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1990 ANNUAL GENERAL MEETING

AGM NOV 5, 8pm

Join the Board of Directors, join a committee, or both!

OFFICE located at
#505-345 Adelaide W.

BOARD OF DIRECTORS
APPOINTMENT DESCRIPTION

Being on the LIFT Bonrd of Directors
entails assuming certain responsibili-
ties. As you know LIFT is n volunteer
co-op. This especially applies to the
Board of Directors (the stall puts in
many hours over and ebove their regu-
lar working hours alss). To make the
Co-op work this high level of commit-
mentis necessary fromthe people at the
helm. Here is a breakdown of the re-
spongibilities an individual board mem-
ber can be expected Lo assume:

1. Attend board meelings. There are
board meetings once amonth, Because
we are all busy people we expect board
members to make at least ten of them,
If more than two board meetings are
missed a board member can be asked to
leave the board.

2. Taking minutes for at least one
board meeting, typing them, and sub-
mitting them to the co-ordinator in
time for the next board meeting.

4, Sitting on a committes: Fundrais-
ing, Lobbying, Newsletter, Program-
ming, ete. This entails sitting on, nnd
participating in the committes and
making reporta hack ta the hanrd

4. Participating in a jury for one of
LIFT's production or co-production
grants, or for the Multicultural Dra-
matie Film Fund's production grants.,

5. Drafting a letter. The day to day
running of the co-op requires continual
correspondences. Each board member
will have to write at least one letter,

In general I would say that something
comes up about every two weeks that
requires your attention as a board
member. We ask board members to stay
on for a two year tern. This ensures
continuity as every year half the board
is replaced by new eager bodies. On
behalfl of mysell | can say that being on
the LIFT board has been a valuable and
satisfying learmning experience, and [
have met alotof great new people in the
bargain as well.

Sineerely, Mike Frislev
Treasurer, 1985-90.

LIFT COMMITTEES

EQUIPMENT COMMITTEE Meet with Tech-
nical Manager to assess current equipment
resources and define weaknesses or voids
which exist - Identify and priorize equip-
ment needs including maintenance and
upgrades to existing equipment, and addi-
tional equipment which should be acquired
- Research proposed and approved equip-
ment ncquisitions and identify potential
suppliers and prices - Research and ap-
roach government and other institutions
or surplus film equipment and possible
donations - Monitor used and 2nd-hand
marketplace for potentinl equipment - Ap-
proach and negotinte discount programs for
LIFT members with various labs, suppliers
nnd equipment houses -Undertake review of
LIPT equipment policy and preoccdurces.

FUNDRAISING COMMITTEE LIFT's pri-
mary sources of funding are the government
nrts councils with followed thereafter by
self-generated revenue (membership fees,
equipment rental, workshop fees). In order
to nasist with the co-op's growth and devel-
opment itisessentinlthat LIFT supplement
ita revenue base by undertaking fundrais-
ing initintives. LIFTs first fundraising ac-
tivity wna the 1989 Festival of Festivals
party which raised a $1,600 profit. In June
1880 the LIFT gorage sale was organized
raiaing $1,200 in revenues, followed by our
2nd Festival of Fesiivals party this past
September which breught in almost §3,000.
The suceesaof the Festival of Festivals party
has marked this initiative as an annual
ovent.

The fundraising committee, in consulta-
tion with the Board and staff, will identify,
plan, undertake and host fundraising initia-
tives, Committee initiatives can include
mounting special events to approaching the
private sector for denations and sponsor-
ships. Fundrrising should generally be
geared to a specific nzed (ie, overhaul of the
Steenbeck or purchasing a new piece of
equipment).

LOBBYING COMMITTEE The Lobbying
Committee will meetregularly to respond to
current issues that affect independent
filmmakers and artists in general. The re-
sponse is usually in the form of letters and/
or phone calls, but may occasionally invoelve
meetings with government officials.

Lobbying will involve contact with all lev-
#ls of government. Issues include the Goods
and Services Tax, Broadeast legislation,
proposed amendments to the Copyright Act,
lobbying all thres levels of government for
additionn] funding for film and media arts,
equipment funding, ste.

NEWSLETTER COMMITTEE The commit-
tee works with the newsletter editors to

guide editorial policy, identify themes for
the newsletter, establish new directions,
write or solicit articles and reviews for the
LIFT newsletter and assist with its produc-
tion and bi-monthly mailing.

PRODUCTION SUPPORT COMMITTEE
This new commi:tee has been implemented
as a means to bring experienced and emerg-
ing filmmakers together to share experi.
ence, ingight and ideas. The committee is to
be comprised of members who have com-
pleted at least one film. Once every two
months the committee will meet with mem-
bers who are seeking advice or guidance on
the project they are currently undertaking.
Assistance might take the form of advice in
writing proposals, drafting a werking
budget, drawingup contracts, doing casting
calls, developing a shooting schedule, iden-
tifying equipmertand crew needs, suppliers
or labs, or how toachieve a particular effect.
At the same time, sitting on the committes
will provide a means for members to fulfill
their volunteer hours in o convenient and
rewarding manner.

PROGRAMMING COMMITTEE Curate nnd
erganize LIFT's monthly screenings - Pro-
vide ideas and develop proposale'themes for
future LIFT programs and events - Compile
list of potential curators and their contact
numbers who would be interested in ecu-
rating upcoming LIFT screenings - Compile
list of possible sereening venues and up-to-
date fees andfior access mrangements -
Advise and inform on issues of concern (ie,
censorship policy) - Initinte contact with
potential exhibitors, artist-run centres, and
co-0p's to explore exhibition and exchange
opportunities - Submit monthly report to
LIFT Board on findings and ideas.

SCRIPT DEVELOPMENT COMMITTEE
This new committee will be comprised of
LIFT members who are experienced in writ-
ing scripts and ssreenplays. The committes
has been established ns a means to provide
constructive advise and criticism on the
writing, content or feasibility for members
with draft or completed scripts. This com-
mittee will meet once every two months.

WORKSHOP COMMITTEE LIFT aims to
respond to the professionnl development
needs of the membership through workshop
programming that explores technical, nes-
thetic and busiress oriented topics of con-
cern. The Workshop Committee provides
input by designing programs, developing
ideas and proposals, and identifying pos-
sible workshop leaders. Committee mem-
bers will draw on their own needs as well as
discussing workshop idens with the general
membership.



Letter from the Chair

Another AGM is soon upon us and with it the rewarding oppoertunity for LIFT
members to get involved with the processes and direction of the co-op. This AGM
will also mark the end of a two year term for myself and three other board members,
John Bauman, Mike Frislev and Cynthia Roberts. On leaving we say - thank you
Robin, Greg and Susan for all your commitment, cleverness and hardwork!!!

pories

jubdmi them:

Sincerly, Virginia Rankin
LIFT Chair

PAFPS ( Program to Assist Filmmakers in the Private Sector) is offered by the NFB. It provides
assistance with printing and processing, sound transfers, edge coding, titles, opticals and answer prints.

Ms. Pennefather
Government Film
Commissioner
National Film Board
150 Kent St.

Ottawa, ON K1A OM9

Dear Ms. Pennefnther:

I am an independent
filmmaker who has been work-
ing through the PAFPS pro-
gram for five years now (third
film) and have been making ex-
perimental films for close to ten.
| r-.-nl]itgld long ago g:t there is
very little support for this
of work in prﬁ:cﬁm, diltl.'lt.);ﬁ
tion or exhibition as it has be-
come more marginalized than
ony other genre. It is for this
reason that | am writing to you
in an attempt to improve the
current state of the PAFPS pro-

m.
Most of the work presently
ecoming out of this country is
being made by independent
filmmakers. This is reflected
through the PAFPS program,
which has increased phenome-
nally since its i tion in 1984,
Last year, the PAFPS program
nssisted in approximately 200
roductions while the internal
FB productions totalled
around 50. The total budget for
PAFPS across Cannda is around
$400,000 representing less than
half a percent of the NFB's total
annual eperating budget.

[ find it hard to believe that
the PAFPS program receives
such a minuscule portion of the
NFB's operating budget espe-
cially when considering the
amount of work that it produces.
I eannot understand why the
PAFPS staffing situation has

not been increased at all to re-
flect the growth it has enjoyed.
Also, why is there such a dis-
crepancy between the amount of
work going through PAFPS and
the personnel and services allo-
cated toit, and what is the justi-
ficntion behind this policy?

Aa you are well aware, most
independent filmmakers have
deadlines as well, and the excru-
cimtingly slow turnover of

work is incompatible
with the deadlines we are forced
to meet. If PAFPS is truly com-
mitted to assisting independent
filmmakers, then why does it
not offer the same services, in
terms of time and quality ns the
professional labs? 1 should
mention that the quality of work
done in your lab is su but 1
wolld like to know why rushes
take close to three weeks to get
back to Toronta while our neigh-
bors in Montreal receive them
within a week? Also, why da the
opticnl services take approxi-
mately three months or so, when
a professional labcan turn them
over in about a week?

[ believe that the lab is cur-
rently running one full shift per
doy and am asking if the NFB
seen it necessary toincronse the
number of people employed
within the labon every level (ad-
ministrative, technical or even
lab operating hours) to make it
compatible with professional
laba?

Btill, there are many other
services required by filmmakers
which are not offered through
this program such as negative
culting, mixing, interpos’neg
and release printing. These
services are currently being of-

fered to your co-productions, sa
why not make them available ta
PAFPS? Is there anything that
could be done to affect change in
this respect?

The NFB is presently being
examined from many sectors
within the filmmaking commu-
nity as well as government. You
are nolonger a production houss
for filmmnkers on contract e all
productions are taken on an
individunl basis and are con-
tinually reassessed. My impres-
sions are that the PAFPS pro-
gram is not faverably viewed
within the NFB as many dis-
gruntled employees rally to
maintain their own positions
and parphaps see PAFPS as an
addendum which in ne way
serves their interests. It is ap-
parent that thiz program has
hel raise the standards of
independent filmmaking in
Canada and so [ cannot under-
stand why the funding, services,
and stall’ allocations have not
been incrensed over the past six
years to keep up with its rapid
rate of growth.

It is my opinion that the
NFB must reassess its commit-
ment to the independent sector
by restructuring its policy and
abjectives thereby reflecting the
true climate of Canada's inde-
pendent filmmaking. The
PAFPS program should be given
more preminence within the
larger context of the NFB's
mandate granting independent
cont'd filmmakers the support
they need and deserve, PAFPS
is no longer merely an adden-
dum to a large institution, it
supporta the very root of inde-

continued on next page
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Cynthin Robarts
Wayne Snell

Newsletter Commitiee:
Louise Lebeau
Ed Makuch
Susan Norget
David Owen
Gary Popovich
Alan Zweig

LIFT Staff:
Coordinator: Robin Eecloo
Publicist/Events
Coordinator: Susan Norget
Technicnl Manager:
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Coordinator: Lloyd Wong

John Baumann
Mike Frislev
Mare LaFay

Roger Larry
Louine Lebeau
Iris Paabo
HRoberta Pazdro
Yirginia Rankin
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THE LIAISON OF INDEFEND.
ENT FILMMAKERS OF TOR-
ONTO isn non-profit co-opwhich
supporis and encourages inde-
peadant lllmmaking throughthe
exchange of iaformation and
accesa o ipment and facili-
ties, [J}'TTmu n program of
workshops and monthly sereen.
inga, and it provides nccessto in-
formation regarding funding
sources, festival and grant dead-
lines and ether related maiter,

LIFT is supported by its mem-
bership, The Canada Council,
The Ontario Aris Council, Metro
Torente Cultural AfTairs Divi-
gion, The City of Toronto through
the Toronte Arte Council, The
National Film Board of Canada,
Telelilm, The Ontario Film
Development Cerporation,
The Government of Ontario
through the Ministry of Calture
and Communications.

Articlen published in the LIFT
newsalettor do not necessarily re-
flect the viewn of Lhe editors, the
Co-op or members of the Board
of Directors,
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pendent film production in Coanada
which must be rellecled in it's pollcies.

My qruulim then to you is why has
PAFPS funding been basically shut out
of any growth inlieu of the investment it
has made to Canndian independent
film? Without PAFPS, hundreds of
films would simply not have been pro-
duced at all.

Secondly, I would like to know
whether there is anything 1 can do to
help me realize the abave goals by either

writing letters or meeting with the appro-
printe people who create the policies gov-
srning independent production assistance
within the NFB.

| nm curious about your position on
these matters and ask that you respond in
an nttempt to give justified nttention to n
arogram so vital to Canada's sagging film
‘ndustry. If you have any further com-
ments or questions, please do not hesitate
0 contact me.
Sincerely, Steven Sanguedoloe

Dear Ma, Pennefather:

I am writing on behalfof the Liaison
of Independent Filmmakers of Toronto
(LIFT) to express our appreciation as
well as our concerns for the PAFFS
program of the NFB, The PAFPS pro-
gram is one of the most successful proj-
ects initinted by the public sector in the
history of Canadian film. It has for a
number of years provided vital and es-
sentinl nesistance to scores of independ-
ent Canadian filmmakers. We applaud
and thank the NFB for this invaluable
support.

Over the past ten years the inde-
pendent {ilm community has grown tre-
mendously in numbers, strength and
profile. PAFPS has been one of the
factors contributing to this growth. The
need for professional yet affordable re-
gources has swelled dramatically and,
given massive cutbacks to government
funding, the NFB PAFPS program has
neither kept pace with the growth nor
has it filled the void left by other fun-
ders,

The NFB's total budget exceeds $70
million with less than $400,000 beingal-
located to PAFPS services (about 0.5%).
In the past year the PAFPS program
assisted npproximately 200 independ-
ent films, compared to the NFB'a 50 co-
productions. Demand for the program
has increased by over 1,000% since its
inception in 1984 yet the administrative
support structure has remained at the
same level as when PAFPS waa first
introduced. At the same time staff re-
sources in the labs have decreased
rather than increased. All of these fac-
tors have contributed to PAFPS' current
inability to either meet the demand for
the program or to adequately service
those who are given assistance.

We nsk that the NFB recognize and
respond to the incrensed need and de-
mand for the PAFPS progarm. The NFB
must show a stronger commitment to
PAFPS if it hopes to continue playinga
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koy role in the development of Canadian
independent film. The NFB must increase
the program's budget, boost the adminis-
trative and technical stafl resources, en-
large the equipment resources, and offer
sxpnnded services.

LIFT is Canada’s largest independent
§lm co-operative with over 400 members.
Owver the course of 1989 LIFT members
arought 35 filma to completion, with an-
ather B4 projects in varying stages of de-
velopment, production, and post-produe-
sion. Nuring that year, 30 of the 60 projects
receiving PAFPS assistance in Ontario
were by LIFT members which have relied
upon PAFPS support. This information
also lists the screening, festivals, awards,
and broadeast for these films togive you an
iden of the exposure the work receives,

Countless films have been made with
the nssistance of the PAFPS program. A
number of these have received broad na-
tional and international recognition. Ob-
vioulsly this exposure only helps to nd-
vance the profile of the NFB. We ask that
the NFB incrense it’s support of PAFFPS to
the point where it substantially reflects
the thousand-fold increase in demand. If
the NFB does so, the benefits to both itsell
and the independent film community will
be incalculable. We strongly urge you to
implement such an increase. We also wish
to meot with you to further diseuss this
pressing issue,

Sincerely, R
Chair, LTFT La

r Evan Larry
Committes

ec: Barbara Emo - Director, NFB English
ing Branch
John Taylor - Chief, Ontario Centre,
NFB English Program Branch
Richard Michaud - Technical Co-ordi-
nntor, NFB Montreal
Linda Payette - Technical Co-ordina-
tor, NFB Ontario Centre
Honourable Marcel Masse - Minister of
Communications
Claude Cuellette - President, Inde-
pendent Film and Video Alliance
Katherine Gilday - Director, Canadian
Independent Film Caucus

ONTARIO ARTS COUNCIL

ARTS
CONSTIL DES ARTS DE LUSNTARKD

RECEIVES $3 MILLION GRANT

Kingston, August 17, 1990 — Nalini Stewart,
Chairof the Ontario Arts Council acknowledged
with pleasure the allocation of a special, one-
time grant of $3 milllon to the Ontaric Arts
Coundl. Hugh P. O'Neil, Ontario Minister of
Culture and Communications announced the
grant today in Kingston, Ontario.

Mrs. Stewart said:

“It is not just the money which we are do-
lighted to receive, it is the significance of this
grant at n time of serious economic pressures
from many other sectors. While this $3 million
grant dees not affect our base funding, to usitis
a major signal from the government. Even in
these difficult economie times, the government
has made the cultural life of Ontario one of its
priorities.

Ascited by the Treasurer and our own Min-
ister, the government is viewing the arts as an
investment rather than a charity. The board of
the council will continue to work with our Min-
ister and with Ministry staff to seek increased
base funding. We believe that through thia
mutusl effort, our goals for the cultural life of the
province will be achieved.

This special grant will also help us achieve
one of pur important goals — the establishment
of a significant endowment fund for risk ven-
tures. The Venture Fund will be a tribute to the
generosity of philanthropic families, such as the
Chalmers family of Teronto, who have been in-
strumantal in encouraging private sector fund-
ing of the arts in Ontario.”

Narman B. Walford, Executive Director of
the Ceuncil, commented:

“The $3 million will assist with immediate
pressures being faced by the artistic community
throughout the province. One million dollars
will flow immediately into existing granting
programs in all offices of the Ontario Arts Coun-
eil. The remaining $2 million will become part of
the Ontario Arts Council's endowment funds,
Inspired by a generous donation of $2 million
last year by the Chalmers family, and as a
gestur of encouragement to stumulate private
support, the $2 million in this endowment fund
will begin to generate income immediately...
The Ontario Arts council is particularly de-
lighted that this Venture Fund will encournge
private sector support for innovative, experi-
mental and rigk ventures in the arts areas that
have traditionally found it difficult to garner
private sector support and for which there is
insufficient government funding.”

Spenking on behalf of the family, Joan
Chalmers said:

“] am delighted that the government is ree-
ognizing the value of artists and the whole
creative process, which will provide an im-
proved quality of life for all citizens of Ontario.”




WARNING!

NOT RECOMMENDED READING FOR PEOPLE

TRADE FORUM ’90

Notes from the LIFT underground

Compiled by secret agents Dini Sweedey and Don Booth

Random excerpts from this year's Festival of Festivals Trade Forum - 5000 Pileces: One Plcture
WORKSHOPS: The Indie 5000; Ready, Aim, Market!; Crossing the American Border; The American Invasion;

Imternational Market Place - Food for Thought; and Pacific Rim Markets - the Exotic Alternative.

Panelists felt the CRTC needs to loosen its rules...Canada says it's flexible but it's not...there is a need for
independents to get smart and learn the Hollywood “ropes”...selling to the American marketplace requires getting
an agent...(Telefilm in L.A. has an extensive list of agents)...before approaching any producer, find out what sort of
films they produce and if they are your sort of films...studios have a wider range of taste...find out who the
executives are; which ones favour your type of film...arrange an appointment over the phone, but don’t pitch over
the phone...it"s an advantage not living in L.A. - you're more special..."only in town for a few weeks™...don’t sell
out in advance...don’t go in with a long face nor all chipper...really knock on doors...send property around...don’t
use “Amercian language film” - it’s a buzz word....make your synopsis a few sentences but know everything you
could possibly know about your script...make your story sound universal...be objective as possible...don’t bring
props to the pitch (as a rule)...be enthusiastic...don’t moan about the industry...know the appropriate
budget...property rights...and whether any stars are involved...be credible - don’t mention any actor you're not sure
of...be relaxed and keep it brief...someone out there will go for it...it's better to have a script than just an idea...don’t
tell them how much money it’s going to make...have a complete unswerving belief in the film...don’t fall in love
with a specific company...never lose your enthusiasm...never allow anybody to say you're no good...know your
material...the more pieces of the puzzle you know the better it is for keeping the idea intact...don’t compromise your
vision... get involved in the industry...here’s another dimension to the pitch - I'm there to make the broadcaster look
good...what is it going to do for the buyer?...understand the buyer's needs...rule number one - there are no rules -
just decide what you want to do and make the necessary sacrifices to do it...avoid making U.S. distribution deals up
front...only make short term deals...don’t oversell...never show a rough cut...put aside 10 to 20 percent of your
budget for marketing and distribution...look inward for the story and outward globally for money and marketing...it
really doesn’t matter where the idea comes from...Canada is focused too inwardly, and there is an international feel
which is different from a national feel...the world is a marketplace and international co-production is a viable course
for independent film...the American market is inflexible towards the distribution of European films...for small inde-
pendent films the biggest marketplace is Europe or the United Kingdom where traditional art films are appreciated
and there’s a proliferation of independent distributors...Great Britain broadcasters can provide a lot of suppornt
through co-productions since there is a requirement for broadcasters to produce independent work...every film
should have an audience from the inception...make a movie like a studio, with input from the distributor from the
beginning...people ask only two questions: who's in it and what’s it about...they want to be entertained by your
answer...writers and directors need an agent or entertainment lawyer so that they can spend their time being
creative...there are financial advantages in using the international co-production treaties - since budgets under $2-3
million cannot make money...the best education is to just try it...in trying it, there is no better opportunity than a
“pass” (when someone turns your project down)...listen carefully to what they say and they will tell you why your
project does not work...if you can cross the U.S. border successfully, you will cross many more...in the end, the
only way to test the validity of your idea is to see if you can convince others to put money into it...there is little in
New York...all the important connections are in LA. IM:-I- 3
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FESTIVAL
WRAPRAP

by Andrew Munger

Now that the Festival of Festival is a fondly mpﬁ::ﬁ;giﬁmeﬂ::::' Eﬂgﬂ?ﬁ;ﬁ?&s
fading memory for most of us, it's this writer’s job to . ’
sift through the wreckage and assess the results of LI‘TFE,:WIRES* G?f&ndulyn 8 PROWLING BY I,'HGHT'
what Dame Helga is no doubt already calling “the Phillip Hoffman's KITGHENER»EERLE’_“L ]}.‘dlchel]e
et Foocessial festival e Mohabeer's EXPOSURE and Gary Popvich's
: ANTIGONE. As for features, Patricia Rozema's long
In terms of attendance and revenue, 'm sure that  awaited second feature, WHITE ROOM, received its

state menﬁliﬂ indisputable. But by eliminating the debut.
most ar and affordable , the festival have - .
Eumpgfd in alienating its mg:ﬁuyal patrons: the Lack gt‘ space and m_t:ma] faculties prevent me
students, artists and other layabouts who actually from reviewing everything. So I'll concentrate on
have the time to view 40 or 50 films in ten days, Its  Some selected films:
not too late to rectify this situation. A concerted LIVEWIRES is the latest “mediawork” by the
campaign of harassment against the Cinemateque/ prolific Paula Fairfield. A blend of sophisticated
Festival of Festivals could resurrect our beloved imaging (35mm and betacam), LIVEWIRES “recre-
pass. I'm not suggesting anyone throw a flying body  ates the viewing experience of a woman isolated in
slam against James Quandt, or blow up Piers Han- Plato’s cave.” The cave is Plato's analogy of represen-
dlings’ car. But a barrage of well-directed letters and  tation, a standard film school text. Fairfield replaces
phone calls could dv the trick. the torches and shadows of the cave with the efflu-
The Perspective Canada series we all know and ent of modern media: television weather and stock
love has become such a success that it may have market reports, an aural barrage of worthless,
actually outgrown its usefullness. I'm all for Cana- excess information. In the midst of this miasma is
dian content guidelines and programs as long as the woman viewer, uhslenfer and observed, entranced
they're enhancing and furthering the cultural fabric. and entrapped by media technology.
But films and events of recent years have shown Cutting through the theory [see the synopsis in
that, well, most of these “Canadian” films would the August newsletter], the message here is this: Too
have been accepted anyway. Perspective Canada is much television is bad for the brain. I know it's not

in danger of becoming a ghetto for Canadian films. that cut and dry, but I calls them as I sees them.
Hopefully, John [Harkness], Cameron [Bailey] and
Piers are given leeway to program all the the good
films, not just the quota.

The viewer (I saw this work on tape, which I
imagine is how most will see it) is as entranced by
the images as the character herself. In measured
Enough bitching, now onto the films. tones, the work recreates our own passive media
viewing without ever critiquing it. The analysis
inherent to this kind of work never really surfaces.

Gwendolyn’s PROWLING BY NIGHT is a work
made in the best tradition of Canadian feminist film.
Gwendolyn maneuvers cardboard cut-out carica-
tures through painted urban landscapes to chronicle
the experiences of sex trade workers in Parkdale.
There's no central narrative, just a series of vi-
gnettes—the experiences of “working girls™ trying to

a l“:‘l‘ make a living. -




Two main issues emerge within the film, that of
police harassment, and of safe(r) sex. Police harass-
ment is part of enforcing the “law”. It's entrapment,
threats and extortion. This is how the already ar-
chaic soliciting laws are enforced, as simply another
example of violent male power.

The issue of safe(r) sex is equally contentious and
linked to the police issue. Safe(r) sex educators are
harassed by uniformed officers while distributing
condoms and literature. “T'o serve and protect”
whom?

The film is extremely timely, considering recent
police charges against NOW magazine of spurious
soliciting, and the revelations of a police cover-up of
one of its own officers running an escort service.

PROWLING BY NIGHT is a truly collaborative
effort. It is a documentary by, rather than about, a
marginalized community, a political film made
politically. Good filmmaking, good politics and much
respect are due Gwendolyn.

LIFT and festival veteran Phillip Hoffman pre-
sented his latest work, KITCHENER-BERLIN, the
seventh and final installment in a cycle of “autobio-
graphical” films. I've never really been sure why the
films constitute a cycle, but Phil’s such a good
filmmaker that I'm willing to take his word.

This film is something of a departure for Phil. The
human voice, so integral to his previous films is
entirely absent, replaced by a Lynchian sound
collage. He also makes extensive use of

archival footage by two filmmaker

brothers who documented the

Atlantic crossing of a German zeppelin
(one brother on board, the other on ferra
firma). And he employs a steadicam to explore the
architectural features of a German gothic cathedral.

KITCHENER-BERLIN uses the city of Hoffman's
birth, Kitchener (changed from Berlin during the
anti-German hysteria of the Great War)
as a starting point. As in previous films,
the filmmaker traces the history of his
family in voyages from old world to new,
as well as his own journeys in search of
their origins.

KITCHENER-BERLIN is in some
ways a more formal or experimental film
than his earlier ones. Having only seen
it once, I feel somewhat inadequate in
trying to penetrate it. The allusions are
more cursory, the metaphors more
obscure.

Like many of Phil’s films, this one requires,
and bears, repeated viewings.

The success story of the festival was defi-
nitely Canadian feature films, many of which

were extremely popular with
festival audiences, COMPANY
OF STRANGERS, DEFY
GRAVITY, GETTING
MARRIED IN BUFFALO
JUMP, UNE HISTOIRE
INVENTEE, FALLING OVER
BACKWARDS, PERFECTLY
NORMAL (one of my festival highlights) and, of
course, WHITE ROOM, were all big hits with festival
audiences. Even BETHUNE was not the disaster so
many had predicted (and some had hoped). Still, it's
hard to justify $18 million (who really knows how
much?), most of it from the state, on a film about a
Marxist doctor from Gravenhurst.

Unfortunately, most of the features are by and
about white, middle class people, and still don’t
reflect Canada’s cultural diversity. This is particu-
larly inexcusable given that the state still provides
most film funding in Canada. The “multicultural
fund” is a pathetically small attempt to redress this
imbalance. This issue 1s not going away; it's going to
become only more contentious.

My own highlights of the festival include: WE'RE
TALKING VULVA, a feminist subversion of stan-
dard music video conventions, by Shawna Dempsey,
Tracey Traeger and Lorri Millan as part of the Five
Feminist Minutes; THE FAMINE WITHIN, a docu-
mentary by Katherine Gilday about eating dizorders
and constructed images of women; PERFECTLY
NORMAL, a perfectly funny, quality commereial
feature by Quebec cineaste Yves Simoneau; and
finally STEPS, a documentary about avant garde
musician Fred Frith, a film that achieves what so
few concert/performance films do—images as good as
the music.

Finally, to all those LIFT members whose films
weren't programmed: cheer up, mine wasn't either.
There'’s always next year!




A conversation with Amy Bodman about her new film,
“The Duration of Life and other Tales from the Grimms”

GRIMM TALES

by Derek Rogers

Amy Bodman: ..It was important
for me to make an open film, because
the stories are open. What [ mean by
that is there is no straight way to
understand them necessarily. When
you hear a story and I hear a story we
imagine different things, and so [
wanted to make a film that would re-
flect that. I didn’t want to make a film
that would tell you how to see the
stories or even tell vou how to see the
film. I wanted to make a film that was
so open that you could see whatever
you wanted to see.

...]t’z like a Rorschach test. You put a
bunch of images out and people re-
spond to different things in it. That
thrills me. That's just great to me!
They see connections in different
ways, and certain people like certain
things. I remember when TREE
TALE was screened, this one woman
came up to me and said she liked the
film because she could watch it and
see one thing knowing that the per-
gon next to her who was watching the
same film was seeing something com-
pletely different. And afterwards you
could go and say, “Oh I saw this—
what did vou see? That really helped
me a lot, because I realised this was
something I really wanted to do. That
is what interested me, putting some-
thing out there to see, to have people
have their own relationship with it.
Peopleoften feel thatthey should only
see what they are supposed to see in-
stead of what they actually see,

Derek Rogers: Do you think your
film can change that?

A: T just think it iz important for

people to realise that they should
think about what they like despite

what everybody says they should
like...to find their own order.

D: Did the Grimm brothers write
these stories?
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A: Nobody really
wrote the stories;
they were just passed
along. The Grimm
brothers went around
collecting these sto-
ries. The tales were
drawn from everyday
experiences. These
stories were usually
told at night. People
didn't have televi-
sions or radios.
They'd be =sitting
there spinning with
the candles on. It was
usually cold, so they
would sit around and
tell stories, and for
some reason they
would tell these sto-
ries. These stories
don't even make
gense and that's very
bizarre to me. Why
would you tell a story
like that?

D: Nevertheless, they were very popu-
lar with people.

A: I think that somehow they spoke
to them. I think that with a lot of the
stories, at least with something like
the Clever Hans story, it's a hum-
drum thing that goes on...a pattern
story. It's the same event that hap-
pens everyday, and a lot of their lives
were like that, where you had to work
in the field everyday. Our lives are
like that now. So, I feel that in some
ways the stories were redemptive.... If
you are painting a house you might
imagine you are painting a palace in-
stead of a house or if you are painting
something you don’t like doing you
might pretend you are painting it for
a bigger reason that makes it worth-
while, and that's how 1 saw a lot of
them. We make everyday things more
important to us so we can have a
personal relationship with it...so it

FHOTO BY GENEVIEVE AFPP

can take us out of the servitude of
having to do it for someone else....
Often when we are doing ordinary
things we imagine that we are doing
something else, and often what we are
imagining is more real than what we
are doing.

D: The film begins with the first story
being told over a black screen.

A: It was important for me to try to
make a film that didn't take the im-
ages away that yousaw, from hearing
the stories. I started on black because
I wanted people to start seeing their
own film before they started watching
this film. I didn’t want them to be in-
fluenced by anything that was on the
screen. The first story, “The Ditmars
Tale of Wonders”, is a make-believe
thing that says: I saw two roasted
chickens flying. They flew quickly
with their breasts turned to heaven,



their backs to hell and a anvil and a
millstone”.

It's pomeone claiming that they
saw things that are all unbelievable
and kind of funny. I wanted people to
really hear what was being said and
sec their own images. Sometimes
when people see black they think the
movie hasn't really started yet, so I
started it with the title to try and get
people in there...butTam not sure ifit
works...but then one zuy came up to
me after the screening and said he
liked the black and he didnt even
know me. So that made me feel better.

D: Can you talk meore about your
choire of siyle nnd structure of the
film?

A: The pace is sort of slow or just
natural, Nothing seems forced in it, in
terms of all the actions, they don't
seem contrived. It seems people are
just doing everyday activities with
the stories being narrated over them.
That was really important to me, be-
cause | just wanted to show how the
everyday can be beautiful and that
nature is a really important thing. It
was shot towards the end of the year
when it always seems the sun is set-
ting, which is important, because it's
kind of a reflective time and it is sort
of a quiet film in that way.

...] like the idea of things working
almost as illustrations in a book. If
you read a kids' book they will have
one illustration per chapter and
somehow that picture is suppossed to
evoke the entire chaprer. It might be
of just one event or of a setting rather
than a comic strip that shows every
part of it. I liked the idea of having
things that could suggest the setting
without actually have the event hap-

... The film is not linezr, as I feel that
linear systems are all contrived.
There is nothing in nacure that really
works that way. We are taught from
the very beginning that linear sys-
tems are more efficient and that they
are the correct way. Itbrings order to
chaos. We see it as order. If we fall
back on the other we feel that every-
thing ia chaotic. Peoplz looking at my
film might look at it and say, “This is
chaotic...what you see is not what you
hear. What is this supposed to
mean?”.....It means nothing, but in
fact thatis how we are. I think itis too
scary tn realise that a lot of the time,
because you want to be able to control

things in a system.

....We are told that life should be a
slory and there s something wrong
with us if things don't end the way
they should logically follow....But we
crave the lack of order...We crave

“I dnn 't agree that

s-o--ar
SR

you Imve to make a

<<<<<

fﬂre you die or that
you are a better
person l'f you make

.....

fwﬂa ThatJust
seems stupid.”

nature’s order...apparent random-
ness. Nature's apparent randomness
is the only model for how we are, how
we naturally are.

.....] thought there might be hostility
to this kind of film that doesn't tell
vou how to wateh it, or doesn't logi-
cally follow one thing or another he-
cause people are so used to being told
to watch things a certain way—espe-
cially [with] narratives. People are so
used to needing clues on how to
watch something. That is human
nature right now, but human nature
is not real nature, human nature is a
construct.

D: Tell me about the ¥
Lou Reed song, “Sep-
tember Song”®, that

comes in the middle of |
the film.

Az It's self-indulgence, |
[laughter] Originally I
thought the film was
about a woman who
had left her husband
and was now coming
back. The stories that
we see in the film were
her way of trying to
explain where she had
been. Ifelt she hadgone
to find herself, because
she couldn't live with
him there. Sometimes
it's hard to get to where
you need to be when
you are living with

somebody. Although she had trav-
elled somewhere physically, where
she really went was inside her mind
or her psyche, and also the stories are
like dreams.. So it's like telling your
dreams, which to me are often more
about what's going on than anything
else. So I felt it was about her coming
back and shes telling these stories to

But then [ thought, Hell, a lot of
times when someone leaves someone
else the person that got left behind
often gets used to being left alone, and
so he or she doesn't need that person
to come back.So I needed a reason for
him to want her back. I looked at the
song as his story and my feeling was
that you hearsongs the same way you
hear stories. If you like a certain song
it’s usually because you feel in some
way that it's telling your own
story.When he is in the truck and
turns on the radio, the song is his
story. It's about growing older. He
decides that he doesn’t want to be
alone the rest of his life, because he
would rather spend the rest of his
days with her.

D: Did the fiim change much in the
editing?

A: At first it was really slow and re-
ally long and then I cut it as short and
skinny as it could be so that all T could
hear were the words one after an-
other. And then I thought, Oh, God. [
had cut everything out of it. So I
lengthened it again. By that time [

continued on next page

PHOTO BY BECKY VALIAN
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Amy Bodman photagraphed by Winnifred Jong

had been cutting too long. I think I
lost a little bit of the rhythmn, but
sek:i.ng it finished I felt it had worked
oKay.

D: Do you have regrets about taking
so long to edit?

A: T have no regrets. I didn't work 12
hours a day, and I think it benefited
the film not to. Fortunately I wasin a
situation where I could keep on edit-
ing.... The shoot was such a high. It
was the happiest shoot and then in
the editing I got horribly depressed
for a long time. I was happy at first
and then it just got worse because I
edited alone and wouldn't show it to
anybody and I felt so different than
other people. People like Bruce
Macdonald would go into Prisma
Light where I was editing and edit a
feature. He edited two features while
I was editing mine, and people would
just go in and out of the place with
their films done. They would finish
them really fast.... but I couldn't work
that way and I think I probably
needed the time for personal reasons
too...just because it gives you time to
refllect and I did reflect a lot.....I don’t
agree that you have to make a thou-
sand films before you die or that you
are a better person if you make 15
films instead of two. That just seems
stupid tome..... Also, editing that long
made me realise why people work

nine-to-five. When you have your own
time during the day it's hard to figure
out what to do with each hour, When
vou have a job they tell you what to do
with each hour. People identify them-
selves with their jobs.... they define
themselves with their jobs, When you
wake up when you don't work nine-to-
five, you realise that you don't neces-
sarily have to eat breakfast at eight
and later break to eat lunch. That's
what I realised [during] editing.
That's my philosophy of how to look at
time... because really, a job takes the
best hour of the day away from you.

D: So you don't consider filmmaking
as a job?

A: I never felt that my film was work
because it was too self-indulgent to be
work, and nobody had given me a
grant or told me it was a great project.
There was nobody aaylng, “We see
you as a filmmaker.” It was just me
deciding I am going to spend my in-
heritance on a film, de saw it as
completely self-indulgent.

D: You once mentioned to me that
making this film was a personal risk

R

‘Wﬁtﬁ;‘? ﬁiiixs the

right to say
who is an

artist and
wh“““sn’t?”

*&sé-&c‘?@;.» b

for you. What did you mean by thai?

A: Risky in that to spend that much
money on something you are not
going to make money back on, you feel
a bit guilty and feel like you're a bad
person, especially with my back-
ground where you are never supposed
to spend money that could be savings.
You were never supposed to spend
principal and I never earned the
money in the first place. So what right
do I have to waste it on this self-
indulgent project? You know, it's that
feeling like, “Man, I should save this
solcanuseittobuy a house sometime

when | have kids.” So it's risky for me
in that way. It was very scary.

D: What are your feelings about the
granting systems for filmmakers?

A: 1 don't really like them very much,
but that could partially be bitterness
because I didn't get them. But I don't
really think it is, because my inheri-
tance is like a grant. It was just a gift
of money and I didn't deserve it any-
more than anyone else. It just came to
me. But with grants, a lot of people
apply for them, and what art councils
doisthey demdewhuthny feel are art-
ists and who aren’t and I don't think
they have the right to do that. I think
a lot of people don't pursue their own
work or what they feel compelled to do
unless someone comes along and tells
them they are worthy to doit, which is
usually by saying, “I will give you
money to do it or I'll buy your prod-
uct,” or, "You get this grant because
we as a jury decided that you are
worthy...." That tomeis all wrong. It's
a screwed-up system.... Who has the
right to say who is an artist and who
isn't? You can only say what's your
own taste and what isn't.... So people
get more concerned about making a
name for themselves or to prove on
paper that they are more worthy than
the next guy. I feel what is really a
challenge is to go ahead and do your
work whether people think you are
good or not. That is what changes the
world.

Any new invention did not make
sense until people proved that it
worked. These things are not going to
be done unless you try without people
telling you it's a good thing to do. So
that was good for me in terms of
making the film, because I really had
to say, “Well I'm making it according
to my rules instead of according to
society’s rules or the collective's
rules,” and that was diffucult ... but
very rewarding because it makes you
feel good. You sort of feel that you are
being bad but in a good way. Subver-
sive. And that made me feel good.

The Duration of Life and other
Tales from the Grimms will be fea-
tured at the LIFT Monthly Screening,
Monday November 26, 8p.m. at LIFT,
345 Adelaide St. W.

Don't forget the A.G.M. Nov 5 at 8 p.m.
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FAR FROM
FAMILY VIEWING:

Recent Films from Ontario

CINEMATHEQUE ONTARIO was recently invited by the
Cinématheque Francaiain Paris to program a survey of films from
our provinee, focusing on developments over the past decade. *On-
tario et Son Cinema”, issceduled for presentation in late November
in the French capital. Cinemateque Ontario is doubly pleased to
present a streamlined, representative version of this program asa
highlight of our inaugural season.

The seventies marked a hiatus in the development of narrative
cinema in Ontario. The emergence of the: “Toronto New Wave®
(ineluding Atom Egoyan, Ron Mann, Patricin Rosema and PEtor
Mettler) in the early Eighties marked a resurgence in Ontario
filmmaking. As the decade progressed, other directors such as Leon
Marr and Frank Cole moved from shert subject to feature; and
experimental cinema flourished with Michael Holboom, Barbara
Sternberg, Richard Kerr, Philip Hoffman and many others joining
masters like Michael Snow and Bruce Elder in ensuring the conti-
nuity of what many consider ourimportant tradition. International
recognition— scores of invitations to leading festivals, eritical
acclaim and foreighn disiribution—confirmed this sense of a renais-
sarnce.

Congratulations in advance go to the following LIFT members
whose filmas listed below are among the program. Mark these dates
onyourcalendarand be sure not to miss some af the best work by your
peers. All films are screened af the Bockstage Cinema. For complete
listings and more information call Cinemateque at 967-7371.

Sat Nov 3, 1990 7 p.m.

URINAL (1988 100 minutes)
Director: John Groyson

KITCHENER-BERLIN
{1990 34 min)
Director: Philip Hoffman

Sun Nov 4, 1950 9 p.m.

ROADKILL (1989 80 minutes)
Director: Bruce McDonald

Fri Dec 7, 1980 7 p.m.
A TRILOGY
(1985 46 minutes)
Director: Barbara Sternberg

Thurs Nov 8, 18990 7 p.m.

TOF OF HIS HEAD Sat Dec 8, 8 p.m.
(1989 110 minutes) FOUR SHORT FILMS ABOUT
Director: Peter Metler LOVE
Mon Nov, 18, 1990 7 p.m. TOGETHER AND APART
FAMILY VIEWING (1987 86 (1985 26 min}
minutes) Director: Laurie Lynd

Director: Atom Egovan
PASSION: ALETTER IN 16mm
(1985 28 min)

Director: Patricia Rozema

Thurs Nov 22, 1980 9 p.m.

THE EXPERIMENTAL
TRADITION DAVID ROCHE TALKS TO
(package screening) YOU ABQUT LOVE

{1983 22 minutes)

BRAND (1990 6 minutes) Dicrector: Jeremy Podeswa

Director: Mike Helbeom

Fri Dec 14, 1590 7 p.m.
I'VE HEARD THE
MERMAIDS SINGING
(1987 81 minutes)
Director: Patricia Rozema

IMMORTAL MEMORIES 1
(1988 13 min)
Diirector: Gary Popovich

We're getting a reputation! Did Ella hear Lance Chilton
of CITY-TV say that LIFT’s Festival Celebration was one of
the hottest parties at the Festival of Festivals? She cer-
tainly did, and it certainly was!

Music was provided by The Bourbon Tabernacle Choir,
alwaysa crowd pleaser,and HDV, later to gain notoriety by
being booed at a Public Enemy concert. After a few warm-
up drinks, dancing went late into the night. Seen on the
dance floor were Wayne (Hank) Snell, Cynthia Roberts,
party organizer Susan Norget, past coordinator Rob
Pazdro and disco maniac Greg Woodbury.

Holding up the bar and having an awfully good time, was
Gerald Packer (what a hunk), who didn't yet know that “H",
the film he DOP'd was about to win the Toronto CITY
award! Meanwhile, Alan Zweig, Jury Member, was keep-
ing quiet about his faves for the NFB Short Film Award.

Door prizes were a new addition ta the festivities. Upon
stage, LIFT s outgoing chair Virginia Rankin made a spec-
tacle of herself, accompanied by theonly slightly more dig-
nified Mike Frislev, Treasurer. Did Ella see Mike's wife
Stacey win a prize?

Other attendees included Janis Lundman and Adrienne
Mitchell, who were at all the best Festival parties, Bay
Weyman, Montreal/Toronto commuter Annette Man-
gaard, Lori Spring, Gwendolyn, Roger Larry, Paula Fair-
field, Atom Egoyan, Camelia Frieberg, Jacqueline Samuda
{star of Kim Derke's new film AN INTELLIGENT
WOMAN, Gary Popovich, Steve Senguedolce, Louise Le-
beau, John Baumann, and of course, the irreplaceable
LIFT coordinator, Rohin Eeclon

Fabulous!

Kisses,
ELLA
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UPCOMING

Intl Comedy Film Festival -
Torremolinos, Spain
Deadline: Oet. 30, 1990

Valence Int'l Festival of White
Water Sports - Valence, France
Deadline: Oct. 30, 1890

Friedberger Intl Festival of Relig-
irus Films - Friedberger, Germany
Deadline: Oct. 31, 1990

15t Int'l Exhibition of Experimental
Films - Madrid, Spain
Deadline: Nov. 1, 1880

Festival Tous Courls -
Aix-en-Provence, France
Deadline: Nov.1, 1990

Cinema du Reel Film & Video
Festival - Paris, France
Deadline: Nowv.1, 1990

Santa Fe Film Expo - Santa Fe,
New Mexico
Desadline: Nov. 15, 1980

Information for these and other festivals are

FESTIVALS

Global Africa: Looking Back-Moving
Forward

Peralia Colleges Cable Television
{U.S.) Intl Black History Month Film
& Video Festival
Dendline: Nov. 15, 1990

Local Heroes - Edmonton, Alberta
Deadline: Nov, 23, 1980

Fantacporto: Oporto Int’l Film
Festival - Oporto, Portugal
Deadline: Nov. 30, 1980

National Educational Film & Video
Festival - Oakland, California
Deadline: Dec, 1, 1990

Goleborg Film Festival -
Goteborg, Sweden
Deadline: Dec. 3, 1990

Women One World (WOW) -
Neaw York, N.Y.
Deadline: Dee. 15, 1690




APPOINTMENT

Susan Ditta
to head Canada Council’'s
Media Arts Section

Ottawa, 5 October1990 Joyce Zemans,
Director af the Canada Coucil, is pleased Lo
nnnounce the appointment of Susan Ditta
to the postion of Head of the Council's
Media Arts Section,

Susan Ditta comes to the Council from
the National Gallery of canada, where she
hasbeen the Film and Video curator of the
past three years. A graduate of Trent Uni-
versity, Ditta bepan her eareer in 1879
with the Canadian Images Film and Video
Festival, in Peterborough, of which she
wis executive director for five years.

Since then, she hns been managing di-
rector of Artspace, the multimedia parallel
gallery in Peterbourough, and assistant
director and subsequently director of
MAYWORKS Festival of Toronto,

Ditia has served as a consultant and
Jjury member for a number of arts organiza-
tions, including the Ontario Arts Council,
MNational film Board, Independent Film
nnd Video Alliance, Ontario Film Associn-
tion, Festival of Festivals and the Canada
council, She has also been nctively involved
ns o bonrd member with variciuys artists’
centres in Toronto, Ottawn, Montreal and
Peterborough,

In announcing the appointment, Joyee
il'it-mans said, “I at;‘n delighied that Susan

itta is joining the council. One of her :
greatest strengths is her knowledge of the Congratulations to LIFT n:’;ﬁrlﬂ
independent film and video communities pob Stampfl whose film, E 3
and their productions. She will be a woun- A DIARY won the Roberto Rosse |1:1
derful nsset to the Council and to the media Award for Best First Feature ot t -ut:_
arts community.” 43rd International Film Festival o

The Media Arts Section, one of the six Salerno in Salerno, Italy.
dizciplinary sections of the Canada Coun- L1
cil, was headed until June 1990 by Glenn
Lewis. Established in 1983, the Section is
responsible for administering a variety of
programs that provide assistance to non-
profit organizations, groups and individu-
nls actively engaed im the ereation, produe-
tion, distribution and presentation of pro-
fessional works in film, video, audio, holog-
raphy and computer-integreated moedin.
The Section also administers the Petro
Canada award for Media Arts and the Bell
Canada Award in Video Art.

Susan Ditta takes up her new position
on 5 November 1990,

X




CLASSIFIEDS

RAW STOCK at discount prices!
Are you interested in purchas-
ing negative stock (B&W or Col-
our)? [ have acredit with Kodak
of $1,624.00 (tax included) that [
will sell nt a discount. Please eall
Michael at 361-6220,

SHORT ENDS for sale. 7292
16mm colour negnative stock.
2330 feet in total, ends ranging
from 120 to 240 fest ONLY
$450.00 (approx 60% of original

coat) Call Jeremy nt 977-2772,

HELP AVAILABLE

SCRIPT DOCTOR available.
Will make housecalls for ailing
screonplays. Need a second
opinion? A check-up? A new
diagnosis? Are your charactera
weak? Your plot flabby? If so,
then visit the doctor for a pre-
scription. Call Allan at 482-0853
(24 hrs). Also, treatments avail-
able for producers andfor direc-
tors.

BLOW UP YOUR FILM SET!
Trained professionals in wood,
metal, junk and paint bombs.
Call Dr. Danger and Hank
Wright at the Bay Dog Gun Club
364-5128.

DISTRIBUTION

SULLIVAN FILMS DISTRI-
BUTION INC. is seeking to dis-
tribute new films, including
dramn and documentary for
distribution in International
Markets (including broadecast
TV and home videa). If inter-
ested please contnct Margery
Reid-Fajotte at Sullivan Films
Distribution Ime. 16 Clarence
Square, Toronto, ON M5V 1H1
(tel) 597-0029 (fax) 507-0320.

Don't forget the
A.G.M.
NOV 5 8 p.m.
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SONGOLOLO:
VOICES OF CHANGE
A new Canadian film about
South Afrien

Toronto screening November

1st at Harbourfront, November

2nd at the Revue Theatre.
TV Broadeast:
Nov Tth 9 p.m. TV Ontario

EMPTY CHAINS:

CANADIANS IN VIETNAM

A film by Mark deValk
Broadeast dnte:

Nov 8, 2 p.m. on CBC.

GRANT DEADLINES

CANADA COUNCIL
EXPLORATIONS

DEADLINES RESULTS
Jenuery 15 mid April

May 1 end July
September 15 mid Decemiber
AIDTO ARTISTS (INDIVIDUALS)
DEADLINES RESULTS
Dctober | Jaruary 1

Agpril 1 July 1

FILM FRODUCTION
DEADLINES RESULTS
July 15 Dctober 1
Novamber 15 Febwuary 1
ART BANK 3
DEADLINES RESULTS *
February | mid M arch
Augusi 1 mid September
ONTARIOD ARTS COUNCIL

FILM PRODUCTION

DEADLINES RESULTS
Movember | ewly February
April 1 early July
SCREENWRITING
DEADLINES RESULTS
February 1 emly May
PROJECT GRANTS
DEADLINES RESULTS
September 15 mid November
ARTISTS AND THE WORKPLACE
DEADLINE RESULTS
Muarch | mid Agpril
July 4 mid August

special
screening
of 3 \H films

THURS NOV 15, 1990
9 P.M. RIVOLI 334 QUEEN ST. W.




I'M HAPPY. YOU'RE HAPPY.| I
WE'RE ALL HAPPY.

HAPPY, HAPPY, HAPPY. |
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s SPECIAL SCREENING
o WEDNOV 7,1950 |
e 6 P.M. at LEE'S PALACE |
S 529 BLOOR ST. W.
o
Eeamd
:':;v-&'»-a-'\-
St
o
s
BEmEa
happy fool who gets o
a job and goes crazy in a - :
world of stupid locking guys . e
and.a.ni.rr'mludhambwg:rmc-aL _:’E?{-:;f;:f:1<a»+xmx<+4v**aaa+yo--rc-omw-o-.- ; ;.:.';.
. NFBStudlo D Presents:
: ~ the poetry video of Liilian hllens e
lﬁl fEEITUFE fIlFTI hl‘f HEW LlFT rTIE-"I'HbEr UE"GI‘QW F“ppell'. :?::ﬁf:;';;f;;s UH“AWHAL cﬁus’Es;fi\:”; :; - -
;..::;::**:'*:i’direc:edhy Maureen.luﬂge-* o
Saturday November 3rd, 1990 11 p.m. . = e
y 2 P . ;j;:?j;ﬂﬁ:j;i‘ﬁﬂﬁﬁ by Lillian Allen.
at the Bloor Cinema (as part of the B-Festival) "‘faﬂnh ed by Djanet S¢ Smm performing Lillian Allen’s work

CALL FOR SUBMISSIONS

9tH Anwual CouLecTioN TAPE PURCHASE

fmug-as .I"mrrl I.i'ie 1989 Cnﬂ'ernm T'upe Purchase

TSV is now accepting submissicins for its 9th Annual Video Tape
Collection purchase. This eall is open to Toronte based producers
only. documentary, video art, independent music video, computer
animation, experimental and dramatic works are eligible. Flense
send/drop-off only one tape per artist with a covering letter and
return address to

TSV 172 John St. 4th Flr., Toronto, ON M5T 1X5

?ATURDAY O(,TOBE R ‘?7 ]1 PM.
SUBMISSION DEADLINE: October 31, 1990 172 JOHN ST. 4TH FLR. ADM. $3 WITH COSTUME




