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CO-OP NEWS

AWARDS AND MAJOR
SCREENINGS

Richard Kerr's The Last Days cf
Contrition has won first prize inone
of the calegories at the prestigicus
San Francisco International Film
Festival. Kerr, a LIFT member in
exile and assistant professor at the
Universily of Regina, will travel fo
California on March 8 to accept a
Golden Gate Award and a cash
prize. The awards drew 600 enlries
from 20 countries. “Contition has
been called an indictment of the
American mylh,” says Kerr, “so the
acceptance by the San Francisco
jurors is generous and will
encourage me to screen it to any
Americans who want to see it.”
Congratulations Richard!

Two evenings of Canadian films
were presented at Millenium in New
York City. March 11 Mike
Hoolbocom's From Home and Was ;
March 10 Phil Hoffman's passing
through/torn formations , Richard
Kerr's Last Days of Conirition , and
Gary Popovich's Immoral Memories
T,

Congratulations to the LIFT
members whose films wera chosen
for screening at the Images 89
Festival in Toronto. Selected films
include: Kim Derko's Scientific Girl ,
Judith Doyle's Lac La Crofx |, and
Gary Popovich's Caress .

Flease tell us about your grants,
awards and major screenings. ‘We
can't publish what we don't know.

HELLO, GOODBYE

We say goodbye and good luck to
former LIFT publicist Cindy Lewis,
whose recent work included the
highly successful LIFT-CFMDC
HNEW WAVES IN CANADIAN

CINEMA screening at the Rivoli.
Cindy is now working at Telafilm in
Taronto.

Hello to Susan Norget who has
been hired as the new LIFT
publicist. In addition to getting
logether press kits, and the
promaotion of LIFT screenings,
Susan will be concentrating a lot of
her energies on publicizing the LIFT
relraspective planned for the fall of
this year. Welcome and good luck
Susan!

ATTENTION LIFT MEMBERS

Slarting with Luis Garcia's films on
March 22, we hope to have LIFT
screenings on an ongoing basis at
the Bloor Theatre.

Full written proposals for a 90-
minute program, including
rationalization of program and press
release, can be submitted for
consideration to the LIFT office.

For any further inlo, call Susan
596-8233.

3 CURATORS FOR LIFT
RETROSPECTIVE DESIRED

LIFT is locking for three people to
curate the upcoming LIFT
Retrospective. Two LIFT members
and one from outside LIFT will
select a twelve-hour program
spanning and representing ten
years of LIFT productions. Curators
will be rewarded with a small
honorarium and many volunteer
hours. Program selection will take
place between May 15 and June
30, 1989, Inleresled members are
asked to submit a resume and brief
letter of intent to The Programming
Committee, LIFT. We also
encourage all members 1o submit
nominations/suggestions for the
position of oulside curator.

m@m&ﬂﬁ&mwmwuw.«wm |

FOR YOUR INFORMATION

All LIFT Board minutes will be
posted on the bulletin board in the
LIFT office, for members who wish
to be apprised of Board policy
decisions and other issues affecling
the co-op.

ATTENTION ALL GRAPHICALLY
INCLINED LIFT MEMBERS

Desaite the many labulously
crealive LIFT T-shirt designs

submitted in response to our lasl
announcement, the deadling for

submission has been extended to
May 1, 1989. So keep those
designs coming!

LOOKIN® FOR A YANKEE
DISTRIBUTOR?

Alexandra Raffe of VOS
Productions has forwarded
infarmation to us about a distributor,
Caridi Entertainment, who is very
interested in selling independent
work, particularly dramatic shors, in
the U.S. They cater to the cable,
brozdcast and home video markets.
I have a briel letter on file from
them, but for more information,
please contact:

Caridi Entertainment

250 West 57th Streel, Suite 811
Mew York, NY 10019

(212) 581-2277 / Fax (212) 759-
3818

Thanks for the info, Alex!

—Rob Pazdro

ERRATUM

The January 1989 issue of the
newsletier incorrectly crediled the
stills from Lori Spring's Inside/Cut .
The slills were taken by David
Rasmus. We ragret any
inconvenignce this may have
caused.
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CLARIFICATION REGARDING
ARTICLE “TAIS JOINS LIFT"

We wish 1o make it clear that TAIS
as an organization is not becoming
a part of LIFT, Rather, TAIS is
encouraging ils members to join
LIFT. While TAIS and LIFT hope to
develop a connection which will
benefit members of both
organizations, TAIS will continue to
exist as a wholly independent
association whose prime aim is to
serve Toronto’s animation
communily.

ALL THE CHILDREN ARE IN

Shadow Shows and Mr. Shack
Productions are pleased to
announce the signing of Toronto
tilmmaker Bruce McDonald 1o diract
Canada's first feature length rock
film, AN The Children Are in .
Shooting begins in May in
Rexdale's teenage wasteland and
then rolling through the wilds of
Northern Ontario. The movie will
feature Toronto actress Valerie
Buhagiar and the notorious
underground band A NEON ROME.
Bruce, aka The Film Doctor, is
known for his editing work on a
great number of independent
Taranto films for directors Ron
Mann, Peter Mettler, Atom Egoyan

and Colin Brunton, with whom he'll
be attending the Genie Awards as a
nominee for The Mysterious Moon
Men of Canada . Bruce is also
known for his own films Lef Me See
(...) and Knock! Knock! as well as
his controversial one-shot issue of
CINEMA CAMADA, THE QUTLAW
EDITION.

JOBS!!!!!

LIFT
will be hiring

A CO-ORDINATOR
Salary: $400/wk
Dead-line for appplication:
April 28, 1989

and

A TECHNICAL MANAGER
Salary: $350/wk
Dead-line for appplication:
April 14, 1989

Job descriptions are available
at the LIFT Office

CTHER NEWS

TVO'S MOVING IMAGES

The most adventurous and creative
programmer of television in Canada
will soon have more surprises in
store for us. Richard Johnson has
consistently provided refreshing
new images culled from ten years
of innovalive, independenl image
making. MOVING IMAGES
(Tuesdays at 10:30pm until May 23
on TVO) includes 125 pieces, 90%
of which are Canadian films and
videos. Asindependent filmmakers
supportad by such programming
let’s let TVO know about the good
work Richard's doing so that such
programming can continue. Send
letters to Mr. Donald Dubrey,
General Manager of English
Programming and Mr. Danigl
Richler, Creative Head of Arls
Programming at Box 200, Station
Q, Toronto, Ont. M4T 2T1.

IMAGES 89

Morhern Visions Independent
Video and Film Association is once
again putting on the hottest festival
of independent films and videos at
Images 89, May 3rd through 7th,
1989 at Harbouriront’s Sludio
Theatre and The Euclid Theatre.
The programs, from the leading
edge of new independent
production from across Canada, are
compiled by Tom Waugh, Sara
Diamond, Frances Leeming, Pegay
Gale, Ihor Holubizky, Brenda
Longfellow, Midi Onodera, Andrew
Patterson and Richard Johnson. A
comprehensive catalogue listing
screenings, producers biographies
and other festival-related
information, published in English
and French, will be available. As
an added attraction Images 89 will
also present a special 4 day
Technical and Trade Forum with
workshops, panel discussions and
much, much more. For further info
contact; Annette Mangaard at 371-
8405,
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FILM TREK—CALL FOR FILMS

FILM TREK is a 10 week summer
tour of Ontario to commence mid
June and end in late August. The
tour is funded in part by the Canada
Council Exploration Program, the
OAC, tha NFB, and through the
generosity of individuals and
organizations. MNew prints of work
salected for the threa hour program
will be purchased from filmmakers
or their distributors al standard
distribution rates. Screenings will
be free, will take place on beaches,
in parks, and in artist run centres.
The program will not be submitted
for censorship and approval.

Work will be selacted to meet the
following criteria:

1. Short films—preferably 15
minutes and under.

2. Work produced within the last
Iwo years.

3, Film format must be 16mm with
optical sound or sileni.

4. Films produced for commercial
release, advertising or industrial
purposes shall not be accepted.
5. Works thal show exploration of
cinematic structure and processes.
6. Films that attempt to find
relationships between image and
identity by recording personal and
collective experience.

7. Work that is representative of the
diversily in Canadian cullure.

8. Films that present challenging
and revolutionary concepls and
ideas.

9. New voices, young filmmakers,

Following the Ontario tour the films
will either be returmed 1o the
filmmakers, donated as a program
to the film archives or, ideally,
loured around Canada and then
donated to the archives. The
deadiine for submissions is April
30th, 1989, Please complete the
entry form provided and send your
films or preview tapes 1o.

Film Trek, 11 Camden St., Toronto,
Ont., MBY 1V2 416-369-1468.

CALL FOR SUBMISSIONS—
KINGSTON INTERNATIONAL
FILM FESTIVAL

The first annual Kingston
International Film Festival will be
taking place in Kingston, Ontario
from MNov. 1-5, 1989. Featuring
films from the Third World, with
environmental issues as a focus,
the festival will also be curaling a
video component dealing with Third
Cinema from Canada.

Curator Martha Rudden is currantly
seeking proposals from film and
video producers who either
represent a minority or whose work
deals direclly with a minority social
issue. Such topics would include
native rights, environmental issues,
race issues, sexual discrimination,
efc. All submissions are
welcome.Video lormat must be
gither 3/4" U-malic or 172" VHS.
For more information, please
contact Chris Johnson, Artistic
Direclor, at (613) 548-4583. Send
proposals, with relurn poslage, 10:
Manha Rudden

Kingston Artists’ Association Ing.
214 Queen Strael

Kingston, ON K7K 1A1

CALL FOR SUBMISSIONS—
MNATIONAL EDUCATIONAL
FILM & VIDEO FESTIVAL:
PRODUCER'S MARKETPLACE

The National Educational Film &
Video Festival announces its third
annual Producer's Markelplace, a
unique three-day event thal
showcases independent
productions for non-theatrical
distributors seeking new
acquisitions. Both completed works

and works in progress will be
accepted. Deadline for entries is
April 15, 1989, For entry forms and
info, contacl:

National Educational Film & Video
Festival

314 East Tenth Street

Cakland, CA 94606

{415) 465-6885

INVITATION TO ALL CANADIAN
ARTISTS

Fringe Research Holographics Inc.
is accepting proposals for the
production of original pulsed
holograms. 7 Artist-In-Residence
positions are available in 1989. All
work will be execuled al the Fringe
Research Sludio with the
assislance of our techniclans. Each
successful applicant will receive a
$500 artist fee as well asup lo
$750 worth of holographic
materials. The time allotment for
each artist will be a maximum of
two weeks of laboratory time.
Proposals should make creative
use of pulsed holography. Those
artists not familiar with holographic
techniques are encouraged to call
Fringe Research for consultation in
the preparation of submissions.
The proposal should include a
sketch or pholograph of the conlent
of inlended hologram(s) as well as
a shon, detailed, written description
ol the artist's inlent, complele
address and phone number(s) lor
correspondance, C.V. and
description or slides of previous
work if relevant. Deadline lor
submissions is May 15, 1989.
Residences will begin in the
summer and fall of 1989.
Submissions will be judged on
artistic merit and lechnical leasibility
by an independent jury. Please
address submissions to: 1989
A.L.R. Program, 010-1179A King St.
W., Toronto, MEBK 3C5 535-2323.



[ o Sk B e s T S

continued from page 6

Fringe Research also offers an
introductory holography workshop
devoted to the artistic and
technological aspects of
holography. The holography
workshop will give paricipants a
working introduction to a practical
understanding of holography. The
course will consist of two full days
ol studio teaching during which
students will participate in the
actual making of a hologram.
Tuition for each holography
workshop is $175, payable in
advance ard lax deductible. The
workshop will be held April 22 and
23, 10am to 6pm with an hour lunch
break. Callor wrile to Fringe at the
above address.

COMIC BOOK CONFIDENTIAL

Genia nominee Ron Mann (Imagina
the Sound and Poetry in Motlion )
will be present 1o screen and
discuss hisnew lilm, Comic Book
Confidential a prolile of 22 of the
most important comic book and
comic strip artists working today.
The film was written by late poet bp
Nichol. All proceeds from this
screening will be donated 1o the
Innis College Silver Anniversary
fund. Friday March 31, 7:00pm
Innis Town Hall 8T0. Admission $2
including refreshments. For more
information call Janet Shaw (Vic.,
585-4502) or Jim Shedden (Innis,
978-7730).

THE ART OF ANIMATION IN
TORONTO

The Toronlo Animated Image
Society (TAIS) is presenting a
show celebrating non-commercial
animation, from March 2 to April 1,
1989 at the John Black Aird Gallery
(MackDonald Block, Main Floor,
000 Bay SL. at Wallaslay).

The show, called “Art in Animation™,
consists of final antwork and works
in progress from various films made
in the Toronlo area. There are 3-
dimensional displays demonstraling
a variety ol animation techniques,
and the films themselves are
presented on video monitors placed
around the gallery. More than 20
animation filmmakers are
represented in the show.

Participanis include many of
Toronto's independent animation
filmmakers, animetion directors
working with the NFB's Oniario
Regional Production Cenlre,
Melvana (represented by its new
theatrical short) and Sheridan
College.

AT

Among the independenis are
Michael Fukushima, Ame Lipsay,
Ed Ackerman and Elizabeth Lewis,
whose film Villanelle recenlly won a
prize at the Poetry Film Festival in
San Francisco (a lestiva organized
by such American poels as Allen
Ginsberg). There are two
outstanding bas-relief pieces by Iris
Paabo (based on her current work
in progress Wake Up, Wake Up )
and Patrick Jenkins has turned the
final artwork from Four Short Films
into several effeclive graphic
pieces. His flipbooks are also on
display.

The organizers ol “Art in Animation”
hope that the show will shed some
new light on animation by showing
the range of techniques and
subjects this versalile arform is
capable of handling, and by
revealing a litlle of what goes into
the making of an animated filrm.

—Ellen Besen

ANIMATION
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THE THIRD ALTERNATIVE
by Gary Popovich

In Movember, Morireal's film co-op,
Main Film, hosted an event called 5
Days of Canadian Independent
Cinema. Participants came from
co-0ps across the country o altend
screenings of independent shorls
from all the regions, the premiere of
Rick Raxlen’'s feature, Horses in
Wintar , and the forum which
included talks on independent film
distribution and exhibition. What
follows is a briel report on some of
the main issues raised during lhe
forum...issues dealing with Montreal
and the rest of the country.

In Montreal, many of the repertory
cinemas have closed; houses like
the newly reopened Rialto will show
predominantly English material, and
seem 1o be interested mainly in the
commercial stuff. Cinema Parallele,
a downtown cinema thal does run
independent work, now has a
programming committee which
cuimprises various groups In the city
of Montreal, including Main Film.
But again, Main Fim, a co-op much
like LIFT, has access 1o very few
dates per month while the more
powerful distributors take the major
poriion of the screaning dales.

Main Film sees it as an
improvement, because they now
have a good theatre in which to
show their material; but so much
more is necessary to show all the
good independent work that is
available and willing to be
programmed by the Main Film
members.

Francois Poitras o' La Boile Noire
delined video as a complement to
the traditional ways of distributing
film. He talked about viewers being
inundated with mainstream film al
the major cinemas, on TV, and Pay
TV...s0 he has been distributing
less commercial slufl, and he has a
good collection of 2xperimental
works from Brakhage, Anger,

The organisers

Smith, Deren, and others. Claude
Forget brough! 1o everyone's
attention a practice that is now
mainly happening in Europe: video
tapes that include a film, video
analyses of the film by critics, as
well as video interviews with the
directors—all in one package.
Something thal may be ideal for our
own work.

Jan Rofekamp of Films Transit, a
distributor of Canadian films in
loreign markels, talked about the
existence of galleries and co-ops in
Europe that show exclusively an
films, or expermental films, but
explained that there is no organized
circuit, and mast ollen the venues
are under-funced just like our co-
ops here. On a more dour note, the
short is seen as a stepping slong o
features. Rofekamp explained, “If a
short is an essay instyleora
formal expression, then there's no
market for il. | wouldn't know which
buyer 1o approach. You canfind a
producer and stick your film with a
long film or put it in festivals. Thal's
about it probably. Then again your
short film may be your business
card for doing other things laler.
And if your short film gets screened
at a number of film festivals or had
a nice run with a Canadian feature
film then your posilion as a
filmmaker is athousand times

stronger when you go up for your

of 5 Days of Cinema - Julia
Browne, Peter Sandmark, .Jean Towrangeau,
Guylaine Roy

next application to Talefilm or
whoever gives the money away, for
other projects.” Jan said that the
best way for him 1o sell short films is
by selling ssues, using the films as
informative vehicles for generating
discussiosn on social and political
issuas.

Andre Bennet of Cinephile, the
highly successtul Toronto
distribution company that has taken
on independent work such as
Patricia Rozema's I've Heard the
Mermaids Singing and Alom
Egoyan's Family Viewing , led a
lively discussion that proposed a
third altermative—an independent
circuil of exhibition houses. Here
are some of the highlights of his
talk:

*We are in a crisis. Initially
filmmakers were being supported in
this country, then producers were
being supported, now distributors
are being supporied. But there’s
one crilica’ element lelt out of this
scenario—exhibition. What do you
do wilh your films once you
complete them—whether they're
shoris or features. What can you
actually dc with them? The whole
idea is to get your film out into the
world.” Sc began Bennet's talk.
Thealtres must make money. They
often own expensive real estate,
and even when they begin as



e

B e e

independents, interested in showing
independent films, they end up
moving to more commercial films.
Why? Bennel explains,
“Independent films are very, very
marketable." But, becausa the
independent exhibitors “get bitten
by the tselse fly they want o get the
liims that they anticipate can make
them lots of money and they forget
their original impetus, their reason
for being." Bennet feels there is a
potential for short films o be
packaged and distributed quite
successlully, bul not in existing
venues.

“We need the establishment of a
third alternative to the chains of
Famous Players and Cineplex-
Cdeon, partly in support of those
independent exhibition houses that
still exist and ways and means to
increase the existence of
indepandent houses across this
country. The audiences are sfill
there, but there's nowhere for them
logo.” I".-'Ian}r of the theatre owners
don’t even know about the
independent films—even those
films that have had some
commercial success. These
owners have what Benne: calls
“consciousness blinders. They
don’t even think of these fiims in
terms of making money, becaues
their consciousness has o do with
the high profile, American
commercial, mass appeal films."
What can be done? Bennet
suggests instead of changing the
minds of these chains and theatre
owners, we should be creating
viable alternatives. *I don't know
how many cine-clubs you have in
this province, but that's one viable
alternative.” Someone suggested
exhibition co-operatives, to which
Bennet replied that that was exactly
the direction we should be taking;
co-ops with strong affiliations
across Canada, perhaps the world.

Someone else suggested that we
can look at alternative and
underground publishing as an
example. Peter Sandmark of Main
Film pointed to the underground
and independent record industry as
an example of direct access 1o the
public and wondered how we might
access that public. Bennet
suggested that instead of just trying
o hype up your own film, you
should be promoting altermalive
cinema, geftting the press to write
on it, etc. Furthermore, “it's not
enough to get a film into the theatre
for a week. Part of what I'm talking
about in terms of ideology and
consciousness is this commercial
bog. I's imporant for independent
lilms that they are allowed to stay in
a cinema for more than a waek, or
two or three weeks, whether the
house is full or not. In terms of
promoting a film, part of a viable
process is word of mouth, not just
the newspaper inlerview, review,
advertisemeant.”

And finally, perhaps just what we
need..to have politicians and
bureaucrats across the country as
courageous as those who have set
a precedent in Winnipeg. Greg
Klymkiw of the Winnipeg Film
Group told us that, in addition to
other funding sources, Film
Manitoba (comparable to our
Ontarg Film Development
Corperation) “kicks in a little more
than $50,000 per year,” o be used
as the Winnipeg Film Group sees fit
for the promolion and distribution of
their short and long films. WPG
comprises film production,
distribution and exhibition in their
own elegant cinematheque which
shows predominantly Canadian
independent work. Each new WFG
film is given a premiera, and about
a twoweek run in the
cinematheque; subsequent to this
the film is run periodically
throughout the year. The
screenings are highly successiul
and it's given the filmmakers a
much higher profile—both film and
filmmaker are given coverage by
television and the daily newspaper.
The third alternative has some
tangitle support from government in
Winnipeg...something we must
begin fighting for here.

s |
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JANIS LUNDMAN IN
INTERVIEW
by Leo Faragalll

Leo Faragalli: You are crediied with
baing one of the founding members
at LIFT. How is it that you felt the
need to organize a film co-op in
Torono?

Janis Lundman; The old film co-op
hara had disbanded in '78. It fell
apart for financial reasons, and
while | was at York | used the
facilities of that co-op, going to
workshops and generally behaving
as a marginal member—I paid my
fees and look advantage of what it
had to offer but only from a
distance. When | got out of school
the co-op no longer existed, there
were no facilities, no way to meet
other filmmakers, no workshops or
anything like thal. So in 1980 when
the [Canadian] Filmmakers'
Distribution Centre called a meeting
for people interested in forming a
co-op | showed up, along with
about fifty other people, and out of
that meeling a number of us got
logether lo discuss exaclly what we
would do to form a co-op.

L.F.: Sothe CFMDC actually
initiated the discussion...?

JL.: Yes. It was actually Jane
Gutteridge. She called the meeting
and about a month after that there
was an IFVA (the national grouping
ol co-ops and distributors) meeting,
and they required someone from
Toronlo 1o go and so | went. It was
really exciting because suddenly |
was al this national conference with
co-ops that had been around for
about five or six years, who were all
vary excited aboul their role in
independent film production. |
came back really geared up to start
this co-op, bul of course the
enthusiasm waned quite quickly
after that—forever plugging away
lor money and grants. But in the
end it turned out really well. | think

il's a greal place for filmmakers lo
meel, there are workshops now,
screenings and such.

L.F.: Your sxpectalions of what a
co-op should be then were fulfilled?

J.L.: Oh yeah, the workshops that
the old co-op had were a litile more
extansive than LIFT's, but then so
were the facilities. | think that LIFT
is fulfilling all sorts of needs, and
there aren'l any olther places in
Toronto that do that, where you can
go 1o a single source and get all
that information.

L.F.: How hag your fiim aesthelic
evolved? What are the films that
you made since leaving York
University?

J.L.: Well, the aesthetic sensibility
is a little confused because when |
lirst started oul | worked as a sound
recordist and a producer at York. |
worked on documeniaries, dramas,
experimental films, a real mixed
bag, mosily on other people’s films.
But the first film | did is called
Matinale , and it's a 22-minute

Still from Matinale

experimental, black-and-while and
colour film. It was fun to do
because | gol lo fool around with all
sorts of ideas, colours and lorms
and at the same tlime introduced a
certain feminist perspective. The
next film | did was very polilical and
somewhat joumnalistic. It's on EI
Salvador. But it, again, allered the
documeniary form by using one
long, beautiful 1ake of these rocks
and streams with a volce-over
describing what this reporier sees
happening in El Salvador. That
was Las Aradas , and the film | did
after that was another interpretive

documentary called Toronlo 6:17. |
went out and shot several Toronto

sunsets and lights, and tried 10
capture thal evocalive time that
happens between day and night.
To me it's my most unsuccessiul
film because | didn't capture that
magic feeling thal | was after. |
could have done much more with it.
My last film is called Close Your
Eyes and Think of England , which
is a docu-drama. So | would say
that apart from my movemani
towards drama, the only consistent
thing in my films is whai people
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would perceive 1o be leminisl
content, things dealing wilth women
and women's concemns. That, and
a politically motivated eensibility
that is also present in something
that I'm working on now aboul
refugees.

While working on these projects |
have also been doing other work
within the film industry. I've worked
as a secrelary on a very large
production that involved co-
ordinating dapartments, doing call
sheels and answaring phones.
That was a real eye-opener jusi
because of the size of the
production. When you compare the
way a crew of aboul sixly goes
about doing its husinass, from my
point of view, having used just three
or four people, well, it's just
overwhelming and very exciling.
The work that | did there allowed
me the opportunily to observe clher
people at work and to leam from
them. I'd say it was a good

axparience. Since then I've been
doing a lot of research and writing
for dilferent companies, and I've
been accepted by the Acadeamy on
their director observar program, but
I've yet to find a director. So that's
what’s happening now, I'm Irying fo
develop my craft as a direclor and
to develop my projects by pushing
mysell 1o develop and 1o wrile
several projects on my own, The
project that | mentioned earlier on
refugees has to do with the
Canadian attitude towards refugees
and the bureaucracy that is
presented to the refugees by these
people in Canada who really don’l
have a clue or a sense of whal il's
like to live in a siluation of horrific
political oppreseion and human
rights violalions. And in addition to
that I'm also working on two other
documentary projects wilh Adrienne
Milchell.

w.% I

S5till from Close Your Eves
and Think of England

L.F.: With Las Aradas you went
into the Elora Gorge to document
something that happened in El
Salvador. Glven that you corme
from a documentary background, 1o
whal extent do you feel that film
should represent reality? Are you
attracted to the abstract or
conceptual evocations possible in
film?

J.L.: Well, tirst of all | wanted
people nol 1o be distracted by the
visual image; | wanled them 1o
listen to whal was going on. Often
in film you're distracied by the culs
and by whal's happening visually
that you don’t really listen to what's
going on. And so if the visuals are
beautiful and relaxing, then | think
that what's being said on the audio
is fell more strongly. MNow what is
being said in Las Aradas is quile
horrific. It describes a massacre ol
innocent people. So what | tried lo
do was 1o choreograph the visuals
5o that they would comespond o
what was being said, but only in a
very sublle way. So in addition lo
contrasting a horrific event, via the
audio, to a very tranquil setting and
in a way suggesting a cerain irony,
| was also able to get out a cenain
amount of news and information
that | wanied people to hear
dircetly, rather ihan having it fillared
through the regular news media,
where they cut so much oul. | also
felt that the people who had died as
well as he survivors who had been
through the massacre deserved lo
have their story told.

L.F.: Who are the direclors thal you
would like to approach for the
pbserver program?

J.L.: I would like to work with
someone who's been around lor a
long time and knows what's going
on. My prelerence would be
someoong like Marguerile Von
Trotta, righl? That would be greal,
but she's not around for this
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particular program. 1I'm not sure,
but | know | would ke tobe on a
very big production so that | could
improve what | perceive to be my
weakness as a director, so that |
could leamn to design coverage to
suit the style and the lone of the
film at hand.

So far what's been happening is
that I've been on the lookout,
keeping an eye on who's in
Toronto, and who's coming lo shoot
here. The Academy also calls me
to make suggestions; Leonard
Nimoy, for example, was the last
one. Now, | think he makes very
well-crafted films but he's nol
Canadian and in terms of my
sensibilty there could be a problem,
but | know | would still learn a lot. |
didn’t go for the interview with him
because | had other commitments.

L.F.: Are there other people whose
politics or whose feminist concerns
have led you to work with them?
Do they help you on your films in
any way?

J.L.: Certainly the filmmakers that |
know, especially Keith Hlady and
Brenda Longfellow. Keith has done
a lot of great work as a cameraman
on numerous documentaries
concerned with social/political
issuas. And working with him is
great because he's so very exciled
and enthused about continuing that
kind of cinema. His shooting style |
also admire a great deal and | think
that it has helped my work a lot.
There's also a woman, Nancy
Nichol, who is a video arist and
whose work I've been involved with.
Working with her has helped me a
lol because she's involved with the
Internationalist Socialist group and
50 I've leamned a lot there. Asfor
other media like theatre or dance,
I'm not sure. | think that the arts are
pretly isolated. | mean you have
the visual arts community and the
music community and the film
community and they don't overlap a
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lot. Even with the film community,
the extent to which you talk about
content, form or theory is limited
although it does happen. | may not
do it as much as someone coming
out of an academic background but,
for instance, Lori Spring and
Brenda Longfellow and myself
occasionally get together to discuss
the issues that connect our films.
It's fun too, to try to rationalize why
it is that we're doing this, why we're
persecuting ourselves with all this
work and no money. But it's this
kind of discussion, for instance, with
Close Your Eyes , that we would
get into discussions that | wasn't
prepared for. The combination of
documentary and drama, which we
all have in common, and the extent
to which these two forms can
successiully work together is
something we've talked about.
People in general who have seen
Close Your Eyes also approach me
sometimes with such exireme ideas
regarding what they presume to be
my opinions on feminism. | had no
idea that the film would be taken to
such extremes. | cerainly set out to

make a feminist film. | mean in
terms of the advice given to women
and how that advice affecls us and
has affected me, and how
confusing it is to be told everything
from *find a good job" to *find a
good man” to “stay al home and go
out and do everything.” It seems to
me that anyone would go nuts afler
a while because a lot of the s0-
called advice is so contradictory.
So | wanted to show that and how
funny it can be both to men and
women.

L.F.: Was 1o work specifically with
women, on Close Your Eyes, ong
of your goals?

J.L.: Ohsure. Certainly in terms of
the crew and the produclion, most
everyone was a woman, Part of the
thinking behind it was meant 1o give
women lhe chance 1o upgrade their
skills, and that seems to have
worked well.

e ]
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HISTORIES OF LIFT

Since Camelia Freiberg, and others,
politely refused my trashy request
for a gossip column for this
publication, | cleaned up my act and
asked Janis Lundman lo wrile a
history of LIFT for an upcoming
newsletter; and, during a few
inebriated fits, | asked Alan Zweig
to do the same. Soon this issue
was expanding as rapidly as the
LIFT membership, so | decided that
the March issue would carry articles
that somehow dealt with some of

the people and events that have a
bearing on whal independent film
might be in terms of a Toronto co-
op. Writing, editing, and publishing
a publication every two months
allows some kind of news coverage
as well as the opportunity for so-
called *depth”.

There’s no shortage of news:
incraasing numbers of members are
getting granis, major screenings,
and awards. This can be attributed
lo at least lwo things: a
skyrocketing membership (over 380
at this moment), and about a 20
year history of independent
filmmaking in this city that now finds
itself in a semi-stable posilion vis a
vis production equipment access,
and distribution (especially the
Canadian Filmmakers Distribution
Centre (CFMDC) which since 1967
has distributed film an, and DEC
since 1974). Exhibition is still
problematic.

But none of the problems, be they
exhibition, finding money, whatever,
have stopped the growth of the
independant film movement in
Canada—"the cinema of resistance”
as Francoyse Picard of the Canada
Council calls it. And with a
movement that continues to grow,
there are stories, there are the
details of its day-to-day struggles
that form a part of our history. A
gossip column may have made an

—q i

uncomforiable equation between
our independence and the way in
which print tends 1o turn details into
dross. We need more of the daring
articles, and slories, that howl in the
bones of our laces.

So it was time for some histories.
There comes a point in the life of
anything that it comes 1o be
defined; it's at that point that its
origins lie back far enough that
fictions appear 1o skelch out those
origins. As Godard has said,
“There are times when réality
becomes 100 complex for oral
communciation. But legend gives il
a form by which it pervades the
whole world.”

If Alan Zweig can call himsell the
tather of LIFT, then surely Janis
Lundman is the mother (not that
they might have anything in
common). Janis's history brings
together scraps of the official
history, slivers from the Eye, mixed
with personal rellections, 1o
construct a hislory that conslitules
an "official history™ of LIFT from
someone who had 1o actually work

and write those grant applications,
and represent LIFT at “official co-op
functions”, to construct the fiction
when most independeant filmmakers
didn't believe a co-op existed here.
Alan Zweig's history is truly from the
oulsider's position, the oullaw
position. Self-inflicted marks of
Cain and perhaps a litlle
bitterness...Zweig continued to
articulate and felt more bilterly what
many others thought: in the widely
diverse independent scene in
Toronto, is il possible to have a co-
op open to production and a real
exchange amongst filmmakers, or
does it always come 1o sell-
servingness, and is thal bad?
Zweig makes his re-entry into the
co-op with a piece of writing thal
seems to have been jettisoned from
his veins splashing the passion,
conlusion, silliness, and lirst
inauspicious steps of the co-op,
onlo these pages in a polgnant
balance of humour (oflen sell-
deprecating), honesty and good
story telling. Adrienne Milchell's
and Bruce McDonald's reflections
provide a view from inside: the
zaniness, the dreams, the slories,
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the disappointments of peaple who
were constructing a thing which
necassarily went on o become -
something with a life of its own.
The last piece is also a personal
account of living within this “thing”
called LIFT.

FROM THE FURTHEST FILES

THE LIAISCH OF INDEFENDENT FILMEGEERS OF TORIIOD

ORISTITUTION

I Hame and hddeons
Ther w0l Klels soubeby Slmll las the Lialson of Independent Fllmmaokers of Ioronto.
and the registered address of the socisty shall be at Torooto in the province of

Other histories about independent
Cnkario.

lim ¢an be found in previous issues
of the LIFT newsletter as well as
those that will surely come. Still
others can be found In the
newsletters of the CFMDC and the
olher ardist-run centras across the
country (the LIFT office has a
binder that gathers the newsletters
of many of the country’s co-ops
between its covers). If all goes
according to plans, the May issue of
the newsletler will feature letters,
articles, etc. from mzny of the film
co-ops across Canada, allowing us

IT Adrs and Obyjectives

The chjects for which this society is reqistersd shall be to:

1. Bxist as a support and encouragesent for independent filmmakers who represent
an alternate and independent way of £ilmmaking.

2. Provide an envirooment in which perscoal contact poongtes commication, exchange
of ideas and lemming throwgh the egerience of others.

3. Berve as an infooration centre abowt conferpnces, festivals, peblications and
all matters concsrmed with film prodeckion, disteflgtien snd eeduibdtden.

4. Provide an organization which will maintain comamication and £llm exchange
with sthar fiemsing greape scrose the oombry Sheessh corroeendones snd

better to understand their struggles,
their work, and to provide a more
detailed history of independent film
in Canada. Finally, we are always
eager to receive and publish
aricles, letters, etc. that can spark
further discussion ard provide a
record of the colourful hislory of
indepandant film in Toronto,

So, the following pages present a
few ol the legends that constitute
some of the histories of LIFT. In
addition to celebrating this history,
perhaps these pages can also
inspire discussion on those
guestions that still haunt us: What
is LIFT; what is this 400 member
behemoth and what should it be
doing?

—Gary Popovich

HISTORY OF L.I.F.T.

1979: LIFT was formed ag & service organizatien te: 1. support
and enceourage independent filmmaking; 2. Facilitate personal
contact and exchange of ideas aseong filmmakers; 3. erganize
screenings and workshops Eor members.

1979-1981: LIFT opecated on volunteer labour and involved itself
with screenings of members' films, workshops, seminacs as wall as
becoming an active member of the Independent Film Allicance du
Cinema Indepsndent (IFACI), the national association of film co-
operatives and distributors.

December, 1981: the membecship unanimously decided to extend the
services of LIFT inte a production-oriented co-op.

January 1981 - August 1983: LIFT worked on revising its' bylaws
and constitution, gaining credibility within the community and
with funding bodies, and continuing with its already established
meetings, s:reenings, and workshops. HMost importantly the
filmmakers continued to network by exchanging information and
working onm each others projects.

August 1983; LIFT moved into its' swm 300 s3¢. Et. space with
office furntiure and editing equipment domated by York Uniwarsity
Film depactment anmd the Wational Film Board-Ontario region.

January 1984: trial funding was received from the Canada Coumcil
{56,790, for operations and $8,000. for equipment) and Erom the
HFB- Ontacie {FE,SUU. for film production).

April 1984: the HFB-Ontarie increased the amount of production
funds to $10,000. for the fiscal year 1954-85. Also at this time
a co-ordinator was hired on a part-time basis and membership
began te steadily increase.

June 1984: Funding was received Erom the Toronte Arts Council
(%$500,) and the Hetre Arts Council ($500.).

January 1985: LIFT moved into a new apace of 700 :n}. fr. With
the latest grant Erom the Canada Council for the flscal year
January 1 to December 31, 1985 the funding increased 1217 to a
total of §15,000. for operations and 510,000, feor equipment with
up to another $10,000. alloted in matching Funds Eor a steenbeck.



LIFT—AnN Historical Recounting
by an Criginal Member
by Janis Lundman

Inthe Fall of 1979 Jane Gutteridge (now working for the NFB), then co-ordinator of the CFMDC, and Bruce Elder
called for an informal meeting of independent filmmakers to try and raise from the ashes of the old Toronto
Filmmakers Co-op a new association. About 100 filmmakers met one Sunday afternoon in the Showcase Theatre
to discuss goals, aims and objeclives, and possible directions for the new film co-operative. Those who had been
involved in the old co-op, orin any other initial setting up of an organization, sat back and cheered as the rest of

us blindly and enthusiastically rushed to sign up for one of the suggested commitiees.

A few months later (as reporied inthe CFMDC's Independent Eye)....
LIF'T — Liason of Independent Filmmakers of Toronto

We are a new organization of fimmakers and persons
interested in film who have decided to get together and
form an association. After an initial general meeting in
Februarcy a steering committee w45 set up (o investigte
locations for our meetings, suggest activities and look into
funcing. The stecring committee met several times and
then called another general meeting on April 27th at the
Funnel Theatre to report back to the interested film people,
It was decided at this meeting that we would start 2
membership drive, Our fees will be $10.00 per year and
anyore that is interested in independent Rlmimaking (be it

SPRINC |FE8

8, Super 8, 16mm or 35mm) can join.

The steering committee will continue for the present
organizing a series of screenings of members” films to be

tion equipment access through the membership.

money order for 10000 LLET,

Liason of Independent Filmmakers of Toronto
of 0 CFMDC

144 Front Street West, Suite 430

Toronto, Ontariog®

M5 217

cffices on Front Street. We borrowed, scrounged, sponged, used and abused, repaired and loved their postage

machine, typewriters, projector, chairs and tables. (We hadn't figured out how to spell Liaison.)

A few more months later....

L.I.LF.T. UPDATE

By Robin Lee

The Steering Committee of LLLF.T. (Liason of Independent
Fimmakers of Toronto] within the last tbwo monihs has met
three times and a General Meeting was held at Harbourfront
on July 15

I the Steenng Commillee meeting the major general
question that was discussed was: o what concems s
LLF.T. nterested i addiessing isel? More  specifically:
should LIF.T. be pnmanly concemed with bringing
together, lor discussion fobbying and Screening purposes,
people in all walks of e interested and concerned about
alternative itm? What exactly do we mean by “altemative”
of Tindependent” fdm? To what extent should LIF.T. be
filrm production and equipment oneanted?

Mo hard and fast conclusions were reached about these
questions, 50, alter the scréening of some co-op members’
films, they were raised agamn at the General Meeting. The
debate to a large extent crcled arcund the queston of what
sort of structure LLF.T. should adopt: a structure entaiing a
core of higher fee paying members who would be interested
i Am producton and would have access o equipment
LLE.T will have purchased, and an asscciate membership,
which would pay less and would be manly interested in
SCrEEmIngs. workshops, and discussions or 3 more apen
structure in which the emphasis would be on contact

between all people interested i akermative film and more
specialized interests would develop as they would.

Again, no real conclusion was reached, although discus-
sion was bvely and many valuable and useful points were
made. 0. at this pomt LILF.T_ is stll considering the shape it
weill take in the future. Therefore, if you care about having a
fim co-op in Toronto, a hard city to get peaple together
about arything, you can and shoukd have input into LLFT.
[t weill onby work If many people show interest and attend
the meetings and screenings. The date of the next Steering
Commitee meetng and of the next General Meeting have
not been determined yet. However, if you are interested in
attending either, or are interested in being put on LIFTs
maifing list please wiite to the address below. This is your co-
op; it wall only work f you make it work.

L.IF.T.

Liason of independent Filmmakers of Toronio
|44 Front Street W., No. 430

Tovonta, One. M5J 2L7

held in June at Harbourfront. The pu cpose of these screen-
ings will be to introduce the membe rs to one another and
to give the filmmakers a chance to create an awarencss of
their films. Future actvities include workshops, guest
speakers and a newsletter with the end goal being produc-

Persons interested in joining should send a cheque or

odyl vawwn§



" e |

There wene A many opinions and viewpoints as to whal LIFT should become and in whal direclion il should go as
there were independent filmmakers. A few of the initial participants dropped out due 1o lemporary insanity caused
by oo much talking. (Liaison was slill being spelled with only one 7).

And still later....

L.I.F.T. — LIAISON OF INDEPENDENT FILMMAKERS OF TORONTO

LLF.T. has been active over the summer and early fal
preparning s Asms and C fwhich were approved at
a general meetng in Lte Augud) and ts Bylaws. We are
nowy in the process of incorporation which will enable us 1o
Appdy Tor funding for various projects,

Cn November 17 LIFT, along with the CFMDC and
Harbourfront, © sponsoring a seminar with Jean Pierre
Lefebwre which will take place between | - 4 pm. in the
Brigantine room at Harbourfront. Lefebwre’s lilm THE OLD
COUNTRY WHERE RIMBAUD DIED is (o be screened
that evening, and on MNovember |8 CONFIDENCES OF
THE NIGHT and STRAIGHT TO THE HEART are to be
thown

The LIF.T. steening commidtee is now working on a
Dwectors Senes which will take place once a month staring

soretime in the new year. plus a seres of workshops
relating (o the diferent arafts invoived in making films.

T7e next general meeting of LLF.T. will be held at Har-
bourfront at 800 pm.. MNovember 8 in the Loft. These
meetings enable fimmakers to meet with each other, ex-
change information and screen their films, Everyone is
welome to attend.

Pzople interested in joining LLF.T, should send a cheque
or maney order for $10.00 to LIFT.

L.ILE.T.

clo CFMDC

144 Front 50 W/,

Suite 430

Tomonto, Ontano M5J 217

odht vd

Looking good. We eventually worked out membership, aims and objectives, a constitulion—a goal some of us
thought would never be reached. Many thanks 1o people from the CFMDC and The Funnel who gave their time,

thouahts and copies of their constitullons and incarporations to halp us along. (We finally started spelling | iaison
correctly.)

A year later....

SpumNe 150

L.II'F-T.

the Liaison of Independent Filmmakers in Toronfo

The initial paperwork is almost overl WWe now have our
Aims and Objectives, our Bylaws and our Incarporation as a
nor-profit organization. Al that remains is the fling cf our
charitable status which will take place next month,

On March 15t we applied (o Explarations Canada for
maoney to create a resource centre and hire 2 part-time co-
ordnator. We will be informed of the decision in June, 5er-
vices offered by the centre will include a job file for members,
an uprio-date isting of films presently in production in Toron-
to; cument information on al festvals, con-
lerences, etc. [aking place in the Onlano area. Additionally,
the association wall organize regular screenings of members’
films as well as our own programs of Directors Seminars and
Cralt Workshops.

Discussions are under way with the Canadian Fim lnst-
tute regarding National Film Day to be held sometime in
June. LIFT is approaching members of the film industry and
the independent film community to participate in a program
of screenings and presentations designed to inroduce the
general public to filmmaking - both past and present - pro-
duced in the Toranto area.

Our membership is steadily increasing, and we hope to
see both ofd and nevw members at the resource cenire when
it opens in mid-June.

Liason of Fimmakers of Toronio
144 Front S \W. - #430

Toronto, Ont,

MSJ 207

LIFT did not receive the Explorations grant. It seems our idea to initiate an independent tiim co-op coincided
quite nicely with the government's idea to initiate cutbacks to all arts councils, indirectly stopping core funds
available 1o new organizalions. The co-op began mirroring the fale ol many independent lilmmakers—rejection,
burnout and poverty. At this stage a large number of the original members of LIFT left and were replaced by
fresh, enthusiastic, hard-working people, many of whom had never been involved with a film co-op before and like
the rest of us only a mere one year earlier, were somewhal naive as to how difficull it was going 1o be but were
eager and exciled.
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At this time LIFT entered a period of ups and downs that was to continue for almost 5 years. The co-op would
receive a group of new people and a bit of funding and for a short time would be buoyed by cash and enthusiasm.
As the money dwindled and the workload necessary to keep the co-op going increased, LIFT founderad. We
continued to have meetings, screenings, and workshops but constantly faced having to rely on organizing
everything with members’ volunteer hours. There were constant stops and starts with LIFT being reborn a
number of times during that space of time. But thanks 1o the constant work of its members, it refused to die.

A short chronology: 1983—moved into our own space on Niagara St. 1984—moved into 345 Adelaide St. West,
Suite #501 with funds supplied by our first core funding grant from Canada Council ($ ). The room was small but
cozy. We tried to ignore the cockroaches.

1886—Moved down the hall to Suite #505. Although one large room painted all black when we moved in, thanks
fo the efforis of LIFT maembers and the refined renovation skills of our co-ordinator at that time, Caroline Wuschke
(hurray for Caroline and her amazing power-propelled screwdriver), it became the bright, cheerful and glowing
office you see today.

What followed was several screenings, workshops, coordinators, more funding, and ...missing equipement {the
story of the missing Nagra can be found in Board minutes).

In the summer of 1986 LIFT was once again heading for a slump. The usual burnout, alcoholism, drug addiclion
and stress had hit the board and members. Well, certainly stress anyway. It was during this period of extreme
depression that | discovered Federal Job Development, and LIFT was reborn. Recognizing the urgent need for
stable funding and at least one full-time staff, it was hard to believe that there was a government fund willing, able
and simply begging to assist us. After a month of mad proposal writing, meetings with government program
officers and our bank, 30 pages of a proposal for Job Development funds were slid under a government door.
Three months later money appeared, the co-op now had one full time co-ordinator {let's hear it for Rob[era]
Pazdro) and 3 full-time staff. LIFT was on ils way.

Since then LIFT has continued to receive assistance from Federal Job Development, has started to receive core
funding from the Ontario Arts Council for one full-time position, and its allotment of funding from the Canada
Council has been slowly increasing (underline slowly but we appreciate every penny). LIFT now has 2 full-time
staff (the co-ordinator and equipment manager), over 300 members [since the writing of this article the
membership is 394], full 16mm production and some post-production equipment. It holds regular workshops and
screenings of members' films, has begun participating in co-production venlures with its members, and continues
to chum out those grant proposals for regular and increased core funding.

For me LIFT has become a place to exchange ideas with other independent filmmakers, to view films, to increase
my skills through workshops and seminars and to get financial and equipment assistance for my films. It's a place
to go on those days when nothing is going right and | simply want to tell everyone about the latest Telefilm or
editing disaster, and it's a place lo go when everything is going right and | want to share some of that good luck
with people. | don't regret my participation in the formation of LIFT although there were moments when | wish it
had never begun. | think what | enjoy most about it is seeing it as it is today: a thriving, constantly changing film
co-op supporting a community of talented and exciting independent filmmakers.

The first LIFT boardmeeting
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THE FATHER RETURNS...OR,

WHY I'M (RE-) JOINING L.I.F.T.

by Alan Zwelg

| founded LIFT. | know that sounds
SEH-EENiI‘hﬂ bul...it's either that or
stay bitter. | have a ot of lost ime
lo make up.

I'm saying this because | was lhe
only one who was there al the very
vary beginning and who was s:ill
around when the thing had a name
and was slarling to get a national
profile. |didn? stick around long
enough for that first grant. If that
lirst grant is the essential distinclion
lor the founder, I'd have 1o pass
thal honour on to Janis Lundman.

But now that I've begun to drop
names, here's a good ong—tha
person who can ullimately clain
credit for LIFT's initial conceplion—
and there is a centain irony here—
Bruce Elder. | have to give credi
whare credit is due; back in the
daye when he was bullding bridges
rather than burning them, Bruce got
1hig ball rolling.

| don't know if he knows this
himself. Maybe it's just anolher
repressed memory. It's actualy a
little hard to believe in this modem
era ol increasing entrenchment, but
aboul len years ago Bruce
organized and chaired a forum, a
public meeting to which all
lilmmakers were invited, and he
pretly well tilled the old New Yorker
(now Showcase) Theatre.

The reason he called the meeting
was 1o simply ask, "How are w2
going 1o help each other get our
films made?" Thal ook a lot o
guls—io sland before Toronto's
*independent fimmakers”, that
cynical group of rugged
individualisls, and 1alk about
*helping each other.” He'd have
done better suggesting a lottery in
which half of us would be forced lo
slop making films. (Mot a bad idea,
eh, Bruce?)

4
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Anyway | must have gotten stirred
up. I'd baen out in the “real world™ a
couple of years then, out of film
school, my “stardom™ there well on
ils way to becoming just anolther
lale of faded glory. | had this
unfinished film, my tragic albalross.
{Just trying to build up the drama...}
| had hopes that this meeting would
be the “solution to all my
problems'—a co-op. It would be
just like film school, all of us
interested in each olher's work,
helping each other oul. We'd linish
our films, gamer ego gratification,
choose a class star. I'd get another
grant.

The meeting was starting 1o die.
Bruce bravely fought against all the
cynicism, all the negalivity, but he
was drowning. | wanied lo say
something, tell them *l had a
dream”... Just as the meealing was
running out of steam, | worked up
the courage to stand up. | didn?
really know what | was saying. All |
remember was the sensation ol the
immense quiet that surrounded me.
| felt like | was naked onslage telling
the world's longest and most
pointless joke. | had a sense that
what | was saying was
impassionead, all the more
embarrassing in this paricular
audience.

Zweig Star Man

Then | was linished, my voice
ending on a high squeak, my eyes
beginning fo tear up. | think | ended
with something like “Gee, kids, let's
put on a stow.” There was a
moment of total silence, and then
the whole audience was on ils feet,
applauding, clapping me on the
back...

After that i's all a bit of a blur.
Years wen! by. We started having
meetings, semi-ragularly. |
remember certain things distinclly
but the chronology is obscure.

Bruce stuc< around for awhile then
disappeared. A lot ol people went
through those meelings. |
remembar that Robin Leigh was
around for a long time. We held a
lot of meetings at his house. He
was sort ol a liaison to the Funnel,
the hope baing that the two
organizations would pol become
mutually exclusive. | remember one
meeting al Robin's house where
Ross McLaren came with his cadre.
They sat in judgment silently (would
we be hip enough?) and then, like
everyone glse, never returned.

| rermember with mixed emotions
the originafors of the LIFT name:
*The three kids from Humber.” |



don't remember their names. 1 do
remember dislinctly th2 night that
they came to the meeting and
announced this clever name they'd
come up with. When they said it, |
closed my eyes and made a face
like someone farted. What did they
mean by “liaison™??? When |
opened my eyes pandemonium had
broken out. People loved the
name. (People generally love
clever acronyms.)

My disgust for the name and my
attitude loward the namers is
significant to this story. They were
nice Kids but they weren't
“filmmakers". To me al the time that
was like a moral distinztion. | guess
1 still find the term filmmaker' a
distinction too easily granted. But
lhese kids hadn't even made a film.
| take that back. One of them had
“directed” something.

Those were the days when Humber
had (maybe they still do) that
brilliant program in which studenis
were streamed into categories after
first year—directing, writing,
producing and editing or something
like that. It was the theory of the
head of the depariment—a former
programming direclor at CHFl—that
this system ("specialization”) best
reflected the situation in the real
world. So much for a well-rounded
education...

The film “the namer” had directed
was a quasi-performance
documentary on the reck band Max
Wehster. On occasion, Max
Webster (the film) was generously
spirited from the Humber vaults and
presented as a “LIFT fim". Clearly
there weren't many films to choose
from...

Anyway back 1o the name. It was
obviously that "liaison” which got
me. |wanted a co-op, a place 1o
come and actually make films.
Everybedy else seemed to want a
referral gervice, a place to come
and meet other people who

somoday, maybe, wanted to make
a film. Maost of the *members” al
that point had ot made a film. Te
paraphrase somebody, they didn't
want {o be part of any club which
wouldn't have them as members.

They eventually left anyway.
Further on through the haze there's
the arrival of Jeff Steinberg and
Janis Lundman. | don’t think they
arrived at exaclly the same moment
but close enough. (At the time
neither of them had films lo their
credit either.. but they at least
seemed like filmmakers.) They
ushered in the next era: me, Janis,
Jeff and another guy I'll call
Sheldon.

That he so perectly reflecled the
‘problem’ with LIFT really wasn't
his faull. Sheldon was still just a
kid, a showhiz groupis (who later
realized his perfect fate—publicist).
Even as a teenager, Shaldon was
too obsessed with the trivia of films
to evor consider actually malking
them. He was an archivist, a "buff".

1 first met him when he was a
“camper” at a summer arts school.
He was a showbiz phenomenan,
only about fifteen at the time but
truly ageless. My friend and

clasemate (R.K.) was Shaldon's
"instructor”. Sheldon would walk
around all day haranguing anyone
he could find with an endless serias
of Hollywood facts {a Brian Linghan
research assistant in the making).
He was a naw phanomenon for my
friend and | (coming from such anti-
Hollywood educalion)—something
that we considered peculiarly un-
Canadian. Bul hz was strangely
entertaining.

Anyway a few years later Sheldon
showed up at a LIFT meeling. He
was looking for a forum, a real adult
place to channel all his showbiz
energies...a liaison. |think all of us
who were around then knew
immediately that this was not really
the right place for Sheldon. But the
thing was—the reason why Sheldon
initially stayed (and why | evenlually
lefty—we really cculdn't muster
enough of an organizalional
philosophy, enough of a polilic, to
exclude him. He wasn'l a filmmaker
{cleary) but o what? Whe wag?

Sheldon not only stayed but
became our first chairman. |
remember thal meeting. By that
paint it was definilely just the four of
us. We decided we had to have a
chairperson. Bul when we started

T
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asking “Well, do you want to do i7"
the only person who said “okay”
was Sheidon. |can't really talk for
ihe other two but | think thal we all
knew that letting Sheldon do it was
incredibly lazy and cynical on our
parls. Maybe the others were just
too modest to volunteer. Maybe
they wanted to be asked. Maybe

lhey thought the other guy would do
it. For my par | was moving loward

the conclusion that it didn't matter
who did it—lhis thing was a joke
anyway and Sheldon was the
perect punchline.

| dom't really remember how long
Sheldon lasted or what he did or
didn't do. He might have started
planning a LIFT-organized
retrospective of the films of Tippi
Hedren but | could be conlused.
Bul eventually the three of us gol
embarrassed enough by this joke
that we told Sheldon he shouldn’
be chairman anymora. So he quil.

The next thing | remember distinctly

was Janis volunteering to go 1o a
nalional meeting of film co-ops.
Someabody from the OAC asked il
one of us wanted to go. | guess by
this point at least Janis had learned
her lesson and didn't have to be
asked twice. She jumped al the
chance.

| remember thinking at the time
that | should do it. | was still the
only one who had actually made a
film and the one who had been
around the longest. Bul the reason

| didn't go—another key point in this
saga—was that | thought, “How can

one of us go and represent this
thing thal doesn't really exist?* Oh
youthful naivete.

So Janis went 1o Winnipeg (?) on
OAC money as the representalive
of LIFT—supposedly the film co-op

of Toronto. No matter that we didn’l

make llims, didn’l have any
membership, didn't really have any
limmakers. The fact was there
was no gther co-op from Toronto.

oS SRR I

I think it was shorlly after that | quit.
| do remember a *meel the
filmmakers"-style screening that |
organized al the AGO where we
showed early works by Clay Borris
and Tibor Takacs. (That's sort of
irrelevant 1o the story bul...it's just
more evidence.)

But while I'm talkking about
screenings, what | also remember
are the screenings that continued
what | saw as the myth of LIFT—

where they asked us for a package
ol *LIFT films" to go into the Co-op
section. LIFT films didn't exist.
Films that people in LIFT had made
years ago in film school, films that
people in LIFT had helped other
people make, films thal Iriends of

Alan Zweig's Where's Howie?
So Janis nol only went 16 Winnipeg
but came back the national
secrelary of the organization.

like the Canadian Images screening

people in LIFT had made...this
became the LIFT package. In spite
of the repeated screenings my (fim
school) film The Boys gotas a
result of this, | was embarrassed by
this sham. Mobody else seemed 1o
care though.

| probably was just being precious
but that never slopped me before.
So I quit. (I'd show them...) |
prepared myself 1o laugh knowingly
when LIFT finally applied for its first
grant. | was speechless when they
gotil. Bul still | stayed away. |
wasn't going 1o come crawling back
for my handout.. (finish that thought
yourselves).

For years | had inviled friends and
acquaintances, “actual ilmmakars”,
to come to LIFT meelings, to join.
They would come but they'd never
slay. In faimess to them, part of the
reason they didn'l stay was thal it
was never a very impressive group
in those days. They were out there
making fiims. LIFT members (at
that time) were sitling around
wailing for an invitalion. Bul | was
angry at them anyway—Ifor not
saeing how their presence could
make the difference, turn the thing
around, make it real. In the end the
reason why they didn' stick around
was because they couldnt sée how
they would ever get anything out of
it.

| think thal's parly just Toronto—not
just our supposed coldness, but,
paricularly in the tllm community,
the illusion that we have other
choices, thal we don’t need each
other. It seamed fairly apparent 1o
me that in the other co-ops in the
country, the ones thal werg
“political” were not so privileged as
to live under thal illusion. Out in the
boonies they knew they had no
choice but to band logether.
(Probably there's an analogy here
somewhere in -::omparing Toromo's
film vs. video communities.)
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| quit because | wanted LIFT to
stand for something, to promole a
cerlain kind of filmmaking practice.
Maybe | was shorisighted but at the
lime it seemed like all we were
dolng was waiting. We weren'
groaling anything as much as wea
were wailing arounc to get
something. We'd just keep being
there until somebody finally said,
*Ara you still here?"

And after | left that's what
happened.

One of my problems was | wasn'l
very good at being selfish, political.
(It's called "guilt”. Supposedly |
come by it honestly) Since then
one thing that changed me was my
Invoivement with the CFMUG. The
thing | leamed most clearly was that
however | might wish otherwise, in
the end, the people who were there
putling in the time and the energy
and who stayed around were only
Ihose who got something for
Ihamsalves oul of it. Interesied
parties, membears of the larger film
community, filmmakers whosa
carears had originated with tha
Centre but had moved on...none of
them would stick around very long.
| also saw that though people may
have panicipaled for essenltially
sell-serving reasons, they were the
only ones who stuck around fo do
the mundane {unselish) work that
needed doing.

I'm linishing a film. It's only natural
for me to come to LIFT for a little
help—a litle break on equipment.
So I'm back—maore accepling of the
way the world really is and more
accepling of my own sellish
molives. | think | was snapped
back to reality at last year's Festival
of Feslivals—by all ihe attention the
local filmmakers gob | even gol a
little myself in the reflecled glow ol
ona of the films. | want more.

(Or maybe it was that "oullaw”™ issue
of Cinema Canada. Alter all, |
drove a cabtoo. Il I'd been a LIFT
mamber, maybe...|

Anyway...disappointed | quit, bitter |
stayed away, and now older and
wiser | finally join—to put all that
stuff behind me, lo make films
again, to get all the help | can get,
wherever | can get i—and maybe
in all of it to give something back.
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SPATS, PLATZ, RIFTS AND
LIFT

Adrienne Mitchell In conversation
with Gary Popovich, March 18,
1989

Whalt follows is an edited version of
a one hour telephone convearsation
with Adrienne on a Saturday
evening when shewas offto a
billiards hall 1o meet Bruce
McDonald to take back a vicious
deleat she was handed the week
bafore. | asked Adrienne o lell me
stories about LIFT around 19684,
one of the last times that LIFT was
in fact a small group of energelic
friends who decided to keep a
dream going because it was an
axlension of what they were already

living.

LIFT went through a period of
several administrators: Carolyn
Wuschke, Bruce McDonald and
Colin Brunton, (and supposedly
others, some of whom lasted only a
week). The organization moved
from a corner in the CFMDC's office
on Front St. to Niagara St. then to
Adelaide, Suite 501 (next door to
the present LIFT office). Suite 501
had a shower which attracted Bruce
McDonald's attention. Bruce's
clothes would be piled upina
comer. And Bruce wasn'l, “how
should | say il...he wasn't that
clean. He just sont of lived there.
But he cared about the place. He
once spent a lot of time sawing off
the legs to a desk we were trying 1o
get through the office door.
Unfortunately as he started
pounding the desk, swarms of the
grosses! cockroaches came
pouring out.” If the Board had no
olher social imperative to drive
them on, they at least acled
responsibly in keeping McDonald
off the sireets.

Adrienne became a member of
LIFT while still a student at
Ryerson, completing her film
Potzdammer Platz. “The

Etrﬁﬁgled Bﬁ Creation
Adrienne Mitchell
and Bruce McDonald's feet

bureaucracy was becoming a
horror. The whole co-o0p was so lar
away from filmmaking. They were
putting all of their energy into
working out a system. And this
system was horrible, They wenl
bureaucracy haywire.”

*I got involved when the Board was
almost crumbling. There were a lot
of disagreements with the
coordinator. She was fired and we
had 1o take control and run the
place. There was no time 1o go
through the democralic process.
We had to write grant applications
and get the money and keep going.
We had to be fascistic. Then when
we got the grant we were able 1o
hire a coordinator.”

What was once love ol gelting
logether with friends, talking film,
desperalely trying to save a strange
fledgling organization, turned inlo a
place that evoked a definition, and
a need for financial accounlability.
With successful grant applications
LIFT was able o hire coordinalors
and allow the members to get back
to the business of filmmaking.

*It's very polished now compared to
what it was before.” Rellecting on
the dream of the kind of co-op they
wantied to create, Adrienne raised
that perennial question: Can a co-
op in Toronto be more than an
equipment access place? “LIFT
was a kind of organism that
everyone fed into.. bul we were
nevear part of the erganism. | don't
know...] think wa all have our own
films to make, but there should
have been more of a discussion
about film. It wasn creative
enough; we're so wrapped up in the
system...it's so Canadian. | have
conflicting emotions aboul it. | wish
it was based more on group
discussions or cinemalic
approach...you know...what is
cinema? We never sat down and
said, ‘we are a talented group of
filmmakers, how do we fil into the
world?' Inslead we either sal down
to bureaucracy or became sell-
serving.”
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LIVING ATLIFT
Bruce McDonald interviewed by
Gary Popovich, March 11, 1989

With Jim Maorrison growling out
"L.A. Woman" in the background,
McDonald and | discussed the
beginnings of LIFT from the point of
view of an early member, someone
who just wanted to make films and
wandered in because he had
nowhere better to go.

McDonald: | left school; | wanted to
make films. | found LIFT, wentto a
meeting and | was bored
immediately. | thought, *What kind
of a bozo operation have | gotten
myself into?" But there was a liltle
potential there that | saw, and we
just worked hard and tried to keep
the meetings down to a minimum,
and phoned up the Ponderosa,
signed the papers, and here we
arg. People have come and gone,
some people are still here, somz
people are bank tellers now.

Popovich: What was your first
meeting like?

McDonald: Nobody knew whatwas
going on; nobody had even made a
film, and we spent most of the time
talking about who should talk first.
It took about six meetings to figure
out who should talk first. And then

once we figured out who should talk
first...

Popovich: ...you had to figure out
who wag going to talk second.

McDeonald: Yeah. It took another
six meetings to figure out who was
going to talk second. But all the
time was worlh it, ‘cause look at
LIFT now. They said it couldn't be
done; and we did it. Ha-ha-ha-ha!
[Distortion on tape] | just laughed.
Ha-ha-ha-ha!

Popovich: Where did you live?

McDonald: | lived at LIFT. When it
was on Niagara Street...there
wasn't even a couch, | had a
sleeping bag. So | had a vested
interest in LIFT 'cause it gave me
shelter from the storm. That's why |
helped out.

Popovich: A liltle photo of Bob on
Ihe wall?

McDonald: Yup. Listen to a little
Coltrane, smoke a little boo.

Popovich: Tell me about the films
you made at LIFT.

McDonald: Well, | couldn't have
madeKnock! Knock! without LIFT.
Got footage from them, got editing
time, lots of tea, stole a few
cookies,

Popovich: Didn't you run the
organization for a while?

McDonald: Yeah, for a little while.
Kept it in a very critical moment, in
a very critical time when everybody
had abandoned ship. Colin Brunton
and myseli managed to keep it alive
for afew months until the

wonderul and talented Alexandra
Raffe stepped in...it was the first
time LIFT got their shit together.
Alex Raffe got it on the boards,
‘cause before that it was just a
bunch of crazy meetings and
nobody knew whal was going on.
Alex brought the business side to
LIFT.

Popovich: What did you bring to it
during your administration?

McDonald: Me? Just a little rosy
glow | guess. You know, | tried to
get a lat of people into LIFT—some
of the fringe dwellers that | knew
that are now thriving members of
LIFT. And probably without LIFT
they would have been lost little
sheep in the wilderness of film.

Popovich. Is thal the progression
then: lost litlle sheep to cullaws—a
sort of mystical conversion from
innocence, blood, and sweat to
oullaw heroes, martyrs of the
margins?

McDonald: It's funny how you
become more respeclable. They
won't tell you what they were like
then.

1 Chris Buck

f
Phartn Fradil
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Popovich: I's the nalure of th
outlaw to have all the stones
coming from an innocent past, a
past that fills with killings, real or
imaginary. There comas a point
where you are what you are ‘cause
you say you are.

McDonald: It's what scares me
about LIFT: maybe we've lost the
desire for killin'.

Popovich: You can still see some
blood on pecple’s lips. But it's often
tough for the sherilf to be an outlaw.
You took some trips representing
LIFT across the country. Tell me
about some of those dusty lravels
during your administration.

McDonald: Colin Brunton and |
during our term In office
represented LIFT al the Quebec
City IFVAC

[Independent Film and Video
Alliance, the organizalion that
brings together film and video artist-
run centres across Canada, serving
as a lobby erganization, information
gathering and exchange, etc.]
conference. And we made a very
good impression because in one
drunken night Paul Pope of the
MNewfoundland Film Co-op put his
arm around us and said, *You
know, you guys don't lock like
you're from Toronlo.” And that
made us very happy because he
didn't think we were the kind of
people that he would have met from
Toronto. Because we ware as
fucked up and drunk as he
was...and we had no prelensions
and we...we didn1 want to go to the
meelings, we walched the films,

talked to the people. So we
represented them...l think we
turned in a fine image of LIFT.

Popovich: Any other highlights
from your administration?

McDonald: Oh...l remember
painting the LIFT office, where it is
now. Before LIFT came it was
previously lived in by a girl who
used 1o perform Mexican death
rituals in there. She had a dead
coyole in her fridge and a circle of
flowers and candles around the
fioor, And everything was painled
black—floors, ceiling, fridge,
everylhing. We really got along well
logether...'cause | was there then.
After a few months of the Mexican
dealth rituals, perhaps because she
made conlact with other pecple,
she painted a yellow siripe around
the whole place, which was a big,
big moment for her in her life,
‘cause it was a little ray of hope and
then she ended up moving out,

shaving her head, going 1o Mexico,
burying all her possessions in a pit,
setting her dog on fire, and
becoming a Buddhist kind of
person.

Popovich: Wow. Andout of these
ashes LIFT arose, like the Phoenix
bird.

McDonald: Yeah. That's righll So
LIFT now resides in an ancient
Mexican dealh rilual parlour, I's
given it some very magical powers,
and that's why it's doing so well
today. It's got the mojo rising...yo!

This wasn’l the history of LIFT that |
found in the old minules or the old
newslelters, The Doors were
winding their song down fo the end
as we made it out of McDonald's
door and out into the street. |
thanked Bruce for disclosing a
history thal was only partially
covered over by the respeclabilily
of wallpaper, council granis, and
miore timid members.

A R |

e

LIFT Gonzo screening in front of the

Iniversity Theatre during the Festival

| of Festivals.
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DIARY NOTES—
ONE YEAR AT LIFT
by Gary Popovich

Personal Politlcal

| was a member of LIFT for one day
in 1984. | payed my $10 yearly
dues at that meeling, received
newsletters and phone calls, went
lo a few screenings, bul never
really returned to do any work, o
attend any meetings. I'd come from
too much schooling and being with
the wrong person. LIFT seemed
like another wrong person in its
burgeoning efficiency...another
institution. Maybe | quit LIFT
because | disliked happy endings.

I'd spent a long time cozing into the
ground only to find that ground
always stood in relation to
something, and if | didn’t want to
turn into a compost heap I'd have 1o
turn my enargies outward. Thanks
o Steve Sanguedolce | heard aboul
the job at LIFT, applied, and thanks
to Rob Pazdro | relired my posilion
as Collector of the Dole.

Starting a new job is like moving
into a new apartment—everylthing
looks totally foreign at first, but soon
you know the neighbourhood so
well you can listen to the traffic at
night and know the space the cars
drive through as you lie in bed
staring at the ceiling. You're no
longer thinking as a foreigner;
you're beginning to draw pictures. |
stared out of the 5th floor window at
LIFT in between looking at old
board minutes and newsletters,
wondering what else | could see
besides the worst poliution | had
seen in my eight years here in
Toronto. | hated the thought of
working through my first summer in
years; bul piclures started fo
develop in my mind.

When you're paid to talk to more
than just yourself you either geta
sense of responsibility, an enlarged

ggo, or both, That's what
filmmaking and publishing often do.
Whal's most difficult is deciding
what is imelevantly or pretentiously
personal and whalt is personal in
the most politically interactive way:
the individual in relation to the
plurality of individuals constituting a
human nexus that celebrates
ditterences in an engaging and
demanding way.

| have 1o thank Rob for giving me
the freedom to create my own
agenda—an agenda that | filled by
screening, for myself, LIFT films,
meelings with people in the
community as well as in the co-op,
loads of disagreements, conciliatory
gestures, and workable solutions.
When | logk back at my notebook of
11 months ago | see personal
details such as "pick up toilet
paper...call Tom at the
CFMDC...rent air conditioner...order
some 7362 "—lists of things lo do
mixed in with film ideas, with the
highlights of meetings, with my
notes on the films I'd sean, with
impressions of organizations and
people, with ideas for articles, with
summarized reporis | was reading,
with quotes from books, sketches,
scribbles, cryptic commenls, etc. It
seems to me impossible lo separate
what is political’social from what is
personal; it moves through your
notebooks like it moves through
your body. You just don't know
how so much of it will be used...and
you shouldn't think in those terms.

“Reaility, however complete, has to
be altered by being lurnes

s0 that it can be see- F
allerable and b~

e T el
The first meeling at which |
represented LIFT—The Coalition
for Educational Film—saw me
protesting that it cannot be the
teachers who decide what artists
should be creating, and that money
cannot be conlingent upon a
teacher's curriculum. | was asked
not to come to the next meeting.
Divisions run deep when il comes lo
independent film—everybody has
their own take on what should and
should not be funded, money is
scarce, and the personal is often
associated with the esoleric

banishing it from social circles
because il is perceived as being
difficult to integrate within a
homogeneous fabric. Of course il
Is; as Brecht points ouwt, it's that
labric that we need to show as
being constructed, texturad, and
actually heterogensous,



People 1

Working in an artist-run
organization ingvitably means you
meel people. If you're used o
semi-isolation then the constant
onslaught of telephone Inquiries,
crazy questions which often may
have little to do with the co-op,
people constantly coming and going
in the office, not sure whal LIFT is,
not sure what they wanl, some who
coma to lalk, some fascinating,
some just in need of
companionship, elc., elc...can at
first seem disconcerting and
counter-productive. But you find
that the office acls as a center—an
information gathering place, a place
where people can come, like-
minded people, who know they can
satisty at least some ol their needs
most of the time. | had one man
who, after exhausting every
conceivable avenue (literally every
one), called LIFT wanling someone
to make a film on his life lo expose
the terrible atrocities inflicted upon
him, and the misunderstandings
he's suflered...and because |

Having been closely involved with
the CFMDC for several years, | was
struck by the differences between it
and LIFT. The CFMDC is always
buzzing wilh energelic paople
working on any number of dilferent
projects; it's an extremely well-run
business that closes at 6:00 p.m.,
and holds amongst the finest of
Christmas parties. The LIFT office
has the ability 1o transform. Inthe
evening it can often have
filmmakers wandering around,
editing, talking, wriling grani
proposals, or, on several occasions,
sleeping on the couch. More often
than not it was Bruce McDonald,
who until recently had nowhere
else to go. | only fault him for
having left a window open one night
last summer, allowing a sparrow to
wander in and spend a frightened
moming flying amongst the wires
and pipes of our ceiling trying to
escape several sympathetic stafl
who were attempling to guide it
back out the window.

Bul the office has also been the
scene of many meetings/

screenings/parties. Some \})* =\
screeninas lurned into raucouw
sl B W ok
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showed some interest | ended up

L
L

spending long periods of fime with :.:ﬁg.ﬁilr-'
him on the telephone, having lunch ==

with him several limes, listening 1o

his stories, reading the lilerature

he's been collecting on his life for =

years now. II's hard not to get

swept up in people’s painwhen i's 7

s0 graphically vivid, when they
seem so desperale, and you know
lhey have nowhere alse 10 go.
That's the most extreme example;
but everyone in the office has had
io navigate a path through
uncomiortable walers finding the
right balance between atlentive
compassion, and callous dismissal.

eyt ripamnn'-dd-’v_ ‘]
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that would often allow a lot of over-
wound people 1o get a lot of stuff off
their chest. | remember one such
night...the party/screening in honour
of Judy Guoin (former Film/Video
Officer at the OAC) and the
filmmakers who had films selecled
for the Festlval ol Festivals.
Discussions continued until all the
beer was gone, many of the boftles
of wine given 10 the honoured
filmmakers ware gone, and

=

‘-M— Being employed by LIFT meant that

anything else that happened to be
around, including some isopropyl
that an ediling filmmaker tried
desperaltely to hang on to. During
the early hours of the merming when
everyone had left, a few fimmakers
were seen driving down Queen
Streel barking joyfully like dogs al
less exuberant passersby. And
there are other screeningftalks that
have produced astounding
discussions that have demonsirated
a liveliness, passion and critical
engagement that fimmakers usually
dream about. One recent example
is the Richard Kerr screening/talk
(the transcript of which will appear
in the next LIFT newsletter).

any travelling | did lasl summer was

™5 .. r ..:ﬂ" Fﬁil going to be either LIFT business, or
ol S shorl dislance. So last summer
5 of folemdm 5w Me exploring some of Canada.

For the first time in my life, |
travelled norih of Sheppard Avenue
(o joking), where | shol lilm and
did other more unmentionable
things. | also travelled o Winnipeg
and Monitreal where | represented
LIFT.

Sometimes you just need to gel out
ol Toronto 1o figure out what's going
on in this city. | represented LIFT at
the ANNPAC (Association of
National Mon-Profit Artists Centres)
meeeting in Winnipeg in June 1988
where | either ran ino non-film
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arists who apologized for not
watching or programming Canadian
independent film in their
arganizations (seems our
cumbersome projectors, and
threading, and the need for a
technician puts us a distant second
behind video), or | heard nasty
asides about the death of film
{experimental, or art film...again)
from people like video artist Gary
Kibbins. Mike Hoolboom (who was
representing the CFMDC) and |
washed our frustration and anger
down with a lot of beer and tears
about film art in Canada in a seedy
Winnipeg bar, trying to evoke
sympathy from the bartender,
waitars, and native Winnipeggers. |
was robbed that night—lost my
regular-8 camera, 3 rolls of film, a
print of my film Immoral Memories
and my travelling Jean-Luc Godard
poster that | wanted to hang in my
overly elegant hotel room. |
decided thal night that | was either
going to have to become Telefilm
matearial...or turn to video
arl...'cause the gods of decadent
lilm artists didn’t seem lo care.

But....5 months later...

| again represented LIFT, this time
in Montreal for the 5 Days of
Canadian Independent Cinema.
The event was organized by the
production co-op, Main Film, who
decided o put in the hard work and
celebrate independent film from
across Canada. Screenings were
held at Cinema Parallele. There |
ran into Bob Wilkie (a writer and
interviewer of filmmakers); he
mentioned that perhaps Gary P.
and Gary K. {both hailing from
Taronto) should get together and
talk about their differences arising
out of Winnipeg...because both of
us may have misunderstood one
another. | agreed, reluctantly, wniil
he told me that Kibbins was al the
bar (Cinema Parallele runs a cafe
and bar in front), then | tried my
best to poslpone the meeting,

figuring there was no use in spoiling
a good evening. Feeling the
inevitable comimng, | faced the
challenge, swallowed deeply, met
Kibbins, explained my concerns,
and found a caring, intelligent,
understanding man. Both of us
were oo hasty: both of us too far
removed from the other's
experience.

It was disturbing 1o find that pattern
repeated in my different
experiences. For me, Quebecols
filmmakers meant Jean-Pierre
Lefebvre, Jacques Leduc,
etc...that's like saying Toronto film
is Den Shebib and Don Owen,
neglecling anything else that has
been or is happening. Because |
never really hooked into their
sceneg, because we've grown up
learning aboul a barrier (historical,
cultural, etc. between Montreal and
Toronlo) that only lets little glimpses
through, | too was unable to
see...because | wasn't looking.
Main Film's event succeadad in
making independents from across
the country much more aware of
each other (lhe people, the films,
the concems) and much maore
awarg of what is happening in
Quebec.

Main Film"s noterious
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On this trip, my companion,
representing the CFMDC, was Steve
Sanguedolce, who was billeted with
filmmaker hip-with-his-hats-and-
drumsticks Peter Sandmark; |
stayed with filmmaker slreet-smart-
love-sick Claude Ouellet; both men
had apariments twice the size of the
cockroach-infested, over-prized
dumps we accept in Toronto. It
makes you wonder why you're
staying here in Toronto: they've got
cheap sheller, great food, a winning
hockey team, a lot of people who
really dig film, smoke the same
black as us, and they always have a
second way lo say something.

Our 5 days were an emotional
whirlwind that wound up at Poodles,
where exhilarated filmmakers
careened in a club where heads as
well as walls and floor were dancing
like a Paul Sharits colour/ilicker/
sectioned film. Between the slashes
of light and the sine waves pounding
our eardrums | indiscriminately
gave up a video copy of /mmaral
Memories to someone who said he
wanted 1o show it in video bars
{each trip | seem to lose a Memoary ),
watched Toronto programmers
Isabelle and Richard stalking films

newsletter editor = Tk bt =
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and filmmakers, while Sylvain,
Guylaine, Jean, Rick, Gyslaine,
Julia, Denis, Velcrow Ripper, Eric,
and others led their Quaen Streat
colleagues to yet another of the
haunting grounds of St. Laurent,
where the scary calches of
Waldman's fish store are nol far off,
gentrification is always a threat, but
old-lime fellow travellers lika
Leonard Cohen are stiil to be found
In dark black sults handing out
guariers to the oulsiretched hands
on the sireets.

Even though you had little food in
your fridge, you fed me good
slories, sireets, and especially
coffee in bad, or on the lloer, or
wherever | stayed,
stumbled...thanks Claude.

Mark Twain once said that
gxparience was like a
loothpick...nobody wanis it once
you've had it. | guess it's baller lo
be someone with hisfher own rivers
lo navigate, and always willing to
take a momentary detour onto
someone elsa's raft,

x’kﬁ
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Sometimes what a parson 1|nds
altractive is the very thing they star
running from. The stakes are
raised; their desire is put to the test;
Ihey begin to feel competitively
inadequate; beguiling themselves
they say that's never what ey
wanted and they turn on their
ariginal desires.

2

People carry with them too many
assumplions about you before

they've actually tasled your cooking.

People shouldn't speak o each
other until they've cooked together
and shared the maal.

£ bey 1o smph)
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Whatever nappened fo the

ingenuous? People send oul such
confusing signals when they have
problems with their own fears and
desires. Moslt of them just need a
few stimulants to loosen them
up...lo be able o say 'l like this, |
don'l like that.' Then they lalk like
they’ll never get another chance for
ten more years. It's too bad there
aren't prescriptions for such
maladies; it might prevent a lot of
ulcers and sadness later on.

4

The more you throw yoursell inlo
the public arana the more you need
lo fear the reprisals of a lloating
name. A name is like a magnet for
all the filings from knives that are
constantly being sharpened. The
knives are never plunged direclly
into your breast; one just looks at
the name and sees a sign, a
symbol for all the sharpened knives
that exist... somewhere. I's
insidious because everyone acls as
if there's no real murder, no real
viclim. Because they really donl
know what they're slowly killing.

Silence is only good when you ™ )

know it's part of music; al any other
time i's vengedful.

6
Meeling a friend you havenl seen
in several years plunges you into
the position of radically redefining
everylhing that existed between

you. Always conscious of trying to Iéj"w l\w

strike a balance, both of you are
cautious, testing the ground; still,
the firsl few moments are often
alive, eleciric. Then, in the desire o
catch up, you tend lo run away with
yoursell. One steps too far, the
other retreals. And you never see
each other again.

7
How is it that you can fall in love
with anarm, an umbrella, a
moverrant, a turn of the face
towards a streel lamp, a dance you
never had, a dance you thought you
had? And then lel it disappear
alone inlo the nighl.

People 2

...my grandmaother says that the
wheel is always turning, turning one
thing into another...work? play?—
Steve, Mike, Randy...Richard and
Phil ne2ded to go far in order to gel
close again...Louise leaves, works
for video and plays with film...Lori
and | made up faces in the mirror,
then tha TV cameras took them ofl
of us and sent them down the
tubes.. at that venerable drinking
hole with the scorpions crawling up
the Queen Street facade, after a
Mew Waves in Canadian Cinema
screening, listened to Cynihia’s and
Harald's excitement about LIFT,
and Toronlo independent film—thair
marvelous theory about our scene
being a sort of Uniled Nations...the

e
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rooflop party bringing together the
Ryerson and the Sheridan
filmmakers hasn't yet happened...il
should...where did the name Snake
Lady come from?...whera's
Ed?...how's Peter's Head?...Jefl,
whither those breakfasts, whither
those lunches?.. trials, tribulations,

since the healing lime isn'l
inordinately long, gonna have o
learn how to swim with people
whose bathing suils we once
thought were either silly, old-
fashioned, much too protective, nol
daring enough, or simply not there
(the emperor's new bathing suit).

swimming panners jus! because
you don't like their suits. You can
always settle thal argument on the
sand over a lew cold ones...or
better yel disappear Into the woods

tributes and tender thank yous 1o
Rob and Marc._.and
Maureen...Ignace and | waiched the
sunsel al Queen and John cursing
the monilors across the street al
City TV and calling for the relurn of
the Situationists...as The Funnel
slowly withers...?._.the DEC benefil
for the Euclid brings together
maney and memeories, a sort of '60s
gathering in the bewildered lale
‘80s, where radicalism becomes
vaudeville, where I'm wondering
what brings us huddling together
like porcupines, where I'm working
separately on Janis and Alan
hoping that | can draw the blood of
al least two histories into the public
arena, where they might profitably

When there's already enough
sharks in the water why kill your

for a bit, slip off your suits and start %
from scratch...the diary ends with a \
return to filmmaking.., \ NH\
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LIFT AND TAIS
COLLABORATE
by Ellen Besen

In January, LIFT and the Toronlo
Animated Image Society (TAIS)
presented an evening of animation.
This is the first time the two groups
have collaborated to create an
evenl of interest to both animators
and live action filmmakers.

The films ranged from Bob Cowan's
experimenlal Electrametric , 1o
Jonathan Amitay's political pieces,
done in a direct under-the-camera
technigue, to Amie Lipsey's
charming The Crow and the Canary
, which uses traditional cell
animation 1o tell a story drawn from
his own childhood. This last film is
interesting because, not only does it
describe the kind of neighbourhood
conflict that everyone can relate to,
but it doesn't atternpt Lo fit its story
into a neat mould, rather allowing its
moral ambiguities to speak for
lhemsalves. s visuals are full of
detail and the soundtrack, with
narration by the filmmaker's father
and music inspired by the Kiezmer
tradition (Eastern European Jewish
popular music), is very effective.

Ancther highlight of the program
was Villanelle , a new film by
Elizabeth Lewis. This film,
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Bob Cowen

rendered entirely in coloured pencil,
is based on a poem by Earl Bimey.
It opens wilh a live action sequence
in which Bimey himsell introduces
the poem. Il then moves into the
fluid, subtly coloured visuals which
nicely illustrate Bimey's reading.

There were two lilms from Sheridan
College: Trouble with Joe by
David Andrews and Fishing Is for
the Birds by Sean Curran. Trouble
with Joe |5 a good example of a

Sermon

Hilm without words®, a fradilion of
non-verbal storytelling which has
remained an imporanl part of
animation filmmaking. N tells a

story about a conflict between an
artist and his creation, using only a
lively musical soundtrack which
helps to move the film along at a
brisk pace. Sean Curran’s piece
also follows a path which has been
of on-going inlerest to animalors:
how to bring children’s drawings lo
life. Fishing Is for the Birds is
based on a slory writlen by the
filmmaker when he was a child.
The animation is slylized in a way
that truly suits the deliberalely child-
like drawings. The overall elfect is
delightful.

In a more exparimental mode was
Ed Ackerman's rhylhmic 5¢ a Copy
. which explores how images
created on a xerox machine can be
put on a film.

The screening was held at the
NFB's distribution theatre, with
some of the filmmakers in
attendance. The house was close
lo full, with an audience that was a
mix of LIFT and TAIS membars, as
well as the general public. The

films were lollowed by discussion.
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Ed Ackerman's 5¢ a Copy
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YONGE ‘N SAFE HARBOUR
by Thom Hounsell
review by Don Booth

Yonge ‘n Safe Harbour is Thom
Hounsell's first film. Working as a
one-man crew, recording sound
separately from picture, Thom has
made a film about his grandparents,
Charles and Frances Hounsall, who
now reside near the bustling corner
of Yonge and Eglinton. Though
they make their home in downtown
Taronto, their hearis are in Safe
Harbour, Newfoundland, a fishing
village they left almost forty years
ago.

Thom filmed life on Yonge Street:
street hawkers, busy people
rushing by, emply bank interiors,
and a construction worker. He
contrasted these shots with footage
of his grandparents going about
their everyday routines. The elder
Hounsells took the camera in stride
as they shopped, tended flowers,
worked around the house and
insisted on posing for a portrait in
the mall. They did all that is
expected of a retired couple,
carrying themselves with great
dignity, integrity and restrainl. The
images are not particularly
beautiful, nor is the camera work
sophisticated; nevertheless, the film
allows their personalities to emerge
in a loving and honest portrait. This
is the film's greatest strength.

There are no interviews. Mr. and
Mrs. Hounsell did not respond well
to being interviewed, so Thom
began to visit his grandparents
regularly for dinner. He hung a
microphone over the table and
recorded their dinner conversation,
which consisted entirely of
commeants about their lives in Sale
Harbour. After culting out all the
dinner noises, Thom found that he
had lest much to heavy
Newfoundland accents and slories
told through mouthfuls of food.

The only image of Safe Harbour is
a brightly coloured painting done by

Mr. Hounsell. The film suffers by
nat having communicated the
importance of this painting. Mr.
Hounsell painted it from memory; he
still remembers with vivid clarity
every detail of life in Safe Harbour,
down 10 who sat inwhat pew in
church. The Hounsells keep alive in
their daily conversation a village
that has not existed since the day
forty years ago whan its buildings
were carried across the ice and
combined with a neighbouring town.
They now live in Toronto but are
consumed by the Iife they left forty
years ago.

Yonge ‘n Safe Harbour does nol
use any particular idea or image as
a structure. It is primarily a
collection of contrasing images,
anecdotes and qui»s grouped by
subjecl. Some sections work wall.
Early in the film the Hounsells push
a cart through a modern grocery
store while on the soundtrack they
talk about shopping in Safe
Harbour, where they handed the
grocer a list and he filled the order.
Other times the picture and sound
diverge completely and some of the
impact is lost. Inone such section
Frances Hounsell recounts catching
a trout in her water buckel while
unconnecled imagas of the
Hounsells in their apartment and a
huge construction dnll play across
the screen. If the various sections
had been linked by more spacific
themes and images, the film would
have been better.

Thom Hounsell has successiully
caplured a sliver ol two people's
hearls and souls. Capturing this
elusive human element is the
greatest challenge to every
filmmaker. No film, no matter how
finely crafted, can succeed without
it. If Yonge ‘n Safe Harbour were
longer, this lack of structure might
cause the audiencs to lose interest.
But because it is only eight minutes
long and because i is simple and
unpretentious, it succeeds onils
own terms.

PASSING THROUGH by Marc
LaFoy

review by Josle Massarella &
Michael Wearth

Under a big blue sky, a cool kid
pounds the hot prairie highway.
Jack's coming 1o the city for the first
time, wearing everything he owns,
attemnpting a life independent of his
family. Light warm jazz, cool and
funny, could place this film in the
fitties. Jack narrates from a “future
present”, but then this film's theme is
timeless—you can leave home and
go to the big city, but the spirit of
your ancestors follows you
everywhere. In this film Jack is
moving on for the first time, out of a
small fown we never see.

The nen-actor playing Jack has
been perfectly cast. His natural
sell-possession allows him o move
through the summer of the film with
the easy grace of an innocent.
Jack’'s inexperience renders him
brutally vulnerable lo comical
confrontations. In this paved
Western, a mob of skateboarding
boys attempls to terrorize our hero
during his day off, which he is
spending leisurely in the park. His
life and loves pass before him with
the same speed that governs his
nervous actions—a relaxed pace
that creates comic tension. And
like a comic strip character, this
unusual-looking kid wears the same
clothes over the periodof a
summer.

Rich foregrounded sound abounds
in this cartoon mix of natural and
artificial sound effects and dialogue.
The bright sun and wide open sky
give the film a surreal, high-key
look. This comedy, uncluttered (1o
push a metaphor) as the prairie, has
been directed with a confidence
evidenced in the careful selection of
locations, colours, angles, and
framing. One of the many visual
surprises in the film is a red and
white ball, disguised as a playful
prop, which takes on comic menace
as it is transformed in the
character's mind into an instrument
of terror. Passing Through is well-
written and humorous and should
be enjoyed by everyone.
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FORGOTTEN MOTHER by
Adrienne Amato and Derek
Rogers

review by Howard Dancyger

The 24-minute documentary
Forgotten Mother is a story of
reunion balween filmmaker
Adrienne Amato and Alice, the
black domestic worker who raised
her in Zimbabwe, The combination
of voice-over narration—read in the
form of a latter 1o Alice—and the
convarsations of the two women as
they go over old times provides a
moving and intimate portrait of the
relationship between them.

More impornanlly—and in my
opinion, this is the strength of the
film—it explores and establishes the
personality of Alice with a warmth
and intimacy that only a close
personal relationship can inform.
More powerlul for me than the
getting re-acquainted conversations
between the two women—which at
times felt like being with strangers
as they go over ‘remember when'
slories of which you have no part—

Still from Forgotten

were the narrated images of Alice's
then-daily business of child raising,
as well as the moments in which
Alice simply describes her feelings
to the camera.

The backbone of the film comes
from Alice's charm as she relates
her memories and experiences,
And It is the warmih and fascination
that the tilmmaker has for Alice that
ultimately gels passed on lo the
vigwer,

GRANT DEADLINES

CANADA COUNCIL
EXPLORATIONS

DEADLINES RESULTS
January 15 mid April
May 1 end July
Sepltamber 15 mid December

AID TO ARTISTS (INDIVIDUALS)

DEADLINES RESULTS
A: October 1 January 1
B: April 1 July 1

Cctobar 1 January 1

Mother

FILM PRODUCTION

DEADLINES RESULTS
July 15 Octlober 1
November 15 February 1
March 15 June 1
ART BANK

DEADLINES RESULTS
February 1 mid March
August 1 mid
September

ONTARIO ARTS COUNCIL
FILM PRODUCTION
DEADLINES RESULTS
November 1 early February
April 1 aarly July
SCREENWRITING

DEADLINES RESULTS
February 1 early May
PROJECT GRANTS
DEADLINES RESULTS
Seplember 15 mid November
ARTISTS AND THE WORKPLACE
DEADLINE RESULTS
March 1 mid April
July 4 mid August
FESTIVALS

38TH MELBOURNE FILM
FESTIVAL

Melbourne, Australia
Deadline: March 31, 1989
Telefilm Coordination

37TH INTERNATIONAL FILM
FESTIVAL OF MOUNTAIN
EXPLORATION AND ADVENTURE
Trento, ltaly

Deadline: April 15, 1989

No Telefilm Coordination

25TH YORKTON SHORT FILM &
VIDEO FESTIVAL

Yorklon, Saskatchewan
Deadline: April 3, 1989



