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# ‘Still from HOW TO BURN A CROSS, a Super 8 film by Dennis Mﬂf_if **
- See NEW WAVES IN CINEMA page 2 8
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FILMS ¢ PHOTOGRAPHS * COLOUR XEROX PORTRAITS

MARTHA DAVIS

April 13 to May 19, 1591
Centennial Gallery, 120 Navy St., Oakville, Ontario

Screening: ELEPHANT DREAMS and READING
BETWEEN THE LINES Wed. April 24 at 7:30 p.m.

CALL FOR PROPOSALS
InterfAccess is currently accepting applications Do
its 1991 Artists-In-Residence program. As a non-
profit artists® centre, providing access to and educa-
tion In computers and communications media, In-
ter'Access Invites applications from any artist pro-
posing electronic media-based art and audio works.
IfA Is equipped with a MuoacTntosh [lei, Maclntosh
SE, Macintosh Plus, Graphles Sconner, 1M A7

CTARGA™, MIDI Musie Statlon, Laserwriter TINT,

Pitney Bowes Photocopler, us well as praphics,

text and audio soltware programs. FIVE ARTISTS
WILL BE INVITED TO USE UA'S EQUIPMENT

AND RESOURCES. For Informatlon call 535-8601.

Artists in Residence will receive an honorariam, techni-
cial axsistance and training, free compuler access fime, ma-
ferals assistance and a one year membership. Twe appli-
caifon deadlines have been set for May 30 and August 15,
1901, Applicarions should include a project description and
timeline, budget outline (indicating any other sources of
fusding), a list of equipment and saftware to be used or

explored, a curriculum vitar, and 10 slides of recens work.
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This iwo-day resslon will give panticipanis the

epportunity te reline their lightin} skills, both
practicsl and sesibetic, through 12nds-on

eaperience, Durtag the warkstop a sample

scene will be sercened, then tse participanis
will riﬂl and thoot a simila: soene. Panicipant
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LIFT films at
CINEMATHEQUE ONTARIO

SEVENBY SEVEN

RECENT FILMS FROM LLLET.

i et First evening of fAlms made by membsen of LIFT, the Liaisonof Independent
Filmmakers of Toronts, we ane happy 1o offer seven recend films by and about
women, Priday, May 10, 1551, 7 pm LINAZ

edr FALKA A dialogue befween tea s od

FRAGMENTS 7 L o
fapfiue  cobour explisnes heves of Face, sesuality

CANADA 1989 7 MINUTES o el idasalty:

Interoutting i (ielevangrlists,

Betia Diavis) nad sounde e PROWLING BY NIGHT

A POdnanCe novel, AR aria “la CAMADA 1550 12 MINUTES

Forza del Diestine™), Fragments rusm- CIRICTOR: GWENDOLYY

s Wt fikery trailer 2x cubtural form

ORIENTATION EXPRESS
CAMALIA 1587 16 MINUTES
DERECTON: FRANCES LEEMING

Anbmated cut-outs cat up patrisechy, WE

Deicribord an “am adudl poppet car-
foon”, (s i & boungh, aeart documen-
Lairy about polce harsasment of prost
tutes i the Parkdale arsa of Tororta,

racham and conservative morlity in CAMATIA 1691 19 MIBRUTES

ihis cunning leminist travelogue

1I|rT:nu;h a Morth America dominated DIRECTOR: JOSEFHINE

Ty leoma of consumerist culture. A poeile, impresaionistic portrait of a
m 'm woeman's daily rituaks.

IS DAD

CANADA 1890 35 MINUITES THE COMPACT

DIRECTOR: B.H. YAEL CANADA 1590 20 MINUTES

A wonan and ber sunt search for Of: BREMDA JOY

patierns in their lamily”s history. A Chinese Cansdisn woman cxsfmine

bert wlhomert Felatioenahips amd, ina e
EXPOSURE of flashiacks and drean sequenors,
CANADS 1990 7.5 MMUTES dhiscurvers @ conmechion between history
DIRECTOR: MUCHELLE ared prronal wbensity
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EQUIPMENT NOT UP TO SNUFF!

LETTER TO THE EDITORS

Greetings, My name is Bianca Brynda and 1
have been a full member of LIFT since Sept.
1990, Coming fresh out of York University [
was looking for a place, where people had same
interest asme and it is to make films.

There are some essentials you need in order
to make a film. You need an idea; money and
personal o execute the work and 1ast hut defin-
itly not least you need equipment that works. 1
have been working on a documentary of one
hour lengts, entitled “Roots Daughiers” forover
a year now. In November 1989 1 secured
enough financing for the twe week shoot in
Guyana, South America with Derek Rogers as
a DOF/Opzrator 1o film the first part of the film
and to my horror the equipment failed. The
camera stoped for no apperent reason in the
middle of important interviews, which made
the shots unusable. It was very frustrating and
aggrivating, because as you would know the
interviews are the foundation of a documentary
film. Thousands of dollars as well as one third
at least of the footage shot got waisted.

It took me a full year to get the financing todo
the second part which took place in January
1991 in Jamaica and once again the equipment
failed again. This time the ON/OFF switch got
stuck in ON position only and in order to con-
tinue with any shooting at all, Derek had to

disconnect the power supply, which again
used lots of stock and limited drasticly the
speed of work done. As aresult we haven't
been able to shoot everything we needed to.
The second problem was with the camera
motor which flauxuated in speed which
again made the footage unusable. I was
mad as hell when I retumed and seen the
rcsults.

I have talked to many filmmakers; mem-
bers of LIFT, who apperently had the same
experience end even worse than mine with
equipment which is just too old and unre-
aliable. Themandate of LIFT is to provide
camera & audio equipment to its members,
but go elsewhere because LIFT equipment
is not reliable. It is essential that we have
equipment that works! We need (o make
necessary sleps towards progress other-
wise we are just waisting time pretending.

We have wonderful ideas for new films,
we can helpto discover new acling talenis,
give opportunities to people to work, but
without equipment that works properly we
are just playing around. I personally need
my finished film to be of the best quality,
because my livelihood depends on it, my
carier deperds on it. (SIC)

Yours Truly, Bianca Brynda, Producer.

MOURNING THE DEATH OF VETERAN
CANADIAN FILMMAKER

An accident in Cuba on March 2 ended the life
ol one of Canada’s finest film producers. The
industry knew John
Spotton as one of the
longest-standing
filmmakers at the
National Film
Board and as Execu-
tive Producer of the
NFB Ontario Centre
from 1982 to 1988,
Imbued with a deep
passion for Cana-
dian film, John
Spotton offered so

John Spotton

much 1o generations of filmmakers given
his skllls as a cinematographer, edlwor, di-
rector and producer. His carcer spanned
over forty years and included such ac-
claimed films as NOBODY WAVED
GOODBYE (1963, dircctor of photogra-
phy, editor); MEMORANDUM (19686, co-
director, picture editor, director of photog-
raphy); FINAL OFFER; BOB WHITE
AND THE CANADIAN AUTO WORK-
ERS FIGHT FOR INDEPENDENCE
{1985, producer). John will be remem-
bered for a long time io come as a warm,
supportive man who always had his door
open Lo young independent filmmakers.

Editars:
Cynthia Roberts
Wayne Snell

Newsletier Commiliee:
Tari Akpodiete Bianca Brynda
Tracy Jenkins Tom Kim
Ron Koperdrand  Ed Makuch
Susan Norget David Owen
Gary Popovich Kip Spidell
Kika Thome Allen Zweig
Carole Larsen

LIFT Suaff:
Coordinator: Robin Eecloo
Publiclst/Events
Coordinator: S1san Norget
Technical Manager:

Greg Woodbury
Multi-Cultural Dramatic Film
Fund Coordinator: Lloyd Wong

LIFT Board:
Robena Pazdro - Chair
Marc LaFoy -Vice-Chair
Lowise Lebeau - Secretary
Clememnt Virgo - Treasurer
Anncllie Samuel
Iris Paibo
Kip Spidell
Edie Steiner
Don Booth
Krista Grevstad
Paul McGowan

THE LIAISON OF INDEPEMDENT
FILMMAKERS OF TORONTO is a
non-profit co-op which suppons and
encourages independant filmmaking
through the exchange of information
and access to equipment and facilities.
LIFT hosts a program of workshops
and monthly screenirgs, and i1 pro-
vides access 1w information reganding
funding sources, festivil and grant dead -
lines and cther related mater.

LIFT is supporied by ilts member-
ship, The Canada Coungl, The Ontanio
Ans Council, Metro Toromo Colural
AlfTairs Division, The City of Tosonio
through the Toronte Arts Councll, The
Navonal Film Board of Canada, Tele-
film, The Ontario Film  Develepment
Corporation, The Govemment of On-
tarie throuigh the Ministry of Culwre
and Communicalions,

Anticles published in the LIFT news-
letter donotnecessanily reflect the views
of the editors, the Co-op or members of
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by Kika Thorne
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SUPER 8 AND REGULAR 8: NEW WAVES IN CINEMA SERIES

From UPSTAIRS, INSIDE by Kathlean Maitland-Carnter — Super 8

TOKENAND TABOO: Super 8 and Regular 8mm Films

Pari 1 Curated by Kika Thorne: Wednesday, April 24 - 8pm,
The Rivoli

Part 2 Curated by Marnie Parrell: Thursday, May 23 - 8pm,
The Rivoli

FOR THE PURPOSE OF THIS ARTICLE, UNLESS SPECI-
FIED, BOTH REGULAR 8 AND SUPER § HAVE BEEN
REFERRED TO AS Smm FILM.

You wanted the movies ‘cos you wanted 1o learn how to be, how
lo move, how fo see. You wanied those people on the screen. They
opened their bodies the way you only could with your lover (oh,
mgre ). And you saw this in a public place and you know row....
your poiitical heart beais here, in the light of an 8mm projector.

2 INFT

Token and Taboo, couldn't have come at a beter time. Black
Label and Carlsberg Light have reignited the joys of the Super &
grain, freedom of camera movement, etc... and suddenly, the films
in our basements are not just ‘intimate” or even “any” - why,
they're stunning! And they look like TV, That is, of course, until
the 30 seconds are over and we are still walching ard what we see
does not compliment the state or matenialism or sexual repression
or television,

Eight millimeter film is a living medium inappropriaiely ex-
cluded from the current film exhibition scene. The Pleasure Dome,
a late twenticth century invention, SCreens conlemporary experi-
mental films in Toronto - at the Eoclid, The Purple Institution (now
defunct), the Rex, and the Cabana Room. The Pleasure Dome has
changed the profile of 8mm in this city by programming entire
bodies of work by 8mm filmmakers — John Porter, the J.D.s
(Gloria Berlin, Bruce La Bruce, Candyland Productions), Linda
Feesoy, Peggy Ahwesh, Mamie Parrell. John Kneller. They will
be sereening Gwendolyn's work this summer, and there are others
who are deserving of such atiention such as Sharon Cook, another
longterm Super 8 filmmaker. Pleasure Dome screenings are an
imporiant ong-time retrospective venue, but where does this leave
individual films? And why should one group' take entire responsi-
bility for this incredibly diverse medium? As if in answer, the
Liaison of Independent Filmmakers of Toronto and the Canadian
Filmmakers Distribution Center have ignored their usual New
Waves In Cinema Serics mandate (MANDATE: Frogram [ilms by
members of these two organizations) in order 1o include any
Toronto 8mm filmmaker in the upcoming New Waves in Cinema
Series, Token and Taboo.

The response Lo this search for Regular and Super 8 film has
been impressive, There are a large number of films out there,
beyond the boundaries of these film instilutions. Every week [
meet more dichards with originals wwcked way infide, some
looking for an casy oul and some needing 1o be pricd, Neither
Mamie or | could program thematically; there is just oo much
work to be seen, I hope these shows will inspire some of the 16mn
curators zbout town, giving Lthem the opponunily o program their
favourite work within a thematic multi-gage program.

MNew Waves in Cinema® & Innis have both hosted multi-gage
screenings before, but these events are rare and don'| usually
in¢lude current films by younger filmmakers. In this post-Funnel
era, Bmm filmmakers and 16mm film instilutions alike have o
work together 1o change the 16mm monopoly. Perhaps at one tim
LIFT and the CFMDC saw 8mm film as the 'temitory” of the
Funnel’. Everything was in place there — prodection, distributio
exhibition, critical discussion, and an international reputation,



There seemed litlle point for other 16mm centres to provide a
redundant service, Now the Funnel is inaccesible; 16mm experi-
mental artists have moved o LIFT or the CFMDC or right out of
town and Emm film artists have to begin again. Or do they? Both
LIFT and the CFMDC are opening their once folded arms to Super
8 production and distribution by encouraging these filmmakers o
take an active role in their organizations.,

In 1988, the Ontario Arts Council (OAC) recognized Super § as
an artist's medium, stating that Super 8 could be used as support
material for Super 8 projects in the experimental category. What
about Reguler 87 What about 8mm animation, documentary,
narrative? And when you say experimental, do you mean genre or
approach? What if Bmm filmmakers wanted o make 16mm flms
in order w atract @ dilfcrcat avdicnce?

In 1991, in response (o recent intermedia experimentation, the
OAC film and video funding is undergoing policy change®, Now
filmmakers ere known to tape video, use computer graphics and
transfer 1o film, both 8 and 16mm. Video producers can be found
shooting in Emm or 16mm, sometimes both, depending on the
deswred image, and transfer to tape. Then there are video producers
who manipulate the camera 1o make video look like film, or
filmmakers who use optical printers to make film imitate television
. and on, and ... It scems that artists who are interested in
moving images are more concermned with acsthetics and economics
than the historical affiliations binding them 1o a specific medium,
But I could be wrong. When all the boundaries are blurred and you
apply for a grant, if the jury is stacked with video people, and you
are a flilmmaker, won't your acceptance/rejection depend on the
an?

All oo oftzn the use of 8Bmm film is argued as an economic
decision. The reasons for choosing 8mm film production arc as
multifarious as the films produced. The combination of unobtry-
sive, lightweight cameras and cheap film stock allow for ‘loose’,
spontancous shooting. People who would never dare to act before a
‘sericus’ camera have moved freely in the gaze of this wy. A thirty
dollar editor viewer is so portable, you can edit in bed. The image
itself is a fitof photographic seduction, its massive chunks of
swirling grain, and reds as bright and deep as the blood in your lips.
Flesh sings — when did life look so sexy?

Many thanrks to Jonathon Pollard, Dot Tuer, John Porier and
David Craig for their informative conversation.

FOOTNOTES

1. During tha wildesrd period berween the end of the Funmnel amm! e
beginning of the Pleasure Dome, 8mm films were being screened in clubs,
coffee houses, an gallerics (particularily A Space), living rooms and
schools, (Inns, OCA.... ) Amang the organizers were the familiars — John
Porter, Jonathan Pollard, Gloria Berlin, Filth Column, Isabelle Rousset,
Potemkin, Ross McLaren, and Anarchists - Cathedral A,

2. When the New Waves In Cinema Series began in October 1987 it
included new films from The Funnel as well ag LIFT and the CFMDC,
Each organisation would chose a curalor to program work from their own
selection of films and these three programs would show on the same night.
Most of The Funnel films exhibited at these evenis were Super 8.

). The origins of The Funnel began in the basement of the Center for Ex-
perimental Art and Communication { see Dot Tuer's article The CEAC
Was Bannedin Canada® in C Magazine No 11, 1986). A group of CEAC
members spproached Ross McLaren to co-ordinate Super 8 open screen-
ings from October 1986 until the political sabotage of CEAC. Other

important efforts were the open screenings put on by the shert lived Super
8 Distribution Center, of which Ross McLaren was also a member. The
Furnel formally began a year later out of this activity and for ten years it
was a thriving eentre for Super 8 and experimental film and performance
with its own theatre built 1o facilitte multi-gage screenings, During it's
time the Funnel published a number of catalogues which you should be
able 1o find in artist ren centres and an school Libranes. For more explana-
tion see the articles by John Porter and Rosz McLaren in the Power Plant
Camlogue, Toronto:Jeu d " histoire.

4. | think it"s important to note that the Ontario Arts Council, in the
process of changing, has published its film grant application as a guide-
line. They are open 1o 8mm waork, especially if you give them a video dub,
If you submit a film, it must be a print as they can't undertake the liability
of damage to an original. Just alk to them about it beforchend.

From IT HELPED MY MIND RELAX by Wrik Maad wilh Kevin —

Super 8
INFT 3



Distribution is at the heart of the
Great White Dream for an inde-
pendent Canadian Film Indus-
try. The pervasive American domi-
nation of Canadian culture is per-
Sectly exemplified by the sucess-
Sful colonization of our screens.
The struggle to create an authen-
tic Canadian Film Industryin the
face of the deprivation of its own
marketplace is one of the funda-
mental dilemmas of Canadian
Cinema. CINEPHILE is one of
the heroes in the movement of the
last half dozen years of Anglo-
Canadian film (what the Quebe-
cois film magazine 24 Images has
called "La Nouvelle Vague Ca-
nadien Anglais — the Anglo Ca-
nadian New Wave"), Cinephile
has provided a way for these
young emerging filmmakers to
take their work to the marketplace
— to find the audience for Cana-
dian Film.

4 I\FI

DMO: When did Andre

Bensct stan Cinephile?
DW: It was founded 1

guess around, if T can
remember cormectly,

about 1984 and ran as a
small independent
specialty art [ilm distribution
company specializing in very sort of
esoteric kinds of ant pictures that were avail-
able from around the world and a good deal
of Canadian films, particularly a lot of first
features. That wasason of a thing that Andre
was most passionate aboul. Supporting, you
know, firsttimers, [rom Patricia Rozema o
Atom Egoyan, to Bruce MacDonald to Goy
Maddin and John Paizs. All of those people
were well received by Cinephile. My partner
and T bought contralling interest in the com-
pany in October of 89, so aboul eighteen
months ago. Andre (s still the president of the
company and is still a pariner in Lhe firm.
DMO: What's your official tite?
DW: Well, it's, unfortunaicly, chairman, only
because Andre aleady was president and
had established a profile that we wanted 1o
maintain inthecompany—because there was
an awful lot of goodwill associated with iL

DMO: You came right from MNorstar?

DW: No, no L had sold my interest in Norstar
I guess aboul four years ago and I spent
several years as aconsultant to that company
in the areas of acquisition and marketing —
but it was non-exclasive and | also helped 1o
package and executive produce films and
helped people raiss money and consulied to
various levels of government including the
Department of Communications and the
Ontario government in areas of film policy.
At the same time, | was maintaining my ac-
tivity as co-chairman of the National Asso-
ciation Of Canadian Film and Video Dis-
triburors which represents all the theatrical
distribution companics in the country —
French and English.

DMO: How many are thene?
DW: Well, there were aboul thirly, bul they

CANADIAN FILM DISTRIBUTION:
THE GREAT WHITE DREAM

LIFT member David Owen interviews
Daniel Weinzweig of Cinephile

have become somewhat of an endangered
species.

DMO: This includes people who are produc-
ers and distribute their own stufl?

D'W: There were about 22 in the province of
Quebec and about 8 in English Canada. 1
would say that there are fewer now, That was
the Migure a few years ago.

DMO: Overall fewer?

DW: There are fewer overall 1 would say,
and cerainly in English Canada becausc
English Canada has a particalar problem. Of
Ontario-based companics there are only about
four or five of us. Then there's a coaple of
Western Distributors, one in Alberta, one in
BC — so maybe there's seven. There"snoth-
ing east in the maritime provinces.

DMO: Are you including people like
CFMDC?

DW: They are distributors, but I'm only
including theatrical film distributors. Dis-
tributors that are actively involved in distri-
buting a cenain number of pictures per year,
a cenain minimum of pictures a year, 10 mo-
Lion picture theatres.

DMO: How many pictures do you do at
Cinephile a year?

DW: We've done [ guess about ten, twelve
a year, ol the present time in Canada.

DMO: And how many other players are
there? In English Canada, at that level, like
Morstar, Allance...

DW: Alliance is a Quebec-based company,
as is film René Malo, and CFP, which is pan
owned by Famous Players and is really a
Quebec-based company. In English Canada
we separate Quebec companies from non-
Quebec companies by theirability to qualily
for Bill 109, Bill 109 in Quzbec, the Cinema
Act, has a provision that prohibits non-Que-
bec based companies from distributing in the
province of Quebec, It's an outrageous bar-
rier 1o trade within our own country thal un

forunately the Federal governmenl has scer
fit w ignore the existence of. Ontario simi

larly has been remiss in net Urying 1o comec
that.



DMO: By inposing similar legislation in
Ontario?

DW: That's what we propose. That Ontario
enact mirror legislation so that Quebec dis-
tributors will not be allowed w distribute
their films directly in the Province of On-
tario. Only inthat way do we feel that we can
get Quebec to come to an accomodation.

DMO: Makes good sense,

DW: Except the political will has not been
there.

DMO; What sbout the current government?

DW: We've gone o make our case 1o the
current govemnment and so far we have not
had a huge degree of success because there is
a new minisier who doesn't really under-
stand what this is all about - bul we are
hoping to get him on side.

DMO: It does look like OFIP will carry on.
DW: [ think they won that one by a nose.
That's somzthing - but the distribution
industry in this province has never been
weaker. There's primarily structural weak-
ness; the inability of Ontario-based distribu-

lors to become more involved in production,

to be more supportive of the production
industry, and 10 become bigger and betler.
The fact is that we're unable 1o acquire
Canadian rights to imponant independent
pictures produced outside the country be-
cause of the North American rights situation
where US distribution companies insist that
Canada is pert of their geographic commu-
nity for the acquisitions of rights. Becauseof
this, we can’t buy those pictures.

DMO: Thes: are Canadian films made out-
side the country?

DW: I'm talking about foreign film. Impor-
tant foreign films.

DMO: In other words, you can’t profit off of
Hollywood product by distributing it in
Canada?

DW: Hollywood product, or just American
product or British product or French product
— because the US distributors insist thal
Canada belongs to them,

DMO: Is this true of the independents you
were Lalking about carlier?

DW: All Casadian distributors have the same
problem. All Canadian distributors have the
inability tobuy Canadian rights scparatcly
because the US companies lever their huge
market place with producers and sales agents
by saying, - look ya know, we're buying for
Morth America. Morth America includes
Canada. Canada is just another State in the
Union as far as they're concemed.

DMO: Doss it include Mexico 1w0o?

DW: No, because of the language differ-
ence. They're not wormied about Mexico. But
they do want Canada because it represents a
good deal of revenue. Canada is the second
largest marketinthe world for English-speak-
ing pictures outside of the United States.

DMO: Really? Because of the per capita
attendance of flms?

DW: It's a very strong market for English-
speaking pictures.

DMO: There'sa point I'm not clear on. You
say the American distributors consider it
their market, butaren’t they only really open
to the big Hollywood pmdu(:l‘i' The inde-
pendents in America, who can't get in with
the big distributors, aren't they likely 1o use
aCanadiandistributoe? How docs something
like Metropolitan wok?

DW: We did Metropolitan this year, which

our a " nguji;keip‘ a

was one of the great independent success
stories, Thal was a picture that cost three
hundred thousand dollars to make and has
grossed three millionin North Americaso far
at the box office. Very Successful. The only
way | got Metropolitan was that | bought the
picture at the USA film festival before it had
been scquired by a US film disiribotor -
before the rights had been sold. 1 convinced
the producers and the sales representative
that the only way he could keep Canada out
of the hands of the US distributor was to sell
Canada first— so it would not become a ne-
gotiating poinL

DMO: Why did he think 1t was in his interest
1o do so?

DW: Because it is in the interest of the
producer to keep Canada as a separale mar-
ket from the US. It becomes a separate
revenue stream. When the US company buys
Morth American rights they cross-collateral-
ize Canada and the US, Soif they lose money

inthe United States, but Canada is profitable,
then the producer doesn't see any of the Ca-
nadian revenue because the distributor just
offsets his losses with his profits,

DMO: Docs that ever happen? That a film is
profitable in Canada and not in the States?

DW: Yeah. I cantell youastory. When [ was
atNorstar and | was in England, | wentio see
Denis O'Brien at Hand Made Films and 1
introduced myself as the Canzdian distribu-
tor of a picture called A Private Function,
which you may remember wzs a wonderful
picture with Michael Palinand Maggie Smith.
And Denis looked at me and said - that's odd,
we  sold that picture to a company in Los
Angeles named Island Alive. | said - that's
rightand we bought the picture from Island
Alive for Canada. He said - do you mind my
asking what you paid for it? and 1 said - no.
1 told him the figure, a six figure number, and
the picture was much more successful in
Canada than in the US. We marketed 1t
differently. It's a British film, Maggie Smith
was very popular here. We pad them wellin
excess of the minimum guaraniee that we put
up. He said ‘well that's very interesting, just
amoment.’ And he came back ten minutes
later with the producer reports that he got
from the L.A.- based company and he said -
that's very strange I can’t find any record of
any Canadian revenuc on their statement and
I said 'Well, neither will you, because any
money that comes off Canada will go o the
States and get expensed and cross-collateral-
ized 50 the producer will never see a benefit
and the shame of it is that they never gol any
extra money for Canada. US disuibutors
don'tpay you extra because Canada'’sasepa-
rate territory. Whereas if you sell the US and
Canada rights separately you'll get more
money, You see it's leverage David, The US
has a market of 250 million people, and eve-
ryone who makes a movie needs 1o sell to the
United States. So the US takes advantage of
their huge market 1o say — fine I'll buy the
US rights and I'll pay you this moncy —
Canada Is part of our wrritory even if dicy
don't have offices in Canada. (Now the major
studios have oflices in Canada so when they
acquire North American rights they have an
office up here.) We don't believe that's right.
The proposed legislation would have created
a level playing ficld. You know there was
DMO: Sure the bill Flora McDonald backed
down on about four years agonow, the spring
before the Free Trade Election 1988,

DW: The hill was rewritten (o address cer-
tain problems in the original proposal. Prob-
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Danlel Wolnzwely photographed by DMO

lems which would have made it unpalatable
to a lot of other countries. The bill that was
finally crafied, we were all very happy with.
A lot of people were critical of it because it
was walered down from the original pro-
posal, but we think the original proposal would
have never passed, whereas the second pro-
posal was much more practical because it
didn’i take anything away from the Ameri-
cans, It wasn'La policy that was inconsistent
with Free rrade, yet at the same time would
have given Canadian distributors the equal
right to bid on pictures for Canada.

DMO: This is the one that the Jack Valenti
phone call killed?

D'W: This is the one that Marcel Masse killed.
The Conservative Government killed it. The
unfortunate thing about Canada is that we
don’t even need American lobbyists 1o kill
our policies. We have a govemment that's
doing it anyway.

DMO: This government particularly.

DW: Yep. This government is down on
culture obviously, and they don't want 1o do
anything that might upsel the neighbours Lo
the south. That's one of the things that has
made il impossible for us 10 have a sell-
sustaining industry in Canada — the weak-
ness of our Canadian distribution sector. In
English Cznada it’s double jeopardy because
we don't have a film bill that allows us o bid
for important foreign films for Canada, and
we cannot distribute our pictures in the prov-
ince of Quebec, Wecan'teven distribute Ca-
nadian films in the province of Quebec. We
are doubly penalized and that's been a big
problem for us.
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DMO: You have no sceess 10 bid on Quebec
films like Jesus Of Montreal?

DW: Sogique, which is the Quebec equiva-
lent of the OFDC, has a written policy that
any film that they invest in must necessarily
be distributed not only in Canada, but outside
of Canada, by a Quebee-based distributor.

DMO: Does that affect their access to mar-
kets or do they simply have greal interna-
tional distributors?

D'W: No, but they have forcign sales compa-
nies in the province of Quebec and if Sogique
invests in the picture il cannol go Lo anyone
say in Toronto, or Vancouver. Soit'sabigger
problem. It'sone 1 referioas the Balkani-
zation of the Canadian Film Industry. While
the rest of the world is getting together and
finding ways of co-operating, and raising
financing, and making the best movie pos-
sible, we are all fighting amongst oursclves
for regional opportusism. I1's not making for
a strong, self-supponing industry.

DMO: You say there are fewer distributors.
Have people gone outof the business, or shut
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down their distribution branch?

D'W: They've either shut down or they're
winding down. Their volumes are down, they
barely have a heanrale.

DMO: And this has happened in the last...?
DW: The worst of it has been the last year.

DMO: Soin "20. There was that dead period
al the end of *§9 ino "90. The industry ook
that nosedive, It's come back last year, but
only because what preceded it was so awful.
Being a technician by trade, [ live with thess
things.

DW: You felti. And the recession has been
very hard on the marketplace as well.

DMO: To what extent is there govemment
subsidy of distribution companies? Are dis-
tribution companics dependent upon some

kind of access 1o money at Telefilm?

DW: Well, three years ago, Telefilm started
the Distribution Fund. The Distribution Fund
was supposed 1o work hand-in-glove with the
new film import legislation which is what we
talked about — the legislation giving Cana-
dian distributors access to important foreign
films for distribution in Canada. Because
they've been undercapitalized, by not having
a large enough share of the market, this fund
would allow them some financing through
Telefilm to acquire those films and beableto
play abiggerrole in the Canadian market. But
of course, the film legislation severdid getin-
rroduced and so what we're left with is a dis-
tribution fund of some 17 million dollars a
year whereby Canadian distributors, whohave
distributed Canadian films in the past, qual-
ify for lines of credit of up toa million and a
half dollars per year at the maximum —
which they can use for two purposes; acqui-
sition of Canadian and foreign films, and
marketing. Distributors gel various levels of
support in both those things. The other reason
for the distribution fund was that, with the
death of the CCA, producers were having
trouble rising that portion of the moncy that
they used to raise from the public wcompleie
their production financing. Telefilm’s rules
only allow them to invest up to 49% of the
budger of the Nim, therelore whoe was the
producer going to get the rest of the money?
The distribution fund works 1o a large degree
to shore up or w0 provide that last piece of
financing for the film.

DMO: A stopgap measure czused by the lack
of incentive?

DW: For all intents and purposes Canadian
films are financed 100% from the public
purse with a combination of Federal —Pro-
vincial, and distribution guarantees which
come from the Federal purse,

DMO: [s that money crucial to the livelihood
of all the distributors? If that disappeared
would the distributors disappear 1007

DW: That's a good question. Personally, |
think that it*s a double-edged sword because
maost of the distributors would rather have a
bigger share of their own domestic
markeiplace. Most of the distributors would
like not 1o have 1o go 1o Telefilm for money.

DMO: Prior to that fund, how were the dis-
tributors doing?

DW: Well, it's always been a struggling
business in Canada. The fact of the matter is
that major studios dominaiz 95-97% of the
box office in Canada. A billion dollars a year
of revenues goes south of the border, does not
stay in Canada — while the major studios em-



ploy about twelve people and just siphon off
the money and don’t re-invest one thin dime
into Canadian production. And that's the
problem ina mutshell. We have 3% of ourown
screen lime in Canadian theatres, but to be
perfectly frank, it's probably two percent in
Quebec, and kess than one percent in English
Canada. The truth of the matter is, most
Canadians se¢ Canadian films on television.
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DMO: Whal about the impact of video?

D'W: Video has had the effect of putting more
dollars into the production sector, so that
more moviesget made. Because more movies
were available, more cinemas got built, more
multiplexes. .. and so we now have a situation
were there's [ive, six, seven new movies a
week openirg up in the theatres and that’s
largely because of the proliferation of VCRs.
VCR penctration has gone from 3% in 1982
to almost 0% of homes in Morth America in
1991. Movie-going pattemns have changed as
a resull. People perceived certain movies as
better seen on video so they don't go to the
cinemas 1o s¢¢ them, The reason they don't go
o the muvies W see them is that now for a
couple, it's a thiny dollar experience o go o
amovie, between ticket prices, parking, baby
sitiers and soon, To extrapolate furtheron the
economics of the business— fewer and fewer
movies are doing more and more of the busi-
ness. You're now into the era of the 250
million dollar North American gross. Five
yearsago, if a picture hita 100 million dollars
at the box office it was a phenomenon; loday
the studios zre shooting for the 200 and 250
million dollar box office hit.

DMO: And the ones that don't make it are
subsidized by the ones that do.

DW: Which has always been the case, by the
way, in the studio system. They're in the oil
business really — driling.

DMO: You drill a lot of wells before you get
a gusher.

DW: But it makes it increasingly difficult for
the independent film to find its market. How
dioes an independent film compete when Dick
Tracy costs 40 milliondollars and they spend
51 million dollars on prints and advertising?
Theaverage costof marketing in a sdio film
is 11 million dollars. For the independent film
and the independent distributor, there's a
monumental challenge o find a place for
these films, Canadian films in particular,
because of the realities of [ilmmaking in this
country. We're walking about movies that
don't have stars, and don't have the same pro-
duction values.

DMO: What about Australia? Do the Ameri-
cans consider Australia as a market that’s
theirs? Or is there Australian legislation that
says otherwise?

DW: You sec Canadz's unique in the world
because of our geogmphical lies, our geo-
graphical proximity tothe United States. They
don’t have that problem in Australia or in
other countries which are separated by lan-
guage or by geography.

DMO: So an Auvstralian distributor could bid
on Dances With Wolves?

DW: And did, and so did the distributor in
Brazil, and so did the distributor in Thailand,
and lualy, and Sri Lanka. Most independent
films are sold on a country by country basis,
territory by territory, all over the world — 1o
indigenous distributoss in cach country.
DMO: Do the Austalians then have that
much production? Do they have thaving non
governmenit supported film business?

DW: They don't have the population basz io
not have government involvement. Accord-
ing to United MNations figures, you can’t have
a sell supporting film industry unless you
have a population in excess of a hundred
million peaple, that's the threshold you need
1o succeed,

DMO: Mot many people could have one,
China.

DW: China does have a film industry. India
has a film industry.

DMO: So do the Sovicts. But it pretty much
precludes anyone elss,

DW: Itdoes. I'm not sure, but to answer your
question about Austrilia, they have a mixed
cconomy because they do have government
assistance butthey also have private sector in-

volvement. Australian distributors do get
involved.

DMO: It seemed 10 me there was a period
where an awful lot was happesing there and
now all those people are in Hellywood .
D'W: Yieah , but that's always going to be the
case because Hollywood is a mecca for wal-
ented filmmakers and you'll never keep them
downonthe farm once they®ve seen the bright
lights. But then there's opporiunities for other
generations of filmmakers wcome up through
the ranks, and that's destined to be our fate.
DMO: Some legislation would help.

D'W: Well exactly. That's one of the frustra-
tions that we have in the industry is that we've
never built or supporied an infrastructure in
the country that would stimulate our indige-
nous production. 1 mean the truth is that
distribution isn't the only answer, but it's a
key to doing that. I've been adistributor for 25
years and there's rarely been a time when |
haven't or my company hasn't invested in
Canadian films, even though, God knows,
very few of them ever made moncy. This is
where my home is, this is the business that
I've chosen o be in. Americans aren’t going
toinvestin Canadian films, The French aren’t
going Lo invest in Canadian films, they're
going toinvest in French filma Only Canadi
ans will invest inCanadian films and only Ca-
nadians will distribute and market them at
home and abroad, We cannol pretend o have
an industry here when Canadian companies,
production companies, or distribution com-
panies, or whatever, have sucha small portion
of our own marketplace. If we can’tincrease
the percentage of our own market place then
there's not a bright futere in it

I\FT 7



EVERYTHING YOU WANTED TO KNOW ABOUT LIFT EQUIPMEN
BUT WERE AFRAID TO ASK!

Making a list and
checking it twice

A critical siep in filmmaking is assembling
all the necessary tools (ften shrugped off as
of minor importance, it is rarely allocaied
enough time to do properly. Thisarticle isan
attempt 1o advise you on the tricks of shool-
ing with LIFT equipment (or any other
equipment for that maiter) and ways of
avoiding costly delays while shooting. The
best way to avold problems is to use common
sense and 1o lake the time to properly check
all the equipment before you take it owl.

One imporiani stepd won't be touching on is
the lens, canera and tape recorder lesis.
This could be an article in itself. Nonethe-
less, it is extremely important that you do
conduct your tesis before you take oul the

equipmant,

First of all, the equipment should be picked
up by thosz who plan on using it, ie the
caméra person and the sound person, and any
assistant they may have. They should havea
detailed list of everything that is o be taken
oul Ideally the list should have a column for
checking off that the equipment has been
picked up; a eolumn for comments on the
condition of the equipment (ic. do the bater-
ies need charging, is one of the light stands
broken, etc.). Anothercolumn should be for
any problems you discover while on set and
a fourth column can be used 1o check the
equipment that has been returned.

Don't be afraid 1o ask Greg (or the person
loaning out the equipment to you) about the
state of the equipment as this can save you
time and potential headaches.

As you are assembling the equipment pre-
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tend that you are on location and that you are
about to start shooting. Go through all the
steps Lo expose film and record sound.

CAMERA

CHECK

1. THE BATTERY BELT: Usea volt meter
o make surc that the belt is at the comect
voliage (if you don'thave a meter LIFT has
one). Take notz of ateries that need 1o be
charged.

2. THE TRIPOD: Set the tripod up and put
the camera on it. ' While looking through the
eye piece, pan and Gl the camera o make
sure that itis smooth, Make sure the legs and
spreader can be locked off.

3. THE EYE PIECE: While you are going
through the camera you can sel the focus on
the eyepicce for your eye. This should be
done with the lens off and the camera point-
ing at a bright source, If you can't focus the
ground glass, itmeans either the ground glass
15 misaligned or youshould be making an ap-
pointment with your optometrist, 1fyou plan
on focusing a great deal by eye (ic. you're
shooting a documentary) you should make
sure that you can focus the ground glass, If
you have the luxury of measuring every shot
then it may not be so critical,

4. THE LENS: Put the lens back on the
camera and zoom in on something close and
far to check the mazimum and minimum fo-
cusing distances of the lens,

5. THE MAGAZINES AND CAMERA
BODY: Afltercleaning the mags and camera
body, load each magazing with a dummy
load of neg. By loading every mag you
should also check that each mag has the cores
that it needs, Atach the magazines o the
camera and run [@m through 1o check for
scratchs. All the magazines should be
checked this way,

6. THE BATTERY CABLES: While run-

ning the camera, check all the baueries and
cables, and make sure the camera is quict and
running ai speesd

T. THELIGHTS: Setupall thelights on their
stands and make sure that the stands can be
adjusted and locked. Plog in zach light and
make sure they turn on and stay on. Check the
bam doors and make sure that the lights can
be spotted and NMooded. Check all the exten-
sion cords. You can also check the gnp
stands while you are doing lights.

8. THE LIGHT METER: I you plan on
using LIFT's light meter check to make sure
thatitis giving some kind of reading. Ideally
you should compare the meter’s readings
with another light meter,

|. THE BATTERIES: Check ALL the bat-
teries with a volt meter; inlcuding those for
the Nagra, the lavalier mics, and the power
adaptor for the sennheiser.

2. CLEAN THE TAPE PATH: The nagra
heads and tape path should be cleaned and a
tape of the correct bias loaded onto the
machine.

3. THE MICROPHONES AND CABLES:
Go through each microphose and cable and
test them by plugging them into the machine
and recording something.

4, CHECK THE SPEED: While you are
recording check that the maching is nanning
atspeed and holding speed. Ifitdoes not hold
speed, the plug for the exiernal pilot input
may be lose ormissing. Check that it is there,

5. THE HEADPHONES: The headphones
are like the lens of the camera. [Lis very
important to clearly hear the sounds you are
recording.

6. CHECK ALL OTHER PIECES: Other
penipherals like the AC power adapior for the



nagra, the seanheiser shock mount, and the
boom pole should all be checked.

Film equipment tends 1o be very complex in
its design and construction but there are
some picces ol equipment that you can repair
on set if you need . The most common
ilems 1w break down are the power cables
{light cables, camera power cables, and
microphone cables). The three most useful
lools 1o have along for thése repairs are:

1. A solderiag gun and solder
2. A precision screw driver set
3. A volt meter

Muost other repairs go beyond the ability of
camera operators or sound recordists and itis
highly recommended that you do not try 1o
repair something that is beyond your scope.
It can end up making the problem worse and
costing maore o repar in the long run,

Obviously all the above checking will be
tme consuming but ke wy wund fua i, iLis
worth it. It may not guarantee that you will
arrive on setwith perfect running equipment,
but it will give you piece of mind and allow
you 10 concenirale on the more important
things — like making your film look good
and sound good. by Gordon, Recs Creelman

by Tari Akpodiete

In June, the Script Development
Commitiee of LIFT will siage a scrip-
titing workshop and reading. The aim
of the workshop is to assist writers in
the final stage of the screenwriting
process.

The committee is secking narrative
scripts for films 30 minutes or more in
length. ($10 fee) A jury will then select

The author(s) of the scripi(s) sclected
will be provided with aciors and re-
hearsal space. The script(s) will be per-
formed by the aclors before an audi-
ence. LIFT will provide a moderator
and the author(s) will field questions
from the floor regarding the work.

Deadline for submissions: post-
marked by April 22, 1991 or dropped
offin person at the LIFT office on April
22, 1991 by 4pm sharp. Absolutely no
extensions will be granted, The enve-
lope should be clearly addressed to the

LIFT Script Develoment Committee.

WORKSHOP and LIBRARY top
scriptwriting committee news

has produced an extensive resource
list of books on writing screenplays:
developing general writing skills; as
well as the titles of actual screenplays
and where to get them.

Come down to LIFT and look
through our new resource list — and
don't forget to get a pholocopy of it
The list is divided up into several ar-
cas: general script/screenwriting;
books (complete with auhors, ISBN
and approximate prices), books on
writing gencrally (drama. comedy...);
books available at the public library;
and bonus, the index of Film Plots,
volumes 1 & 2, Film Plots isa two vol-
ume compedium which examines
plots in step form. It is a valuable
reference for structure and plotting.

Where to BUY the books!

Theatrebooks on Bloor Street is a
good source for books on all the per-
forming aris — film, theatre, opera
and dance. The Hollywaood Cantevn,
on DanforthAvenue, is another book
store devoted strictly o films and
filmmaking. It also has a large varicly

Give LIFT a lift

OUR GROWING RESOURCES! of scripts in both book and photocop-
The Script Development Committee  ied form.
The office workload here at LIFT has  given day.

been mounting at an alarming rate and is
now placing extreme demands on a
small and overworked office staff. Even
with cxcessive overtime we cannot keep
pace with the growing administration
duties.

LIFT needs your help!

As funding for the year looks grim —
that means no expanding office staff —
we must look to our membership for
help. Members who are available to help
us out during office hours are in high
demand these days to help answer the
phone, inform poitential members about
the co-op and the services we provide,
and assist with countless other needs
which can crop up in the course of any

A day here and there ...

WE need members 1o dedicaie one
day a week, two a month or when-
ever they can to assist in such arcas
as equipment maintenance, invoic-
ing, maintaining LIFT's financial
record keeping systems, updating
membership databases ete.

YOUR coniribution of lime also
provides you with those invaluable
volunteer hours towards upgrading
and mainlaining your me¢mbership
status AND remember that volun-
teer hours are an annual requirement
for all Full and Associate members.

GIVE the LIFT staff a social life!
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Keep an eye out for next year’s
Local Heroes Film Festival

This year's Local Heroes Film Festival in Edmonton (February 27 1 March
3} brought together young filmmakers from acrass the country and featured
their latest films in a setting that was informal enough to encourage discourse
and leaming, Along with participants from Halilax, Montreal, Ouawa, Win-
nipeg, Regina and Vancouver, were LIFT members Danial Campbell (The
Mourner) and Cynthia Robernis (Samsara; the case of carp 23).

Declarations ol Independents is the hean of the lestival — where ilmmak-
ers screen and discuss their work, Diversity reigns as a great mixture of
filmmakers cach bring with them diflerent objectives, genres, and funding
sources. Alter each film is screened, the filmmaker moves o the frent of the
theatre for a free-form question and answer period.  This year's discussions
were led by iwo expert moderators: Halifax filmmaker Lulu Keating -
Direcor of the feature Gl Midday S, (Luly was in town for the LIFT
Canadian Circclors’ Series!) along with Greg Klymkiw Winnipeg Producer
of such notorious films as Tales From Gimli Hospital , Archangel and Crime
Waves,

Morning Industry Workshops rgn daily, Last year, LIFT member Don
Booth commented that “the festival's moming seminars were excellent. The
quality of the panelisis and the festival's ability 1o make them available
informally was particularly impressive,” This year, the panelisls were once
ggain top notch. It was intcresting 1o see how different countries and different
regions of Canada found ways to approach their one commeon obstacle — pro-
ducing and distributing films outside of the Hollywood system.

Panelists of special note were: David Rose (Independent Producer and Co-
founder of Britain's Channel Four Television), Michael MacMillan (Presi-
dent of Atlantis Films), Michael Apostolina (Head of Creative Affaiss for Mi-
ramax Films - an independent American distribution company), Ari Liima-
tainen (Alberan Producer of Bye Bye Blucs), Rock Demers (Quebec Producer
and Distributor of Tales For All), Charles Burnett (Dircctorof To Sleep With
Anger), Mario Bolduc (Co-production Analyst for Telefilm Canada - exam-
ines how cooperation between countries can help a film find an international
market), Al Waxman (King of Kensingion), Gail Carr (CBC Associate Pro-
ducer of Love and Hate), Harold Tichenor (West Coast Producer - Danger
Bay) and Annette Mangaard (LIFT member, filmmaker - Northbomnd Cairo
and A Dialogue with Vision),

Global Heroes featured evening screenings of intemational feawre films
with the fim directors andfor producers in attendance. Consisten! with the
Mavour of ihe festival, unique opportunities for discussion were prov.ded at the
receplions that followed — where drafl beer flowed in abundance!

All in all the Local Heroes Film Festival is an enriching and rare gem of an
event —not 1o be missed. Tie a string around your finger
10 l\" NOW and be sure to enter your film/films next year!

Not Dead Yet!

by Don Booth

The Non Theatrical Fund (known as DS5] is almost
dead but we can save it. This fund has giver grants 1o
independent productions of all genres, including LIFT"s
first co-production. The Department of Communications
{unded this program for five years. They iniend io
climinate it two years early,

The Fund was frozen in March. The order to elimi-
nate the Fund was written March 27 but, so far, it has not
been implemented becawse of expensive lobdying. Im-
mediate pressure from filmmakers can save this fund and
force the Minister to live up 1o his promise.

"You may be assured thai the Federal government is
well aware of the valuable contribition made to the
independent production community by the non-theatrical
production fund and is committed to ensuring that the
Jund will continue...” Excerpis from a letter to a filmmaker
by Marcel Masse, January 1991.

“It is with regret that the Department of Communica-
tions must bring this program io an end.” Excerpt from a
letier by Deputy Minister of Communications, Alzin Gourd,
March 27, 1991.

YOU CAN SAVE THIS FUND

Write or phone your Member of Parliwnent. 'Write or
phone Marcel Masse. Write or phone Alain Gourd.
They know that this fund is successful. The fund has
committed almost 85 million resulting in a 197 films and
$21.5 million of film production, Ontario received $1.9
million which was commitied 10 60 films. This fund
exercises absoluiely no editorial control. This fund gives
grants to all genres, including experimental films.

Marcel Masse, Minister of Communications, House of
Commans, Ottawa, Ontario, K1A 0C8 (no postage nec-
essary). (613) 990-6886.

Alain Gourd, Deputy Minister of Comm mications,
300 Slater Street, Ouawa, (613) 996-4052.

Members of Parliament:

Beaches Woodbine - Neil Young 694 - (685
Broadview Greenwood - Dennis Mills 4562-3250
Davenpor - Charles Caccia 654-8048

Rosedale - David MacDonald 973-7255

5t Paul's - Barbara McDougall 653-9303
Trinity Spadina - Dan Heap 967-3729

Call your MPs and ask if they are aware of this pro-
gram, Tell them that it creaies many jobs and thal the
films make money. Many of them are quite successful.
Tell them how important it is to Canadian culture,




CONGRATULATIONS to the RECIFIENTS OF LIFT's
1991 CO-PRODUCTION INVESTMENT and PRODLUC-
TION GRANTS

LIFT's 1991 Co-production was awarded to VIRGINIA
RANKIN lor Whar Mary Knew. Under the Co-production ar-
rangement, LIFT provides a cash investment of 58,600 mihe film
project along with the equity investment of LIFT equpment and
SETVICLS,

The following LIFT members were each awarded a $2,000 pro-
duction grant from the 1991 jurying held in March:

TANYA FLEET for Siage Hands
KEITH HLADY for Efram
DAVID MARTIN for Des Sauvages
MEHRA MEH for Saeed
ROBERTA PAZDRO for An Untitled Film About Vislence
GARY POPOVICH for Archeology of Memory

Our congratulations o those LIFT members who have been
swarded support through the 1991 Co-production/Production
Grant program. For those members who have not been awarded
suppon this year we encourage you (0 keep working and waich
for nexi years deadline. We would also like 1o express our
gratitude to John Gagne, Robert Kennedy, Lana Lovell, Carol
Anna McBride, and Kip Spidell whoserved onthe jury thisyear
and contribuled considerable time, encrgy and expertise (o the
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Congratulations to Virginia Rankin who has
just been accepted as a 1991-1992 resident at
the Canadian Centre for Advanced Film Stud-
(1=

Congratulations to Maureen Judge who isa
recent recipient of a CTV Fellowship for the
BanfT Television Festival.
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HELP AVAILABLE

WRITERS + PRODUCERS
DIRECTORS

Got a great film or TV idea? An
Experienced Line Producer and
Production Managercan helpyou
create professional Budgets,
Schedules, Contracts and Fund-
ing Applications. Free consulta-
tion. Reasonable rates. Call
Brian, 652-6770. All types of

production.

Well trained actor, age range 13
to 27 looking for independent
film project to work on. No
money. Call T.C. at 360-8059.

5till photographer with film ex-
perience available. Publicity
photos, production stills, poster
art. Call Natalie 531-6536.

FOR SALE

Super 8 Camera fl14 7-56mm
macro-zoom manualfaulomatic
exposure 1,18,24,25,36 f.p.s.
fade INJOUT 1, 2, 5, 10,, 15, 30,
60 time lapse + many other func-
tons ... $300 call Gary 767-
2441.

Miko FM Mo, 2410669 + Mikkor
55mm No, 197699 1.2 {Al con-
verted 3550 ... call Gary 767-
2441,

FILM STOCK 7361 2000
Immediately frozen! Bought
from Kodak on March 8. Pay
what [ paid: 30.1466/ft. Call
Allyson at 366-3350

HELP WANTED

Animation artists wanted o work
on a 30 minute cartoon feature for
Kente Productionsbeginning late
summer 1991, Must have an in-
depth knowledge of African
(including Caribbean, African
Americans - Morh and South)

culture and history. Please send
resume stating job experience o
Kente Productions P.O. Box 368,
Station A, Mississauga, ONT,
L5A 2G2 attention Opong.

EDUCATOR The Power Plant,
Contemporary Art Gallery at
Harbourfront is seeking qualified
applicants for the position of
Educator, responsible for the
planning, development and op-
erations of all educational and
interpretive programmes within
the gallery.

Deadline for applications:

21 Agpril 1991

Send to:

Allan MacKay, Director

The Power Plant

231 Queen's Quay West
Toronlo, Ontario

MSI 2GS

DEVELOPMENT /| MEM-
BERSHIP OFFICER The
Power Plant, Contemporary Art
Gallery at Harbourfront is seck-
ing qualificd applicants for the
position of Development/Mem-
bership Officer responsible for
the planning, development and
implementation cf all facedts of
corporate and private sector fund
raising, sponsorships, revenue
development and membership,
Deadline for applications:

21 April 1991

Send to:

Allan MacKay, Director

The Power Plant

231 Queen's Quay West
Toronio, Ontario

M5J 2G8

FOR RENT

HUGE 2 bedrocwm: apartment
for rent on Madisen near Dupont
Hardwood floors, High ceilings,
nice architectural details, Avail-
able May Ist. 51,025 incl. Call

Susan 323-0893, I_\I:T 1 3




UNDRESSING DOMINION by Mark Hesselink

Misgivings and misplacings, missing parts and misidentification offer
a subtext, a filmic hysteria. What or who is disappearing wilh movie
magic? 18 min. exper. drama, 1990.

VANISHING POINTS * by Suzy Tanzer

Adraam-like series of images charl a young woman's search for her
twin through an island of drifling souls. A fable of lost and found.

20 min. exper. drama, 1991. *Premiere

April Monthly Screening 14 MOURNER by Danial Campbel

MONDAY, APRIL 29 - 8pm A look at the dark side of Reginald Hulit, a computer programmer who
' see<s lo creale the last memories ol his dead wile and daughter by
345 Adelaide St. W. #505 carrying out a bizarre ritual. 20 min. col. drama, 1990.

All WORKSHOPS et Wallace Ave,
Studios, 258 Wallace Avenue, Toronto.
All PANELS and SCREENINGS

at The Euclid Theatre, 394 Euclid Avenue.

gy

FINAL WEEKEND

Canadian Director's Series
Call LIFT to register (416) 596-8233
Office hours, Mon-Fri 10AM to5PM

345 Adelaide St. W. Suite 505, Toronto.

APRIL 27-28
11AM - 6PM Sat-Sun » WORKSHOPS
7TPM Sat = PANEL DISCUSSIONS
SCREENINGS
8PM Sunday » 9PM Saturday

STORYTELLING = VARIATIONS ON FILM STRUC | UKE * SUBVERTING ECOROMICS » SPRINGTIME IN CREEMLAND » CRIMEWAVE s AND MO

INFT

345 Adelaide Street West
Suite 505

Toronto, Ontario

M5V 1R5

416-596-8233

PRINTED ON RECYCLED PAPER



