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AUGUST MONTHLY SCREENING
Monday, August 28th, 8 pm

LIFT GRAB BAG

A veritable cornucopia of cinematic delights!

MEDIASHUN
by Patrick Moore, Rick Lines, Clare Scott-Taggart, & Mary Rudden
A documentary that rips apart the illusion of the media and its treatment of important issues
through an examination of America’s involvement in Nicaragua.
COL., 13 MINS., 1986.

STOP DARLINGTON
by Robert Kennedy
The material and technological substrata of mass communication is the focus of this experi-
mental comedy. The film is a burping, hiccuping relay of a message that is at once simple to
grasp and difficult to transmit.
COL., 3 MINS., 1987.

FIRST MOVEMENT
by Bob Stampfl
A theatre actress is on the violent edge between ecstasy and decay, Nietzsche's legacy for the
fin-de-millenium, a place between peaceful silence and piercing blasts.
B&W, 29 MINS., 1988.

SHATTERED IMAGES
by Erika Schengili
A chiller that sets out to subvert the traditional cinematic notions of woman as victim.
COL/B&W, 5 MINS., 1989.

THE STREET WHERE WE LIVE
by Nancy Eagles
The history and activity of Allen Street in Toronto's east end is the focus of this documentary.
COL., 24 MINS., 1987

Screenings are held at the NFB Theatre, 1 Lombard Street.
Free to LIFT members; non-members by donation.



LIFT FILMS AT THE FESTIVAL OF
FESTIVALS

Again this year an unprecedented
number of LIFT filmmakers have had
thair films chosen for screening in
Toranto®s Festival of Festivals, pra-
sented in two showcases: PERSPEC-
TIVE CANADA and SURFACING:
CANADIAN WOMEN'S CINEMA. The
lostival takes place SEPTEMBER 7 -
186. For further information about efther
showcase call Maurean O'Dannall,
Kelly Alexander at 967-7371. At press
time the following LIFT filmmakers and
films had been chosan for the festival:

Black Mother, Black Daughter by
Claire Prieto and Sylvia Hamllten
Brand by Mike Hoolboom

The Dark Isfand by Ross Turnbull
Elegy by Gary Popovich

Evelyn, Be My Valentine by Virginla
Rankin

Fragments by Paula Fairfiald

I've Heard The Mermaids Singing by
Palricla Rozema

Las Aradas by Janis Lundman

Our Marilyn by Brenda Longfellow
Passion: A Letter In 16mm by
Patricla Rozema

Reading Betwaen The Lines by
Martha Davis

River by Philip Hoffman

Roadkifl by Bruce McDonald
Speaking Parts by Atom Egoyan
Tending Towards The Horlrontal by
Barbara Sternberg

The Top Of His Head by Peler
Mattler

Transitions by Barbara Stornberg
Stealing Images by Alan Zwelg

GRANTS, AWARDS AND MAJOR
SCREENINGS

The following LIFT membars were
recipients of The Toronto Arts Council's
ResearchDavelopmant Awards To
Writers: Bianca Brynda to complets a
screenplay entitled Brother Dread :
Ross Tumbull 1o continue 1o work on his
scroanplay Morgan's Fall ; Martin
Waxman to continue work on his
comadic novel entitled USA . Keith
Hlady recaived an OAC grant 1o make a
film called Efram . And...The Canada
Council recently recaived an additional
$8 million increase 1o its budget which
will be maintained next yearl LIFT
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films invited to festivals include: at
Osnabruk, West Germany—Marsha
Harla's A Little Older , Michael
Hoolboom's Was , Josephine
Massarella's No. 5 Reversal, Gary
Popovich's Carass ; at Lifesize in
Halifax—Kalli Paakspuu's and Daria
Starmac’s | Need A Man Liks You To
Make My Dreams Come True ; the
Filmtrek tour of Ontario artist run
cantres, parks, beaches, atc. —Ed
Ackerman's Primiti Too Taa, Colin
Brunten's Mysterious Moon Men of
Canada , Philip Holiman's On The Pond
and passing throughAom formations ,
Michasl Hoolboom's Bomen , Richard
Kerr's Last Days of Contrition , Gary
Popavich's Caress ; at the Vancouver
Film Festival, Philip Hoffman's passing
throughftomn formations and Michael
Hoolboom's Was , Marsha Herle's A
Littie Older , Ross Turbull's Dark
Island ; at the Festival of New Canadian
Cinama in Indianapolis, Indiana, Philip
Hoffman's passing

formations , Lori Spring's Inside/Out ,

A MESSAGE FROM THE NEW LIFT
COORDINATOR

I wantad to taka this apportunity to
simply say hello and 10 express my
pleasure al being hired on at LIFT, I've
baeen here since the beginning of June
now and bit by bit I'm beceming more
familiar with my new environment and
finding somae terra firma (not 1o be
confused with that soft green earth in
the neighbouring lead 2one just west of
here), Some of LIFT's members I've
had the chance to meet now and a few
already seem like long-time acquain-
lances. A lot of you | have yet to meat
50 | look lorward to that cecasion.

LIFT has grown considerably bath in
sirength and numbars in the 10 years
sinca s inception, but we still have a lat
of work ahead of us. Wa musl continue
to voice loudly and with conviction the
importance of LIFT, the needs and
concerns of independont fimmakers,
and demand for Canadian independant
film the recognition and respect it so
rightly deserves. So when you hava a
chance drop by the office. There's a lot
1o be done. Just plaasa donl all come
on the sama dayl

—HRobin Eacloo
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ERIKA SAYS GOODBYE

Qur Spacial Events Assistant and
Membership Coordinator Erika Schan-
gili, who assisted Susan with the LIFT
Relrospective, “and | do all kinds of
ather shit...and have alot of fun too,” will
ba leaving us at the end of August,
But...you can still ses Erika at the next
LIFT screening August 28, whare you
can wish her success in her future
filmmaking endeavours. By the way,
sha'll be looking for work next sum-
mer—she's returning to Queen's in the
fall. LIFT gratelully acknowlaedges the
support of the Ontario Ans Council and
Ontario Experience '89 for thair
assistance in making this summer

amployment program possible.

How many Toronionians dons it take
to change a light bulb?

Two. One to scraw in the light bulb;
the other to go to New York Lo see If
It's been done right.

ARE YOU REPRESENTED ON THE
BOARD?

The LIFT Board of Directors sel policy
for the co-op and discuss future
directions. The present Board s
encouraging filmmakers from ALL styles
of filmmaking (animation, documentary,
dramatic, experimantal) to consider
running for the Board at the next Annual
Ganaral Masting in October (you must
bé an associale or full member 1o join
the Board). To ensure that the co-op is
truly representative of all styles and
forms of filmmaking we must have
candidatas from all areas. Talk it up in
your communities, and encourage
those who you feel will make a good
reprasantative for your areas of
filmmaking and for the co-op.

SUMMER WORKSHOPS

Over lorty pecple are attending our four
scheduled Workshops. Phil Hofman's
Film Sound workshop and Kim Darko's
Basic Camera workshop were a great
SUCCass. icipants were sean
leaving with glazed looks in their ayes
compulsively repeating "Life's a Film,
Life’s a Film". Good sign!  ...cont._.
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Harald Bachmann and Steve Munro will
ba leading a second set ol Basic
Camara and Film Sound workshops.
The attendance is full for both of thasa,
however if you are interested in taking
Basic Film warkshops give Grag
Woodbury a call at LIFT. Ifthee is
anough interast more will be scheduled,

A very spacial thanks to Medalion Labs
and Production Services for doaating
their services and equipment to LIFT for
our summer workshops.

MEMBERSHIP FEE INCREASE

A reamindar to LIFT members that az of
July 1, 1989 mambarship faes were
increased to:

$30/yaar for Atfiliate
$60Near for Associale
$120/year far Full

The increase in fees was instituted in
rasponse to rising administrative costs,

ACTOR WILLING TO ASSIST ON
PRODUCTIONS

Extremaly hard working, energetic actor
with loads ef tenacity willing to give
services to productions. Pictura and
resume on fila at LIFT or call Lance
Johnson at 266-3795.

THE ADVANTAGES OF SHORT
FILMS

During the Juna Bloor screening of LIFT
films Lori Spring overheard anc passed
a comment on 1o us that gives us hopa
for the future of the short film: *l lika
shor films because | don't get borad as
quickly."

How many Torontonlans does It take
1o change a light bulb?

Just ene. S/'he grabs a held ef the
light bulb and the world revolves
around him/her.
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TORONTO ARTS COUNCIL GRANTS
TO VISUAL ARTISTS

The TAC's application forms for grants
to visual artists will ba available
Monday, June 5. Eligibla projects must
have a total budget in excess of
$10,000; maximum grant available is
50% of project costs up to $15,000.
Applicants must ba Canadian citizens
or landed immigrants and residents of
the city of Toronto for the past two
years, Deadline for receipt of applica-
tions iz Octobar 13, 1989, For applica-
tions contact: Toromo Arls Councll, 27
Madison Avenue, Toronto, Ontario,
M5R 252. For mors information call
Dorgen Dotto or Bath Jehnson at 392-
6800,

FESTIVAL OF FESTIVALS TRADE
FORUM

The Festival of Feslivals will again be
helding the TRADE FORUM—featuring
workshops and international speakers—
SEPTEMEER 10 - 13 at the Park Plaza
Hotel. Forfurther information contact
the Trade Forum office at 533-B606.
LIFT is once again irying to recelve a
limited number of passes for this avant,
but as of press time nothing has bean
canfirmed. Interestad LIFT members
may contact tha LIFT office for more
infermation on the possibility of sharad
passes.

CAC RECEIVES ADDITIONAL 32
MILLION

The Ontario Arts Council has baan
allecatad $2million 1 its base operating
grant by the Ministry of Culture and
Communications “in recognition of the
aconomic importance of Ontario’s
cultural sector and ils unique ability to
foster craativity and innovation." The
Council has been seriously campaign-
ing for a significant increase to the
funding of the arts in the provines for
saveral years, most recently making a
bid fer tripling the Council's budget over
a fiva year pariod. $70,000 will be
allzcated to the Film Production
Pragram to bettar respond o the neads
of the growing indepandent film sector.

SOUND EQUIPMENT FOR SALE

MNagra SNN Miniature Tape Machine
with lav mike and carrying cases, all
connecting cables and accassory
cables. MNagra SMA pre-amp for SNN.
AKG CK 22 Omni-diractional mike
capsule. AKG CK 5 Cardicid mike
capsule. 10Db and 200b mike pads.
Sennheiger 816 Madel T shotgun mike,
with powaer supply, 80Db base roll off
fitar. Shock mount, pistol grip, zeppelin
wind screen and wind scck, and
connecting cables, All in excallent
condition. Complete; $2000 or best
reascnable offer. Will sell separate.
Call Randy Smith at 536-7891.

COPYRIGHT AND CONTRACTS

Arists’ Legal Advica Sarvices (ALAS) is
alfering two seminars: GOPYRIGHT on
Wednesday, September 27, 7:30; and
COMNTRACTS on Wadnesday, October
25, 7:30. Both seminars take place at
Gallary 44, 183 Balhurst Streat,
Toronto; admission $7 or $5 for
members of professional arists’
associations. For advanced booking
and more information call 360-0772.

ONTARIO COLLEGE OF ART (OCA)
HOMECOMING

The OCA Alumni Association Homa-
coming will take place on Movembear 4,

1989 at OCA, 100 MzCaul Straet,
breginning at S:00pm. For lickets and

further information call Margot Jeffrey at
877-5311 ext. 261,




UNIATEC CONGRESS

For the first time since ils inception in
1857, tha Intarnational Unlan of
Technical Cinematograph Association
will hold its congress or the Narth
American continent. Tha 17th UNI-
ATEC Congress will be hosted by the
NFB. From October 14 - 18 delegates
fram UNIATEC's 30 member countries
will come to Mantreal and daliver
technical papers on a varlaty of topics.
This year's thema Is; The 1880's—The
Challenge of Change. For further
information contact: UNIATEC—
Monireal 83, Naticnal Flm Board of
Canada, P.O. Box 8100, Station A,
Montreal, Quebec, H3C 3HS; or phona
514-283-0434,

How many Terontonlans does it take
o change a light bulb?

40 JATSE members. Gol a problem
with that?

LETTERS

Alan, Alan, Alan...... Pathaps il I'd been
wearing my pink neon sneakers, black
track suit and spiked helr back at that
initial Showcase Theatre meating you
may have noticed me. But | wasn', and
you didn. In fact, it seams you didn't
notica ma at all until a yoar later.
Ferhaps all the applause and back
slapping that you receivad during that
first meating brought on a stata of
obscure chronelogy and blurinass as
you suggested. Howavar, your arficle
to the contrary, | was thare, as ware a
iot of other people. And, surprise of
surprises, I'd even made a film by that
tima—in fact, 3 ol them—also contrary
to your article. They weren'l nominated
for an Oscar or a Genie, and distribu-
tors weren't beating down my door for
prints, but nonatheless, thay wera films.

Now, given the nature of memory, |
recognize everyona's tendency to
improvisation. Bul even keeping this in
mind, | was surprised by your sugges-
lion that | jumped” ai tha chance 1o go
lo a lilm conferanca In Winnipeg in May
of 1980, You pointed out that | had
“learned my lasson” although | can't
figura out what lesson would propel me

into black fly country at the height of the
season. You also stated that | returnad
frem this conference the new nalional
secretary of the Indepandent Film and
Video Alliance. This is not true, once
again contrary to your article, Of
coursg, you'd think that with all my
ywoars of experience doing lemporary
office work (which | did to support my
filmmaking=—the feminine equivalent of
driving a cab) that I'd be an obvious
chelca for the job of a national secre-
tary. But life being whal it is, the choice
was nol so obvious to others. (| wasni
even asked 1o join any of the commit-
leasl) However, what | did come back
with was a lot of information which
helped immensely and saved a great
deal of time when LIFT was puiting
togethar it's own constitution—and
siructure—and workshops—and, ete.

Remembar all that work Alan? — those
discussions, debales, argumants,
fights, ete. which seamed 1o go on
forever? | remember you being there, |
also remember you leaving and a lot of
other paople joining, and working on tha
co-op, and leaving, and other pacpla
[oining, and... LIFT has had maora
rabinths and founding membars than |
thought possible of any organization.
And it continues 1o this day, with now
mombers, new ideas and more
changes. Which brings me to tho
presant—Alan, you're back—welcoma!
I hopa your next installment as a co-op
membar is more enjoyable than your
first, and thal you have fun mesting and
lalking with all the other founding
*mothars and fathars™ of LIFT,

—JANIS LUNDMAN

LIFT Newsletter August 1889

| must say that | find Alan Zweig's
aricle in tha Marzh issue of the LIFT
newslatter in rather bad taste. His
claim that he Is the lounding father of
LIFT when ha was only present for the
first year and never contributed to the
work that really got the co-op off the
ground Is, in my apinion, a rather
blatant exercisa in salf-glorification.
And to do so in the vein of making light
of the efforis of people who really got
the "ball" rolling is grossly unfalr. | rafar
1o his commanis about Janis Lundman
volunteering for a national mesting of
film co-ops. Zweig writes: ".__by this
point at least Jaris had learmed her
lesson and didn'l have to be asked
twice. She Jumpad at tha chance. ...|
ramembar thinking at the time that |
should do it, | was still the only one
whao had actually made a film and the
ona who had basn around the longest,”

This is not only Inaccurate—Janis had
made a lew films by then—but also a
bad case of sour grapes en his pan: |
wondar if Zweig himself “leamed his
lesson® hara.

Zweig also descibes filmmakers in tha
co-op as being largely self-serving. |
agree—but lat's not forget that many of
these sell-serving filmmakers have put
and are still puttizg in hours of volun-
teer time 1o bring the co-op 1o a lavel
which banefits many other “self-sarving”
filmmakers, It's obvious that Zweig
wants to reap the glory of founding a
co-op without paying his dues. My
guastion 1o him s "Where were you In
the wee hours of the morning when
membars wara putting in torrents of
volunteer time to complete the many
grant applications which kept the co-op
alive?

If you want glory Alan, you'ra geing to
hava fo work far it

—ADRIENNE MITCHELL

Board Membar 1985-1986
Coordinator of one of the first LIFT
screanings al the Bloor Cinema held in
1485

Full Mambar sinco 1984
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OPEN LETTERS TO THE MEMBER-
SHIP

The spring winds brought about the
departure lo new and different roads of
iwo LIFT office stalf: Coordinalor Rob
Pardro and Technical Manager Mare
LaFoy. We wish them success and
thank them for their conlributions io
LIFT. Printed below are their respective
'ﬂ;.’;m of resignation lo the member-
ship.

GOOD-BYE, BUT NOT FAREWELL

As | prapare to depart my position as
LIFT Co-ordinator, | would like to leave
you with two things in this letter. From
Gary Popovich, John Porter and others

have lsarnod tho importance of
documanting our history as we creats it,
so | would [ke to leave a record of my
‘gnure at LIFT. As well, | want to pass
on my thoughts about LIFTs futura
since no ona is as well acquainted with
this arganization, iis sirengths and
weaknassas and its membership, as |
am at this paint in fima,

Sack In January of 1887, a hiring
sommittoo el Janls Lundman, Bay
Wayman and Camalia Frisberg cffered
ma tho job ol LIFT Co-ordinator. | mat
lhia qualifications they had sel: proven
arls administrativa capabilities and no
background in filmmaking! They grilled
me about who | knew in Torento as thay
ware wary of hiring anyona who might
have filmmakar friends in need of
Tavours®. Having only arrived in
Toronto a month before | was able to
assure tham that | knew no one harel
That clinched itl The job was mine! |
nesitated— the pay was abysmal (and
slill is}— but | plunged in and two and a
aalf years later | am ready to move on
and pass those enormous responsibili-
fies to Robin Eecloo.

Aftar recaiving a hall day's orientation, |
was lal, alona, in the LIFT office with
Ihe phane ringing nenstop with inguiries
about the three Job Developmant
positions for which Janis Lundman had
pbtained funding. | began digging
through tha office and what did | find?
A bank account well into the red,
equipmant whose state | hadn't a due
about, and an office that seemed to ba
lacking even tha essentials ko a
lunctioning typewriter.

b
What | want to make clear s that no
blame should be cast on my predecas-
sors (thera ware four in 1986 alonal). In
fact, as | began io understand tha
natura of tha job, | was amazed that
each of them, working alone and part-
time only, had managed as well as thay
had. | had the advantage in that | could
fill the place with eager stafl: Kim
Dierko, Paula Fairfisld, and George
Groshaw and their successors. | have
just stopped o count how many stall
there have been during my stay and
discoverad that 13 have baen on the
LIFT payroll in two and a half years—
no wonder things always falt unsettled|
{(Want 1o know whe thay ara? In
addition to the above, Annette Man-
gaard, Mare LaFoy, Randy Zimmar,
Luis Cariz, Rebacca Rutland, Jennifar
Whitehead, Cindy Lowis, Susan Norget,
Gary Popovich and David Jelferson
have worked or ara currently working
hare.) Greg Woodbury, our new
Technical Manager is #141

All that LIFT has becomao as an
organization has baen due fo the
collective efforts of the above, There
can be no doubt that the four of us in
early "87 had tha toughast time— we
weara working with a Board burned out
from running the erganization who wera
relieved 1o tum it over to a paid staff,
We set to work and dug out policies
{and quastionad the Board about all the
areas where thay had not established
any); sel up workable systems; sorted
out membarship; had equipment
repaired; and planned new programs,
workshops, and scraenings and on and
Wa found membarship lists
that fold conflicting siories— wa were
naver sure of the exact number of
members when we stariod— about 60
was our guesstimato. And what did |
da? |spent alol of time with the
chequebook— devising new ways o fill
it. | think that the LIFT budget has
increased about S00% since my arrival

and rnémbmsh.l'p has increased to ovar
4oa!

But it is not parcentages and a bank
account in the black that make an
organization vital (despite the way soms
of our funding agencies think). | have
given the stall most of the credit for tha
accomplishments of the organization for
which we are entirely deserving. What
wa can nol take credil for, though, are
the fine fims made by the membarship.
Without the filmmakers who work so
hard to complete thelr productions
despite constani cbsiacles, bureauecratie
and otharwisa, that ara thrawn in thair
path, there would ba no reason lor LIFT
I kmow what an impact all of you had on
me whan | realized that | had lost my
ability to ba critical of mambars’ films—
had witnessed people siruggling too
long and hard— | lell like the complatior
of any indepandant {ilm becama a
triumph in and of itsall, You are tha
core of our organization and reason for
which we work so damn hard for you,

But, as the Co-ordinalor, the one
saddied with some of the mast boring
tasks of all, | feal | must addross those
administrative issues that have, on
occasion, had me in a death grip. The
nead for stability in an organization this
size is paramount. For stability, the
organization needs a parmanant stalf
that can afford to work hare, Intwo
years, wa've made a quantum leap from
having one half-time Co-ordinator to two
permanent stafl (Co-ordinator and

.| Technical Manager). People are unable

to stay at these jobs witheut baing paid
a living wage and this is what we must
work toward. The reality of our society is
that it always comes down lo a questior
of money. Unfortunately, some
members feal that becausa this is an
arts organization we should not have io
deal with such issues. | am afraid we
can no longer run from them. Because
we will ikely always have 1o rely on



inadequale short term “job creation®
programs, the need for a slable
permanent staff is even more crucial for
tha sake of the organization's continu-
ity.

Also on an administrative nota, tha
Board and stall charge on with thalr
baginnings of long-term planning, not
only in terms of specilic programs, but
also in terms of LIFT's genaeral direction.
Thore aro some exciting naw ideas
cooking in this area which | am pleased
1o see and will be brought to the
membership shortly. As the organiza-
tion confinues to grow, there are
endless issues that must be ad-
dressed— but, of coursa, they are the
source of our vitalty. How can LIFT
accomodate the increasingly sophisti-
calad neads of its mambers? Whal
sorvicas can we plan for the growing
numbar of mambars who will ba
producing faatures within the naxd five
yoaars?

LIFT is and must remain an organiza-
tion for both inexperienced and more
astablished fimmakers. Conlinuing our
current programs is important, but we
must craate other means of assisting
naw fiimmakers. Recantly, | heard
author Marlene Norbase Phillips baing
intarviewed an tha radio. Sha man-
tianad that she wished she'd had a
mentor when she was a young writar—
what a great idea | thoughl— maentors
for now iimmakars! | would like 1o soe
LIFT initiate such a program. It could
work quite informally— we could pair
interested flmmakers and let them
establish their own method of working—
parhaps meating once or twice a
manth. Another area we could explore
Is halping flmmakers make that all
imperiant first film— the one that it truly
Is Impassibla to fund, We should look
al what cther groups are doing, such as
SAW Video, Ottawa, through Jumpstart,
a program that provides artists with
funds to make their first video.

I can only close with thanks 1o so many
of you: to that hiring committea who
had more confidence in my abilities
than | dig; to staff and mambars who
have supported me through strugglas
both professional and personal; to Mare
LaFoy who supported me through the
mast difficult year of my life; to our
funding agencies and to thair officars
who took risks on behalf of LIFT; and
mast importantly to the independant
filmmakers for their hard work, fine films
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and suppart of LIFT. |leave a better
(and more tired) parson than when |
walked innocently twrough the purple
door. Amen.

—ROB PAZDRO

REFLECTIONS OF A RETIRED
TECHIE

Fm going to miss this job. As | sl hure
on my last day at LIFT | realize that a
yaar and 9 months sn't really a long
tima in terms of jobs. I's not a 25-year,
gold watch, office retirament job ending;
its not the end of a bng and illustrious
caraar in a fop fligh! executive post,

But the end of anything always signals
a change...one of many during my
tenure al LIFT.

| came to LIFT for the first time back in
the fall of 1987 looking for a place that
would provide tha same sont ol suppor
o me as the Saskaichewan Filmpoaol
had provided me. | imidly mat the co-
ordinator and cther stall and jeined up
as an affiiate. It wes only a fow shon
waaks later that | heard about the job of
technical manager being made avail-
able with the departura of Kim Derko. |
applied and was asked o show up for
an interview. Sitting in the hallway |
overheard laughter sauring from tha
office, whare another interview was in
progress. My spirits sank; suraly they
would hira this individual. Te my
surprise the individual emarged (now
Board member Steve Sanguedaice)
and reassured ma by saying, “don't
worry kid, the job's yours...” And sure
anough, it was.

Sinca that time I'va tean working at
LIFT pratty much full time with periods
of drought brought on by tha ands of
programs and money 1o pay stall.
There were pariods whan the "staff”
consisted of just Rod by harsall, with
me coming in to assis! with equipmaent
on a coniract basis. Thero were also
periods where we didn't have enough
desk space to suppert the many stalf all
working shoulder-to-shoulder. The lean
and the fat times at LIFT. But things
always got a little bettar, Qur crises
bacame solutions, our llablities becama
a litthe less liable, and our name got oul
thera 1o the people. A lot of pecpla.
And thay poured in. Tha membership
of LIFT has not only doubled but tripled
in the short tima I'va baan here. |
realized that I've been able 1o moet
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almost 400 new laces in my time here—
a lot of different pecple and a ot of
differant parspactives on film and
filmmaking. Now, whan a new member
walks timidly into LIFT, as | did one day,
| recognize the distance | have travellad
in coming to know the diverse and ever
growing community of filmmakers hera
at LIFT.

I'm going to miss this job. I'm going to
miss the people that I've come 10 know
from working in and through seme
extraordinary circumsiances. Financial
reward hasnt come close 1o matching
the rewards in torms of a sense of
accomplishment, Whan you work in
such a meagre environmant, all gains
are big gains. | hink the mambership
owas a lot to all the individuals who
have come and gona through LIFT as
staff, Board Mambars, and othar
members who have contributed
enommous time and enargy from LIFT's
early shakey beginnings to the much
firmer ground it rests on foday. A
spacial thanks should go 1o Rcb who, in
her two yaars at LIFT, has worked from
the initial groundwork of her predecas-
sors and built up an organization wea
can all feel proud of,

My job as technical manager has taken
ma in a lot of intarasting directions and |
can safely say thal there are days when
the job description looks pretty thin
compared lo the actual day to day
activities. | guess it really just nas
ended up occupying all my tima and |
realized that | wasn doing some of the
things | had intended to when | started.
| started to lose the energy that initially
got me through the more challenging
days and weaks of tha job, I'm leaving
LIFT to carry on with my “own pursuits”.
'l gat to sea LIFT now from tha other
sida, as a member, lilmmakar, formar
staff membar. I'm leaving my jpb in the
very capable hands of Greg Woodbury,
a fellow with a lot of energy and ideas.
Iil =till be as involved as | can; Ml gat
that day job, serve on my commitiea,
come 1o screenings, read my newslet-
tar, rent squipmant, bug the new co-
ordinator about grant information, go to
workshops, shake hands with new
members, and read the produdtion
board...

Yaah, I'm going to miss this job.

—MARC LAFOY
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MARTHA DAVIS IN CONVERSATION
WITH EDIE STEINER

ES: You have a long history prior to
your involvament with LIFT as a
fimmaker at the Funnel working in
Supaor-8 and exparimantal film.

MD: Yaeah. | staried in 1975 as a still
photographer, and after working with
many sequances of photographs, | got
ahold of a movie camera and made my
first {ilm: a friond dropping a bag of two
dozen oranges on Yonge St. and
whataver happaned 1o occur, From that
small, peopla-criented avent that |
staged, | realized that | wanted to make
films, and | continued o make work
that way. | becama invalved in tha
group of filmmakars that | saw would
aencourage my work, and that was the
Funnal,

ES: You've kept up your work in still
photlography as wall

MD: My recent work has been double
exposure colour photographs, and also
[ifa-sized Xorox porraits...| see both
media feeding off my film work in the
sort of choreography of movemant and
layaring of Images which are very
impartant in my films,

ES: I've noticed that humour is always
a major companant in your wark, as in
*Elephant Draams"®, but also in your
aarly Supor-8 work as wall. s this a
quality you plan to continue using?

MD: My work isn't theoretical; it's not
politically didactic, it tends to be maore
parsonal,

dealing with my lealings about people
and events. | doal with what can ba
found in an

ordinary situation and developed out of
it, and | gueas humour is a natural pan
of that for me. Some people have
called my work ingenuous or
nalva...that | have a naive humaour.
Wall, | don't start out to make comedy
filme. |start out with tha idea that
thara's going to ba some sad stuff in the
film, and than allernately, or by mislake
almaost, use comic alamants. | think
that's tha bast way for comady to
oparate, when you're doing things off-
tha-cull the way | ke to.

ES: Can you talk about your mova
from Supaer-8 to 18mm filmmaking ?

MD: My last oxperience with Super-8
was a * Croative Artists in the Schools®
project in "87, during which | realized
tha extent to which Super-8 was
bacoming obsolete,..some equipmant
was no longer available, stull was
breaking down all the tima, | was just
going nuts...you can't gel Koedachrome
40 processed in Toronto any mora,
And | thought, whare do you go to do
Super-8 now? | know then that | had to
start working in 16 to get my work seen.
it was my foature PATH (104 mins.,
1887) which the NFB PAFPS blew up to
16 for me that got me going in the naw
format, and the film than got soma
screenings.

ES: Can you talk about PATH a bit?

MD: |started PATH in 1882 and
mmplnlad itin 1987, I's a cross-
Teronto exploration, starting from
Palmarston Bivd, and going to Parlia-
mant St., walking and filming. It
@ncompassas many avenls, siuations
and people; also interpretations of the
evenls using models and parformanca,
in sactions which | call ‘mamory
sequancaes’.

ES: Has it boon screened ouiside the
Funnel and axperimental venues?

Tama Soble and Jeffrey Aarles in
“Reading Between The Lines"
MD: k actually had some success last
year, when it got into this group of multi-
media work called the “Diary Exhibi-
tion™. It's toured Canada and has had
gighteen screanings in nina diferant
gallaries and arist-run centras, which
wara jusl tha vanues in which | wantad
exposure, Thiean people saw it in
Mewfoundland, so | was quite excited.

ES: Can you talk about your new film?
Is it mada "off-tha-cull® as well? | know
you're using actors.

MD: Yup. I'm using actors for the first
time. But | didn't start out with a script
a5 we conventionally know it

ES: But you planned and directed the
action?

MD: | would decide on a loosa, simpla
scenario, like "two of tham walk down
the streat carrying a pumpkin®. We'd
choose the location and improvise our
way through the scena. Wa'd work on it
till | was ready to shool. Fastand
intansa, that's tha way | liue to operala.

ES: And the dialogue was improvised
at that tima?

MD: There's no dialogue in the new
film. Just voica-over, which was all
done later. This allowed me great
freedom and mobility while shooting—a



crew of 2— so | could work fast.

ES: Quite different from tha way you
warked in "Elephant Draams”.

MD: That was differant in that it was
storytelling, Thay were telling impro-
vised stories, but | knew mora or lass
what they were going to tell, so | had
tham do their thing and did sevearal
takes. But | felt really encumbared with
the sync sound then.

ES: What's the new film about?

MD: It's called “Reading Batweean tha
Lines®, It has to do with a woman who
places a personal ad in the paper and
three man raspond to it. Reading thair
lettars, she imagines what they'ra lika.
Sha imagines herself in various
scanarios with each of them, both
nasty and nica,

ES: Whera does the nasliness coma
in?

MD: The second guy comes across to
her as very arrogant. His lattar has
lines like: "l like to ba In contrel® and
“Clutter restricts the imagination. |don’
like rastrictions.”

ES: Where did those words coma
fram?

MD: | wrote them.
ES: Sao you do have scripted content.

MD: Yeah, but | shot all the matarial
first. | had a long list of scanarios that |
wanted to do. | shot freely and had all
my images. | almost had a fine cut and
then | wrote the letters.

ES: Bo everything is narrated after the
fact,

MD: Exactly. And it's her voica-ovar
reading the men's lattars. The men's
voices as she imagines tham float in
and out occasionally as well. The lines
shae's reading don't necessarily corre-
spond to the image at that momant.
That's why | didn't write the letters
first—so | wouldn't ba tied 1o their
contant.

ES: Thera are some rather violent
scenasy?

g

MD: Yeah. During the second man's
sconas | hired a stuntman te fall down
tha stairs. It's vary viclent and dra-
matic. He also rips pearls off her neck,
overturns a scrabble board, overwhelms
har in the Jacuzzi...

ES: Seme of thess images rapeat
themselves,

MD: I've constructed the film so that
her imagination warks not in a linear
form but in fragmenis. So thera isn't a
narrative continuity. Pearls are ripped
off, given as a gift, and ripped off again
in slow motion, as she rethinks the
possible scenarios. And by the time the
third man’'s letter is read, thera are
myriad flashbacks to tha first and
second man.

The film weaves a whiols web af
associations and comparisons by the
end. Soit's as much about imagina-
tion, aboul how wea parceive things, as i
is about the joys and traumas of being
in a ralationship.

ES: But why the images of violenca?
What do these images mean to you?

MD: | placed a parsonal ad a few years
ago and got 56 replies to it. Some of
tha replias ware pretty wild; some were
quite ordinary. Some men talked a lot
about thair material

possessions and | reacted very
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nagativaly lo thase lattars. | guass I'm
projecting thesa fealings in my treat-
ment of the rich second man in the film.
But she's not parfect, either. She
imagines herself smashing plates,
pushing him down the stairs. Har own
aggrassion comeas out with him. It's
definitaly not a man-hating or a woman-
hating film, but shows the complexity of
experiance, Also, the film is playing
vary much with sterectypes in relation-
ships, the imagining of what the person
is likebafore you've met. Of course wa
think in sterectypes: the dinner, the
dance, the gift, the bath, the bed. Each
of these scenarios is repeated in
different manifestations with each of the
maen...

ES: And it deals with how thesa
idealized fantasias can turn into thair
vary anlithesis, the shadow side, the
dark counterpaint..,

MD: 1guess so, but I'm not trying to
make any big statement like that.
Paople will have their own interprata-
tions, which is great, |just make the
stuff.

ES: It's interesting to see filmmakers
that are not didactic or analytical and
that use film as an axpression of
feeling,

Tama Soble and Jeffrey Aarles in
"Reading Between The Lines"
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MD: Fealing, yeah, personal
axparionce... This film is definitely my
most accessible

bacausa it's topical, it's got narrative
aloments, although you have to work as
wall.

ES: Did you do all your own cinematog-
raphy?

MD: Absolutaly. | hand held the whaola
shoot which was terrific. It was sasy
and flowing and beautiful, becausa |
dislike tripods. Alter the stitedness of
“Elephant Dreams” with the sync sound
and the Ari BL, | was so sick of t, |
wanted 1o get back the hand held feel.
So | bought a lightweight Beaulieu R-18
and it was just like working in Super-8
again, only with that great image
quality,

/
[ #iF

Sully, a storyteller im ELEPHANT DREAMS

9

ES: Could you elaborale on some of
tha audio elamants?

MD: The voice-over reading the letters
is going throughout, a soft, slow interior
vaice which is only interrupted by the
quick flashback images, which accumu-
late like mementary remindars. Sound
effacts are cut harshly at the end of
images, adding to the fragmented feel,
Music is very sparse and never used
extra-diagetically. How's that for a tarm
from my old film theory days? (Laughs
) Look it upl

ES: Speaking of which, you plan to go
back 1o school this fall?

MD: Uh-hunh. I've decided to quit
letter-carrying a1 the Post Office, which
has baen my pan- time job for the last
six years. |i's given mae lots of time off
lo work on my filmmaking, but it's

{16mm, colour, 17 mins,

getting harder and harder for ma 1o
work there now, for a bunch of rea-
sons. So I'm gelting my teaching
cenificate. I've boan accepted al the U
of T, and | guess I'll be teaching
Primary/Junior in the fall of 1990,

ES: You'd rather do that than werk in
the industry or administration?

MD: Ithink so. | want lo keep baing
abla to make my own parsonal wark
with total contral ovar every aspect,
evan if thal means staying fairly small. |
hope after a few years to get inlo the
alternative school system and teach
part-tima, mayba teach filmmaking to
kids again and incorporale my interests
more fully. Teach for a fow yoars then
take a year off 1o make a film...or lake a
few years off. I's stability city—I think
wa can all use soma of thal.

19A7) W Martha Mavie



TOWJOURS DES HISTOIRES
BY GARY POPOVICH

Ledger Lines

Whan Godard talked about the tyranny
of tha bookkeeper as father of the
narrative screenplay, with the literal
ledger unfolding the costs of, "D.
Fairbanks, lead actor, $10.00, walks
past garden gate,” he didn’t forget the
irony of his own hisfoires . Mar can we
forget ours. Nothing beals a torrid lale
of birth into povarty, a tertured adaolas-
cant romp with inditfarance, anly
direction homa [s last night's trail,
complataly unknown rabel without a
grani(ed wish) and a style lo maich a
racing wounded bull. This is a story
looking for love, somewhare.

Lines of Love and Hate

Wounds have a way of neading
comfort, and attracting companionship.
In 1887, in Toronto, only waeks befora
the Funnel's history on King Strest
folded, Stan Brakhage mused about
using combative energies against
institutional guillotines rather than other
antists you can't agree with. With more
money than ever in the Ganadian film
industry, and tha futura of film artists
uneariain, the screans and speakers of
a handiul of clubs, indapandant
theatres, art gallaries, film socialies,
cinematheques, co-ops, and festivals
have begun wedding hillbilly communi-
ties togather, undaer the rubric “inde-
pendent™. Having lo measure our
indepandence against cur capitulation,
we walch aach other's steps lke
curious naighbours,

What's Your Line?

As the Canadian film production,
distribution, and exhibition co-ops pass
threugh adelescence (most are around
10 years old, the oldest baing 22 years
of aga), the lilm artists working out of
thase co-ops hava discoverad tha
advantages of making overiures o
each other, and o other regions.
Though we see the diferences, the
individual love affairs, the jealousies
and dislikes, tho press and the industry
see “independant community”. Cur film
life seems to ba increasingly fed from
the banguet table of this shotgun
wadding of communities.
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Skylines and Groundiines

But as we lalk about a “wedding of
communitias”, it would be pramaturs 1o
talk about births when nothing’s been
consummated. There's still too many
whose desire it is to work on towers of
Babel—wish fulfiliment in the upward
ascansion, But this way lies desire in
ruing, the willing imtent 1o sacrilice
puriosity for comfort and a littla place of
one's own (wheraver it may ba on earth
of In “haavan®), the heavy invesimanis
that many make when they come o
thinking they're the guardian of time.

Reading Between the Lines

Wa have good reason 10 continua to
suppart diversity, plurality, in the
cinama—that is the only formula of our
aosthatic. At the samae time, a knowl-
adge of the political, economic and
aesthetic concemns and problems of
other independents across the country
(bost discoverad through waiching their
films, reading their publications, and
talking to them) allows us 1o find some
commaon ground fram which to carry on
our struggle against the powars that
would banish our existance. Without
this understanding our work will be
nothing more than another fond
mamory, unable 1o take root in the
collective cultural imagination of this
country, But our expansive geography
requires us to be inventive when it
comas o communication (our history's
Inexiricable ties to technology bear this
out).

Lines of Altack

By all accounts the June Annual
Ganaeral Meating in Halifax of the
Indapendant Film and Video Alliance
{tha umbrella arganization that brings
together film and video artist run
centras involvad in production, distribu-
tion and sxhibition) has shown that tho
Alliance has moved from being an
organization finding its feating in the
unmappad jungles of independent liim
to being an arganization that can now
exert a minimal but growing amount of
political clout. The co-ops across the
counltry are not homogeneous in
structure and philosophy, but many face
similar problems—lack of funding for
the co-ops and the arists, inequitable
support from erganizations such as the
MFB, tha nead for copyright protaction
for the makars of work and a systam for
royalty collection, tha lack ol axhibition
spacas, the need for more and batter
equipment, the need for more stalf, and
the need for monay 1o provide batter
wages in order to keep good staff on
their jobs. Other issues were oflen
raglonal, and it was discussion and
consensus on most of those issuas that
allowed mosi ol the groups to go home
feeling that their concerns had the
backing of an organization representing
over 7500 people—and that this was
political elout worth fighting for, regard-
lass of regional differances.
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Tha Genaral Lina

Martina Sauvageau, Coordinator of the
Alliance, found that this organization
has taken har from percaiving national,
linguistic, cultural, political and other
differencas, o being able to parceive a
shared sensibility that is now taking
shape and definition. Two years ago
the government took fittle nolice of us;
recantly Sauvageau was able to meet
with Marcel Masse, Minister of the
Dapariment of Communications, and
othars, lo strongly argue our position In
an increasingly unpradictable relation-
ship between governmaent and arts
groups.

Linas of Informatien

Al nine years of age, the Alliance now
has several membars who have
committed tima and enargy 1o inde-
pendent film and video—Lisa Steale,
Fioss Tumbull, Ed Rich, and of coursa,
Martine Sauvageau, and numerous
others who have demonstrated the kind
of sensitivity and knowledge of regional,
cultural, political and aesthetic issues
that are invaluable for the continuation
of tha Allilance. Documentation and the
axchanga of information s crucial if wa
are indead to ward off mainstream co-
opiation, bumn out, and linding our
dreams in ruins.

Across Cultural Lines

Joy Federick from Monitor North and
Loretta Todd from Chiel Dan George
Foundation made a presantation al the
Alliance meeting entitled Native Issuas:
Autonomy and Gullural Representation
that placed all its listenars in the
paosition of having to address contradic-
tions and confusions. It was argued
that just as TV appropriaied and
delused forces of opposition to popular
culture, rendering tha political left and
tha avant garde impolant, so too did
white Europeans and othar mainstream
cultures use native culluras. It was
strassed that each individual as a
mamber of a particular culture should
find his or her own forces of ocpposition
in their own culture, for their own self-
determinism, and nol use native
cultures to define their positions (the
most pointed example being the use ol
native myths in our new found parcep-
tions on environmantal [ssues).

11

Stressing the need to work with what is
closast to you, tha arguman! was a
subtle but sobering reminder that tha
conditions of production in this country,
in terms of the economic, the historical,
and the cultural, do not find their sell-
determinism by being co-opted by
industrial forms of film and video
making.

Pasi-Ling

For now the media saturated landscapa
linds "indepondants” critically testing the
tools of their discourse against thair
“pears”, a tiny portion of the press, arls
administrators, and a handful of
enthusiasts, groupies, and sirays...(il is
an audience), As contemporary critical
discourse puls the idea of unity undar
suspicion, our wadding of convanience
may find that it breeds a film discourse
and practice sustained of our differ-
ences. What crawls waiting to be borm
of narrative, polilical advocacy, linguistic
differancas and cultural differances,
saxual diffarences, formalism, docu-
mentary, landscape, technology, CBG,
NFB, CC, Talafilm, the numenous
provincial funding bodies, Free Trade,
romanticism, culbacks, co-ops, anima-
tion, social programs, the envirenment,
video, our writing, post—, and evary-
thing wa don't know?

Signing on the Detted Line...
In Toronto, in May, during Images 89

Indepandant Film and Video Fastival,
and in June during the Exparimental

Film Congrass, forgatiul of the cald
concrate kissing the sky, forgetiul of the
corporate fictions of Hollywood North,
batween seminars and screens, some
other scene was happening—people
ware talking, not about some cthar
place, but about each other. s
bacoming less difficult for us 1o confine
from each other our arguments with
each other...and here a discourse finds
its early tarms. Our wedding of
(in)dependen(ls){ce) now laces
questions around the warth of the
wagor, the langth of the engagemant,
the form of the pledge, and the cost of il
all.

Break-Line

With nothing left to live up to, we can
take some comfort in no longar looking
up....but just looking around...mora than
gver...amids! the rubble, where we clear
bricks and tell storios, pass on images,
and carry on. A good story stays the
hand of death. I1's a story about
making something worth wanting,
saving something from oblivion {a way
of lfe) and calebrating. The best
siories put you 1o sleep before they'va
consummated their end with you,
belore you're able to drag them down 1o
soma burgaucrat to register, before you
start looking for sums. The reverie of
tale and teller lies in the open book, tha
book without margins, or nes...

Good luck; | hope you make it.
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RICHARD KERR TALK RECORDED
MARCH 3, 1980 AT LIFT

Richard Kaerr spent several years in
Toronto, teaching, making fims, and
promoting film art through his curating
and writing. Two years ago he ac-
copted a position as Assistant Profas-
gor in the Film Departmant at the
University of Regina. Kerr ecantly flew
into Toronio mid-way through a tour
with his 1ilm work that would take him
naxt to San Francisco where he would
collect his Golden Gate Award and
cash prize for winning best film for The
Last Days of Contrition in the New
Visions category of the San Francisco
International Film Festival. On a cold,
dark Friday night in Torontc he led 2
lively and witty discussion cn matters
concarning film schools, film co-ops, the
NFB, exhibition of indepandent work,
among numerous other topics. Kerr
began the evening with a scraaning ol
Roy Cross’ Through the Looking and
iwo of his own films: Canal(1981) and
The Last Days of Conlrition (1988).

The lattar “A® denotes an uridentifiad
audienca membar. Where possible
membars of the avdience ere identified
in this transcript. The transcription and
aditing are by Gary Popovich.

Judy Gouin: Richard, you said that you
selected your first film of tha 80's and
your last film of the 80's; it leaves the
guaestion hanging in the air of why you
didn'1 choosa any of the films you didnt
include and also what do you see as
baing the relationship of these e ?

Karr: They'ra about places; and in order
to make them you have to go there and
record the images and bring them back
and re-work them. You can’t pre-
theorize or pra-plan that sort of activity.
A lot of it is waiting for the subject—
whather waiting for the boats or waiting
for the trains or waiting for the
jets...waiting for the light. You can't buy
the light that a filmmaker would wait for.
Garth Drabinsky can't orde’ it up. |
think thosa kind of things are similar—
the patient waiting for things te happen,
and # you walt long enough accidents
will happen.

A: For me they are such completaly
different films not just in terms of style,
but thought, focus, fealing, everything.

I

%y |

Kerr: Canal was mada at a peint in my
Kfe when | was putling someone in the
ground...in my family. The othar film
was made on the advent or birth of a
new family. So thare's two differant
mind sets thare. Now maybe the
question is—why does the firat film lock
like the happier film (to use a simple
tarm) and the second the nagativa?
What I'm trying to say is that any film
fike this is overtly personal and that has
1o be accepted. This is no differant in
my mind than if | read poetry up hiore
tonight about my life. And it depands
how far into my life | go; how much |
hang it oul thera.

Mike Hoolboom: | was wondaring why it
took four years 1o make this film?

Karr: Thare's only a certain amount in
this world that I'm interested in commit-
fing to film and committing that time to.
it takas ma a kong tima to becoma
accustomed to the images. | really hate
sitting in an editing room. | resent that
at this point in my life. Don't gel me
wrong, 'm committed to it and | do it,
but | can't sit in there in that dark roem
with those images, any images, lora
protracied length of time...1 kills ma, if's
oo lonaly, It's too scary. Rather than
looking at the image which is tho past,
which is death, | could be out livin" and
getting new experiences. 'm not willing
1o lose much of my life over the stuff;
but I'm willing to give a lot of my life to
it. 1think thera’s a differance thare.
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Gerald Packer: The main thing | saw in
both films is thal you're making your
own story from the momants you
capture; the things you feel. Thereisa
definite story there; you're doing that
without actors.

Kerr: I'm happy you said that, because
there was a time whan | think audiences
in the early 80's or the 70's wouldn't be
able 1o extract any sor of story of
narrative out of thesa type of films. But
it tells me that maybe peopla are
thinking differently about narrative. But
| don't do actors. I'va leamed that.
Some day maybe I'll try it, but o me it's
not a vertical climb. | mean other
peopla do it so well; i's not a validation
of my experience as a filmmaker that |
work with aclors,

A: | would just lice to say that your

photography, ycur images, are very
baautiful.

Kerr: A bit of thet is that waiting, and
slowing down and looking at the world.
Taking that little bit of the world...the
detall in the wall, and valuing that, and
committing it to film. It took a couple of
films to realize fhat the best light was in
the first couple hours of tha morning
and the last couple hours of the day.

Phil Hoffman: | think it's somathing else
I sa@ in Contrition thal's in Canal , and
that ‘s the thing about going out to the
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canal mora than one day to get the
thing In the can, If's two years of going
there, coupla times a week. If the light
wasn't right or there wasn't anything
interasting there wouldn't ba any filming
done. It seems 1 me that it's the
approach that you take that brings out
these kind of images that you ware
mentioning.

Karr: Once again, with no money you
can have total contral. | can control
when | want to shoot...and a lot of these
peopla in this room do it too, they'ra
only making films about what they're
raally interasted in, and they'ra not a
camera for hira.

Mayba it's hillailly filmmaking, | don't
know. [laughter] My teachar in film
school showed a lot of American 60's
avant-garde films that wara very modeast
in their means. They put valua in these
small personal 10-minute films and they
wara about the oddest things and about
the oddest places. To mae it connects
very much with how | perceive a poet
works; there's no huge markel, To me,
this crowd is huge and alive. Thera isn't
a vartical ascent to a bigger crowd, a
bigger venua, a glassier poster. | don't
naed o know Telefiim's talephone
number. That's lor someone else. |
think | was lucky In the sense that |
figured out what | wanted to do and it
didnt need to be done in Toronto. So |
could go out to Regina where they don't
giva a shit about Toronto [laughter] and
liva cheaply, live a quiater lifestyle, and
I've found good paople to work
with,..there’s a fair exchange—thay
halp me and | help them. Mow it's a
thrill o come back to Toronto. It
always be home. But thera is atime
when it's impractical to make your films
and 10 exist hers.

A: What are your students like? Do
thay all want to make blockbusters?

Kearr: | guess it's sort of split. [don't
think anyone compared to the students
| had in Toronto has the biockbuster
syndrome. To them, that is incompre-
hensible, | do balisve that it's totally
impractical for us 1o teach any sort of
industry thing out thare. Thera's no lab;
thera's no post anything., Post Cereal,
that's it. [laughter] So when | have a
student that comes in and says, *|
wanna make a blockbuster,” | tell them
quita simply 1o go to Toronto, or go 1o
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Vancouver. | think film schools are in a
crisis right now across Canada, | don't
think the adminisirators know what fo
do. There's other places in this country
where you can learn the industry stuff a
lot faster and a lot bettar. You can
probably make money at it while you'ra
doing it too. But the administrators
confinue to deceive students as they'ra
coming in. | have a department head,
and | don't mind saying this publicly
bacausa it's vary serious stuff, that tells
our graduate students to walch the
NEC Mavia of the Week and read all
the magazines and you'll ba all right.
This is a joke. This is a guy who shows
Anne of Green Gables as the model for
feature filmmaking In Canada. 3.5
million on a Sunday night isn't bad, but |
don't think wa should be teaching it in
our universities. And the students have
forgotten how to protast.

Packer: Thera ana always new shaep
coming to the corral every year. |want
to film schoel for four years. I've
learned more about equipment by
ranting the stuff myself and by asking

for it than | did from any leachear

because most of the teachers knaw a
lot less about the equipment than the
people who wers renting it for a living.

Hoffman: But canainly the place of film
school is not to learn aguipmant. What
did you want to leam?

Packar: No, bul 1o at least give people
the access to equipmeant, about learning
how to shoot at the end of the day or
the beginning of the day. It's those
things that they didn't teach me that |
had to leam on my own and did leam
an my own. |don't want to see any
virging coming up who are 18, 19 years
old, wasting four years of thair |ife, and
spending $20-30 grand in a school
when they could talk to LIFT, talk to me,
talk to ather paopla, and say, “Spend
the money and make your own film.” |
think co-ops are the best opporunity for
paople to learn how to make films,

Hoffman: As long as you can have
sessions like this.

Popavich: But this doesn't happen often
anough. For awhile Sheridan College
was geod. It turned out a lot of
filmmakers that are in this room right
now. The instructors would do things
lika throw slides or film images up on
the wall, then there would ba discus-
sions, for hours, about rhythm, compo-
sition, colour, relationships like that, Or
putting a backpack on your back and
leading it up with 500 feet or 1000 feet
and going out shosting, and maybe
throwing it all away. But just locking,
saaing, talking about film stocks, takking
about sound, those kind of things.

A: What | picked up during Contrition is
the sanse that institutions tand to braed
complacancy. If you're mature anough
going into an institution, you know what
you want, how to go about getting it; |
think it's a dandy place to spend your
time. You have peaopla your same age
to relate to...current issues...you can
hash things out. |don't think it's a
totally bad idea; what's bad is that if you
cause waves you'ra out.

Packear: You cam lsam technical things
a lot faster by going to the rental housa
and shooting 100 feet of film. They wil
make sure you know how to use the
camera before you leave their doors. if
you go to school it'l take you 2 or 3



yaars to louch that camera. If you nead
theory, go to school; il you need
technical stuff, go to the rental housa.

A: This fallow's comments inlerest me
because | think i's a symplom of many
leaming endoavours. | mean, probably
the quickest way 1o learn how lo take
out an appondix is 1o go down 1o the
morgue and do somae aulopsies.

Korr: So you'ra talking about the act of
seaing with ona's own ayes hera [Kermr
is punning on thae title of Stan Bra-
khaga's lilm The Act of Seeing With
One's Own Eyes , in which Brakhage
shat axplicit footage of autopsies ina
morgue; the word aulopsy comaes from
the Greak autoplos, optos (seen) autos
{by onesalf). Ed.]

Popovich: You talked about burying ona
part of your family during Canal and
starling anothar family during Contrition,

What wara you thinking and feeling
while you were shooling Canal, and
later, while shooting Contrition ? What
was the prograssion from this very
parsonal iowards this more political
stance that happenod in tha intervaning
yoars?

Karr: | think with Canal, at that tima,
things like autobiography and personal
films wara vary Impartant to ma as a
way of getting ma on my feet making
film—they gave a reason. |could never
understand why you'd make a film
about somathing other than your own
axistence. That's the glib short answer.
It was a challenge, in a sense, having
seen 5o much of that American stuff at
school, and so much American culture
bafora that, to try 10 maka a film out of
St. Catharine's, Ontario, Port Colborne,
Ontario, biights on tha map. So that
was pan of l—autoblography was in
parscnal films. And then ona thing
lsads o ancther,..then at the end of the
BO's, | fael two things: one, I'm just a
middla class white boy from southamn
Cntarlo, and how Interesting is my lifa?
Mot too. [laughter] | mean, I've been
saan in malls. [laughter] | don't think
that's the thrust anymore. Back then |
felt that it was Interesting to lock at my
life. Mow | think the stakes are a little
highar. If I'm going to go out and spand
threa yaars, and all this good govern-
meant monay and stull, | wanl to make it
about somaething else, | wanna speak

up a bit—looking outl rather than looking

l

. |
in. |locked in for a lot of years you
know,

A: What doas contrition mean?

Kerr: Sorrow for your sins. | editad this
film at the NFB in Regina, and | think it's
the first time that anyone's edited a film
thera sinca tha war. [laughter] | had
this NFB film can that fit my film. |
thought this would ba great; | could
distribute my film with this fim can that
says The Last Days of Living by the
NFB and have all the distribution
numbers. So | sent this thing off to the
PAFFPS poople and they sonl a letler
back thal said, *if you persist to use this
title we won'l process your film.”
[laughter] I'va since found out that they
have no right to say that; you cannot do
that,

Gouin: They're not contrite, right.

Karr: Mot at all. The producer at the
NFB has never seen tha film. She
refused to come in and look at . She
said, *I did experimental films when |
want to school.” [laughter] It's just a
stage, right. [laughlar]

A: How do you feal aboutl the category
for the award you won?
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Karr: New Visions? 1 leal fine about it. |
go down thare on Tuesday to show it
for the first time in Amernca and I'm
going down there to see what it's all
about. | just called Louis rom Buffala
with the wida tia and ha's coming up 1o
protect me. [laughter] No, | don't think
it's anti-American; | think it's a lament. |
mean, | grew up on Amarican culiure.
In grade six | knew all the states and
their capitals, | didn't @ven know who
Louis 51. Laurant was, |didn't know
much about Canada.

A: How ean you say Conlrition 18 not
anti-American? It's cbviously against
what thay'ra trying to say, and it's totally
parsonal; whereas what thay're trying to
say is complately delined by soma kind
of state-run bulishit. Thank got it's anti-
American.

Kemr: 'm gonna have to answar this
question | guess.. [laughter]...soconer or
later. The pivotal thing for mo right now
is the question of the flag. The flag in
thera is two things: ona, tha obvious
flag is the Roben Frank flag, the flag
that blocks, the flag that's in the way,
the flag that you can somaotimes soe
thraugh, and not. Then thare’s tha
Jasper Johns flag, which ls playing with
form and decoration and stars and
stripes, and that, And | think I'm caught
In the middla of those two. Whan |
started and realized this was gonna ba
a film about Amarica, | want and boughi
afew flags, and | sald, "Okay, whan are
we gonna burn tham?* [laughter] But
the reality is I'm a middle class boy who
knows his manners and stulf. | had the
flags down in the desar, | had tham all
sat up and | had the lithe thing of gas,
and everything that you would noed to
bum a flag. [laughter] My line, whan-
ever | traval in the States or anywhora,
is, “I'm fram the National Film Board,
I'm making a movia." [laughtar] But this
would be an embarrassmani=—too
cheap, it's not what I'm aboul. I'm not
about going 1o Kennady's grave and
urinating on it. I'm not about that stulf;
and | don't think this film's about that
githar. But | think it walks tha line, and
that's why | wanted to draw the parallal
batween Jaspar Johns and Robart
Frank. The Amarican flag is an icon. |
had it on my ass for four yoars in high
school [laughter]; | had & on my wall.
I's everywhera. I'm not that angry, f'm
not that political, 'm not a card-camying
mambar of any party. I'm truly sad tho
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way it's turned out, because for mea
when | was a kid and went down there
America was fun, Americans were nice
pecple. To me it's the maost exctic
place in the world. | think Americans
are still nice people. But | think they've
been tricked...mayba like Hitler tricked
Germany, Reagan tricked Amarica.
And | don't agree with it; 1 think Ronald
Reagan's probably a nice guy and |
think he's senila as haell...but what other
system’s going to work, you know...ona
vote for one person is a pretty good
concept. |haven't heard of a better
cne. The only problam is one out of 5o
many peopla vole. So who's the
problem with? Is the problam with the
institutions, or is the problem with us?
Or are we being duped and doped and
trickad?

Gouin: [ think that what's in common
with all of these institutions and the way
that you've invoked various quotes in
tha film, is that institutions faill when
they become sal-intarested. And
without referring too specifically to any
institutions of higher learning, one could
also say the samae thing about
churches, Once they become mora
intarasted in the parpetuation of their
own survival and the survival and seall-
interests of those people who have
careor interests in the institlutions, they
cease 1o do the job which they were
created 1o do within the context of tha
larger society. And | think that is what
has happened to government in the
United States; | think it is what is in
danger of happening te gavernmant in
Canada, and governmant in certain
provinces very specilically at this
mament. And | do sea the fiim as a
lament; and | do sense real sorrow in
the film, and fear, from the opaning
frama right through the and—like almost
numbing fear. And I'll be very intar-
ested 1o know what kind of reaction you
get from an American audience.

A: | think what you wera saying was
very clear in those fittle bits from the
poem, ‘They've done it to others, they'll
do it to yow." [The reference is to 'Tha
Second Poem of Mary™.] And tha
billboard: "Thay Starved Me Cff My
Land,” and the tanks rolling by, milions
of dollars worth of aquipmaent, for what?
Who is the writer of the poem?

Kerr: Ernest Hemingway., He's a writer |
picked up on in my early 20's to

undarstand how to read writars: ha's
the ona | learnad with, and I'va read
virually evarything, and continua to do
s0. As much as he's chastisad and
parodied and all that sort of stuff, thera
wara some things that he did that were
vitually timeless. And for me that was
ona of tha things, tha religion and the
war in the poem. I'm very interastad in
those old massagas that are still
applicable in the 90's. Mayba the
dressing’s changed but it's still the
same message.

Hoolboom: So the film is about, or as
Judy was saying, against all these
institutions and against that kind of
administration, and yet exparimantal
film is very much linked with, shown
mostly in conjunction with, secondary
school institutions, univarsitias, sup-
ported by arts councils, and is able to
iravel bacause of grants. You're abla to
do what you da because of government
monies. So it's very much linked in with
the whole system...

Kerr: Heay, lat's gat out of the closel,
Mac—we're govarmment workers,

Hoolboom: ...you yoursalf are putting
together a program with the At Gallery
of Ontario, large govemment funded
institulion, that is going to travel to other
places becausa of monias. Given a
marginal exprassion which without that
maney wouldn't be able to travel, how
do you feal about that relationship
batwasn. ..

Kerr: You mean if it all dried up. If | weke
up an Manday and it said in the Sun: No
More Arts Councils? It would be really
interasting, but I'l tell you, there would be
a lot of people in this room that would
survive out of that.

Packer: | think it's a good time now to go
from experimental film to poatic docu-
mentary. | don't considar Richard an
exparimantal filmmaker bacause thare
was too much thought and tog much time
that went...[laughter and jearing] Lat's
get this out frent here. An experiment is
a lot ditferant from bearing a project.
Richard would have made it whether or
not ha got government maney; and it
wasn't because he got governmenl
money that he experimanted with the
medium. He was making a personal
statemant and he bore it I'm saying
don't show me experiments, something
that didn't work.

Kerr: | just cama from Moniraal where |
laft this conversation at noen hour and
the word is maybe...instead af
experimental...is this an avant-garde
film?

Gouin: | think it was actually Marcel
Duchamp who suggestad that the term
avant-garde should be given back to the
Franch infantry, which is whera it came
from.

Packer: | just wanted to varify that from
now on, Garald Packer doas not considar
Richard Kerr's films as exparimeants.
They are postic documentaries.,

Kerr: Wall you and | ean drink together
now. [laughter]

Gouin: What started off the hackles rising
al tha frent of the room was that you said
that you didn't think this was an experi-
mantal film because it was not x, it was
not x and it was not x. Se, in your mind
you wara associating certain qualities
with what you knew ag experimental
film...which is what these folks wera
taking exceplion to. So maybe we can
put aside for a moment the whole
business of terminclogy and go back 1o,
if | understand you correctly, what you
saw as baing differant about this film,
from other films which you see as baing
part of a similar body of work

Packer: In one word: intention. Expari-
mental comeas from someona who



doezn't know their intentions—that's
what it means to ma.

Popovich; The ward “experimental”
comes from the word "exparience”,
These fiims are not about trying things
that don't work; they're about finding
forms that ralate to our experiances
rather than fermulaic models. Further-
mara, Richard has talked about working
with aceidents and spontaneity, going to
places, looking and fealing out the
environment,

Kerr: Maybe we should open up the
word documentary a bit rather than
exparimental or avant-gardse, Maybe
since we ara the keepers of the great
tradition in documentary, and that's
what we'ra known as, and since the
documentary is dead, and you can read
about it for tha last 5 years in all the
journals, maybe wa should star
liberalizing that concept...and start
admitting that these dinosaurs at the
Film Board, and the CBC, are has-
beens, They havent brought anything
new to the form in 15 years, There's
actually been peopla in this city that |
ean’t talk to because I'm an experiman-
tal filmmaker. There's like a big X—it's
this aura of an X, when you walk into
the door. It's like you have no cradibility
because you're an exparimental
filmmaker. There are exparimantal
filmmakers in this city, in this reom, who
know more about contemporary sound,
about cinematograpiy, about the craft
and art of cinema than most industry
people. | want to be able to walk up to
Don Haig and say, *Hey Don, | make
documentary films,” and he says, “Okay
fine.” But if | walk inand say, “Don, |
make experimantal films, and | happen
to like Stan Brakhage." Ch god...you
know, that's the kiss of death. And |
wonder what that does, and I'm just
putting quostions out beeause I'm not
resolved an this in my ewn mind...if
there was no such thing as the X
word...

Heffman: Experimental is a word, and
film is seeing and hearing. Wa're trying
to categorize it with words. Let's get
away from it and deal with just what we
sae and hear,

Hoolboom: What word do you like then?

Kerr: I'm trying to el this documantary
thing. [laughter] It's what I've picked up
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in Montreal and Calgary and as | travel
around this country and talk to con-
cerned people about film. An extension
of this is what Francoysa Ficard calls
the cinema of resistance, meaning that
there's all these co-ops resisting the
vartical climb—up through the NFB,
than Telafilm, then when you're done
with Telafilm | guess you've gotta ga to
L.A. We'ra loaded with filmmakers in
Canada that are making films that don't
want io ascend lo the heavens of Peter
Pearsen and Garth Drabinsky. Those
people are rrelevant as far as a lot of
filmmaking going on in this country.
And the problem is that you've got to
sneak in trough the locked door to
show this stuff. There's very little
exchange of co-op films. We could set
up a conveyor balt running from Victoria
to 5t. Jehn's and there could be cans of
films running endlessly for a year just
exchanging. Every co-op could pick
them off the thing ke danuts, you
know. [laughter] There's that much
non-market driven fim out there,
Tharae's a backlog o film at Canadian
Filmmakers [CFMDC] that would run a
TV station for a year. My instinct is that
if thare was an adventurous program-
mer, and | think there's one at TVO
[Kerr is raferring to Richard Johnson
who produces the Moving Imageas
program at TVO] and | think there
probably are in the bowels of all these
institutions, | think this stuff could work
and be programmed lo the masses, and
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peopla would want to sea it | don®t for
a second underastimate the pecple out
thera. | think pecple would love this
LIFT stuff, this co-op stuff in general, i it
was handled properly, |thinkit's a
shama that the pecple of Canada aren't
being exposed to the 1000 films at
Canadian Filmmakers; whal happenead
to the CFI films...what the hell hap-
pened to our identily...part of that is
relled into that.

A: | don't read any cinema or film
magazines, and you referred a shont
while ago to the fact that thay've written
about decumantary being dead. Isit
that in the last 20 years or so documen-
tary hasn't dona anything different, so
they think it's dead” Was decumentary
mare prograssive before that?

Hoolboom: We wers talking about the
Mational Film Board, not all documean-
tary filmmakers.

A (same person): ls the argument
essantially that they're just repeating
themselves? Haszn'tthe NFB always
beaen doing a certain type of documen-
tary? Why in the last five years, as you
said, have people started to raise
questions about all that?

FPopovich: Beginnings aren't the same
as middlas and ends. When the
Mational Film Board bagan it was a kot
mora vital. Arocund the late 50's or so
Cinema Direct in Quebec, the Chal-
lenge for Change program, and later
Studio D, had some impartant things to
do and to say; equisment was brought
out to people who never had access fo
it, they wera still faily opan 1o explora-
tions with the form of documentary, at
least allowing some filmmakers soma
creative freadom. Then all that stuff
dissipated, and aftar 25 or 30 years it's
bacome much more
institutionalized...sc thare aren't risks
taken, things aren't vital anymore,
they've become very safe.

Kerr: The form hasn't progressed. This
country has such agreal lagacy. 1think
it's just slowly eroded over 10 years.,
When | went to film school documentany
was a real happenin’ thing; Robert
Frank was vital, Wiseman was doing
interasting things...there’s a numbar of
peopla, Derek May, Arthur Lipsett and
Jacgues Ledus and people ke that at
the Film Boad that were alive and were
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happening. They were adventurous.
But somehow that eioded over tha 70's
and the 80's. |don'tthink it's ever
siopped. The cnema of resistance was
always happaning undarneath and
there's a lotf of interesting stuff...l mean
pacple [ike Phil [Hofiman] hare, In my
mind, is a documentary filmmaker and |
ses what he's doing with technique and
lachnelogy and so forth, and | say,
Jesus, this is a documentary and it's so
much more interesting to look at than a
parrait film of Miton Acorn. That's
another thing, and | picked that pur-
pasefully becausa | think tha NFB has
destroyed portrait films of our great
artists. | mean I've naver seen anything
g0 bad. | used to show tham at schaool
under a Canadian Cualture coursa.
Okay let's learn about Milton Acom
today, and you show this goddamn
abituary documantary...and this is whan
tha guy's alive [laughter]...and it's so
awiul. But there are people that ara
equipped to do intaresting things about
Milton Acorn or whoever, and | think it's
just a real tragedy that we've let it slip. |
have the confidence that there's a lot of
interasting documanlarias, but once
again | think you have to liberalize the
thing.

Gouin: I'd like to make a point not
directly on the subject of documentary,
just for a moment. |just wanted to
throw in parhaps a caution with raspect
to tha idea of this verical, with Petar
Fearson at the top, which of course he
ne longer is, but we all understand the
analogy. What that vartical model
presupposes is that success in filmmak-
ing is the feature film with the big
budgat that is commarcially succassiul.
With respect, Richard, | think we all
shara similar interests in tarms of the
quality of Canadian film, that to even
use thal model of a verical is a
destructive thing. And that instead what
wa want to do is think in terms of our
own vertical, if we wish, and leave this
model entiraly off to the side. Because
that is not a pinnacle which we ara
aiming al, it's something forsign,
something other, it's somathing even
undesirable,

Kerr: Bul sursly thera's something
paolitical at stake hers—and that's the
bag of money. And |don't know the
facts, correct me if I'm wrong, when a
fastival like the Fastival of Festivals gets
a lot of money 1o pul on a festival and
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do what they do, and they do it well,
cbwiously, but what they don't do undar
their Parspactive Canada show s really
give a parspactive on Canada. Andlo
ma, I'm pissed, I'm willing o talk about
it, I'm willing to writa the |ettars to the
editor. Thera's pacpla in this room that
ara willing to barge inflo offices and
damand that cerain films be shown,
That's whera | get ticked off. Thosa
sor of things.

Gouin: What we want is that tha bag of
money ba attachad o a diffarent set of
values,

Kerr: Yes, that's a very good way of
putling it.

Gouin: One of the real problems with
tha vertical structure that wa're locking
at now is that it is industry—it means
jobs, it means a whola infrastructure,
and so on and so foth, which govern-
ment sees as being economically
desirable. They have not been made to
sea the value in the kinds af films an
which wa put value. So it's a mattar of
arguing an alternative sel of values to
this business of industry. It's not going
to displace industry. Industry is going
to continue to be valuable. What wa
need to do is build a set of valuas for
this cinema of resistance, which | think
iz a vary good tarm, really.

Karr: Oh, 1 think it's baing built and I'm
quite confident, and once again it

comes from the exparience of gatting
out of here and seeing the other parls

of the country. And | get very louchad
when | think of this; there’s people
sitting in Regina in tis old dusty house
talking about film tonight, and cutting
film. And the last thing they'ra thinking
about is the vertical ascension.

A: I'm not a filmmaker, | don’t know
anything about film at all, it's not my line
of work...l just cama to see this film.

But it seems, as an outsider, that
there's this sort of riz-cff thing happan-
ing here. Thera's research and
davelopment going on and tha main-
stream industry bloody well isn't paying
for it.

Kerr: You got it. And | think we should
and the night on tha. That's exactly it.
Theara's a guy in town tonight, ha's hare
for awhile, his name is Stan Brakhage;
he virtually pioneared, inan R& D

sansa, what Michelob is showing
tonight, what Moses Znaimer has got
an his TV station...and anyona who
knows about Brakhage | don't have to
explain. Thesa films ara pioneering the
language and there's never any credi
given to it, and | thirk that's all any
filmmaker wants, tha cradit given lo it

A: I'va nevar made a film aeither, but |
have 1o say exactly the sama thing,
when you'ra talking about a bag of
monay attached 1o some values...at
some point you hava to abandon that
bag of money that's attached to those
values; you can't change the values
that come with it. | would love to see
mara films like this, and nol baing
invelved in film | find it really hard to
find.

A: | come fram a town whare Rambo
would play all winler. There are planty
of people all across Ontario wheo say,
“Christ, do we have to put up with this."
There is a market for your kind of stuff,
and people are intemested. | don't think
I'm an oddball. | mean, I'm in town on
businass and | pick up NOW, | look
throwgh tha thing, | say “Wall, what's
interesting here..." But you know, those
from out of town ara not usually gaing
1o pick up NOW Magazine; they're
going to go to the hotel desk and ask
what's happening in town and they'll
say, "Go and see The Mousetrap " or
something like that.

Karr: | agras with you. Almost as long
as I'va bean making films I've made it a
point of packaging other peopla's films
and doing this sort of thing. But if | had
a spaciality, it would ba to small town
Canada and to avdiences that aren’t as
sophisticated as this audience, that just
want to coma out and see something
different. And | havs seldom come
across a negalive response whan 'va
shown this stuff...seldom. | mean
there's the odd tima when I've tried 1o
show somathing that maybe | was even
uncomiorable with, something that was
a little esotaric, or abstract, or
somathing...the odd time...but that was
my fault for programming that sort of
material that | couldn®t articulate or
wouldn't fael comfortable with. But |
agrea with you, this stulf is marginal for
the wrong reasons..ii's a shama. And
gspacially Canadian stuff. It's really
rica to hear both of you say something
lika that.



THE LONDON INTERNATIONAL
FILM SCHOOL
BY PAUL MCIVOR

The London International Film School
{LIFS) is an unusual insfitution in that it
recehiés no funding from the British
government., N exists sclely upon
charitable donations and tuitions. This
grants the school considerable inda-
pandence with regards fo course
content and teaching technique as | will
explain later. The unlortunale side
efiect is of course tha high cost of
attandance; tultion is presantly 2700
pounds sterling ($6000 Canadian) per
tarm, thera being three terms yearly.
Ontario Student Assistance Program
does recognize the school but is
unprepared 1o grant any aid, and loans
very small amounts for study there.
This, coupled with tha high cost of
living in London, makes it an expensive
proposition indeed. (Many students,
such as mysell, were forced to with-
draw after the first term.) Howaevar, it Is
an excallant school for practical film
training.

Al tha LIFS, training progresses in a
graduated fashion with students forced
to attempt all aspects of filmmaking al
once during tho course. Thus one
could direct ona film, edit ancther,
sound record a third and direct tha
photography on another. To ensure a
high level of expertisa in the studants,
axtansive practical workshops and
aven practical exams for equipmant is
mandatory. Available equipmant lor
student use ranges from Nagra lll's,
Amiflex ST's, Arriflex 3511C's, and avan
a Mitchall 3SBNC (non-raflex!). The
school also has several studios with
lights. Editing suites ranging from
simple pic-syncs for first lerm exarcises
to Magnasyne flat-bads for later work
are provided as well. The school also
has two cinemas equipped for 16mm
and 35mm projection for use in the film
theorny and cineéma history coursas.

LIFS pursues film along a more or less
commercial routa, Script consultants
seem lo be somewhat biased against
experimental cinema but one is always
free 1o ignore their advice and pursue
an avant garde idea. All thal neads 1o
be done is to convince one's group that
the idea is valid. This brngs me 1o
perhaps the only fault of the school. At
the LIFS, students are usually aiming
for a career in the technical aspect of
cinema. This means that their script-
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writing abilities are not as strong as
thosa of ethar schools that offer
separate writing courses. This fault
though is not a majer ona and, although
the storias might be waak the films
produced at the school are exceplion-
ally good. With staff at the school being
mostly professionals (eg. the music
consuliant is Willred Josephs, an
astablished composer as wall as writer
of talevision music for works such as /
Claudius ) tha level of learning s very
high and thus graduates are immadi-
ately offered union (ACTT) status. In
short, tha LIFS offers a highly technical
course that puts students in a good
position both to work in commarcial
cinema and also to explore their own
style in independant film work.

For those wishing 1o contact the school
for mora information, their address is:
Lendan International Film School, 24
Shelton St., London UK. WE2H 9HP.,

GRANT DEADLINES

CANADA COUNCIL
EXPLORATIONS

UEADLINES HESULIsS
January 16 mid April
May 1 end July
Septembar 15 mid Dacambar
AID TO ARTISTS (INDIVIDUALS)
DEADLINES RESULTS

A: October 1 January 1

B: April 1 July 1

FILM PRODUCTION
DEADLINES RESULTS
July 15 October 1
November 15 February 1
ART BANK

DEADLINES RESULTS
February 1 mid March
August 1 mid Septembar
ONTARIO ARTS COUNCIL

FILM PRODUCTION

DEADLINES RESULTS
Novembar 1 early February
April 1 early July
SCREENWRITING

DEADLINES RESULTS
Fabruary 1 early May
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PROJECT GRANTS

DEADLINES RESULTS
Septembar 15 mid Movembaer
TORONTO ARTS COUNCIL
GRANTS TO VISUAL ARTISTS
DEADLINE RESULTS
October 13 Decambar
FESTIVALS

For mora information on these and

other festivals, contact Erika Schengili
at LIFT.

6th INTERNATIONAL CHILDREN'S
FILM FESTIVAL

New Delhi, india

Deadline: Sept. 30

Telefilm Coordination

15th CAIRC INTERMATIONAL FILM
FESTIVAL

Cairo, Egypt

Deadline: Sept. 15

No Telafilm Coordination

30th FESTIVAL DEI POPOI
Firanza, laly

Documantary {lims
Daadline: Sepl. 20

Telalilm Coordination

ATLANTIC FILM FESTIVAL
Halifax
Deadline: Aug, 30

INTERNATIONAL FILM FESTIVAL OF
ABITIBI-TEMISCAMINGUE
Rouyn-Noranda, Quaebec

all categorios

Deadline: Sopt. 1

BILBAD INTERNATIONAL FESTIVAL
OF DOCUMENTARY & SHORTS
Bilbao, Spain

Deadline: Sopl. 15

INTERNATIONAL RELIGIOUS FILM
FESTIVAL

Friedbarg, BOR

Deadline; Cet. 31

INTERNATIONAL IMAGES
Paterborough, Ont.

all categories

Deadline: October 1
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