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DON’T LEAVE ANYTHING TO CHANCE.

There's nothing like the feeling of complete security. And with the exten-
sive range of Eastman EXR Color Megative films, the feeling is practically
guaranteed. Whatever the situation, vou can take comfort in Knowing
there's always one that will get the job done-briliantly. So chooss
Fodak. It's one way to be certain you haven't set yourself up for a fall.

Films Format lHurminant

EXR 500T 5256/7226 65/35/16 mm E.l. 500 Tungsten
EXR 200T 5293/7293 65/35/16 mm E.l. 200 Tungsten
EXR100T 5248/7248 65/235/16 mm E.l. 100 Tungsten
EXR 50D 5345/7245 65/25/16 mm E.l. 50 Daylight
ECN 250D 529717297 65/35/16 mm E.l. 250 Daylight

Eastman EXR Color Negative Films. Any Questions? Call 1-800-GO-KODAK.

m castman EXR
Color Negative Films
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Welcome Mew Members:
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Timotky Brown
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Pedram Foulad Diangpour
J. Greenley
Frank Groas
Jennifer Holness
Peter Henein
David Johnston
Pandan Kumararwamy
Jennifer Matsui
Wrik Mead

John Mokedanz
Terry Odetie
Lilian Paviovic
Lawrence Pinsky
Ratislav Profans
John Sabourin
Tibor Steinberger
Michael Straphko
N. Jane Walker
Tim Ziegler

1991 LIFT Co-Production
Completed

Virgina Rankin has completed her film,
Mary, which was awarded the LIFT Co-
production prize in 1991, Originally uted
What Mary Knew, the 18 minute film was shot
in colour on 16 mm. Mary premiered at the
Vancouver Film Festival on Oct 2.

Mary is one child’s story, situated in a time,
the enrly seventies, which most adull viewers
recall with a mixture of fondness and
contempt. The story is ore of adult betrayal of
children, through action ;nd inaction. Mary is
an only child of twelve, when twelve was a
more innocent age (see photo abave). Her
parents are hardly on speaking terms; her
father is having an affair. Mary interacis with
the world around her; family, school, her
poers, with a detschment born of her fierce
individuality. Through voice-over, Mary
expresses her internal thoughts with the
simplicity, clarity and lack of judgment of a
young girl. The story culminates in a decision
which must lead Mary wwards inevitable
maiurity. This momeni of iransition i one
which almost every adull experienced in one
way or another, m that ume betwesn
childhood and adolescence.

¥ an Cui is organisiag a “New Canadian
Short Drama Series” to be held at the
Harbourfront Studio Theatre on November 15t
at 7:30. Mary will be ameng (our other short
dramas (eatured. The LIFT Programming
Commiltee is co-sponsoring this event as well
as planning a separate screening and reception
1o eelebrate the completion of Mary. Look out
for an announcement in the November
manthly mailing. Congramlations 1o Virgina,

her erew, and cast.

news

Pre-booking pclicy

New Pre-booking policy for the Arri SR.

In the past, full members could book two
weeks in advance of their first booking days.
Suning September 1, both full and associate
members can pre-book the Arri SK four weeks
in advance of their first booking day.

We need your keys!

1f you have a set of editing keys you are not
using please return them o Sue at the LIFT
office as soon as possible. They can be
returned without fine up until Nov, 1, 1993 as
part of a special October key amnesty
month. There is also heary demand for locker
space and trim bins. If you have either a lock or
a trim bin and are not using it please clear it oul
and retum the key.

Kanadlan Independent
Film & Video Fund.

Don Booth represented LIFT at a series of
Ad hoe meetings w discuss future financing of
the Canadian Independent Film and Video
Fund. This is a fund that gives grants o non-
theatrical films. What follows is &n excerpt of
the letter he sent to the board. “'We have had
two meetings that were attended by all Toronto
organizations that have any interest in this
fund. The one with the greatest interest has
been the Causus, Several Caucus members
were really angry (I think because they were
rned down) and wanted a hosiile review, [
called these two meetings o balance their
hysterical protests (which threatened 1o
eradicate the fund entirely) and, most



important, to give some guidance (o the new
Board of Directors about where the fund
should be going and where it could find
some money 5o that it can keep going.

There will be a formal set of
recommendations that 'l pass along. But
one of the most interesting ideas that came
up was the ability to use this fund as a
means to develop movies for new media
(interactive video, and all that other cool
computer stuff). As it stands now, the fund
is getting linle drops of money from the
Dept. of Communications (DOC). But since
the whole idea of the fund is non-theatrical,
which means movies that are destined for
home, schoel, community group, etc., these
new methods of communication are right up
the fund’s alley, Almost no filmmakers
realise they can apply to the Canadian
Independent Film and Video Fund w
produce interactive materials, Yet every
single filmmaker | know of is interested in
this.”

Resource Update

LIFT has recently acquired some new
information resources members might be
interested in.

Face to Face With Talent "93. This
bicnnially published ACTRA/Equity talent
book has over 2,000 headshots of
ACTRA members with information
regarding talent categories, selected credits,
contact information, etc.

Into the Mainstream 92/93. This
biennially published ACTRA Talent book is
a directory which features just under 500
ACTRA members who are from
communities of colour and First Nations
groups, audible minorities, or are disabled.
Talent categories, selected credits, contact
information, etc, are listed for each
performer,

We also recently acquired a loooooong
list of contacts working in distribution/sales.
The List includes the company they work
for, the city and country they work out of,
and their phone and fax #'s.

Also, a reminder about the other great
resources available for LIFT members:

-Festival guidelines and application
forms (festivals with upcoming deadlines
are kept in the big red binder on Sally’s

desk, then filed until the next year, We also
have the ATVF Guide to International Film
and Video Festivals, an excellent overview
with profiles of over 500 festivals around
the world.)

-Audio cazsentes of past LIFT
workshops (if you leave a deposit of $5.00,
they can be signed out)

~Crew listftalent files, and resumes
{(hundreds of listings! in many cases, we'll
have a resume on file)

-Funding Files (not the most up to date,
but a good place to start if you want to get a
rough idea of what's out there)

Call For Submissions

Zero Point is seeking recordings of music
composilions or sound works which
were conceived as an integral part of a
visual aris presentation or performance.
Film scores, video sonmdiracks, music for
dance, incidental music for theatre, sound
works of art installation or multi-media
events, ete.. will be considered for
broadcast in Febrary, 1994. Please submit
your recordings, in cassette or CD formats,
along with a descriptaon of yoursell and
your work to: Zero Point, Scon McLeod,
Programmer ¢fo CKLN 380 Victoria Street,
Toronta, Ontario M5B 1W7

A Resource Guide to Japanese Canadian
Culture will be an up-to-date listing of
professional Canadian artists of
Japanese ancestry, practicing in all arts
disciplines in and out of Canada. The Guide
will be available to various public
organizations, govermment agencies,
libraries, universities, galleries and to
individual researcher and artists in Spring
1994,

If you are a practicing filmmaker or
videographer (professionalfemerging), send
a current C.V. including your address and
telephone/Tax numbers to:

A RESOURCE GUIDE TO JAPANESE
CANADIAN CULTURE

359 Howland Ave., Toronto, ON, M5R
3C1.

Dead line date Decernber 16, 1993

For more information contact Aike Suzuki
(416) 967-3735 Fax: 924-1749

Attention Film Curators

LIFT is looking for proposals from curators
1o sereen the work of its members for a
MNew Waves In Cinema screening. Past
Mew Waves In Cinema Screenings include
Is A Rose A Rose: Exploring the Line
between Animation (Experimental) and
Experimental {Animation) curated by Ellen
Besen, Token and Taboo: 8mm Films Parts
I &2 curated by Kika Thome and Marnie
Parrell respectively, Electric Kool-Aid Acid
Flicker curated by Steve Sanguedolee and
the list goes on. Deadline for proposals is
December 13 at the LIFT office, before
Spm.

CFMDC is now accepting proposals for
independently curated programs on an
ongoing basis. Please submit e.v. and
proposals {no more than 500 words)
describing themes, possible film selections,
audiences,ete.. The CFMDC is interested in
programs of all genres which make
use of our collection and may be
curated for specific venues (e.g. artist-run
cenires, national tours, etc,) Depending on
the propozal, the CFMDC may be able to
provide partial or complete funding of
wvarious costs including film rentals,
publicity and shipping. Honoraria are
available for independent curators (those
not programming work as part of their job
at a specific venue). Funding for these film
programs is made possible through the
Omtaric Arts Couneil. Submit Proposals to;
Chuitreach Screenings Program, Canadian
Filmmakers Diistribution Centre 67a
Portland 5t. Toronte, Ontario M3V 2M9.

Melbourme Super 8 Film Group
announces...KIOSK 8 - a series of
ostentatious projections of Super 8 films al
the State Film Theatre, Melboumne,
Awustralia. If you are interested in proposing
a programme of Super 3 films for one of the
sereenings, send details w the address
below (deadline: 26th November, 1993).
Mail to: Melboume Super 8 Film Group,
PO Box 12502, A'Beckent Street,
Melbourne 3000, Australia. Telephone:
(61) 34173402, Fax: (61) 34173804,



It starts with a
whisper

Shelley Niro &
Anna Gronau

An Interview by Midi Onodera.
Part 1

ITSTARTS WITH A WHISPER isa25 mimue
experimental narrative film directed, produced
and written by the team of Shelley Niro and
Anna Gronau., Shelley Niro is a Bay of Quinte
Mohawk visual artist from the Six Nations
Reservation and Anna Gronau is an English
Canadian filmmaker living in Toronto.
Together these women have produced one of
the most personable and poetic cinematic
responses o the 500th anmiversary of
Columbus® arrival in America. This
collaboration is clearly process oriented, both
interms of thedirecting team behind the camera
and the themes explored in the film. The film
examines cultural conflicts and contradictions
experienced by SHANNA SABBATH, a
young Irequois woman who grew up on the
Reserve. Despite the spiritual strength she has
gathered from her contact with nature and
tradition, Shanna is withdrawn and despairs
about the relationship between the past and the
present. But under the guidance of three
ancestral spirits or “matriarchal clowns”
(personified by Shanna's three aunts) Shanna
eventually discovers away to respect her culture
and remember the past while living in the
present. [recently interviewed the filmmakers
separately in their home towns and we discussed
the making of the film and the process of
collaboration.

Midi Onodera: How did the project begin?
Shelley Miro: [t started in 1991 . There was alot
of kerfuffle about 15992 coming up and I had
originally thought of doing a performance
piece and videotaping it. The piece involved
four women who would each design their own
traditional outfits, but it wouldn't be
traditional...it would be themselves, anything
they wanted, and they would create aceremony
just to celebrate being part of the world. [ was
thinking of an appropriate location and [ thought
maybe the Rock of Gibraltar on New Year's
eve, planting a flag in the name of Indian
Matienhood. But then [ thought it was really
kind of bizarre. So [ thought I'd make a film.
Butl knew nothing about it.

M But why film?

Shelley: Film is pretty powerful. Think about
all those Westerns and the stereotyping of
Indians, It"s affected a lot of Indians w a point
where they almost became non-existent o
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themselves. For a long time they (Hollywood) siopped
making films about Indians or with Indians in them and
then of course they brought out "DAMNCES WITH
WOLVES," which made people aware that, “ch yeah
there are Indians still around. . let"s make & whole bunch
of movies”. “BLACK ROBE," “LAST OF THE
MOHICANS™ and “CLEARCUT.” [ found the images
were pretry negative. In “BLACK ROBE™ they have
Iroquois people and they show them with a biker mentality
whire they can kill kids and laugh about it and have a
great time. Then the people making the [ilm think it's
alay. | think you can cniticize thase things, but unless
you really wani to do something about it you're pretty
powerless aboul what you're looking at. 50 by making a

maybe the
Rock of
Gibraltar on
New Year's
Eve,
planting a
flag in the
name of
Indian
Nationhood.

filrm, 1 think, in a small, small way ['m irying to reverse
thatrole, Rather than being the object, I'm trying o take
control. It's important to start telling your own stories
the way you want them o be told.

Midi: Wky did you pick Anna?

Shelley: As far as [ know there aren't oo many Indian
filmmakers, there are some in the States, but they're
very few and [ar berween. ['d met Anna s couple of
tmes but [ didn't really know her. 1 knew she had
volunieered at a couple of Indian organizations so |
thought that the must be sensitive to the ssues and that
kind of thing — and she’s an established filmmaker.
Midi: Did the fact that Anna is a woman have anything
tar do with il



Shelley: Yeah, I think so. [ always find (well
not always) that women can work in a more
harmonious way than a guy. Guys establish
themselves as the boss right away.

Midi: Originally and ideally when you thought
about making the film, did you wan! fo work
with a Native filmmaker?

Shelley: Well the ideal siation would have
been with another Native person but because
Uat situation wasn't there, I didn't care. 1 just
wanied to do il I get really obsessed.

Midi: But there are people [ike Gil Cardinal
and others who are established making
documentaries.

Shelley: Their work is documentary and [
didnt want 1o work in that area.

M: So ir was the fact Anna is an ariisi-
filmmaker.

Shelley: Yeah, I asked Anna and she said sure,
and that"s how it came about.

Anna: | was doing volunteer work for the
Native Women's Resource Centre and [ was
looking for Mative Women antistsio do artwork
for the cover and the inside of the newsletter.
[ was rying to meet different women arists,
and Carol Laing said, “T know this person in
Brantford, why don't you come to her
opening.” Thatwasthe first time [ met Shelley.
We went over to Shelley's house, had dinner,
met her family and we really got along well. In
June of 1991, | went o interview Shelley
because I thought it would be good for the
Resource Centre's newsletier to include some
background on her work. So we looked at her
show and hung out. She asked me if [ would
collaborate on this film with her. [ guess she
had been thinking about it for awhile. She
wanted to do this fitm that would be shown on
Mew Year's Eve '92.. Then we just started
getting together.

Midi: Were you surprised when Anna said
yes?

Shelley: Yeah, [ was. I'm always surprised
when people say yes.

Midi: When Sheiley asked you to collaborate
on the project, how did you feel?
Anna: [t was amazing. Ever since my last film,
MARY MARY, [ had been working out what
itmeans tobe an English Canadian Almmaker,
to know this couniry essentially belongs 1o
Mative people. | was interested in how Mative
people were dealing with land claims and
especially what Native women were doing.
That's why I got involved with the Native
Women's Resource Centre. When Shelley
asked me if [ wanted 1o work on a film with
her, [ thought, of course. Once she started
telling me what she wanted 1o do [ thought,
this is just great, and [ said “yes.” I didn't
hesitate at all.

Midi: So, Shelley alfready had these ideas in
rmind that she wanted to work out somehow in
film?

Anna: [nidally, I think Shelley’s main idea
was to do something on Mew Year's Eve and
to get the last word . The form it would take
was pretty unclear at that time,..] don’t think
that at that point she thought she wanted it to
be astory, [don'tknow. [ doremember that at
one point we realized that if we were going o
do this then we would have to start to raise the
money for it. So we got together and decided
we would do an outline for a script. Shelley
had all these ideas and we talked about them.
She had all the scenes in her mind: the trip to
Niagara Falls, the walk along the Grand River.
The scenes ended up being in a different
order, butshe had comceived the whole journey
form of the film and from this basic structure
the two of us worked out how we would deal
with it

Midi: Did these ideas come from your previous
phofographic work?

Shelley: used my sisters in the MOHAWES
INBEEHIVES series. They're pretty talented
people, they don't know it, but they are.
They re kind of crazy and T wanted to capture
their spirit, the essence of them. They
eentribute more than they think they do. They
don’t care about the way they look or how
they look 1o other people, There is a certain
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pizazz about them. They're not self-conscious,
like I am. [i's fun being around them. They're
preiy inspirational.

Midi: 5o how did this progress o film?
Shelley: 1l knew what my sisters were capable
of doing. They perform regardless of whether
the camera is on or off. | wanted to create this
image of women caring for each other, but naot
in a sucky way, where everything is nice and
womderful. Things getalittle sloppy and messy
and you bang inlo each other. But the whole
essence of it, 1sthat there is alot of support and
love there...Maybe [*m Shanna, [ don’t know.
The aunts goof off, they act like they aren’t
paying aiteniion te Shanna and she's really
fighting 1o be heard. But part of that process is
thatshe forces them to listen to her and they do
listen to her, for about a second. Then it goes
back in to this fun thing again, into this thing
where they aren't paying attention to her, but
really they are. She has to keep fighting ared
fighting and fighting, but it's not a violent
type of fight. They're not really repressing
her, but the more they hold her back the more
she has to push forward. The three aunts/
clowns are really guiding her, being her
guardians, but she doesn't know it
Midi: So how did vouwaorkitogether to produce
the seript?

Anna: When it started, Shelley would present
an idea and together we would work it through.
Orverall the initial ideas, the basic groundwork,
was hers. As it wenl on, it became more
reciprocal, because we knew what we were
working with and we would come up with
potential ways to solve, develop things and
connect things. But because it had a Native
theme and it expressed something coming
from her, it wouldn't make any sense for me
1o force any ideas. I would suggest things, but
it had to fit in with her vision, At least that"s
how I saw il

Midi: Shelley, how did you find the writing
process?

Shelley: 1 can never speak about my ideas
coherently toother people. Tknow what [ want
i do but when it comes down o saymg X =Y,
I can‘tdeo it. | can say, “'this is what | want to
do,” but then | have to go through this whole
process of explaining why [ wani to do it and
what's the importance of it To me that's a



remendous strugple, because | take a lot for granted. It was pretty hard for me
because I'm not used to working that way. I just work in my studio and produce
stuff. I find thiat when you start verbalizing cerain ideas sametines te magic
goes.

Midi: Do wou think it would have been lexs of a strig gle if you were working with
a Native pergon?

Shelley: [ don't know... [ think it might be less of a struggle because | think that
sometimes Anna didn't want o miss i
things so she would keep asking me
questions and | took a lot for granted
that you shouldn't take for granied.
Midi: So do you think there war a
cultural difference.

Shelley: Yeah

Anna: We ended up writing the film
a5 we wenl along because we knew
what the scenes were going w be, but
we didn"t have the dialogue worked
oul. We had this incredibly tight
deadline: we had to get the whole
film, produced, shot and edited and
ready 1o go ingide of a year, We had
o shoot il al very specific umes
because of weather and becauss, for
instance, Elijah Harper was only
svaiable in July. We had 1o do things
s Lhey cuma up. 1 was a very strange
way of working on a film. But it
worked out okay,

Midi: Ar what point did Shelley ree MARY MARY?

Arna Aflier we started writing but long before we shot anything

Shelley: [ saw MARY, MARY after we had agreed 1o work ingether. 1 thoagh

the images were beautiful and, again because she was dealing with Troqueis

Elizabeth ™Dt fer-

issues in her work, | thought that she would be more sensitive o the representation
af Native people. She wasn i being exploitive or sensationalistic. | liked the film
Midi: [t seems that vou mef each other on a personal level first and thar vour
work was almost secondary in that process, | mean, you knew Shelley's work
before, but she didn't know your work.

Anna: Yeah, butit's 2 funny thing because | think 2 lot happened that one gme
| went up there to interview her, | weni to her studio end we just looked 21 iormes
and tonnes of work and talked about it ] really connected with il Shelley's wark
made a lol sense o me. [t has & kind of spirial sense, but it's alse humorous,
There's a eritical questioning that tskes place in the work. It doesn’t ever say,
“this is anice sale place io be in and I*ve got this little fence sround me mnd tha*s
my identity and you can't touch L™

Shelley: | was really sgnorant about filmmaking. | didn't know anything. | knew
thatit was a lot of work and that you needed a ot of money, but [ really went mio
it biindly. It's son of like jumping off & diving board. You don"t know when
you're poing 0 hit the water, bul vou know thal sooner or Laler, you will, You
don’t know how far down, how deep you're going 1o go, but 11"y always deeper

than you think it is.
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| wanted to create this image of
women caring for each other, but
not in a sucky way, where
everything is nice and wonderful.
Things get a little sloppy and
messy and you bang into each
other.



Midi: But you have to trust that someone has
pul the water in the pool.

Shelley: Exactly. So for me, each time [ took
the next step, itwas like waking one more deep
breath and jumping in. It was a huge leaming
experience all the way through. Bul because
of the deadline it wasn't relaxed at all, it was
afotof run, rumn, nun. I learmed a lot but if it had
been done at a slower pace then the leamning
process might have been more enjoyable.
Midi: Overall hew didthe processof producing
the film work owt?

Shelley: Because Anna knew more about the
film process [ left a lot of technical things up
to her. [ would say, “can we do this or can we
do that? And she would say, “yeah, let's try
it this way™ and make the idea much more
grandiose than my little tin can approach o
filmmaking.

Midi:it Iooks like you played off each other,
Shelley: Yeah.

Mficdi - [ thirk that the theme and essence of the
film is very focused on a healing path as in
some Native philosophies. Bul the way that
it's executed has a lot of your own influences
in it, [ike the rear screen idea. [ can see a lot
&f your own sensibilities following through in
a visual way.

Anna: In a lot of ways, it really is a hybrid of
both of our work, With the rear screen stuff we
had this idea of combining black and whitc
and colour. That had a lot to do with Shelley's
photographs because she hand-tinted her
photographs. MARY MARY is also a journey.
It gets o be really hard 1o say where one
person starts and the other ends. With Shelley's
work I could see the risk. I felt very positive
about all the things we'd talked about and
there didn’t seem o be any question thal it
would be good to work together,

Shelley: I felt it was a real coming together of
our work. [ didn’t have any idea of how to
shoot scenes like the ones with rear screen
sequences. | just saw them as being in a car.,
The rear screen was Anna's touch.

Midi: The film is very gender located. It has
these three matrigrchal clowns and this young
waorman who is the prolagonist. The only man
in the film is Elijah Harper. It seems like it's
quile @ feminist staterment,

Anna Yeah, well, it's really pro-women. |

don't kmow if feminist is exactly the right
word. Something that Shelley talks about is
that there is this matriarchal radition, and that
Iroquais women are powerful people, so it's
kindofimplicit. [t was really Shelley s decision
1o make it that way. [i seemed right 1o me. 1
can’l give you a huge rationale for it.

Midi: Do you see the film as being a feminis
film?

Shelley: Definitely. I screened the film at a
Chilean club in Torono last night and one of
the guys in the audience asked me about the
partin the [ilm at the erd where the women are
dancing around. He wanted o know why the
women were adopting movements from
European culture. [ said that part of the film
represents Shanna joining womanhood,
becoming partof that age group, saying, “now
I'm a woman.” They're celebrating their

NEVER

this is a nice safe
placeto be inand I've
got this little fence
around me and that's
my identity and you
can't touch it.

sexuality, they don't care how they're
celebrating it | think it's a feminist film
because the women are giving each other
srength and they’re aware of how they look,
but at the same time they don’t care, They go
ghead and do it anyway,

Midi: Are you influenced in your ewnpersonal
life by a matriarchy?

Shelley: I believe so. Maybenotin araditional
sense. Me and my sisters, we fight, but at the
same time everyone shows up for each other's
birthday parties.

Anna: The Aunts were based on these
characters that Shelleyhad already developed
through her photographs of them in the
MOHAWKS IN BEEHIVES series. Shelley
had her three sisters getall dolled up inbechive
hairdos. I guess when she pictured these
matriarchal clowns/aunts that was the kind of
image she had, that sert of slapstick type of
character. That was just natural,

Midi: 5o a lot of your family was involved in

the film besides your three sisters.

Shelley: Yeah. [ had a good handle of their
talents and what they were capable of doing.
If you sit in one spot for a long time and just
observe, you have a good idea of what youcan
take from certain things. It was important for
me o have my family involved. It was
important to get everything squeezed into that
small time frame.

Anna: [t wasreally amazing. Shelley s brother
Michael Doxtater wrote one of the songs and
her brother-in-law, Jim Miller, wrote the music
for the other song. It was this big family
endeavor. Shelley’s husband, her parents and
everybody was involved. It was quite
incredible.

Midi: [t was an integrated crew. Ideally would
yeu have wanted thar?

Shelley: Well, being an Indian person, you're
always thinking ['d like o have an Indian
crew, but it's sort of a fantasy. We started
looking around and there weren't o many
people around. It doesn't bother me that the
crew is not all Native because when you're
working with a group of people you want 1o
get the job done, We had an Indian Assistant
Director and because the actors were non-
professional this relaxed them a lot more than
if we had people that they weren't used 1o
being around. They could just be themselves
a lot more, That was important. We also had a
couple of coaches (Gary Farmer and Monique
Mojica) come in and that helped to loosen
them up a bit more. When you start working
on a project, the firsi couple of days are
important and then people start to relax and
it's okay. My sisiers knew some of the crew
people. If they hadn't it might have been a
different story.

Ammna: Unformunately, it wasn't an all Native
crew. We had an office and we had three
women who were working with us, they were
Mative women, Cur Production Manager, our
Office Manager and our Art Department
Manager were all on permanent staff for about
9 months during production and post-
production. Initially we hired Toby (Elizabeth
Burning) as our Art Department Manager and
then she avditioned for the part of Shanna. We
really liked her so she ended up doing both. So
it was a Mative core group. We did our best o



hire a Native technical crew but it was kind of
difficult because we couldn't find a lot of
people who were based in Ontario and we
didn"thave money to fly people in. But we got
a {airly good representation on the crew. It
wasn't a3 good in the post-production area,
but wie also did things like bring in consultants,
Midi: What abouwt the people that you broughs
on ko the project yourself, how did you select
them?!

Anna: | haven't had a lot of production
experience, so ]l mostly tried to go with people
I know personally and people that | worked
with before. Most of the time it worked out
pretty well, but there were a couple times
where it didn'L

Midi: What abow those times?

Annac [ think that maybe it had something o
do with the fact that we were working in
Brantford. We were working with a
commumity and there may have been umes
where people weren't as sensitive 1o the fact
that this is 8 whole cultire and that you have
o respect that Like when they say, “First
Nations,” the term refers to real nations just
like when you visit any other country. [ think
youreally have to scknowledge that you can 't
just come in and start telling people how they
should do things. 1 think sometimes people
didn’t quite understand that they were guesis
there.

Midi: But would you say thal that' s something
thas happened because of the divizion of race
and culture, orwar it fust a natural division of
the Toronto film industry professionals vs
those with less exprerience in the business,
A: | think thatit has more to do with personality,
because there were some non-native industry
professionals who got along great, and there
were some wheo didn't [ think that it"s more a
matter of how much you're willing to kind of
look around and say, “that's how things are
done here,” and accept that that's how things
are done and not carry your own little world
around with you wherever you go.

Midi: Did you find that you had o intervens at
somd points?

Anna | didn’t feel like it was my place o
intervene, quitz frankly. | was a guest wo. |
wasn't there 1o represent one shde or the other,
I was there to direct the film and be a partner

with Shelley. | think that it would have been
really presumptuous of me 1o try and intervene.
I was very uncomfortable when [ felt that
people were being jerks. It didn”t happen very
much, but it did happen the odd time, | Felt
kind of embarrassed for some of the people
that [ had broughi in.

Midi: How did you collaborate on the actual
directing on se1?

Anna: That was kind of nleresting. Shelley
had pever directed u film before, so when we
first started, she watched me and [ was a bit
more active, But then we seemed to develop
this kind of rhythm where one of us would
siep forward and one would step back, she
would do one scene and | would do anotyer.
Midi: Did you do one scene, and then Shelley
another, or did you both work on a scene
together?

Anna: We would always be there wogether,
There was never atime where one of us was on
the set and the other one wasn'L Sometimes it
was necosary for one of us io be in one place
and the other person in another. For instance,
when we were shooling ouidoors, one of us
was at the top of the ¢liff with the camera and
the other was at the bottom of the clifl with the
actor, In that case it was handy 1o have two
directors (laughs). But, it would have been
confusing for the actors if there was more than
one person giving directions at any one lime.
Sa, Shelley might go onio the sel with the
sctors and then she "d come back o the camera
and we'd talk about it. We tried as much as
possible not to be shouting conflicting things
at thern, But it seemed to be an arganic thing,
I think it had & lot to do with the [act that we
were preity well prepared by the time that we
were actually shooting. We knew what we
wanied,

Midi: During pre-production did you say,
“okay, you take this scene and I' [l take that
scene 1"

Anmaz We did a few things like that. For
instance, we had rear sereen footage and we
had 1w storyboard what was going to go in
front of ic So | went into LIFT and did
sketches and figured out where the actor would
be in relation to the screen, just becanse it was
justeasier to have me doing that while Shelley
was doing something else like working with

the actors. |t was more expedient 1o do it that
way. But there would always be a check in
process, where we would sort of say, “okay,
this is what's happening. these are the changes
that we think need 1o be made o the scrip.”™
Shelley: Some scenes Annadirected and soma
I directed. It depended on the scene itsell. I'm
all for someone saying *why don't you iy
this,” because I"m always for simple, fast and
cheap. That"s my approach. Whereas soméons
might say, “do this and it won"tcost that much
more.” Same things tumed out really nice,
Midi: This was your first time directing, how
did you feel about thal?

Shelley: It's kind of scary once that camern
gets moving and you say, “sction.” It's pretty
intimidating because you have this crew of
twenty-five people around you and you have
to really focus on what's going on. Sometimes

1 found it hard 10 focus because [ was awe-
struck by all this machinery around me. As
so0n as you say “asction” everybody holds
their breath, It was part of the leaming
experience.

Midi: Would you say that you got "bit by the
bug" or do you think this will be the only fllm
you make?

Shelley: 1 think now that almost a year has
passed since the time we were shooting, the
nexl time around ['1] have o better handle on
the whole aspect of it The whole machinery
partof iL

Midi: So there will be a next time.

Shelley: Oh probably. [ always say you have
o do three of something before you can say
you're qualified 10 be that. Although 1 only
have two kids, but then | do have a dog.
(laughs) "’

&

Midi Onodera s
currently In Posl
Production with
her first feature,
Sadness of the
Moon.
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ROSS TURNBULL
reviews DES SAUVAGES

a film by David Gilmour Martin
produced by Frangoise Caron

This & a first film from David Martin and it
exhibits a sure technical sense and a compulsion o
treal senous matérial. The twenty-eight minute
drama concerns the ravails of a young Québicoise
who has come to Toronto to pursue her acting
career. She is troubled by unresclved conflicts
concening her ex-boyfriend, her mother and more
profoundly, her sense of identity.

Isabelle’s story is coniextualized by a series of
voice: famous in Canadian history (Trudean,
Diefenbaker, Elizabeth IT). In one of the most
affecting scenes in the film, she iz confronted as a
young girl by soldiers on 2 Moniréal street during
the 1970 FLO) crisis {Trudeau's famous *Just
walch me” speech provides the aural
countsrpoint). This encapsulates the larger
conflicts (authorityf rebellion) and unresolved
questions (particularly the French/ English split
and the place of First Nadons peoples) of
Canadian identity which Martin raises. Through
[sabelle, the filmmaker essentially seeks to create a
metaghor for “Canada™ wril large. This is in part
cued by intercutting Isabelle’s story with archival
footage of the first television broadcast to be seen
coasi-io-coast In Canada, which includes a scene
of Diefenbaker making a specch in front of &
group of (stereo) typically” dressed Canadians. (I
was especially interesied 1o see the footage of a
young, jocular René Levesquoe).

The questions which Martin raises by using this
footage are interesting and it is integrated into
[sabelle’s story with some care. There is a
problem however, in that the elaborate
metaphorical construction, while a measure of the
seriovzness of Manin's concems, also tends to
overlead [sabelle’s story. As a character, she is
forced to carry a heavy symbolic burden.

Isabelle successfully auditions for a historical play
(according to the film's press material, the play is
based on the writings of Samuel de Champlain) in
which the depiction of First Nations peoples is,
from 1 contemporary point of view, arguably
racist Martun smartly contrasts this depiction with
the Native character named Frank, [sabelle’s wise
new boyfriend (played by a charismaitic actor
named Jarry Longboat). Frank has an
unustally accurate nsight into Isabelle’s wentity
crisis and in contrast with the historical account of

9
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the “Indians,” is constructed as the “real™
aboriginal man; he is articulate, talented and
atractive. Nevertheless, in his care to
balance the representation of Nathve
peoples, the flmmaker perhaps
overcompensates. Frank, like [sabelle, is
asked o carry a very heavy symbolic
burden, as he is portrayed as almost
miystical in his groundedness and spiritual
development. Indeed, this may be where
the script is weakest, as Frank's aphoristic
lines tend to tell us the film's thesis, rather
than evoking il

Moreover there is another element which
sits astride the complexity and contradictory
nature of these representations; the question
of gender. Isabelle’s crisis is resolved by
her equanimity in the face of her
grandmuother's death and her subsequent
determination to have a baby. (Late in the
film Isabelle states that “If you have a baby
in this couniry, your identity is assured™).
Frank finds this eptimistic, if premature,
She musn't have a baby for selfish reasons,
us she is, in effect, just coming to know
herself. He then states that what they need

10
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is 1o trade Isabelle's car for a larger one and suggests that perhaps he
should drive. She happily concedes, handing the keys over and
putting Frank in the driver’s seal. as it were, The wajectory of
Izabelle's character development is thus guided and commented upon
by the male character, until she arrives at the point where she can find
her female identity in a traditional place; as mother. The man’s
jourmney can then be reasserted as the predominant one. Ironically this
culmination threatzns to undermine the film's good intentions.

Fortunatzly, in Ganevléve Langlols, Martin has found an able
and convincing actress whose sense of implicit strength mitigates the
formulation [*ve noted above. She manages a blend of homour,
pathos and genuine searching which is necessary to her character’s
evolution. I also found the filmmaker's determination to have her
speak in French without benefit of ranslation brave and apt. Who
amongst us has a simultanecus translator attending our every move?

As | suggested at the top, Des Sauvages is technically accomplished;
it is nicely it and defily cut. There were occasional moments of
awkwardness but these are minor, Indesd Martin has constructed a
complex and very ambitious film and manages to raise provocative
and wide ranging issues, while, as per the dictates of low-budget,
narrative filmmaking, essentially confining the drama to two
characters and limited locations.

4]
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Bruce La Bruce,

Sup er 81 /2 words of wisdom

For those of you insane encugh to consider attempting to make an ultra-low
budget picture, | offer the following words of advice:

1 Although friendships have endured more than one film shoot, think twice
before employing your pals, particularily those not “in the business”, even though
you plan on paying them. Working with non-actors is often a good idea, but if
those non-actors are your amiges, don't be oo surprised if they end up your non-
friends as well.

2 MNever work with your ex-boyfriend. | suppose there are those few very special
adults in this world who manage to retain a working relationship with their ex-
spousa (look at Vadim and Bardot!) but unless you want to die a thousand little
deaths everyday, I'd advise against it.

3 Avoid international co-productions. Do you find vour unpaid phone bill creeping
towards four figures? Chances are you and your producer are separated by a very
large, very deep body of water. It's particularly frustrating when the long distance
oparator informs you that your producer's telephone has been disconnected.

4 Are you really cut out for a life in pornography, kitty? Firstly, sex is hard
enough to take seriously in real life, without it seeming all abstract and everything.
Do you actually want your technique (or lack of same) plastered all over the big
screen for all to judge? and B) Isn't it enough to have to deal with those pesky,
Kafkaesque labs without having them scoff at your work and call you a lousy

pornographer?

5 Are you sure a certain member of your erew isn't on the doorstep of the
cracker factory? It's difficult enough to deal with your own nervous breakdown
without having to worry about those of oh, say, your D.0.P., or your P.M.

b Don't kiss anybody's ass. As Goldie Hawn says in Shampoo: “It doesn't get
you anywhere; it only makes you a kiss-ass.”

7 Try to get arouad government funding. Why spend all that time and energy
filling out those abysmal applications when you can just get someone from the
private sector to palm you the cash, besides, state sponsored art tends o be dull;
doesn't it?

8  Choose your titie carefully.
9 Make your opening credit sequence long and spectacular, and give credit to

everyone and his mother over and over again at the tail. After all, itis a
collaborative art...

1O Remember, if it can go wrong, it probably already has, dear.

I'm currently editing Super 81/2 which, of course, opens up a whole other set of
catastrophes. (Hey, I've always been criticized for my lack of coverage!) | can't
wait until it's all over. So | can stari all over again, on the next one!

-, ..



If you spent any time in
lucky leafs that the
constitutional crisis had finally
faded from the national agenda
then you'll be wondering why
Mike Hoolboom had 1o
come along and make
Kanada. If, on the other
hand, you were kicking
yourself for living in a kountry
where the [z of nations is
terest rate, then Kanada
kouldnt lkum at a better time.
Disappointed by the business-
as-usual response to last year's
referendum I was happy to
discover recently that Mike
Hoolboom has decided o
become the cineaste
Provocalewr.

KASURAL TIES

BY LEWIS COHEN




but the threat of separation feels
a hundredfold more compelling
coming from Babz’s mouth than
from Bouchard's. Lovers, alas, are

In Kanada
(65 min. 1993) the
kountry is dividedin
two and is in the
midst of =n sll out civil war. The Amerikans e
kovering the fighting on prime-lime television, mnd
they eventually send upa fleet of bombers in an effort
to intensify the war and escalate their ratings. The
Canadian Prime Minister, Andrew Scorer uks
wough but acquieses to all the President’s demands.

Everything in Kanada is divided in two. Men
and wormen, french and english, kanada and
quebek. politics and sex. For politicians we are
given a homoerotic federal drama which unfiolds in
a stark black & white Prime Minister's Office
designed by Kika Thorne, where a furious and
cynical Prime Minister Scorer is appeased and
pampered by a lascivious Hugh Segal (SKY
Gilbaert), who likes 1o suck the PM's balls.

In 2 less expressionistic vein, nows repons
from Bouchard's revolutionary quebek are
delivered by Hoolboom himself, hidden behind e
mask of death and a newscaster’s desk. We get a
lot of interesting information sbout the wmuliuoes
happenings in Quebek, but without any of the
dramatic complexity and dark texture that the
other sequences in the film offer.

Kanada is more on target with the infantile and
reaktionary
spirit on
Parlizment
Hill, wherea
Brotesque
manipulation
of our
national life
is not the
exception but
the rule.
Scorer’s brilliant performance as the PM flukmats
between near insanity and a kind of false calm
which betrays his political cynicism. Quebek isa
place which must be bought or squashed, Amerika
is run by the big networks who in tum rnum Kanada,
and the Prime Minister himself is a sexual
delinquent with the emotional maturity of &
teenage boy.

more real than nations.

(On the female side of the divide, Babz
Chula and Gabriella Rose give the film's
most engaging performances as the ill-fated lovers
who wait out the war in each other’s arms. In a
kind of alternative version of Woody Allen’s
domestic dramas Charlie and her girlfriend have
long, incisive konversations about love,
separation, childhood and sexuality while fighting
in the hall, puiting on maks-up or watching
television. The simplicity of their seting and
seting balances the ambitious konversation with a
welcome dose of dramatik realism.

It is in the Meshy realism of their love allair
that the joys of togetherness, the fruits of conflikt
and the pain of separation receive their most
compelling treatment. In the midst of a civil war
the lovers take on a romantik pitch not availsble
to us run-of -the-mill civilians. We don’t get 0
joke sbout streetkars in the west end being
derailed by bombs while resting in our lover's
ATTILE,

From the opening sequence Hoolboom sets
wp their relationship as & metaphorik playground
for the forees at werk in the nation at large: “Ti"s
one kountry Kanada _the force of the union,
sometimes | feel it like a physical thing, like
love.” The surrounding politikal fracas is like 2
bombardment of dark stories and sounds which
heighten the intimacy of the time Babz and
Gabrielle share.. until, in the film's final
sequence, the war konsumes their personal space
and they tear each other apart in the hallway of
Gabrielle’s home.

Stava Sanguedolce's hand-held
camerawork is superb in this sequence, as Babz
gend Gabrielle recede 1o the vanishing point of
domestic klaustrophobia. Sanguedolce’s steady
but disturbing camera movements srengthen
Hoolboom's suggestion that among couples, as
among nations, union ends in scparation, and
scparation ends in violence.

In Kanada's most mysterious and riveting
sequences Kika Thomne descensds into the emply
train tracks o play the nation’s perennial super-§
bride-in-be. She appears four times, like the



given a
homoétotic
federal
drama

scasons, her black boots partly hidden
beneath her flowing, wedding dress, and her
smile masied by the skratches md colowrs
that have been grafted onto the film.

In a gesture which squares nicely with
Kanada's fetish for opposites, Kika spray-
pamnits “bad is good™ and like-minded
reverse graffit on a wall by the wacks as
she dances wowards an uncertain
future...bombs and helicopter blades
splitting the orange sky as the bride ducks
gently out of frame.

Ironically, what a few shon months ago
appeared 1o be the film's far fetched
politikal premise— i.e. Lucien Bouchard
coming to power in Quebek— has over the
last little while become a distnkt
probability, Or, as the Monireal Mirror
posted in bold letiers on its kover last
Thursday: “No One Took Lucien Bouchard
Seriously When He Formed The Bloc
Quebecois. What a Mistake™,

In a surprising sequel 10 Levesque's
reintroduced a heady charizma o the
separatist leadership in Quebek. With 46%
of the popular vote and kounting, he is
poised 1o live up 1o his once lsughable
promise of two years ago: 60 B() seats in
La Belle Province,

Healboom, however, exaggerates the
violence of the separatist movement o such
an extent that Quebek pationalism & fomed
into a sick fascist joke: “while the tongoes
of eleven english school children were cut
from their mouths Bouchard announced hus
candidacy for Quebek s seperatist Pari
Quebekois...”, If, however, the “real”
Bouchard kums o power, it will be through
parliamentary elektions, not revolutionnary

[ascism (excuse the oxymoron). During a
newscasl later on in the film we are

informed of “Bouchard's campaign promise
o guillotine Quebek’s english mmority ™,
which meets with riowus celebration in the
Srecis.

At his best Hoolboom identifies the
incipient fasism of Quebek’s kafkaesque
bureaucracy and natiomalist street thugs.
And at his worst he wns the sutheniik
aspirations of a nation into & kind of erel
komedy matched only by the inanity of
Wayne Gretzky's appointment as the
Kanadian Prime Minister.

In a sense, Kanada exploiis the volatile
politikal situation in Quebek as a way to
heighten the anglo-kanadian drama, which
is the film's real focus. Hoolboom's
politikal vision, however, is so purposefully
deformed that Quebek is reduced to being a
sometimes lyrikal bui mosily komical
backdrop for life in english kanada—
what's new?

Hoolboom s Quebek, then, as the
petulent lover whose threats of departure
throw the kountry into a laughing rage; but
the threat of separation feels a hundred fold
maore compelling coming from Babz's
miouth than ffom Bouchard's. Lovers, alas,
are more real than nations.

Al this historikal junkture violent
separation i more of 4 romantk vision for
young artists in english kanada than a
politikal reality for the people of Quebek. |
oo entertain fantasies of the “war that put
kanada on the map,” bui Quebek is not
about to launch it

Lowis Cohen was born and raised in
Montroal, Ha returns in the ceasafire.




".the success of this year's shorts program s due io Cameran Bailey snd David Mclntosh
lor their unparalieled programming abilities. This ysar's series had lo be the best

constructed in yoars. Many viewers agreed that their selections and schedullng enhanced
the viewing experlence of sach individual fim.”

festival

favourites

by Daniela Saioni

Steve Sanguedolce’'s
Sweetblood

Although | had never mat a Sanguedalcs, |
knaw all about the man in Steve's film
Swoatblood, Prosented to the audiance
puraly via informal, disjointed voloa-over and
a stoady siream of family photos, tha
omniprasaent itakan father figuro was
succossiully embodiod in the form as well as
the content of this fim.

The voles took on an enigmatic presance
pormaating the whole of the film and touched
a nerve hidden somewhare in my reprossed
cultural identity. But this was, of course, my
porsonal response as a woman having
Prown up in the unabashedly patriarchal
world of the lakan family. And the Bm is not
raally as heavy as all that

Watching Sweetblood | wanted to say ko
Steve there is o much emetional potential
hare, you can go so much deeper; but | sson

realized that the distance works io this Fim's
beneliL It is porhaps one of his most
accessible fims and will be ntempmtod
differenty by each perzon, depending on
their own connoction to the familial tes hat
bind,

And don't bo afrald 1o take parts of the film
literally il you want io. Where | identifiod the
car crash soquence as imagery represonting
an emaobonal split from his cultual past, i
was, in fact, an actual event in the
fimmaker's life. Go figurs.

Whether it is literal or figurative, distanced or
eulturally pawerlul, Sweatblood is
undoutiedly n provocative, well-stnuctured
film. It was certainly one of the most
memorable shons in Perspactives Canada,
and definitely worth watching if you ever get
the opponunity.
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Garine Torossian’'s
Girl From Moush

The mest SensucUs experencd in this yoars
shon fim program was an absract siv-minute
film called Girl From Moush,

Using a collage lechnique involving a salectiar
of Supaer-8 images optically printed onlo 18mm
Garine managed io conveay her inner visian of
Armania in an ovocative, complelaly original
way. The colours, music and rhythm of the
edtng were such a feast for the eyes and oar:
that you did not want the expenance 1o end so
BOON.

Decidedly leminina, culturally personal, and
visually captivating, it would not surprisa mo at
all if this e film became a small classic in the
world of Canadian axparimental film.

Clement Virgo's
Save My Lost Nigga’
Soul

Thia first timae | zaw Clement's fim at a Canadian
Fitm Contro screaning | was left speechioss by
its shear powor. The lechnical and creative
quality of the fim lar surpassed most work that
I'd aver seen coming out of Norm's place, That's
why it came as no surprise that it was one of tha
mosl talked-about films at the Festival of
Festivals and rocaived the NFB Award lor Best
Short Film

Despits this being only his second work,
Clement Virgo seems 1o have quickly developod
an interesting visual style. Herald Bachman's
beld cinematography seems the parfect
complimant to Viega's directing sensibility, which
is both flukd and assured. The pararmances in
this film are consistently strong, due largely o
the youny takonts Dean Marshall and Richard
Chevolleay, and the music is used so
appropriately you'd think Tea Party wrat i just
for te fim,

The film was net without its problems on a
thematic leval, though, | have haard more than a



Fhoto by Amir Gavriely

few audience members dismiss
the Cain and Abel storyline as
ovarly simplistic and relying too
heavy on the image of the
white woman as "tha white
davil with the blonde pussy.” |
was g0 axciled at this new
talent that the potentially
offensive story elemenis
never struck my politically-
corrected nineties mind at all,
but | could eventually see the
point of contention after
taking a second look.
Represantation is, after all, a
ralevant viewing issue that is
not limited to white male
filmmakers.

Whether you loved the film or
ware angry with it, one thing
is cartain in my mind, Virgo's
execution of Save My Lost
Nigga® Soul as a direcior
achieved something close to
perfection, He will
undoubtedly continue to
make mone provocative waork
in this country for some time
o coma, and [, for ona, ksok

torward to his upcoming
feature filmmaking debul.

LIFT at the Festival
of Festivals

LIFT filmmakers had 22
films in this year's
Festival,

LIFT member Alexandra
Raffe had an outstanding
year, executive
producing no less than
threes festival features
(Zerc Patience, | Love 8
Man In Uniform, end The
Lotus Eaters).

Susan Norget (ex LIFT
Publicist/Events
Coordinator) ran the
Festival press office for
over 600 journallsts
flawlessly,

Ramiro Puerta was
heavily involved in this
year's Latin Panorama
series,

Clement Virgo walked
away with the NFB award
for best short Canadian
film for Save My Lost
Nigga® Soul.

Seoan of gl from
Save my lost
Higga' Soul

by Clamant Vingo
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CINECYCLE

The ideal place for public screenings of
new productions, multi-media programs,
cast and crew parties and other special events.

John Henry Nyenhuis accompanying

the silent film Orchids and Ermine.

An ongoing program of silent films and film club
screenings begins Sunday, October 31, 9 pm
with The Cat and the Canary.

(USA 1929, with Laura LaPlante)

photo: Steven Wasney

Facilities include: all film formats, video projection,
monitor, moveable seating for 100, espresso bar.
To book screenings call Jonathan at 596-7733
317 Spadina Avenue Rear, Toronto M5T 2E9




SEHIES

Ann & Maddy

Can 'Elquh. {Prod.} Lulu h.aahrr-
(Dir.)
2300 Colger 1903
o film albout hovedm -t
. "divores changes the
bm:n.\lq_.' an a molthar
daugiier.

The Critique
Edmond Chan
20 min, Colour 1003
SiudlaThoatra By surreal circumstance,
Harbourfront Centre L s
235 Queens Quay W
tel. 973 3000

In glwn a
chancs o
radaam himsall
whan Stuar

saamingly
reappears. ..

Things In

Between

Yan Cul

3 min, Soloor B W
1803

A film about a
wifa, her
husband and his
lowar.

Mary
Virginia Rankin

8 e Cotaur 10462

Mary iz one child's story, sliuated
in a time the sarly saveniles,
which most adult viewers recall
with a mixtura of fondnass and
contampd. The story I3 ona of
adull batrayal of children; through
action and inaction.

Siblings

Danlal Campbell
{Prad,) Mahra Mah
(Dir.)

29 min. Colew, 1003

The ilness of an old
man forces a critical
confrontalion
batwean his two
childran. They bath
lowva him deeply but
cannat agree on who
should ook after him.




WHO IS ELIGIBLE TO
RENT LIFT EQUIPMENT?
Associate and Full members

in good standing are eligible
1o sign out Production and
post-production equipment.
Members must demonstrale
adequate technical
compeience on the
equipment they intend to use
before they can book it oul.
All members must retain
copyright and complete
creativie control. LIFT s
equipment is not 1o be used
on commercial productions.

HOW DO | OBTAIN
TECHNICAL
KNOWLEDGE OF LIFT'S
EQUIPMENT?

It is possible to learn how to
use LIFT"s equipment by
taking one of our regularly
scheduled workshops or
Shoptalks. You can also set
up & one-on-one orientation
for a fee of $10.00 per hour.
A fow days notice will be
required for the Equipment
Coordinator to make the
necessary arrangements for
an orientation session (more
notice may be required
depending on equipment
availability).

CAN A LIFT MEMBER
ACCESS EQUIPMENT TO
WORK ON A NON-
MEMBERS FILM?

All Aszzociate and Full
members may access
equipment o work on a non-

members film il the LIFT
member has the following
position on the production:
EDITOR-editing equipment,
CAMERA OPERATOR-
camera equipment, MIXER-
sound equipment, GAFFER.-
all lighting and grip
equipment.

WHAT
CIRCUMSTANCES
WOULD SUSPEND A
MEMEBERS EQUIPMENT
PRIVILEGES?

Any member who has an
equipment rental account
over 3300.00 after 60 days of
the billing date must clear
their account before they can
book equipment

Any member who has let
their Asscciate or Full
membership expire must
complete their volunteer
hours and pay their
membership fees before they

can book cquipment.

WHAT ARE THE
MEMBER'S
RESPONSIBILITIES
WHEN BOOKING LIFT'S
EQUIPMENT?

Equipment renters will be
held responsible for any
misuse, incompetence and/or
damage o equipment.
Renters are liable for the
insurance deductible in the
event of loss or theft of
equipment while in his/her
possession. If the loss is not

covered by the insurance (ie
if equipment is stolen from an
unlocked car) the renter is
liable for replacement of
equipment.

ANY MEMBER WHO
DOES NOT RETURN
EQUIPMENT OR LEAVE
FACILITIES IN A CLEAN
AND IMMEDIATELY
USEABLE STATE WILL
BE REQUIRED TO
RESTORE THE
EQUIPMENT AND PAY A
$50.00 CLEANING FEE.
The renter must make
arrangementis o pick-up and
return equipment during LIFT
office hours. Equipment must
be picked up after 2:00pm
and returned before 12:00
noon on Lthe return date
specified in the equipment
sign out contract. The renter
will be charged an additional
two days of rental fees on any
equipment that is returned
late.

Equipment must be booked,
picked up, signed for and
returned by the Associale or
Full member renting the
equipment. Any allemate
arrangements must be made
in advance with the
Equipment Coordinator.
Cancellations can be made up
1o 48 hours before the
scheduled equipment sign
out. Any renter who makes a
cancellation inside of 48
hours may be charged the full
cost of their rental.
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HOW DOES A MEMEBER
ACCESS FACILITIES
OUTSIDE OFFICE
HOURS?

Associate and Full members
can access LIFT post-
production facilities by
signing out the appropriate
keys from the Technical
Manager. When signing out
keys members are required
to leave a 520000 deposit that
will be reimbursed when the
keys have been returned.
Members are not permitied
to duplicate keys.

Keys must be retumed
within seven days of the last
equipment booking. They
can either be returned during
office hours or they can be
put in the key drop off beside
the LIFT office docr. There
will be a fee of 55.00 a week
charged if keys are returned
after 7 days.

If the keys are not returned
within 30 days the member
will be charged for replacing
the keys and locks.

WHAT PAYMENT
OPTIONS DO | HAVE?
All members are asked Lo
pay equipment rental fees
prior to aking out
equipment. Compliance
with this request entitles the
borrower to a 10% discount
off the current LIFT mate.
Equipment bookings of
seven days will be
considered as four when
charging for rentals (four day
weck), Production
equipment bookings for a
two day weekend will be
considered as one day.

Paost production bookings are
invoiced and the renter is
billed at month end.

After 30 days, any amount
owing for use of equipment
or facilities is subject o
interest penalty.

There is no charge for
Flatbeds that are booked for
an howr or less.

These bookings must be
made no more than 24 hours
in advance and will be
subject to demand by paying
members, This service is
available only o equipment
accessing members, during
regular office hours.



IN DEVELOPMENT

PREPRODUCTION

Jay Bajaj

White Paper

Feature Drama

The story of a Sikh refugee who
Lands in Nova Scolia illegailly and
tries ko lake @ aw io Toronio. The
[ilm & seen ihrough the refipee’s
ez, follows him through hir
Landing, his traiels in Canads, and
finally kis deportation,

Juy Bajaj

Nancy B/Nancy §

MOW

Based om a sape play currently
being mownted ot the Poor Alex, the
film ix the story of @ woman's fighs
io legalize euthanatia in Canada.

tory

The Sandwlch

13 mins., Animation, |&mm

A young boy discovers thart ke can
be differeas and still be sccepied by
hir frigmdy.

Milan Cheylov
Dizzy
A5mm Feature

Milsn Cheylov
Sister Moonbeam
Half-bowr Drsma

Andrew Davis
100% Frash
24 mins., Drama

Kathy Daymond

Blood On The Shests
Experimental Documentary

A film about popular woth and
rhetoric and women's first sexual
EXPEFIERCE,

Mark de Valk/Vivecs Grenon
Whispering Relgn
Feature Drama

A musrder mptery st ia Toromio in
I933.

Franc Duran

Viaje al Norte (Trip ta the
Marth)

Half-howr Drama

Avr Fein

The Man Who Could Eal Toast
With One Hand

30 min., Personal Doe, Hi-B and 58

Sky Gilben

My Summer Yacation

The story of @ boy and a camara_ |
five miy boyfriend a camera for the
summer holidayr and he falls ia
love and follows another bay
around with the camera and
complicalions eRIue.

Paul Hanek
HNot Alone
Half-howur Divama

John Helliker
RAeluctant Angel
O mina., Colour

Marihe Herle
Chaking The Alligator
15 mins., Drama

Glace Lawrence
Held On Slsta
) mins., Drama
A look ot Back wormen and [helr
rélatiovahaps with 70"z, B0 5 and

0 5 murn. I
Daisy Lee

Maoyflowers

90 mine., 35mm

A family of Chingze womsn living in
o semadl form towm who rurvive the

on thair irolated gladiola farm.

Dy Liee

Sounds of Silence

30 mina., BEW

A sory abow 2 Chinglown
“mahprag® mother who wiwittingly
gambles away her grocery sove
wihien she anempes [o win a wis for
her yon.

Carol Anna McBride (Writer/
DarecionProducer)

(M}Other Tongua

Feature Dvarma

A croer cultwral]l o Srd world
reilfi.

Carol Anna McBride (Wriier,
Director, Producer)

The Listening Rooma

28 mina., Drama

Three biotech rories of the wry
near fulure,

Carol Anna McBride (Produces/
Direcior)

The Whita Project

{working title only)

Mark MeNeilly
When The Cal's Away
Half-hour Dirama

Masani Montsgue

Soundclash

1 Howr, Dioou-drama

Based om the book, “Dread
Culturs,” Sowndelark explores the
dance hall, regpoe and Rasicforian
cwliure ia Toronda,

Julie Cucllon
Men | Hate
30 mmi., |6mm, BAW

Black Comndly.

Kalli Prakspon

A Thousand And One Culs
60 ming., 16mm Colour

A performance filim abow
cersorrhip,

Kalli Paakspuu

The Colonlzing Gaze
Half-hour, Video

A social history of photography in
Canads,

sown bad-girls with big time
dregmes, Set in the sarly 60F's, the
Jilm iy a satire of pop culiwre ax
well ar 3 commaniary om pender
sergotypes and sexual aitiiuder of
the recent paxi,

John Porer

Untitied

Muluple Film Performances
Shadow plays, light dances.

Jobn Poner

Untithad

Multiole Film Poblicats

Paper comedy. Filmp to fake home,

John Porer

Clne Zine

Multiple Film/Publications

Paper documendary filmr abost film
artuty in Toroaio. To loke Ao

Joha Porter

Videa

Personal documentary af bicyele
courieriag i Toromko,

John Porer

Flreworks

1 min., Light/Performance
Gilarw i the dork Group safe Sex
inspired by Kenneth Anger #7.

Jim Powers
Rock Of Ages
B0 mina.

Ramiro Poerta

Culture Shock

00 ming., Dreny

Two young professionals from
Columbia arrive in Toroato ajfter
ong of them receiver death (hraats

Srowm drug barors, Their life here

becomer a problem ar one adapts
and the other dogsn’f,

Mara Ravins

On The Edge

Feature Documentary

A feaiure film dealing with youth in
the Eastern bloc.

My Heart Is A Towaway Zone
24 mina., Comedy?
A film about an
Talian-Canadian
woruan anad har
sexunl relationships
with fwo pendars in
P cities,

Daniels Sasom
(Producer) Thomas
Wallner & Todd
Hammond
{Directors)
Common Era
24 ming., Drama, 16mm

A couple who wilnesy an arsaull
nathing abosd if are confromted by
ian wnexpected guert ong week later.
Annellie Samuel

Hez A Zaz A Saz Ii's A Secrel
30 mins.

WORnpasd reod wy Ajjusing ey BpRySY Al SN PR SUESANIESET



Sweve Sanguedolce

ﬁﬂu-hu,ﬁlp'nnn.l

A film decling with imape making
aad [alunp praciices in foreipn
cullurer.

Steve

Too Hot To Handle

4 ming,, 16mm

A film aboud telephone sex bared on
a rong written by me.

Michasl Strapko

Twister

91 mina., Prychological Thriller,
lémm, B&W and Cologr

recalls long repressed memories of
chald abnere as she counter-rialky
dadd b dowiid sbseased wilh @
baby,

Awﬂ'liﬂmﬂ-w
Ris creakive process.

Joanne Hecion

Gypay Dosan

20 mins, Drama 16mm Colour
A film abaur exploration, death,
love and yourk,

David Horton

Gratelu

6 ming., |6mm, BEW
Thankag viag can happen af the
Heaaged of iomer

Margus Juldosm
Culs

1 min., Animation
A view of consorahip.

Michols biofsbas's CoconutCare and Cuttass. Curmenily in Post Praducsion.

Mark Tollefson
Bondage, Bed and Breakfast
Half -howr Drama
A mam & pop bondape operation
in rwrad Ondario,

Disna Vasquez
Unililed
Featare Drama

IN PRODUCTION

Abrabam Aizenman

Dinte.| Prefor To Bs Happy

12 mima., Mock-doc, | 6mm Colour
profousd self-image problem of
People who are unhapery with their
weighi. The film presents facts with
a tongue-in-cheek rubconscious
voice aver from the marrator,

Frangoise Caron (Producer) [ David
Martin (Writer, Director)
Campalgnl

1 heur Documentary

n the changing attiludes tewardy

Cilace Lawvence

Woman Behind The Camera.
Video documendary shot in Ghana
and Cancals.

Elisah Mles
Fury
16mm, BEW

Andrew Munger
Bring The Nolsal

1 hour, Documentary, 16mm Colour
A film aboud rap muzic and hip hop
cudiurs that hay emerged
Metropoliam Toranio in the past few
years. Brag The Notse! atlempls lo
ilrirals and pitwsie the politics of
performance of rop and hip hop
culiwre in Torondo,

Kalli Paakspou
Sweel and Sour: When Easl
Meols Exsl

1 hour Diocumentany

A film that looks at global Chinese
identiry through cinema.

Kalls Paskepuu

Do Mot Adjust Your Set

50 mina., Video

A docwmaniary abow censorship
feaiwring the ariis's perspective.

Johe Poner

Flim Busking

Yariahle lengih S8 film.
Promotional and documentary films
made for the sireet,

John Porer
Toy
Variable lengih 52 film.

Ramiro Puena

Fronterras Americanas

24 mini., Drama

A film abous the perceptions and
siereotyper of North American:
toward Latinos, Bared on
hae play by Guillermo
Verdicchia and starring
the author,

Andrew Wan
Echoes and Dreams:
A Restless Cry

40 mine., Experimenal,

suilfact, bodh inielle cuaal
and emaoiional depihy can
be explored The film will
dcl af @ mirror/serden, offeriaga
rythmically moving narfoce for the
conrpince of wléar abo sociiry,
endeavours.

POST PRODUCTION

Amy Bodman

Alrican Landscape

1 fmm, Colour

Explarer landscaper ar a living
enlily,

Lauizine Bonnick
The Enemy Within
30 mine, Drama, 16mm

Adam Ciolfi

Close-Up

Half-hour Dvama, 16mm

The repercussions on a young
kidnapping of a young girl.

John Detweiler / Renes Duncan
Yoar Of The Sheep

60 mins., Comedy/Drama, 16mm
Twe prapds iry 1o leave an
apartmenl and go on holiday.

Judith Doyle (Director) § David
-Mclniosh (Edstor)

Wasaga

Feature, Hybreid

A relatioarhip between 3 wow
and her driving inrtracior el af
sieawmy Wasaga Beach - siars
Louive Liliafeldr, Tracy Wright,
Daniel Maclvor and Andy Palerson
ax the band, "Live Enferfainment.”

Franci Duran | David Caner

Print Mo Charge: A Film About
Amarica

10 min., 58 and 1 Gmm.

Color, meighbar, and honor.

Peter Evanchak
Renlt
52 mina.

Aub Glazer

Fire On The Waler

28 mins., Exp., Drama, 16mm,
Ba&W and Colour

An exisiantial film about fly fishing.

Martin Granger

Remembering Ray...

37 mina.., | 6mm Colour

That film seily tha fictional story of
Rapmomd Clark Miller, Canada’s
muatd Rolorios Rusrian 1py during
the Cold War. He ir accared of
selling mismerout fovernmen!
secrelr during hir career,
Unfortunarely, the filmmakers have
spenl @ lod of the time and money
profifing the wrong Ko ymond
Miller, Free of joswrnaliriic morals,
they compaie and relsase the film.

Mark Hesselink

Punk, Probably Hardcors

30 mina., Doc., 16mm

Through the whe of archival and
reconstricl the evolving and often
contradictory hisiory of punk in
Toronio,

Mike Hoolboom

Valentine's Day

75 mins., Colour, Exp. Drama

Margus Jukkum
Whaore Waera WaT

3 mini, |Gmm, Animation
A loak ar old worid folk wisiom
from Estomis.

Marc Lafoy
Hill And Valley
A family crisis in a landscape.

Caedmon Malowany

Park Night

15 mini., Drama, 16mm Colour
A young man strugpler with his

Alira Martiros
A House In The Park
18 mine., | Smm DEW



Josephine Massarella
Groan Dream

20 ming., Visual Poem
An evocative and abstract film
abowd the environment.

Josephine Massarells

Recurring Dreamiime

20 mins., Experimental

A virually rich represeniation and
deconsiruction of a peneric dream
EXperisnce.

Heather MeXinnon
abstraction In blue
13 mins., Experimental, Coloar

Elisah Miles
Messlah

Exp., 16mm, Colour
Spiriual Growth

Michelle Mehabeer (Producer and
Director)

Coconut'Cane & Cullass

30 mins., Experimental, 16mm,
B&EW, Colour

An experimental narralive
exploring [ndo-Caribbean identity;
Iracing the ixperience af
idenfureship, displacement and
exile wia g poelic siyle thai
incorporated dance, poeiry,
theairically raged dramatic scenes,
and virual arizscapes. The narrative
unfolds from the poirt of view of an
Indo-Caribbean lesbion who hay
been living m Canada for the past
Iwienly years.

Kal Ng

Tha Soul Investigator - Chide
The Wind

40 mins,, Dmma

A mrythic siory thal cenfres on a
myslerious wound on the hand of
our prodagoaist - @ young Chinese
real estale agent, a middle class
man wha came to the Land of the
Jree with his family, The story
Jollows hix quest for the preat secret
behind the wound that might be true
fo gveryone living in our age.

Midi Omodera
Sadness Cf The Moon
Feature Drama, 5-16mm

Midi Onodera (Producer) / Candy
Parker (Direcuer)

Gilrls In The Band

In 1970, William Friediin's
production of “Boys in the Band”
caused g Fensation among gay and
straif moviegoers. Billed as the
JSrankest reprezentation af
homozexuslyy on fim up ro that
fime, & was sitacked ar a parade of
stergotypes, Now, [wenly years
later, it is being rediscovered by the
Bay comurunily ar an imporiaal and
realishic period piece of life on the
eve of stonewall, The Girls in the
Band is not st @ remake, il iz an
imporfant, revealing update - life
Jrom the other chromosome.

Julic Ouellon

The Oblect of Cool

15 mins., l&émm, B&W, Colour
The effecty of media on women,
Featuring music by Chicken Milk.

Jeremy Podeswa {Dhrector) /
Camelia Fricberg (Producer)
Ecllpsa

Feature Dama

A depiction af 10 relationzhips
representing a cress-gection of
sociefy,

John Porter
Thomas Highway
3.5 mins.

Puppets in the sow.

John Porter

Vac/All By Loach

3.5 mins.

A sound piece invades Rosedale.
Tndusirial nodre vehicle,

John Porer

Magic Lantern Cycle

5 mins.

Glow in the dark jroup safe sex
inspired by Keaneth Anger &1,

John Porer

Oh My Heart

5 mins,

Ar educational comeady abowr
health kazards,

John Porter

Paper Boy

1 min.

Juggling discarded images inspired
by Starevitch,

Jim Powers

Red White and Slue
Hall-hour Drama

A romaniic rale of lost identiry,

Mara Ravins

Sand In Her Shees

# mins., Experimetal

A film aboul fourney, ritual and
empowerment tha in the New
Mexico desert,

Sieve Sanguedolce
All Crwer
& mins., Experimental

Kika Thome

Complications

1 hour, Experimental documetary,
58 & Video

From the silence of pleasure to
silence imposed, prople teil
anecdotes which speak to the
subtitler of communication. A lape
about censorship,

[hana Vasquez
Highthouse

10 mins., B&W and Colour
A filem to accompary ¢ dance
perfermance.

ZO0M by caniela

Congratulations to Virginla Rankin whose 1892 LIFT Co-
Production film Mary (18 mins., Celour) was recently complated.
It seems that many other LIFTers ware also busy finishing films
owver e sumer, Bduding. Jesslca Raum (Like Moder, Like
Davghter, Milan Cheylow (Under My Skin) and (The Night [
Was Wad), Sky Gilberl (My Addiction), Mark Tollefson
(Desiree’s Wish), Rob Barnatt {Skylark), Michael O'Hara
{Donuts Pacple and Their Dreams) and Mare Culkder (Children
of the Shadows),

Mazanl Montague's book, Dread Culture, is being published
by Sister ision Press to be released in Decamber and
Soundclash the play based on this book will have a reading
Decamber 12th al Nightwoed Thoatre, 7 pm, 317 Addaide W.,
#500,
Kwol Gin's film, Dark Sun (57 mins.), was completed
Soptember 93 and is currently touring with the Asian Sinavision
in North Amenca,

Michael O'Hara will ba premiering his film at the Chicago
Intemational Film Fostival, while Mare Cuklar's film will be part of
a special Remembrance Day screaning November 11th at B pm
on TV Ontario. Dasirea’s Wish aired on Global this past August,
whila Like Mother, Like Daughter is dua 1o air on CBC's Sunday
Arts and Entortainment somatima this season. You wil ba able
to catch Sky's film at this month’s LIFT screening, and it sounds
liker & plot that's not to bo missed.

Comglications by Kika Thorne, premienss on She TV
Tuesdays at 8:30 in December - Maclean Hunter Parkdale
Trinity Cabla 10.

Meanwhile Lewls Cohen's City Of Tongues (59 min. 1953)
will premier at Fabulous Nobodies, 16 Isabella (near Yonga) on
MNovembar 15th at 8 pm.

Steve Sanguedolce and Mike Hoolboom's
continues 1o tour the universe, and will ba playing in na less than
feur Europaan film Fastivals over the naxt two months. Steve
would realy like to plug his band, Sweatblood and the Hounds,
wha are currently 1ouring the thirtysomething bars of Toronts. i
Chears (on Yonge) Oct. 23nd.

Comiantes del Sur announces a confarenca and gathering of
Latin Amercan film and videomakars living in Canads to take
place November 12 - 14 at Harbourfront. If you aré interested in
finding oul mone of want to help, please call 827, Many LIFT
filmmakers will be there I'm sure. Francisca Duran, Jorge
Lorzano, Ramiro Puerta, Ricardo Acosta to nama a few.
There will also be screenings apen to the publico/a.

Jale Laplante’s short film opened for Forbiddan Love at the
Melboume Film Festival this past August, and a cartan
broadcaster in New South Wales has expressed greal interest in
purchasing it Jaks is currently frolicking on the baaches of LA if
you'ne kodng for him.

This month's news flashes have been cut short as | am now
taking off 1o sunny Mewfoundland to script supervise a feature,
Wish me luck, I've never worked north of Crillia or East of
Montreal, Keep those news ilems coming at my machine, 537-
2496, as Il ba back Movember 2151 We have decided 1o
postpone the spedal lelevision izsve unil April due o the scope
of the issue. Pleass, contact Kika if you have any ideas that

you'd like to see coma 1a lifa.

W you hanvve Answaering machine decay and you wani 10 ensure thal your
wisrh B lislod thon wrile a lefier or tax us a1 (416) 586 8413 Cio Darsala
Saien, Storyboard and or Zoom, LIFT Mewslemner, #5065 - 345 Adalaide 5L
W, T.0. M5Y 1R5, you can also call Daniela a1 5372458



Canada Council

Explorations Program

Jan 15, Moy 135, Sept 15

Arts Awards Sarvice
Arts Gronts "A"

- MR : = Bl ] " Octobar |

. Arts Gronts "B
Discounts for you, lucky you. April 1, Oclober |
Discovery Productions 15% discount on audio post production. Call 596 - 1149 for mera Short Term and Travel Gronts
datails, Exelusive 10% discount on service only. Call Grag Miller ot 5982700, Film House March 15, December15
20% discount an lab fees on COD orders upen praseniclion of tha LIFT membership card. Calll
354-4321 for more deloils. Kedak Canada Inc. 9% discount [plus 2% for cash] on film steck. Film Production Grants
Crder must ba ploced on authorized order form, availoble at the LIFT office. Call Kodok, Customer march 15, July 15, Movember15
Sakaﬂ'rcm at 7&4-82373 for more delails. Lightsourca Inc. Eﬁildiu:nunr an light equipment
rentals, 20% discount on purchases. Call Michoel Rosenburg for delails, Mumbers 1.5% discount .
on edge coding, 5% on edifing supplies. Call Helen Brunjes at 941-9412. Pathe 20 lo 25% Ontario Arts Council
discount dapanding on size of the project and other lerms. Can alsa provide package prices lor . :
an entire projact, P.F.A./Medallion 15% discount on kb faes for COD erdars. Call 593 - Film Production
7201 fex mora deloils. Seundhousa Ine. 25% for savicas, 10% for malarials. Payment must ba April 1, November 1
made on a COD basis and sessions will ba bocked an a bumpable basis. Call 598-2240 For
more defails. Sound Mix 50% off listed price. Fer more infermation call 441-2550. Video Production
Soundtechnique Film and video finishing for $80 an hour, master mixes for $40 an howr and F&h;mw 1, August 15
cushoms by the scund docter. Call 778-4973 for mare deloils, Valis Video 20% discount io Lift i
membars on rankal of video and audic swites. For more delails call 971403 1. Wallace Studios . i
10% discount 1o UFT members on studio space rentel. For more datails call 537-347 1. William ﬂ:r Phrﬁ[ms' Film and Video
F. White 50% discount to UFT members for equipment rental. For more details coll Bill While of =
252.7171. Zonal Canada offers a 10% discount en thair magnalic sound recording film, Audic 3
recording lopes DAT cosseties and oll other products for COD orders upon preseniation of a LIFT Artists and the Workplace
membership card. For more information call Glaria Walman at 409-2011, or fax 609 9015. November 30

Toronte Arts Council

Visual Arts Award
Seplember 27

ALEQUTYFUND

CoMMUNITY MEETING

Wednesday, October 27, 1993 from 6 to 10pm

Location: A Space 183 Bathurst Street, 3rd Floor, Toronto Canada (just nonh of Gueen St. W.)

Your input, ideas and questions are esstential for the future development of this fund. Come out and express yourself, voice your
opinions and be heard. (Plus screening of films by some past recipients of the Racial Equity Fund)

(GRANTS FOR FiL.M ProJeECTS = CALL FOR SUBMISSIONS

The Racial Equity Fund is an equity based program intended to assist new and emerging filmmakers from First Nations and
various commumities of colour including African, Asian, Caribbean, Latin American and Middle Eastern commumities.
Eligible film projects can include:

— short dramas or films that have some dramate element

— video projects are ineligible

— the eligibility of documentary projects is currently under review (therefore [ull eligibility is not available at this ume)

— applicants must be residents of Ontario and be Canadian citizens or landed immigrants

Application Deadline: Wednesday, December 15, 1993 before Spm

For more information and/or application forms, please contact:
Liaison of Independent Filmmakers of Toronto/Racial Equity Fund (416) 596-6749
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Classifieds
Crew Wanted

Producion Asiamnt feeded o
volurmer on o Tovorio bowed feotoe
fiim to shoot mid Mowember, e cor
o dafinie plus. Call: $35-2110.

‘Waonted Clnematogropher &
Sound for o one wesk fim

#hoot in Sunmy Morty Boy Oniorio in
Wi Nowamiser, Sciorias,
food ond wopped, Tl

Algxonder Woll of [705) 475 - 6754

Scund editor/pletne ediior for he
pos? produchian of Gypyy Oceon, If
you would ke i volumiser your kil
wowards $is project Pleoss confoct LT,
Heaien of |41 4] 487 2748 Thonk

o

At Direcior Nesded. Locking for
ambificus A Directer 19 cisist in e
design of an exparimanial SeiFi shert,
Experiance prelered bul not required,
¥ you's intrested in creatng a new
wiskon of the future, plecse coll me [y
nomae is Seon] of AP5P081 [F m st
Baie, [ail eove 0 mes0ge |
Wiorningl A project for e brove
anlyl

Actors for Film - Humber College Jid
yeor Film - shuenh shoaling o 20
inwie droma in B bar, 'Wa
reac: 5 women, coucosion, 2235;
7 e, couconion, 75407 1 mon,
5085, Meces coll Rondy o 714
BAFP. Audifions on Ociober 27,

Achrungl Membars of tha Avant
Garde |ond nonmamben, of cowrse) -
PA, AD., Comers Ciew, Acion, sic.,
mﬁdh?nﬁ&ﬂ 8 comic
short Do Homsr. Coll Pawer Hanain
af SAFFITA,

Hands ond legs nesded 1o help out ot
o confersnce ond gathering (Nov. 12-
14] of Latin Ameriean film ond video
makers. Coll CORRIEMTES DEL SUR
92FE213.

Looking for voluniss alaonoe o
ek down a soript o crecws o
budgel. There i no money ovailobls
for tis shage, bud i the gront comes
through, thers will be o job. Feais
coll Measoni Mansogue [418] 509 -
9323

Crew Available

Make Up Arfist - Experienced in Film,
Wides and Phalogr -Currlnt
working on my portolio. | may o
you my skills w sxchonge... - Dorosa:
PE49552.

Storyboord Ayl - Emily Liocos, 751-
4413,

FMCW-JMME‘M

Yugealovia ond | would [k o ged in
imiach with somsons thal mokes filma
ardrd hare. | have my woria with
. Placss coll Swven, 7848294

Free Employes - | om Inlkvesied in
volurisering for @ fim/iv crew 1o gain
axpariency in this flsld. | om
poricubarty inerecied
docmeriores immohing culturd,
sducohonal and wodeol s, |
hove a degres in Soclology and | om
e io help oul in amy arec. Plecse
colli Jannifor, 4855218,

Editor - Experienced drama editar
LLF.T, Mambar] with Lv. movies,
s ond droma pilod credin ot on
filem, tope ond Awid nondinsar
wyimma, I you need ond edilor on

film or now iomeone who does,
r':ulwlhhurﬁ:mm. Contozd
John ‘Whikcher, 514-36483.

Administrat
Positions

The Cnterio Ars Councll ks looking for
a Communications Coardinator
leonroct pasifion from Movember 22,
1993 1o lune 30, 1994).
M@HMM

reeded o coondingle media rekafions
ond pubtlic evers. Working under
the supandsion of the Direcior of
Communicalion .Fu-ﬂlﬂ:nm
communications batwesn
orgonizofion ond the medio;
coordinate pecial svents ond wpport
maoteriols; prepore communicoSons
uirateg iey; weile ond ploce od.

£ il quolfcofiors nchude:
vl yeoy of hllyeiowed
axprignce; demonsiraied ability o
Il affectively with the media;
newindge of odvertising procfices;
ﬂmrﬂdﬂmlg skills; obility
0wl under pressure; infictive and
craaiviy, Knowiedge of French i3 on
[ 8

Solary is $24.00 per howr,
Condidaies who poisas feis
qualificstions should whmin el
applicotions by Ociobar 25, 1993 m:
Periannel File #6893, Onlaria Art
Council, 151 Bloor Svesl West, Suile
500, Toronio, Orseio MES TTE. An
Equal Opporiunity Empleryer.

Adminiirative Dirscior o cur nafional
office in Mantreol . Tempasony jeb.
W-mhﬂhgﬁruhliqdpnm
whasa first

Baginning Mo, l..l“'ﬂ- hmi'u:lq
b § mond, offering 0 20 howr

wrwnss. Moty illm
hm..a n.w.aund'"

Mu:hmh ﬂwn n‘d.. Excel,
Simple Eﬂnpl:hll- Fils Maoier) ond of

Jinanciol responaibi(Bes;
bookkeeping, financial reparts,
budgan weekly bamking, pariodical
muatings with he Adnccs Tremure

sanslofion [from Englivh b French):
articles for the Bullefin, report, press
mlecan, communicafions betesen
bt regned concus

aniating the MNofionol Coordinamn
b gramh application, amanizing the
Anmual Generol Maafing [lune | 994
In Tarenial.

land your resume bafors Ociober 22
o the Irdependest Fim and Video

HIT 158, nhdeE
ioe ‘Walch |coordinaiard. The
Mllance s an equal opporiunity
omplayer,

External Workshops

Mgt g Holywood corporow coitng
direcior ong leom foscinafing hps on
horw 6 ek ke the “Hol

BB, Er|'||;||:|.'|.s:pI Suites Hoiel s Ce-
Hosiing @ Buffet Break kot followed
with and Opan Forum with Canadian
boin Jubai Yourg, on Sundoy,
Hovamber 211 af 10:10 am. ¥you
with 1o et ond ok i jules in on
W\qudhhimmbﬂ
0 break inio e “Hollywood® wene,
p--r-ghinﬂunkr-qull‘idb}'
Mavembar Sth, uhwlud
$27.00 poyohls o

Poductions inc., 31 Glanmeadow

Lone, Richmand Hill, Cniario L4C
X7, For hather deioili on how o

Frow poriing 3 provided H.El!hnu. ¥
Eulmliﬂ:u

D. ale & Asoe, Presenh: 2.
Doy Film School with Dov 55 Smani -
Holhpeood's Leading Film School
comas 10 Toronto MNovesber 1778,
Dﬂ;ﬂn‘; M'rg-“l'l"l.,
Produce, Budge:, Direct, Shoot.
Discowar how to moke o quallly
beaturs ilm with budgen rangling from
$30,000 1o §5,000,000 coik
ahfwctivelyl

Doy Twan: Film: Business - Finance,
Markat, Sall, Diaaribune, Prafis

imermotianolly, guoroniesing profind
Call now to regiser Is lienised]
1-414-438.5423, Or by moil e D.
Nighlingale & Assac., 45 Barclay
itd., Tomnin, Onlaria, MIH JE2. Or
byl (A1) 3982870, 10%
Dincount for LILF.T. mambanl

For Sale

Floted for icle contoct Kavin Crushars
af e Konadian Film Canire |414]
dd5.) dds,

space

OCTOBER 29,1993 9 P.M.

A space's Events Committee
hosts a fabulous fundraiser

“ay Wiy Bty

Music galere.. Perfermance art.. Taret
readings... feeo..
AND mnch mere

orink...

Tickets: $5.00

400 [mermibers]

183 Bathurst Streel, Second fioor

[infe: 364-3227]

raffle prizes...
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