage, interviews, voice-over, inter-titles, music 

video and her lyrics, Miz Markley, is an essay film, done in the style of a music 

documentary.   

Music 

 Because Miz Markley is a musical film, I would be remiss if I did not talk about 

sound. The conventions of sound in documentary films have varied over the years, 

however, most shot in observational/interactive modes use only synchronous music 

recorded on location (Ruoff 228). Even so, as with Hollywood films, the “music provides 

continuity, covers up edits, facilitates change of scenes, provides mood” and  “offers 

entertaining spectacle” (Rouff 228). Additionally, the lyrics can be used as part of the 

dialogue. This use of lyrics to further the narrative is particularly evident in music 

documentaries such as Shut Up and Sing! (Kopple 2006) and 20 Feet from Stardom 

(Neville 2013). I use Lisa’s music and lyrics to comment on her life or to support what a 

particular character is referring to within the diegesis of the film.  

Structure 

 Miz Markley has an arc, so to speak, that is typical in the three act narrative 

structure outlined by Wallis and Pramaggiore9. There is exposition: The story begins 

9 Film: A Critical Introduction 

 37 

                                                        



 

with my personal state of insecurity, which leads to me finding Lisa and subsequently 

idolizing her, then to following her around with my camera. There is a complicating 

action that “leads to a major plot turning point” that requires the protagonist to seek out 

another goal – in this case, Lisa decides to sell one of her prized guitars and takes on 

another teaching job because she cannot support herself through private lessons 

(Pramaggoiore and Wallis 71). There is a resolution: I find out she is just as insecure as 

I am and that my endeavor helped her have more confidence. However, Miz Markley 

does not include a “dramatic accumulation of tension toward a moment of crisis” leading 

to a climatic ending (Pramaggoiore and Wallis 74).  The nature of the story - that of the 

life of a working musician – lends itself instead to a loose episodic structure in which no 

event within the narrative seems to be more important than the previous one 

(Pramaggoiore and Wallis 73). I arranged much of the sequences chronologically 

because I did not wish to falsely impose crisis where there was none.  

  However, music video in unlike film and does not typically follow a narrative 

structure. Instead, they usually follow the “song’s form, which tends to by cyclical and 

episodic” (Vernallis 3). Music videos “must fulfill three competing demands of 

showcasing the star, reflecting the lyrics and underscoring the music” (Vernallis 4). It 

stands to reason that if the audience becomes engaged in “narrative possibilities” then 

“the song would recede in the background like film music” (Vernallis 4). Therefore, the 

use of jump cuts and performance footage and the avoidance of match action edits help 

“blunt the narrative progress”, allowing the viewer to attend to the song itself (Vernallis 

29).  
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Other (websites, blogs, listserves, interviews, etc.) 

 
 Lisa Markley has her own website – lisamarkley.com - which includes much of 

the extraneous material that I shot for the documentary. For additional information 

regarding Impostor’s Syndrome, please visit Caltech’s website on the subject at 

https://counseling.caltech.edu/general/InfoandResources/Impostor. 

 
  

 39 

https://counseling.caltech.edu/general/InfoandResources/Impostor


 

Chapter V. Production 

 Production of this film, which includes all archival footage shot prior to prospectus 

defense, took place between July 2013 and January 2015. Shooting was almost always 

determined by what I had shot before. What I mean by this is that I would learn new 

information while shooting, such as an upcoming trip, or get an idea while reviewing 

footage, and I would decide I needed to shoot more. As indicated by the schedule, there 

were a variety of locations and not all footage made it into the film because in the end it 

was not relevant. With the exception of the Eve Takes the Fall music video, the entire 

film was self-funded.  

 I had a successful Kickstarter campaign to produce the music video for Eve 

Takes the Fall. My budget was $1,500. This amount was lower than my original 

estimate and was based on the assumption that I could secure a space and the 

necessary people for much less than I eventually did. My original idea was to rent the 

space used by the Dallas Children’s Theatre, but because of scheduling conflicts with 

the venue, this was not possible. This turned out to be a good thing.  

 While researching new spaces, I came across the website of The Quixotic World 

– Theatre House and Magikal Event Space located in the Deep Ellum neighborhood of 

Dallas, Texas. The red walls and proscenium stage gave the entire place a vaudevillian 

feel, perfect for my original idea for the video. The stage also has a screen that can be 

backlit, creating silhouettes of those standing on stage. This opened up a whole new set 

of possibilities I had not thought of sooner. The budget was the only drawback as I 

could only afford five hours. Additionally, while I was able to find an aerialist, and a 

juggler, I was not able to find a puppet master or any dancers who were willing to dance 

as marionettes. The man who plays the juggler suggested an acrobat couple he knows. 
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I recruited three dancers through a friend of mine at Texas Woman’s University and 

production assistants from the University of North Texas’ Department of Media Arts. I 

also had an idea about using a live red snake and was able to obtain one through a 

snake handler. 

 I wanted to use slow motion footage for some of the shots of the aerialist. I 

wished to use the school’s RED camera because of its ability to record footage that can 

be beautifully slowed down in post-production. Having never used the RED cameras, I 

sought the advice of film professor and RED expert, Eugene Martin. He told me that the 

music video I envisioned would take two days to shoot if I used the RED cameras. They 

require strong lights and lots of them in order to make them useful. As I stated before, I 

did not have two days; I only had five hours. He suggested I use the Canon 5D Mark IIIs 

instead. These do well in low light situations, but I had to discard my slow motion idea. 

 As mentioned, I only had the space for five hours, so my dilemma became how 

to utilize my performers and the space and still make a quality music video in that time 

period. I considered the idea of not having Lisa there and shooting her separately in 

studio or performing it live somewhere. But, I felt the aesthetic would be different and 

possible create several issues I could not visualize prior to production. I wanted it clear 

what the lyrics meant - that females have suffered because of the myth that women are 

evil and responsible for man’s downfall. It has been the justification of misogyny for 

centuries. So, how do I do that with a snake, an aerialist, a juggler, two acrobats and 

three dancers on a vaudeville stage?   

 The idea occurred to me to use three cameras and shoot the various angles 

simultaneously. As long as I used consistent lighting, it should have worked. 
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Unfortunately, I was not allowed to take three cameras from the equipment room and 

my finances would not allow me to rent any. I was able to secure a second camera 

through private sources for $100. This and the fact that I had to pay the musicians 

(something completely unexpected) I went over budget by $25. I also had to reimburse 

everyone for parking, buy drinks and food for the lot and a leotard and scarf for one of 

the dancers.  

 I sent the music and a link to the venue’s website – which includes many photos 

of the space - to each performer and asked that they devise an interpretative routine to 

the song prior to the shoot day. I was very interested in the idea of collaboration for this, 

but I also felt it would save a great deal of time. I told them all what I was going for and 

why. The acrobat couple could do their routine on the floor, interacting with the juggler - 

who could represent both God and Satan. This scene was shot wide from three 

separate angles. Then, I focused on the juggler and the dancers individually. 

 The aerialist was asked to perform her interpretive routine using a red scarf. This 

was shot separately. I use this to cut to at appropriate musical cues. This needed to be 

shot from both angles wide. I also got some low angle shots of her with the camera 

being enveloped in the scarf.  

 Lisa and her musicians performed on the floor. I wanted to shoot them as a 

group using the tripod and again using hand held shots. For single shots of Lisa, I 

wanted her to use one of the chairs I knew the venue had. Since she is telling us a 

story, I wanted her looking into the camera. I used a medium shot of her for this. 

 Three dancers wearing nude leotards and using red scarfs would dance around 

the tree. Also, I wanted shots of the dancers in the make-up room and lounging on the 
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sofas, chairs, etc. I also wanted the dancers to perform in front of and behind the 

shadow screen. I would need to shoot wide to show the whole stage. As long as I did 

not change camera positions, I would be able to cut back and forth and make the 

dancer dance with her shadow image. Not only would this be visually appealing, but it 

could also serve as a statement about representation.  Our shadows are only 

representations – just like our ideas about ourselves are only images put there by 

experience. Interestingly, many times the shadow or image is more compelling.  

 The snake is what connects the images. The serpent has long been recognizable 

as code for Satan and sex. The aerialist represents a strong and graceful female body. 

At times, she actually ‘falls’ and she provides a counterpoint to the clarinet. The lyrics of 

the song emphasis the ‘curse’ all females share – that of menstruation. Throughout 

history, women have been made to feel that this is a gross or shameful thing, something 

that should be hidden. So the color red throughout the venue and the performers’ 

scarves stand in for it. The red snake is Eve’s ‘scarf’. By having Lisa wear red, it 

becomes a motif within the video connecting all the women.   

 The song mentions a forbidden tree, referring to the Tree of Life in the Bible. I 

made the tree myself by cutting out limbs from cardboard and fastening them with 

chicken wire to Styrofoam attached to a pedestal.  

 I chose The Beauty Myth by Naomi Wolf, The Second Sex by Simone de 

Beauvoir and How to be a Woman by Caitlin Moran as props within the music video 

because the lyrics mentions “an ounce of free will” and I wanted to make a statement 

about educating women. 
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Schedule 

July 20, 2013 – Uncle Calvin’s Concert - Dallas, Texas 

December 30, 2013 – Lisa Markley’s house - Singer/Songwriter’s Circle – Dallas, Texas 

January 13, 2014 – Lisa Markley’s house – 50th Birthday Party – Dallas, Texas  

February 18-22, 2014 – Folk Alliance Conference – Kansas City, Kansas 

April 4, 2014 – Lisa Markley’s house – Interview, music lessons 

April 11, 2014 – Lisa Markley’s house – spinning, making hats 

April 12, 2014 – Lisa Markley’s house - music lessons  

April 14, 2014 – Lisa Markley’s house - Singer/Songwriter’s Circle – Dallas, Texas 

April 23, 2014 – Salon on the Square – Dallas, Texas 

May 21, 2014 – Fuller’s World Famous Guitars – Houston, Texas 

May 21 – 23, 2014 – Road footage and Kerrville Folk Festival – Kerrville, Texas 

July 27, 2014 – Uncle Calvin’s Concert – Dallas, Texas 

August 3, 2014 – Lisa’s Interview 

August 21 – 22, 2014 – Soona Songs Studio – recording sessions - Jonesboro, 

Tennessee 

September 18, 2014 – Poor David’s Pub – performance – Dallas, Texas 

October 12, 2014 – Music Video - The Quixotic World – Dallas, Texas 

December 19, 2014 – Artist’s Collective – performance – Dallas, Texas 

January 7, 2015 – Paul Slaven’s Interview – Denton, Texas 

January 8, 2015 – William Foley’s Interview – Dallas, Texas 

January 10, 2015 – Sienna Pizza and Pasta – performance - Coppell, Texas 

January 12, 2015 – Lisa Markley’s house – 51st Birthday Party – Dallas, Texas  
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Crew 

 With the exception of the music video, archival footage of the July 2013 Uncle 

Calvin concert, and the Youtube video included in the I Will Love You footage, I shot 

and recorded all audio and video myself. Abbey Hoekzema and Jeffrey Alexander, both 

colleagues and excellent photographers, were present for the music video shoot.  

Abbey Hoekzema acted as the Director of Photography and Jeffrey Alexander shot all 

behind the scenes footage. Additionally, I had two production assistants on the music 

video shoot. Both Demi Alvarado and Arthur Strode responded to a crew call that I had 

posted on campus. All crewmembers were very helpful and were the only reason I was 

able to accomplish the music video production in under five hours.  

 Three volunteer camera operators and myself shot the July 2013 Uncle Calvin 

concert. This concert was to be a double live album for Lisa. This footage is used 

sporadically throughout. The sound engineer, Andy Chiles, was my former professor 

from North Lake College. He is the one who volunteered his department’s cameras and 

his video technology students to help me. Their names are Chris Martin, Matt Hibbard 

and Kyle Simpson.  

Equipment 

 For all footage shot by myself, with the exception of the July 2013 Uncle Calvin’s 

performance and the cinematic footage for the music video, I used my own camera, a 

Canon 70D, which is a digital single lens reflex (DSLR) camera. For the July 2013 

shoot, I used my own Canon 5D Mark II and the other photographers used Sony NEX-

VG900 video cameras. All five cameras have full frames creating a consistent look for 

that performance. The Sony cameras were on loan from the North Lake video 

department, my alma mater. I sold my Canon 5D and bought the Canon 70D because 
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of it’s auto focus capabilities and articulating touch screen. (Auto focus isn’t something 

that professional camera operators typically use, however, I started having vision issues 

about this time.) Behind the scenes footage of the music video was shot using this 

camera. For the music video itself, we used two Canon 5D Mark IIIs because of the light 

sensitivity of its full frame sensor and the lens interchangeability. As I mentioned in an 

earlier chapter, one camera belonged to the University of North Texas and the other I 

obtained from a private source. Natural lighting was used for all observational footage. I 

used the school’s ARRI light kit with two Rifa soft box lights for the music video. For 

sound, I used my Rode Video microphone mounted to my camera and my Tascam DR-

40 audio recorder that I would typically set up in the middle of the room or, during 

interviews, attach a wired lavaliere microphone to the audio recorder with an XLR cable.  

 As the schedule indicates, I did a lot of shooting. I did not always know too far in 

advance when I would be shooting, so using my own equipment, rather than the 

school’s was also a matter of convenience. Additionally, and since I shot all of the 

archival observational footage with my camera, I wished to keep the look consistent. 

While I could have used the school’s more light sensitive Canon 5D for observation and 

interviews, I liked the ‘home movie’ feel of the grainer footage obtained by the 70D.  

Releases, copyright and license agreements 

 Because this film includes original music, I had to obtain not only appearance 

releases of everyone who actually speaks in the film, but also material releases from the 

licensors of the music. People appearing in footage that was shot at the Folk Alliance 

and Kerrville Folk Festival are in public spaces and I do not believe I violated their 

privacy. All signed forms are kept in the film’s production notebook along with all video 
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and audio logs. See appendix for examples of these agreements.  

Budget 

 See Appendix for revised budget. 
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 Chapter VI. Post Production 

Schedule 

 Although I did review footage after each shoot, I did not begin logging footage 

until July 2014. This was a year’s worth of footage and took me a month to complete. I 

learned my lesson and after each subsequent shoot, I logged immediately afterwards.  

 During the month of August 2014, I transcribed Lisa’s two-hour long interview by 

hand. I find the physical act of writing a great way to absorb the material. I knew I would 

use a lot of the information from the interview to explain certain things. I felt it would 

help me to organize the information if I could see it in writing. See Appendix for an 

example. 

 In September 2014, I began organizing scenes from each segment of footage, 

for example, Lisa’s 50th birthday party or the trip to Folk Alliance. I weeded out what was 

unnecessary. What was left was the essential information I wanted the audience to hear 

or see that would help characterize Lisa and her world, and give needed information to 

further the narrative. This process went on until May 2015. At this time I began working 

with the scenes and trying to piece them together in a manner that made sense. I 

finished the rough cut in October 2015.  

Equipment 

 Throughout the entire post-production process I have used my own Apple 

MacBook Pro laptop, three Western Digital 2 terabyte hard drives and Adobe Premiere 

Pro software for editing.  

Reconceptualization of Film During Postproduction 

 The vast majority of post-production has been spent not only trying to figure out 

 48 



 

what story I wanted to tell but how to tell it. Jay Ruby says that "to be reflexive is to 

structure a product in such a way that the audience assumes that the producer, the 

process of making, and the product are a coherent whole”  (35). I did not originally set 

out to make the entire film reflexive. Indeed, only the music video portions were to 

include reflexivity to help highlight the constructiveness of gender. While I knew Lisa 

would sometimes talk to me while on camera, thus revealing the process, in my 

prospectus I stated I would not reveal myself. However, during my last filmed visit with 

her, she stated that I had shown her that she is ‘for real’. Wanting to include that 

surprising statement changed the structure and the mode of the entire film.  

 The original idea was to do a music documentary portrait and instead it became 

a personal essay film. Not all essay films are reflexive, however, so in order for that 

statement to make sense, and to have any impact, I had to reveal myself as producer. 

However, I struggled with it. It felt narcissistic and self indulgent, a common criticism 

regarding reflexive films according to Ruby (35). But, when looked at from a feminist 

perspective, it seems important to be reflexive. As Adrienne Rich states, “When a 

woman tells the truth she is creating the possibility for more truth around her” (191). And 

the ‘truth’ here is that many seemingly capable and talented women suffer from feelings 

of inadequacy and we need to help each other see ourselves in a more positive light. 

Additionally, if my overall goal is to present the audience with an alternative view of 

women of a certain age, I could certainly include myself, as Lisa pointed out off camera 

on many occasions. When discussing audience, ‘alternative' might seem a bit odd in 

light of the invisibility of menopausal women in the media, perhaps positive or realistic 

would be a better term. The ‘image' I’m referring to is the internalized one generated by 
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implications of the lack of one in the media. We are mostly devalued by way of 

exclusion. In this way the film is both reflexive and interactive as “the dynamics” 

between Lisa and I “become fundamental to the film.” (Nichols 50) 

 The original idea outlined in Chapter I was to use several music videos or 

portions of them as chapter markers within the film. Since there was only one, I spent a 

lot of time trying to figure out were to put the music video within the film. During a rough-

cut review, a classmate stated that the music video was so different from the rest of the 

film that perhaps I should consider using it during the credits, which is what I ultimately 

chose to do. I decided to use the making of the music video to help explain my reason 

to be in her life and show the collaborative efforts of everyone. It also shows another 

middle-aged woman (me) being creative and in control.  
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Chapter VII. Evaluation of Completed Work 

“We all found it empowering to talk to women who are forty, fifty, sixty, who tell us 
a similar message: ‘I have lived a life, choosing it by my own rules, valuing what I 
know and believe, even though by doing so I push up against the rules of the 
society. I want to show you my life so you know that it is possible to do the 
same.’” Alexandra Juhasz (Women of Vision: Eighteen Histories in Feminist Film 
and Video, x) 
 

Pre-production 

 When I met Lisa Markley and heard her music, I knew I wanted to make a music 

video of Eve Takes The Fall because of the ideology behind it and I knew I could use 

her other songs to paint a portrait of her. Because Lisa isn’t famous, I felt I had to justify 

choosing her. I think this search for deeper meaning, which began in pre-production, 

complicated the production and post-production processes yet gave me some great 

insights. The pre-production work I did for the Eve Takes the Fall music video was as 

thorough as I could get it and is the reason I was able to complete production on time. 

Production 

 I spent over a year following Lisa Markley around with a camera shooting 

everything from music lessons to performances. As Alan Rosenthal states in regards to 

cinema verité styled documentaries that, “Very often you don’t know what you will shoot, 

how much you will have to shoot, and what makes sense to shoot” (276). Additionally, 

he goes on to say that this style “generally works well” for portraits, but not for “political 

films” (Rosenthal 285). In political films, according to him, “we really need to dig deep” 

and aren’t all feminist films ‘political’ in some way (Rosenthal 285)?   Many aspects of 

this film do include Mamber’s idea that “the essential element in cinema verité is the act 

of filming real people in uncontrolled situations”, but there is also music video, 

interviews and set up footage of Lisa (2). As I learned more about Lisa or began to see 
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recurring themes and educated myself as I went along, I felt I needed to shoot more. I 

was certainly digging. I went through this period of not liking her personally, as well as 

wishing I had picked a more straightforward subject. I had put her on a pedestal. She 

was going to be the poster child for the postmenopausal artists who have always 

dreamed of making a living at their art. When I discovered she was flawed after all, it 

was disappointing. Yet, something would happen on camera that would make me 

decide to continue. It was constantly changing. This resulted in a great deal of footage, 

but never a clear idea of what my story was going to be, at least not until the last night 

of filming. I got really lucky that the night I decided I could shoot no more and hopefully 

have enough to make a story was the night she said what she did about the filmmaking 

process making her ‘for real.’  As I discuss in Chapter VI, this reveal changed the film in 

post-production. I had initially chosen Lisa as my subject because of my strong 

identification with her and my desire to have her validate my choices as an artist – to 

return to school – to be a filmmaker at my age. The act of doing so validated her to 

herself as a musician. Instead of a musical portrait, the film becomes an essay on the 

profound effect that making this film had on both the filmmaker and the subject. 

 I am not the best technician and after watching my own camera work and 

listening to the audio, in future, I will hire a camera and sound person. I was more 

preoccupied with what I was getting (in terms of content) and how it could fit into a story 

that supported the original goals than I was about how I was getting it. While not terrible, 

it could have been much better. I think overall this lowers the production value of the 

film. Even so, I also feel that the interactions between us, the grainy and sometimes 

jumpy footage, helps create the intimacy that is so necessary in a film such as this.  
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Postproduction 

 Lisa’s story, while along the same lines I had originally planned, has turned out to 

be much deeper than I thought it would be. There are multiple ways of interpreting the 

content and I spent a great deal of time analyzing what I had. My process included 

using a white board, colored post it notes and journaling. I went through each revision, 

shot by shot, justifying why it was included in the film and how I transitioned from scene 

to scene. This was a very long process. 

 The Eve Takes the Fall music video portion of Miz Markley required all my skills. 

I had to raise the money for its production.  I had to find actors and dancers, a venue 

and crew. I had to shoot it in less than 5 hours. I had to re-visualize based on what I 

was able to get and the time constraints. It was challenging and still turned out to be 

very satisfactory. Detailed prep work and a clear idea of what I wanted going into 

production made the post-production process much easier. Limited footage narrowed 

my choices, which saved me additional time in editing. I relished the process of creating 

my vision with well-shot footage.  

 The original goals of the entire production were two-fold. The first was personal. 

When I first met Lisa at Banter Bistro, a restaurant in Denton, Texas, she was in 

graduate school. I had chosen Lisa because I perceived Lisa to be just like me. I had 

initially stated that I wanted to figure out how Lisa was able to be so self-assured and 

self-actualized. Of course, I find out she has just as many insecurities as I do. In the 

end, she said I validated her to herself as an artist. She said she had felt like an 
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imposter. I tell her she has Impostor’s Syndrome10 and she agrees. In retrospect, I 

believe I wanted Lisa to validate my choices regarding my education and the pursuit of 

life dreams. She was my proof that I had made a good choice. If I could find a way to 

make a film about a 50-year-old music teacher relevant and universal about the abilities 

of older women, music making, which I love, and just being such a passionate artist, 

then I’ll truly be a filmmaker. Her song, Eve Takes the Fall intrigued me because of my 

own beliefs regarding religion’s role in the subjugation of women through out history. I 

wanted to make a film about that initially. But, I also wanted to make a film that was fun 

and creative. I didn’t understand what I would learn in the process of shooting this film 

and trying to answer “why Lisa?” I succeeded in making a documentary about Lisa and 

a music video about Eve Takes the Fall. The journey to articulate this mostly intuitive 

process has been very transformational for me. It is my hope that other artists recognize 

their own Imposter Syndrome and can move past it. 

 The second goal was broader. I felt Lisa could serve as an inspiration to other 

women and to artists. Hearing Lisa describe her trials, seeing her creative processes 

and watching her perform, I can only hope that this is the case.  Lisa wanted to use 

private practice to support herself, so she could have more time to play music. She fails. 

Yet the documented journey gives her something much more. She realizes she loves 

teaching and it’s not settling to go back to it. She realizes through the process of looking 

at herself through my eyes (or the camera - intended audience perhaps) that she is a 

legitimate musician, an artist, even though she’s not a financially successful one. Her 

10 Impostor’s Syndrome, as defined by Caltech Counseling Center is a condition in which 
high achieveing people, particularly women, cannot take credit for their abilities and feel 
they will eventually be found out as frauds or impostors. 
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acceptance of this fact makes her happy. Perhaps our image, which we’ve been told is 

not good enough because we are now ‘old’ and that it is everything, isn’t actually 

everything. Maybe doing something that is meaningful to us and practicing our art is 

what matters most.  

Success in Integrating Proposed Theories 

 From the outset I stated this film would be a feminist one, but what defines a film 

as ‘feminist’?  Early feminist filmmakers seemed to have had the same goal whether 

they were shooting documentaries or avant-garde films – to counter the depictions of 

women as seen in Hollywood. I wanted to make a film that offered an alternative view of 

a middle-aged woman in our society. I believe I’ve included aspects of both avant-garde 

and documentary filmmaking to create a feminist film. In feminist avant-garde films “it is 

essential for the feminist filmmaker to foreground the constructed nature of her film 

through experimental techniques and to use feminist theory overtly as a thematic 

inspiration” (Hollinger 72). The actual music video for Eve Takes the Fall is steeped in 

feminist “thematic inspiration” and is included in the film to act as a comment on the 

ideological constructs of our society and hopefully inspire feminist consciousness-

raising. And, while not clinging to all the major characteristics of an avant-garde feminist 

theory film as outlined by Hollinger, overall, the film does include at least two; I draw 

attention to the film’s status as a construction both by being reflexive, using jump cuts 

throughout and by including ‘making of’ footage of the music video. I also mix film forms 

of documentary and fiction (within the music video.) Additionally, “early feminist 

documentaries also often involved the director’s strong identification with the women in 

their films and were presented as collaborative efforts by the filmmaker and her subjects 
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to bring the truth of women’s lives to the screen” (Hollinger 76) I feel this is definitely 

accomplished through the same aspects that qualify it as avant-garde; reflexivity and 

the making of music video footage. 

 Rabiger states, “reflexive documentaries are those that acknowledge and even 

investigate the effect of filmmaking itself” (276). According to Lisa, I gave her 

authenticity through the act of recording her image and all that that entails. The act of 

being filmed and seeing herself on screen was transformational for her. She was able to 

see herself and how others saw her. She was able to understand that she is indeed ‘for 

real’ at least in terms of being an artist. “By dispensing with the conceit that we are 

watching unmediated life, reflexivity acknowledges that films are ‘created, structure 

articulations of the filmmaker’” (277). I am hoping that my assembly of her “pieces of 

reality” will say “something about what it means to be alive” particularly for an artist 

(Rabiger 276). Additionally, I wished to incorporate observational footage for its 

intimacy, music and performance video to highlight artistic ability and to promote her as 

an artist, and sit down interviews to provide expositional information. I believe I 

succeeded in using all to paint a portrait of Lisa Markley.  
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Appendix 

Revised Budget 

 

 Item Rate  QTY Total In Kind 

Funds 
Needed/ 

Spent 
              

Production       

1 Personnel       

 Director/Producer $9,000  Flat  $9,000 $9,000 $0  
 Camera Operator $300  Day 30  $9,000 $9,000 $0  
 Boom/Sound Operator $75  Day 30  $2,250 $2,250 $0  

2 Equipment       

 

DSLR Camera (Includes 
2 batteries, 1 Charger, 2 

32 GB sd Cards) $225  Day 30  $6,750 $6,750 $0  
 Extra DSLR for MV 

Shoot $100 Day 1  $100  $100 
 Canon Lens Kit (for both 

cameras) $115 Day 2  $230 $230 $0 
 Glidecam HD4000 Pro 

Smooth Shooter $150 Day 1  $150 $150 $0 
 

2 Lighting Kit - ARRI $110  Day 1  $220 $220 $0  
 Miller DS10 Tripod $100 Day 1  $100 $100 $0  
 Location Lap Top $1,200 Allowed 1 $1,200 $1,200 $0 
 Hard Drives $250  Allowed 2 $500  $500 

3   Music Video       
 Venue Rental $100 Hour 6   $600   $600 
 Performers $910 Day 1      $910     $910 

 Costumes $30 Flat 1 $30  $30 
 Craft Services $40 Flat 1   $40  $40 
  Snake Rental $50 Flat 1 $50  $50 

4  Travel       
  Airline Ticket to 

Tennessee $550 Flat 1 $550  $550 
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  Gas (to various 
locations) $100  Allowed  $100  $100 

 Gas (going back and 
forth to Lisa’s) $200 Allowed  $200  $200 

5  Misc       

 
Production Insurance for 
shooting Eve Takes the 

Fall video $2,000  Day 1   $2,000 $2,000 $0 
  

Photography $75  Flat  $75 $75  $0  
  

Vimeo Pro $199 Per year 1   $199  $199 
              
 Post-production         

6 Editor 160/day  20   $3,200 $3,200 $0 

7 Sound Design $25/hr Allowed 40   $1,000  $1,000 

8 DVD Transfers $5 
Per 

transfer 20 $100  $100 
9 Editing System 250/day  20   $5,000 $5,000 $0  
10 Marketing $200  Allowed  $200  $200  
11 Festival Submissions $1,000  Allowed  $1,000   $1,000  
        

 Total    $44,753 $39,174 $5,579 
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Appearance Release Form 

 

Film’s Working Title: Miz Markley     (the “Film”) 
 
Person Appearing:    

 
Production Date(s):    

 
Production Location(s)            

 
 
I authorize Sharie Vance (“Producer”), Producer’s agents, successors, assigns, and 
designees to record my name, likeness, image, voice, sound eff ects, interview and 
performance on film, tape, or otherwise (the "Recording"), edit such Recording as 
Producer may desire, and incorporate such Recording into the Film, any versions of 
the Film and all related materials thereof, including but not limited to promotion and 
advertising materials. It is understood and agreed that Producer shall retain final 
editorial, artistic, and technical control of the Film and the content of the Film. 
Producer may use, and authorize others to use, the Film, any portions thereof and 
the Recording in all markets, manner, formats and media, whether now known or 
hereafter developed, throughout the world, in perpetuity. Producer, and Producer’s 
successors and assigns, shall own all right, title and interest, including the 
copyright, in and to the Film, including the Recording and related materials, to be 
used and disposed of, without limitation, as Producer shall in Producer’s sole 
discretion determine. 

 
 
Signature:    

 
Address:    

 
City: State: Zip:   

 
Telephone:     

 
E-Mail:    

 
Date:    
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Material Release Form 
 
Film (Working Title): Miz Markley (the “Film”)  

Description of Material                                                      (the“Licensed 

Material”)  

Licensor (“Licensor”) 

Licensor hereby grants to   Sharie Vance  
(“Producer”), its successors and assigns, the non-exclusive right to reproduce the 
Licensed Material, to record and edit the Licensed Material as desired on film, tape 
or otherwise (the “Recording”), and to use the Licensed Material, in whole or in part, 
in and in connection with the Film and all versions thereof and all materials relating 
thereto, including advertising and promotion.  Producer, and its successors and 
assigns, shall own all right, title and interest, including the copyright, in and to the 
Film, including the Recording, to be used and disposed of throughout the world in 
perpetuity without limitation as Producer shall determine in its sole discretion, 
including without limitation to distribute the Film in all manner, format and media, 
whether now known or hereinafter developed. 

 
Licensor represents and warrants that Licensor possesses or has obtained all rights 
to the Licensed Material necessary for the grant of this license and that the rights 
granted hereunder will not conflict with or violate any commitment, agreement, or 
understanding Licensor has or will have to or with, nor infringe upon any rights of, 
any person or entity. Licensor shall pay and indemnify and hold Producer and its 
grantors, offi cers, directors, assignees, agents, licensees, and employees harmless 
from and against all claims, losses, costs, expenses, settlements, demands, and 
liabilities of every kind, including reasonable attorneys’ fees and expenses, arising 
out of or incurred by reason of the use of the Licensed Material set forth herein or 
the inaccuracy, alleged breach, or actual breach of any representation, warranty, 
covenant, agreement, or undertaking Licensor has made herein. 

 
Signature:          

Address:         

City:  State: Zip:      

Telephone:                                                      

Date:    

E-Mail:    
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