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HERITAGE MOMENTS

"We are able to ask for a quid pro quo in the form of Canadian content on Canadian screens and
| international circulation for Canadian newsreel and other material... One result we can count

| on...is the progressive inclusion of Canadian subjects in Hollywood schedules. As a result of

{ pressure from Ottawa and Tnmntu three such films have been included in the last three years to
| the great benefit of Canada...

| (John Grierson, 1944, arguing against a Canadian feature film industry).

“Mr. Chairman,

| We commend the government for its bold concept in establishing the first steps toward a feature
film industry in Canada.

We realize the taxpayers have committed 20 million in expectation of seeing Canadian films for
| the first time in their neighborhood theatres. These films have seldom appeared.

In six years, we've learned that the system doesn’t work for Canadians.

The film financing system doesn’t work. Thirteen major films were produced in English Canada
in 1972. Six in 1973, only one so far in 1974.

The film distribution system doesn’t work. In 1972, less than 2 per cent of the movies shown in

Ontario were Canadian, less than 5 per cent in Quebec, the supposed bedrock of Canadian cine-
ma.

The film exhibition system doesn’t work. The foreign-dominated theatre industry grossed over
$140,000,000 at the box office and is recycling only mckles and dimes into future domestic pro-
duction.

| Clearly something is wrong.

It is no wonder then that the Canadian Film Development Corporation can’t possible work.

| And neither can we.”

(Letter from the Coundil of Canadian Filmmakers to the Standing Committee on Broadcasting,
| Films and Assistance to the Arts, 25 April, 1974).
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ONTARIO ARTS COUNCIL

First Projects

Jan. 15, 1994

Artists” Film and Video

Apr. 1, 1996

Contact the Film, Photography, Video
Office, Ontario Arts Council: 151 Bloor
sl W., Toronto, OM, M55 1T6. Phone:
969-7428 or 1-300-387-0058

CANADA COUNCIL

There is still a lot of restructuring going
on. The following are teniative. Please
call for further detaits. Phone: 1-800-
263-5588,

Film Production Grants: probably
March 15, 1994

lcontact Leuten Rojas, ext. 5541)

New and Emerging Media Artists (to
replace Explorations): probably Feb,
19494 (contact David Poole)

Short Term & Travel Grants: March 1,
19946

Arts Awards (A & B Grants): this pro-
gram is very unsure. Mo deadlines
nave been announced.

Contact: The Canada Council, P.O. Box
1047, Ottawa, ON, K1P 5V8. Phone: 1-
800-263-5538.

FUND
(Foundation to Underwrite New
Drama for Television)

Script Development Programme
4 L.IFT

& Senior Projects Programme:
Jan.5, 1996, March 7, May 3
For further information and guide-

lines/application forms, call: 956-5431.

Ontario Film Development
Corporation

All programs have been frozen until fur-

ther notice.
For further information contact: 314-
6858

BRAVO! Starts Bravo! FACT
BRAVO! has launced a new foundation,
BravolFACT, to assist Canadian talent
by offering financial assistance and
incentive for the promotion, develop-
ment, production, and exhibition of
Canadian-made shorts form arts video,
in all manner of disciplines and modes
of expression, and to stimulate public
interest in and appreciation of the arts
on television. Awards can cover up to
50% of the budget, up to 325,000.
Mext deadline: Feb 29, 1996, contact
Marie Lalonde. For more info: 478-
591-5757, ext. 2734,

Racial Equity Fund (REF)

Applications available now. Call (416)
596- 6749

for applications and information.
Dec.15 (5:00pm) for 1995/96

Stan Brakhage doesn't like stills, is
what I've been told, because they
don’t represent film; film doesn't
keep still. Sure enough. We decided
that it meant it was okay that some of
the ones included in Phillip Hoffman's
interview with him dissolve a little
with scanning, breaking away from

the imagistic to the abstract. We

thought he'd appreciate the collabora-

tion. So what we have here is a repre-
sentation of Brakhage, through elec-
tronic recording, then paper. Not
much editing, because his talk about
process is fluid and expressive, com-
pellingly philisophically different from
the economic determinism we are so

used to hearing these days.




THE VILLAGE T

by Jamie Phelan

For me dance has abways been the
most honest and direct form of self-
expression. | love to dance, 1o get wild,
to move: through space impulsively dis-
regarding the economies of tme, It's
gorious to have time stand still inside

me as the music measures Rselfl oul
towards the end of a2 song. Hey, I'm just
2 Joe who likes to get out on the dance-
floor or the livingroom floor or where
ever and shake his butt. And I'm just a
Joe who had a great time in October sit-
ting on that same butt watching amazing
dancefilms at the 4th Annual Moving

Pictures Festival of Dance on Film and

Video

The festival presented an incredi-
bie array of international and Canadian
tilms that ranged from the operatic o
the steazy along with many world pre-

mieres, special programmess and work-

L.LET.
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Py stunning. The opening
iGNt screening, at the AGO's Jackman
Hall, saw the world premiere of Lara
Taler's the village triogy (casa. cop,
Taler’s film cresles a cours-
1 through expressionistic
srming, that | -_-_s-: Mnew and
5 as if it &5 2 Grimm

ie. She describes ih

“returning to the physi-
al language of early cinema”®, o r|11.r‘g
ilatement for 3 |:I‘-|"L-"r|||1| onshdering
that the earliest of Thomas Edison’s
tineloscape peep-shows, Serpentine
ance [1894), is 3 -nrru-.n'u:-'-: } vaude

, There is

ickering half-Rght of early
nema, Taler _"'w e3 the camera and
muges it with an inertla thal yweeps kov-
ngly around the dancers in the third
movement of the film, bringing the
themes of isolation, discovery and fami-
y 10 an eligaic end, and the audience to
their feel. Mot only did the wilage infogy
CENE 3 INEMencous. s1andeng ovalion,
i 'won the .,__:__r 3l Cinedance Awand
ww Caradian dancelilm- which
inchudes goods and sevices worth 310,
Ll

Mext up for the second half of the
program was the Canadian premier of
Achierfand by Brussels based
directerschoreographer Anne Teresa De
Recrsmaxer. You may have seen
'~..'."'..':."j.-' d at kast year's Maving
Pictures. but you would have seen it at
in inComplete stage. Either way

ichiteriand is 5-_|.|-~'h||1.-r is see- and
hear. Performed on a large dance stage
the dancers scrape, slide, rap and
pound their bodies all over i Arownd
the anuinds of the dancer's badias,
«hich garmered the film an award lor
lage-stucio recording, are 30lo pleces
for violin an

{3pe nex |

nt and gestures of the dancers

|u'»":!l.e IroWm scenmes of quiet infensity 1o
Crsp I11}-1|'I!'I'|5 of the group danceng
ogether. There was always 4 sense of
playfulness that was either overt or held
somewhere closer to the inner spirt of
the dancers '*-..,._l:!ur-:l duties were per-

the dancers. The move-

d pano perfomed Tive” on
-
0

i both props

al [ENSIONS were
developed among the
and projected towards the audi-
ence, Barriers between screen and audi-
ence dissolved when the camera look

BLFET

on the point of view of one of the
dancers and elegantly swung arcund
towards the back of the studio revealing
the hardware of the ciwematic apparatus
pnd returned to our dancer alone on
stage l.’jlimlf.]i.'l‘.g audience perceptions
between identification and separation
this scene highlight the complexity of
the entire film

LEAZEBURGER

After Arh

n
up :hf |.~|-u..| am ol UK ahcr:s I'eI-J it e
Rivali, Sitting in a theatre with "1|_-ru.;-*r
SLK L ;

but | wish !!“'3| endurer

ort- 300 |
and ol were Morth

o ITIN Kesth Cose, The e

f ector and a LIFT
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efilms- Kissy "'_LA Sux
15 and ru.-t.ne&d all of
which deal with sex and sc-_:zl attitwdes
Conducting one of the four work
shops hosted by Moving Pictures,
on was in [ |r|1t-:| at Trrllfr b-.]l are
guer 5]

L. |
S0C COMSI0ET

258 .._ r'n.rr. _I""I'""Dr

; ||||Ilr: and use the IP.IE---E: 'ﬂl
socess film and videa information rele-
vant to artists like you and me. Prices
ranged from gratis to 555, all very rea
sanable
Dary 2, gnd again | attended only

the early program, “Passionate
p this time 3t the john
gn Cinerma. Canagizn hnfﬁ"i:'gE
jrector's Antonia Thesmeon
¥ Justin Stephenson,
e3¢ Sex, both choreo-
grapt 1:.,1 by Gabreil Spiegelschrift. Of
the two | was mone orawn 1o
Salamandlring. The choreography was
More COMpAassionate; two men danced

SALAMANDRHRINA

e
swice the length of .
Tabulae | L:':Jl'-.l!.'_t".j pas e
geux and trnos with compuler effects
ten text and diagrams from the
16th century anatomist Andreas
Vesalius. Sty Ies- Iy :.t-“| henson's lilm

v, 3 visual assault
n I;;:.':".||:|_|= bomb

2 ArElomics

ard wr

r videos i the

- "':';-:r 3 h-.f_._e ona
id the best view of the
ght was choreographed by Michele
Anne De May and directed by Thiemy
De Mey. Setin rugged allies and o huge
mine pit. Love Sonnels delights in danc
ing over rocks, shale and even up the
wall for lave. As in Achtering, excel-
lent location sound recarding enhanced
the feel of the film. What worked so well
was how the sounds and nithma of the
dancers were paced with the editing of
the fm, :-..5...;:"Jr'“ the lovers’ euphona
despite the hardships that might fal
under :.,-:;r..

Al the end ol the month Brava!
gired Dido and Aeneas, so | was sble 10
calch up on one of the fiims | missed
during the festival. All | can say is | did
Mt miss misch.

During one days absence from the

ad 3 progr
e Body In Crsis

onnec '. TE UNE WOTKS w

','.'L‘l’-c" that h.‘|-.l_' beén Il.-h'
I:-' are grace notes, cod
ngs, shegies and celebrations of life,

h pe ang EUINE ;;.:_.r:;‘ i |

Zealand the prospects might not be as
good. That's one thing about a festival
||k|. Maving Pletures that is so wonder-
ful, you pet a high concentration of
good films and vidoes that individually
rr::gﬁ: not !r:]r'1 2% wide an audience
The Last instaliment of the fes r'1|
Was 3 progra Tl 'L'|' -r“-,::.'
shorts, ked by Fre, At preon
second entry in the lest ..:I o -_‘:-,.'1
decided to bormow the Bean's Bomber,
2 car who's open door welcomes those
who enter to hell, 1o make tdme in some
pissy Toronto rain, so | arrived at the
end of the second shon, Roses...Thams
and Dreams, by Cynthla Wells. Up next
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nd unsuspecting aud
dan
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Call For
Submissions

Banif Centre for the Arts (Media and Visual Arts)
seeks proposals for television and new media co-pro-
ductions. Participants engage in collaborative projects
that explore and develop the creative possibilities of
video and related media. Performing ans projects,
short television operas, music for tzlevision, and dance
for the screen, CD-ROMs, virual reality projects are
welcome. Deadline: on-going. For brochures and
information contact: The Banf Centre for the Amts/
Office of the Registrar/ Box 1020, Station 23, 107
Tunnel Mountsin Drive, Banff, Alberta TOL 0CO Tel.
(403)762-6180 Fax: (403) 7626345

Shameless Shorts, produced by the Women's
Television Network, is an alternative half-hour program
dedicated to independent short films from Canada and
around the world. They are looking for any comedy,
drama, animation, documentary or expenmental work
under 15 minutes made by womern. Send a VHS copy

of the work, alang with any appropriate publicity mater-

ial to Laura Michalchyshyn, Producer, SHAMELESS
SHORTS, WTN, P.O. Box 158, 5ta. L, Winnipeg,

Manitoba, R3H DZ5. Ph. (204)783-5116, fax (204)774-

3227, e-mail Imichalchyshyn@win.ca.

Zero Point is seexing recordings of music composi-
thions or sound works which were conceived a5 an inte-
gral part of a visual arts presentation or performance.
Film scores, video soundtracks, music for dance, inci-
dental muskc for theatre, sound works of art installation
or multi-media events, ete. will be considered for
broadcast in February, 1994, Please submit your
recordings in casette or CD formats, along with a
description of yourself and your work to: Zero Point,
Scott McLeod, Programmer ¢/'o CKLN 380 Victoria S¢,
Toronto, Ontano, M5B 1TWT.

Appropriation & New Meaning: Found Footage
Filmmaking & Scratch Video (Deadling Jan. 15, 1996)
are seeking experimental, narrative, animation, docu-
mentary, music videos, elc. in 35mm, 16mm, super 8,
1/2° or 3/4" video formats which deconstruct/recon-
struct contemporary North American culture using
found footage or hijacked video imagery. Works which
satirize, plagiarize and hypnolize will be considersd!
Call Available Light Film/Media Collective @ 613-230-
3892,

Het Docs! Documentary Film Festival (Deadline December 29, 1995) Hol
Docs! accepts documentaries of any length, made for television or for the-
atrical release, completed between Jan. 1 and Dec. 31, 1995. Entry fee for
up to 30 minutes is $50; 31+ is $100. Call for information on categories
and how to entzr. Call 416-975-3977 or fax 416-968-9092 for more
details.

Zero Point is seeking recordings of music compositions or sound works
which were conceived as an integral part of a visual ars presentation or per-
formance. Film scores, video soundtracks, music for dance, incidental
music for theatre, sound works of art installation or multi-media events, etc.
will be considered for broadcast in February, 1994. Please submit your
recordings in casette or CD formats, along with a description of yourself
and your work to: Zero Point, Scott McLeod, Programmer c/o CKLN 380
Victoria S, Toronto, Ontario, MSB TW7.

Appropriation % New Meaning: Found Footage Filmmaking & Scratch
Video (Deadlinz Jan. 15, 1996) are seeking experimental, narrative, anima-
tion, documentary, music videos, etc. in 35mm, 16mm, super 8, 1/2" or
3/47 video formats which deconstruct/reconstruct contemporary North
American cultue using found footage or hijacked video imagery. Works
which satirize, plagiarize and hypnotize will be considered! Call Available
Light Film/Meda Collective @ £13-230-3892.

Erotic Films,/Videos by Women (Deadline Nov. 15, 1995) Available Light
Film,/Media Collective are seeking experimental narmative, animation, docu-
mentary, music videos and performance pieces by women in 25mm,
Temm, super &, 1/27, 3/4". Historically women's sexuality has been inter-
preted by men for 3 male audience. Since the Second Wave of feminism in
the seventies, women artists have been examining their sexuality, sensuality
and erotic selves in film and videos. This programme will explore current
investigations by a diverse community of Canadian women media artists,
Call 613-230-3892 for more details.

Hot Docs! Documentary Film Festival (Deadline December 29, 1995) Hot
Docs! accepts Jocumentaries of any length, made for television or for the-
africal release, completed = between jan. 1 and Dec. 31, 1995, Entry fee
for under 30 minutes is $50 31+ is $100. Call for information on cate-
gories and how to enter. Call 416-975-3977 or fax 416-968-9092 for more
details.

L.LE.T.



MENBERS

New Members
(Oct. 8 - Nov. 21)

UPGOMING

FESTIVAL
DEADLINES

{Mar, 8-23) Dec. 15 32.02.242.17.13

Bell
Golden Gate Awards, San Fran. Int"] | Waterloo, Oct. 3-5) Jan. 15 HOO S
Film Fest. Desh Paradesh Festival '
(Californiz, April 18-May 5) (Toronto, June 5-9)
Dec. 8 415-929-5014 Jan. 15 504-9932
Knokke Int’l Fest. of Films on Ant : . ‘
( ) Aw L
(Brusscls, Apr. 9-13, 1996) Dec. 15 SEF U a0 e e
322218.10.55 {Athens, GA, May 1996) Jan. 16 "
T06-542-3787
Brusscls Int'l Festival of Fantasy & ¢l Fia
Science Fiction Films United States Super 8 mm Film/Video enée GEorpacop
Festival (New Jersey, Feb.9-10) Jan. Haseml Gink
i Callr I

Filma de Femmes de Creteil et du Val
de Mame
(France, March 22-31)

19 908-932-8482

Sydney Film Fest
{Gilebe, Australia, June 7-22) Jan. 25

AlExis Hurthdo

James Hyslop

Dee. 15 33.1.49.80.38.98 612-660-3844
Dec. 18 212-343-2707 Experimental Film Fest.
(MY, Junc 1996) Anadd b
Jan. 30 212-343-2707 3 Py
Canadian Independent Film an.u'_- ;
Hot Docs ’
(Toronio, March 21-24) Lagreb Int'l Animated Film FesL g
Diec. 29 416-975-3977 (Croatia, 1996) Feb. 1 ; ]

Toronio Jewish Film Fest. (Toronio,
May 2-9) Jan. 5

BACA/Brooklyn Arts Council Film
& Video Expo.
(Mew York, March 1996)
Jam, 15 T18-625-0080 +

Oberhausen Int'l Short Film Fest
(Germany, Apr. 26-May 1) Feh, 15
0208.82.52.652

Charlotie Film & Video Festival
(Morth Carolina, May 2-12)

Mar. | 704-337-2019 ol T
Tampere Int'l Short Film Festival 2
(Finland, March 8-12) Jan. 15 358- Vila do Conde Int’l Short Film o
31-213 0034 Festival {Portugal, July 2-7) Ve

Bémina Russell Film Festival

Apr. 19 351-32-641644




The Canadian Filmmakers Distribution Centre  Ministry Instrument Reference 83571951117
(CFMDC) has relocated right downstairs 3t 37 You can copy the letter to Ms. M. Spinney,
Hanna. The CAMDC is active in the distribution  Environmental Officer, Metro Toronto District
of Canadian independent film. The Centre has  Office, Central Region, at the Davisville address,
an open door policy, and is always willing to

accept new films. Members are charged a LIFT congratulates recent members who were
nominal $30.00 membership fee. The Centre  successful in the recent Ontario Arts Council
has an extensive catalogue of independent Artists’ Film and Video competition. Katharine

films, with an especially large collection of clas-  Asals for £/ D.F,, Francisca Duran for Vigie al
sic Canadian experimental work. Members Norte, Phillip Hoffman for Destroying Angel,
have screening privileges (pending filmmakers'  Glace W. Lawrence for Coming fo Voice, Naomi

permission). Drop by the web site at McCormack for The Hangman's Bride, Wrik
hitp://www.cfmdc.org. send e-mail to Mead for an untited project, Michelle
cimdc@interlog.com, or pay an old fashioned ~ Mohabeer for Child-Play, Mara Ravins for
analogue visit to Suite 2XX, 2nd Floor, 37 On the Edge, Steve Sanguedolce for Away, Lori
Hanna. Spring for Flora & Fauna. Jurors includedAnne

Marie Fleming, Kai Ng, Andrew |. Paterson,
LIFT'S new advertising rates are enclosed in ~ Gariné Torossian, and b.h. Yael. '
this newsletter. Please note the slight charge
for members' classifieds. The New Frontiers Film Festival, November 8 -
12, yielded awards for lift members Best
The community members and businesses in  Documentary went to Jorge Manzano's City of
the area of 37 Hanna are launching a campaign  Dreams, based on dramatized events from
to force the Roasterie coffee shopto cleanup  Marvel Commanda’s life. It deals with the loss
their unfiltered coffee exhaust spout. The toxic  of Native culture, language and spiritual tradi-

by products of coffee grinding are causing tions. Best Narrative went to Penny McCann's
headaches and nausea, and no doubt the jitters. Crabapple Jelly: "Anna is losing the one person ~
LIFT members are invited to boycott the who can console her. Instinctively, she reaches
Roasterie, and to send letters of support for the  for lessons of creation and ritual; knowledge
clean-up initiative to: gathered intuitively that she is barely aware that

she possesses. Gently she is drawn towards
Information Officer, Approval Branch transcendence”
Ministry of Environment and Energy
250 Davisville Ave., 3rd Floor
Toronto, Ontario
M4S 1H2

Quote “EBR Registry Number IASE2087.P,

LIET. 1M
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“LIFT asked Phil Hoffman to
speak with Stan Brakhage when
he was in Toronto for a recent
set of screenings”.

5B: ... They think they're going to
become the new Hollywood here... The
problem is, and the beauty is, that
Canadians doing gangster movies are silly

hey - 1o the credit of Canada - they can'l
envision a viciousness and a homibleness
at all comparable 1o Hollywood, and much
to their credit. But the effect in the movie
houses is, when it’s a Canadian movie the
audiences tend to giggle, every time the
bad guys start talking over what they’re
going o do. In the US fims they shoot
first and ask questions later. Some
degree of morality ks left in Canada and
they try to decide if they really should tor-
ture someone to death or not, and all that
nonsense - | shouldn't call it nonsense, it's
wvery real homor in the United States.

PH: We're talking about the kind of
changes that you've felt here already with

®
@

AN BRAKHAGE AND PHILLIP HOFFMAN
DISCUSS THE NEGATIVE AND THE POSITIVE

everyone being forced 1o work frantically
to make ends meel. | was thinking the
last time | saw you was just when Free
Trade was being implemented. And |
remember - we were all really against it,
and | remember some of the things you
said-

5B Everything's very much harder
since the Free Trade agreement. Even
getting our supplies for living here a
manin that we send in boxes is much
harder since they have Free Trade. | pre-
sume if we were going to ship 10,000
mechanical rhinoceroses we would have
o trouble at all - that would be easier.
But if we're trying to live - human beings
on a living level are having everything
much more difficult, and it's the same old
Junk. And | also understand a memo
arose A some paint between Reagan to
Mulraney - “the degree to which you're
supporting the ants constituteés an unfair
exchange and you've got to cut them
back™ - well, they've slashed them to the
bone in the United States, and apparently
they're doing it in Canada too in a slower

fashion.,

PH: They're making big cuts now in
social programmes.

5B: So there it is - it's inhumanitas.
From one end of this continent down
clear to the tip of South America it’s going
to be the most vicious level of commerce,
to the disadvantage of any human being
trying to make a life with any kind of
meaning here, and I'm really appalled by it
- what do | know about it - maybe it's the
only way to save - create a world that will
withstand the European conglomerates as
such. It's homible.

The term Free Enterprise is Orwellian
Mewspeak as far a5 I'm concerned. It's
relly extremely restricted trade and all to
the advantage of those who are trading
and not those who are working for them
or buying from them. So | don't think it's
going to work for any length of time, not
that I'm in any sense — I'm very delighted
that the warst totalitarian empire we've
seen in a long time has fallen completely



Ecologically Russia

, and 2 bureaucratic
meanness beyond anything
we've imagined élsewhere in the
world loward its people - not
shy of radianng them (o death -
|itle children - creating a whole
dead sea and everything, = il's
ust hormible. But now that com-
munism has fallen, the critique
of free enterprise and capitalism
has 1o begin o emerge in peo-
ple’s minds - that it's some mis-
guided L of the jungle which
5 compleiehy Contrary 1o Lhe
whale evolution of being
human, and that's the next thing
fhat’s g0 o fall, and then some
newness that | can't even Degin
to imagine must emerge here,
because this is horrible - this is
a Dark Ages we are enlening.
and it looks Hke it's western
wide world over, and | don’t try
to judge what's going on in the
east - which is mastly the same
old fascism aver much of the
£ast - certainly in China = but |
can't imaging where iU's going
but I'm not in despair because |
know that the so colled Dark
Ages was 3 time of great creatrv-
ity. It was mosily anomymous
we have not the names of many
of the people who sculpied and
achitected these greal cathe-
drals, and | think my highest
hopehu social moment, as wel
a5 aesthetic, that's been rever-
berating through my work ever
since, was when | finally saw
Chartres cathedral and | said,
“well, i this Is the Dark Ages,

than this Is a wonder, and the e

FRAME ENMLARGEMENT FROM WINDOW
WATER BABY MOVING

human spirit will prevail under
whatever oppression and will be
creative,” 50 thase are my fond-
est hopes. And in fact my work
has been very directly related to that great
experience ever since. That on the one hand
and DeKoonig's alzheimer’s paintings on the
other.

PH: I'd likee: to stan with your hand-painted
film Black ice - | wondered if you could talk a
lithe bxt about working through the fears you
spoke about in ma’a‘.'.rrg_[h: film and then i you
wani 10 segue into talling sboutl how you made

it technically.

5B: First of all - I've had really crucial
experiences with black ice - I've only slipped
once and it was - | don’t even remember falling
- it was that quick, | was standing - next | was
walkding about 2 block and 2 haif away with
blood running down my face. Black ice is so
shick and as other people’s experience of it has
been, you go down so fast vou have no memao-

ry ol it. if you bang your head,
which most people do, you could
kil yoursell, lor one thing. You
have no sense - you go into that
state of shock before a crisis, a
Iot of people break a keg on it. For
me, it meant the beginning of
cataracts in one of my eyes - |
had to have a cataracls operation.
| now have a plastic lens sewn in,
and it was a crisis, And within two
years the other eye which had
developed cataracts also began
moving in that direction, and it al
stermmed from that black ice expe-
rience - 50 now | have plastic
sewn in both eyes. In addition 1o
wiich I've made some clots 5o |
have 1o take 2 blood thinner and
Il be on that fior the rest of my
life and that thins your blood arifi-
cialty s0 I'm an artificial hemophili-
ac, 5o that means if | slip on black
ice again, more than Nkely I'd
bleed to death into the brain
before they could do anything. So
black ice is major erisis in my life,
because | live in a place that pro-
duces a lat of i, and I'm walking
on it back and lorth between
home and school most of the win-
ter. Mow that's the crisis that
cJuzes me to meditate more
deeply than | would anyway on
this phenomenon, and then the
question is, can | make beauty of
T For it is in itsell beautiful, the
imagination of its depths vis 4 vis
human i infinitely beautiful, and it
fontilk Ty i Bt | I‘H-E;gn bl
iNg it - it takes 3 long tme (0 paint
that experience ol ones nervous
system vis 4 vis what's supposed
to be your deadliest enemy - you
walk with great timidity over it -
actually timidity won't do you any
good, you really have to be super-
conscious when walking on it, put
one flat foot In front of the ather,
because again, it is so slick that if
you do go down you're absolutely helpless,
because it will be 5o fast - then (o stare into that
as | plod my way home from a hard days teach-
ing at school, with my experience of it and
sense of its potential for my end, finally comes
this compound painting a frame at a time slong
a strip of film. Then that work was made into 2
miobius loop and sent to Western Cine o 2 man
I've been working with lor 3 quaner ol a centu-
ry. Sam Bush. | send elaborate instructions but
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cur understanding is he is free lo extemporize
wilhin those iNStruchions, SO oUr posion
became quite Dark Ages indeed - I'm the com-
poser, he's the visual musician. Sam Bush is a
very good musician with the step printer. He
follows by instruction and he extemporizes and
we get back this material and the only differ-
ence between me and the medieval composer
i5 that | have the final cut. So | take this maten-
al and according to what's driven me to make it
in the first place, to get the emisionment of it -
some paradigm of what I'm really teeling and
seeing - | make this film.

PH: How does this come back to you then
in terms ol the emotional process - what does it
do to the emotional connection to the trauma,

SB: I have to keep the connetlion to the
trauma very clear so that I'm not just making
some decorative film - so that I'm really being
true to the feelings that have engendered the
film, which of counrse Sam Bush s nul capable
of doing - he's never slipped on black ice - but
he's a technically stunning step printer. 5o my
relationship with him s very much Nk Uty
Maros or Hoku Sa's refationship to their master
printers when they made their woodblocks and
had to depend upon the expertise of those who
could print them. You could say, in 3 way, I'm
the subjective and they're the objective and
then | finally have to be the final objective also
35 | logk at what they've sent back. There's not
any chance operations in i - | want o be clear
zbout that - in a5 much a3 I'm having the final
chomce 35 to what constitutes the lim.

PH: The space that I'm in as | watch it is
what | imagine falling — the split second of
falling — to be - 50 it was very poweriul 25 2 vis-
Ceral experience. Even thougn the images ans
non representational of the physical experi-
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58: They're slighily representational in
that I've gone for the crystalline in my painting
to be true to that aspect of it - I've gone for the
slippage. You' Il know you're slipping on crys-
tals, actually. in 3 dance of death, acoily, and
it's black and its sense of space i infinile. U's
easy enough for me 1o put in an instruction like
*move in on this thing, and back up superim-
pose for two feet” so bat literally some of the
shapes within given frimes are moving closer
or moving away - might say “start in close on
the crystal and move back, then reverse film
and double print the following”. So that in fact
you get this forward/backward motion due to
the step printing, then you have to choose very
carafully which crystals atherwise it just looks
like you were looking cosely at a crystal 50
they have to move in 1 space that's tangent o
the imagination of this positive and of your
world and of the world So that's roughly how
Its made, thought | think the great mysiery 1S
I'm depending on that aspect of the uncon-
schous which is what | don’t remember when |
fell. It's in me somewtere obviously, it bangsd
my head serdously encugh to knock out eventu-
ally both my eyes with cataracts, i could have
killed me, and 1 don't rmember also getting up
and walldng on.. IU's an interesting thing, - | was
walking the dogs at the time, at 3000 feet, up in
the mountains where | was then living. The
dogs were quile distressed and strange seem-
ing. and | had blood running down my face,
and | was walldng them a biock and a half
roughty in city terms bzyond where | had fallen,
and then | went back to retrieve my ghoves. just
like in thosa automobilz accidents when you
lose your shoes - it knocked my gloves off my
hands, and it was my cold hands that mace me
begin to be aware as | was holding the leashes
of the dogs that | had 1o go back to that spot

and gel my gloves and then | saw the black ice

| and the slippage where I'd slipped and the

' blood so | could conscloushy reconstruct the

| whole scene, but all the rest of its absalutely in
b the peonatious: AN It's o thal wcw -

scious a5 in all my work that I'm trying fo tap
1o g=t the fuisome story from the nervous sys-
et from e whod terveus SySenmTand o
ts compounded into 4 two minute and 40 sec-
and film,

PH:  Just a technical question - how did you
paint it, was it with acrylic?

58: That film - it's hard for me o remem-
ber - | use acrylics, | use magle markers, | use
Indlla [nks, | use dyes, | use a variety of smear
technigues - mix with chlorce, mix with alcohal
- paint both sides of the film, very often, not
shways but very often. | don't know exactly
what paint was used. Maybe Martin's dyes,
because | was after certain blues that were
reminiscent of the Chartres cathedral bhues,
the dark Chartres cathedral blues. | have all
these reproductions hanging around my work
space io trigger my memory about Charntres
cathedral. | thoushi those deep blues in the
Chartres cathedral ane rhymes of terndty. In 2
way we slways posit black as death, but icy blue
can be a doorway into elernily too, so I'm
working with that as well,

PH: You're nof painting it 35 if negative.
and then reversing the image through the print-
ing process ane you?

58 In that particular film what you're see-
ing is what I've painted, in terms of colour. |
then create 2 negative to make prints off of. |
was in that case, a5 most of my films are, try-
ing to get as close 10 the colour as | was paint:

ing.

PH: The popular media, and even inde-
pendent film, most typically uses sound, music,
narration, bnguage. and most of your work is
sent. The space that | get into when | waich
your slent films is aldn to meditation. and that's
a powerful experience. What have you found
out In working for so many years in silent film,
about silent film, and then | wonder if you might
segue into talking sbout picture/sound relation-
thip specifically in Bovider Blues and Pears
And..

5B | don't know how personal this is with
me, but even as I'm listening to this question,
my &yes shift to the most newtral spot of rug |
can find. In order that | can listen 10 you care-
fully and desply. All my life it's very hard for
me to listen and see at the same time. | can do
50 38 | move through the world where the sig:
nals are all more or less memorized and the
responses more or less codified and we'd
dance around in the world listening and talidng
to each other along the line of signals. But i |
want o listen desply to your question | have to
find a neutral spot of rug.  Gertrude Stean once



defined genius az someone who could listen
and talk at the same time. I'm clearty not by
her definition a genius because | can't isten
and talk at the same time, | can’t even listen
and look at the same time. So this has:led to
what's God given ta me - my physiology and
mentality - | tend 1o separate the lstening and
the looking - 5o that’s why I've made mostly
sient films and | don't ordinarily have very
many experiences where | can listen deeply
and look deeply at the same time, where | can
attend even the reverberations of my own
sound feedback. As you're talking parts of my
memory are pulling up our being together
vears ago. here when Anton was being barn,
hers in Toronto, and alzo the lanes of your
voice in relaticnship to others | have kncwn of
semifar speaking pattemns, or part of the brain is
fting in the Canadign inflection that’s dis-
inct trom the US way of saying things - I'm
very partial to Canada, as you know - so all of
that’s geing an, and while it's going on. it pre
cludes the fullest attention to what I'm seeing.
50 the best thing is to search for a neutral spot
1 the rug so the eyes are not feeding back
iheir particulates of memory and qualities and
1ones and 50 on. So that's why | make mosthy
silent films, thought | waould peint cut that that's
quite a normal thing to do in the histary of art,
we do not normally expect painting o have
sounds coming out of it, nor a sculptura,
though it can. The ordinary expectation in any
art is that it appeals singularly (o 3 sense. And
then it may, hopefully should, jog the other
1ses but the immediate involvernent with it is
with the eves or with the ears, nol both at

[T

F 50 how do you wark with sound in
Boulder Blues and Peanl's And...7

38: That film | really struggled. The music
| admired very deeply - It was | suppose you'd
zoll it, electronic music, by Rick Corrigan who |
worked with in making Faust, and ather films,
Crack Glass Ewlogy for example, 50 1'm very
imvalved in his music, 501 ook s music and
set picture toit. But instead of setting it syn
chronously, for the most part | tock a pattern of
sound, and with great attention to the textures
e sound, searched for material that would
echo that visually.

Mow the complexity there is that the mind does
not receive visual material in at all the same

vary it receives audio material. 5o i you're
Ening to get a falr corollary of a series of even
very blunt rythmic patterns - say sharp drum
s - you're going to have 1o search for
SN .,'!hlr'.g from an audio VIEWPQINT more
smeary and vague and reverberatory at its
edges. Throughout the film that's what | did, so
that wherever you have a sound, there will,
within a centain space of ime that's within the
capacity of human memory, like with 3 second
or half a second or two or three seconds at the

i
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outside, you're going to have a visual echo of
that sound, and then across the work that slow-
ly reverses itself so you have moments of syn-
chronicity where both the sound and the pic-
ture are within, what we call, ordinary synchro-
nizations.

The rhythms of bath are cccurring simultane-
oushy. But then pretty quickly it gets to where
the vision is setting up a rhythmic thing that
the sound will shortly be repeating in its own
way. What makes it complex again is that the
vision will set up a kind of rhythm distinct from
but very accurately echoing or prophesying —
what sound is coming. And so that's how that
was made. Then it approaches a point of syn-
chranicity again where that reverses, and the
sound comes first and the vision after. So that
was a really complex soundyimage combina-
tiori. And | suppose in terms of the reception it
exists in people’s mind it's given over very
much to the unconscious. The unconscious is
going to pick up these things, but conscious-
ness can only accommodate a very obvious
immediate echo of sound and picture or a syn-
chronicity which is what it's used to. Soit's a
kind of strange world for the eyes and the ears
to view and hear that film. | had to do that not
as a technical trick, but because that's the only
way of working with what one might hear and
what one might see that would be true to the
tensicns of my experience of living in Boulder.
In other words the sound and the image are
never quite together in this place. [ think they
aren't in most places where a person lives their
daily living place.

PH: | think it's just taken for granted most-
ly. that sound has to go with picture, and that’s

16 L.LFT
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the first thing that film students do they try to
match the scund with the picture. You are try-
ing to work with sound non-lineardy - a poetic
matching of sound and picture.

5B: For a lot of people that film looks like
the seund track is doing one thing and the
vision another and twa are sharing textures, a
kind of textural sense and a kind of mood, or
tone, you might say. But | would just paint out
to those students that might question it that
way, try to make something non-synchronous.
This is really hard. For example, you can take
ary dramatic scene, of any kind of making, that
has drama in it, and skp Bela Bariok's music
haphazardly aver it and it will more often than
not sound as if it were written for that piece of
vision, for that scene, We always used to use
Bartok a lot, he lends himself to this, but actual-
by Stravinsky will very often do just as well, and
elecironic music, Stockhausen, whatever,
because there's this capacity in humans to try
to make things synchronous, so they will fudge
in the brain en things that are off as much as
3/4 of a second, and feel them as if they were
synchronous. That's why you don’t have to be
3 genius to maks the soundirack for a
Hollywood movie. You just have to work within
a certain milieu of complexity of beats and
drama whatever, and you got it. And very often
those things are elaborately unsynched but
they feel as if they're synched. So | was strug:
gling ail the way through working quite oppo-
sitely with Boulder Blues and Pearis to not have
synchranicity but to have echoing synchs that
were delaved or precedents for what was com-
ing.

PH: You were talking about your films and

how they relate to visceral experience, you said
the other night it comes from the beat of your
heart, or your breath or hypnogogic vision - all
these things relating to your body in some
form, yet in some of this newer work or at least
the program shown the other night, there
weren't 2 bot of images of the body, and | know
that in the past there has been, for instance the
birth films, The Act of Seeing With One's Own
Eyesof course, And I'm wondering if you have
thoughts about that? Is this something that has
changed?

SB: Ma it hasn't really changed. The differ-
ence is that now I'm working from inside the
body, so in other words I'm trying to be true lo
or to create paradigms of the total experiencing
of whatever the sensibilities are bringing in to
the body through the eyes, the ears, the whole
skin suface. I'm trying to make visual corallar-
ies of the internal feedback, or response to
that. The simplest to understand is hypnogogle
vision, that is when the little patterns and
shapes and colours and textures that seem (o
be projected from the inside out, seem almost
1o be projected against the eyelid, so that the
poet Michael McClure called them brain
movies, of our sutomatic feedback or responsa
to what's pouring through us. So I'm very
much within the body. Which state I've found
very similar to music. 5o ['ve really come to
sense that whatever music you're listening to
really is in some way reflecting an inner state of
ones' body's experience of itself. It's very easy
when you talk about pop music, because the
overwhelming thing is the heartbeat. The heart-
beat is being represented with those big deep
base drums that shake the whole street as cars
20 by playing the latest rock. And it's in another



mire complicated way, with the enting brain
and the whole nervous systems at play. So
the music of the spheres is inside. The head
is the sphere, but the head also has these
ganglia, these roots, that drbble down from it
that are our toes and fingertips and penis and
vagina and so on, the whole splayed out pidu:

ma of the nerves that are causing the skinto.

blush o pimple, freeze, etc N[M“g-
on atonce, and | beljeve that the
cal comp

being more viscerally imvolved in the €

PH: My friend had a homific dream the
other night that had something to do with see-
ing a pair of feet cut off at the knees, but the
leet were attached together like Siamese
twins, and | realized that while we were gar-
deﬂlrgl found a zucchinl that was jeined [He
. duri g:hmdaf,mdxg nher:'s kind of an

of the body. So a;msmmmmh i

iusie, that's also what interests me hpﬂm..
gl paint because | can't get a camera sy
inslde my head and photograph what's going
on.And that painting is where my work
gomes the closest to being a visual corcllary
of music.

MNow then, of late, I'm even sbandoning some-
thing of that. That will always be in my work,
because it's grown up init. But now I'm also
trying to make things that are not corollary ol
internal body reactions, bu.ummsusfahm
themsehves, just a5 3 very pure music
be said 1o do. It's aways going tog
but very obliquely, related togh
the breathing, the synapiicspa
nerves, and so on, but its also g;uin;g to be
Irying, to make something that isn't just a doc-
ument of the body's feedback that forms a
world of its own, a paradigm. And that | think
Is the drive to achigve what we call an an.

Far most people the actual memories of the
experiences of a ghven day that ane the deep-
est are those that are only perceived thiough
peripheral vision, and are only obliquely com-
prehended. That is, those things that slip
right through the consciousness inta the

unconscious. This is the area that mostly g
“lor children, andiwe’s

engenders'dream. 70 - 80% of most dreams
are engendered by things that were not con-
centrated upan across.the day, only seen in
passing.  And-of course finally as one grows
uzed to g pipq:;rrmnfw you see s only
seen In pa.‘.ﬂ‘g'n)m You know where
to put youe 00k you'Te not concentrating
uvpon where IS g 5003 Irie mem

oi 3 place where: m-mﬂm
be more an obliquity of envisionment $0 there
again is why Boulder Bives and Pearts And...

for that marter, its predecessor City
Streaming, which was made here when we
were living in Toronto and trying to get into
the school system, trying to get a job, (laugh) |
was trying to get all the way over into Canada,
and during that period | made a film called
City Streaming that | think should be shown
sometimes with Boufder Blues and Pearl’s
And.

* that position, but'more mercy, a::ma!l'_gr

P Let s chang,e dh‘emlon here for. a#.-. ]
second. You were introduced at the 3
Cinematheque screening as the fa e '
experimental h1m and you see |!

|f|!'l:|'ll}t ok

Fathers are not popular in our time as any
kind of a figure, they are so slamdunked. |
mean, | think this is grotesquely unfalr but this
Is what’s happening and its happening out of
the urgent needs of women to assert them:
selves nwa:,-sﬂmgm:ﬂtm :dur-cul.n ur-

wile have to hold on wa full 1|m¢ph and the
children are raised by a daycare centre, so its
completely wiped out J;. nadmal childhood

' are of n
because we ch z
other. All mye
against all odds ]
mother to the children. She’s 5o d
them which seems to bel quils e
thing. quite the mas

well-being, that I'm

that makes me 3 ve
cal father ype.

So father has come 1o mean autocratic fascist
You know, | think that's what fathers did tend
to do and probably still many do. Weyre talk-
ing about a lat of really bad human belngs
which have created an utterly monstrous
sense of father. Well | fancy that I'm not
deserving the ilack from that, but all the same
| do not want to be called father in that public
sense of anything. and that's how I've been

LLEEL
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LLET. member Annette Mangaard has been
making films over more than ten years.
Starting with experimental works, such as
She Bit Me Seriously, The Tyranny of
Architecture and The Iconography of Venus
her style has changed with time, becoming
prngrzssively mare and more narrative in
such films as Let Me Wrap My Arms Around
You, Northbound Caire and 94 Arcana
Drive, done at the Canadian Film Centre in
1993. For the past three years she has been
working on her first feature, Fish Tale Soup.
In a time of rapidly vanishing funding,
Mangaard should serve as a inspiration to
all independent filmmakers — Fish Tale
Soup was shot for the unheard-of amount of
580,000, Recently LIFT member lan R.
Coutts spoke to Mangaard about her film
and the challenges of working with a tiny
budget.

18 L.IFT.
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IC: In a sentence, what's Fish Tale Soup about?

AM: It's about a couple who are trying to have
a child and this refugee comes along and basi-
cally insinuates himself into their lives and
changes things in many ways.

IC: You said that in the best Hollywood style.

AM: That's one of the things you have to do
when you're making your feature, because
everyone wants 1o know that in one line,
which is really hard when you start writing a
script. | found that one of the mast difficult
things was lo condense it down to one line.

IC: | hear Fish Tall Soup cost $30,000 to
make.

AM: It was 380,000 to skoot it, and then we

jﬂf

OuP:

Tales

gol some completion services from the NFB
and around another 40,000 in cash, approx-
imatehy.

IC: How long did it take to shoot?
AM: 20 days

IC: Is it in 16mm?

AM: Super 16mm. It can only be upped or
downed. Super 16 has its own set of prob-
lems, i.e, getting the camera — there aren’t
that many super 16 cameras. and you also
have to edit on a super 16 flatbed and you
have to, if you want o screen it, get a super 16
gate.

IC: What was the size of your crew?

AM: Twenty-three people. Give or take. It
went up or down on various days.



IC: What was the size of the cast? It
sounds like 3 three-hander

AM: It was basically three main charac-
ters and then there were about 5i dailies
- people who'd come in for a day here

or thera.
IC: Was everyone paid?

AM: The keys all got paid — they didn't
gel paid very much and then we had
dailies who would come in = volunteers
who had never been on 3 film set and
others who had a little bit of experience,

\ 1]
i

KATHLEEN LASKEY AS “VIVI®

out twanted to gain more, S0 that was the
tradeoft for them.

IC: Did LIFT have any invclverment?

AM: Al one point we were going (o try
and use some LIFT lights, but my co-pro-
ducer had a deal with PS5, so we rented
equipment from them.

IC: | noticed  something about your films
Morthbound Cairo and There Is in Power
—Seduction. Both of those look like they
were done on sets or largely indoors. Is
this ane fike that or is it more realist?

AM: Well this one has a more realistic
story, although Northbound Cairo wasn't
that unrealistic a story, really. But there's
an element of fantasy because the peo-
ple live in a house that looks like an
aquarium. The woman raises fish, and 5o
she’s got aquariums all over the place
and you always hear this bubbling. She
has painted the whele dining room fike 3
huge aguarium. And their living room is

made to look like a westemn sel, and its
got these rolling hills and a kind of a
Santa Fe feel. There's no furniture,
there's just three big logs and a fireplace
it | saved on umiture,

IC: But it sounds like a plausible house,

AM: Yeah, | would live there.

IC: You often hear this line, ‘The budget
is the aesthetic,” which basically means if
you've got fifty dollars, you decide tha
the movie will be a fifty dollar sort of 3
movie — you don't go for a lot of car
chases or Zeppelins smashing into

I. F

mauntains. Was that your approach?

AM: | always wrote Fish Tale Soup to be
a3 5500,000 film. But then when | didn't
even get $500,000, | went through the
script again — this is when | had rewritten
it what felt like a hundred times - | cut
aut characters, and | cut out locations =
where there were three locations, | made
it one, It really was cutling down and get-
ting rid of locations to keep the costs
down, We shot most of the scenes inside
one house. And that was the house next
door to where | live. The guy who awns it
had agreed a long time ago — he was try-
ing to rencvate it, but he wasn't getting
anywhere, and it had been empty for a
while. He thought this idea of doing a
movie was fun and glamorous, and the
house was still empty when we came o
shoot, so he let me use it for next
nothing. He even let us knock a wall out,
so we'd have a little more room.

The house had no hydro or water, so we
used my house for that. Everyone had to
use the washroom at my house, and we

SHAKES |IT FOR PAUL.

ran power lines over. 'We shared this
place with another guy who was kind
enough to move out. | did ask a lot of a
lot of people. It's kind of like calling in all
your favours, and you know people wil
da it, but it comes to a peint where peg-
ple will start to resent you. | think e hit
that point with my family. Wy parents
lent me their car, and I*ve just come back
from 2 month in Montreal [at the NFB],
and | have a child who didn't sze me for
a month, That was awfully hard. And |
had to sleep in a lot of basements.

IC: How lang have you been working on
Fish Tale Soup?

AM: | wrote the first draft in January of

1992. Then | went to the Film Canire
that spring, fram "2 till the spring of *93.
While | was at the Film Centre you wers
supposed to work on your feature but
there was not actually a whole lot of time,
and my child was a year old, so | didnt
actually get that much writing done.
When | was finished at the Cenirz | real-
by actively, fulltime, started pursuing the
writing and producing of it.

IC: Was that in 937

AM: Yeah, the summer of 1993,

IC: How did funding breakdown?

AM: Well in the end it got funded mostly
by the National Film Board, with a pre-
sale to CITY TV, and a bit of money from
that new cable fund because of the CITY
TV presale,

IC: And that was the bulk of it?
AM: Yeah.
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IC: Can you break down your costs?

-~

AM: Because it's not finished, | don't think
| can, really. Although I'd sy out of the
80,000 for the production, most of it wenl
o the cast. We did that CEPIP deal, the
low-budget ACTRA agreement, then we
did the stock and the lab, and then crew
and food. All the equipment was from PS

IC: 50 right now you're ooing post-pro-
duction?

AM: The MFB is doing most of the post-
production, in terms of services under the
co-production agreement. | think they're
doing a good job. In terms of creative
control they haven't been at all intrusive.

IC:What have you done at the NFB?
A; The mix, the blow up, the titles and the

effects, and we edited at the NFB, they
E3VE Us 3 rodm

L.LE.T

IC: Was that in Toronto or
Montreal?

AM: Toronto. Monireal’s amaz-
ng. If | ived in Montreal, I'd be
up there all the time.

IC: You got to use it because this
was a coproduction. Do they let
other independents use it at all?

AM: Yeah, they have that PAFPS
agreement. It's easier for people
who [live in Maontreal o hear
about this, which would be
much more difficult for some-
one living in Toronto,

IC: When are you finished?

AM: | think it should be March
Thh.

IC: And then what?

AM: Well, we have a distributor,
MAX films. It used to be Pieme
Latour and Roger Frappier.
§ They've spiit the company into
two companies — film tonic and
Max, (Plerre Latour) who will be
distributing i | guess first they
'll see what kind of film it is and
i then hopefully they'll send it to
festivals, and do some kind of a
theatrical release and then do
the TV thing. | don't know how
long it'll take before it's on CITY
TV. | imagine Il be at least a few years
arer,

IC: 15 that right”

AM: Well, first you see if it's got a fife any-
where else, and try and do the TV thing
aiter you've explored all the other chan-
nels,

IC:-What's the biggest difference between
working on this and on shorts?

AM: This s 90 minutes, For a short, I'd
think that you'd shoot for five days and
that was hard, but this was 20 days. It was
like running a marathon to get through the
shoot, Even though it's the most exciting
part, it's the most physically draining. |
started working out betorehand because |
thought "I'm going to have to be physical-
ly in shape”. | found that | could only direct
when | was standing, | couldnt direct
seated, and while we were doing each
take, every muscle in my body would just

clamp up. 1 broke all these blood vessels
in my leg just from standing for 20 hours

every day and concen 3 on what was
EDINE On
The other thing | think | could say about

Qoing 3 feature is you have 1o be sure that
the script works. You should spend the
maost time on that and make sure that it's
really there before you start shooting. |
found | never had time to change my mind
when we were actually shooting. Because
we were shooting 50 much, because we
didn’t have enough lime, | never allowed
my self to stop and really think, | did all
that beforehand. | storyboarded it, and |
did shot lists for every single scene and |
told the first AD how many shots we were
going to do every single day, and | decid-
ed to go through the script and take oul
everything | could that would cost money.
| decided which were the scenes that were
important to me, the ones that had the
emobion in them, and | spent more time
on them. There were other scenes, where
| feit, ok, if | need to, Il shoot this scene
in one take. | wouldn't do any kind of cov-
erage on it. and | did that with a lot of
them. But with those you've got to make
sure that your pacing Is right on; or else
il throw off the whole film, but it saves
you a huge amount of time and stock
because you're not doing any setups, and
it makes the crew really happy every time

you get through a scene.

I did actually shool some important
scenes that way, but | blocked the aclors
ahead of time so that | would have them
moving in and out of the close-up, for
example, | didn't have the camera moving.
| had the actors moving so that | would
have coverage on their ines. But | didn’t
have to move the camera and change the
Eghts

IC: Did you rehearse your actors before-
hand?

AM: Yeah. Mot that much, but for two
weeks before, whenever the aclors were
available, | rehearsed them, so | probably
got 15 to 20 hours rehearsal. | could have
used more, actually, because it did help a
lot. Now | realize that | could have saved
even more time. Although the actors were
very good; they didn’t spend a lot of ime
on 5et going over and over their lines.

IC: 50 the more prep time you spend, he
more money you save?

AM: | did spend a lot of time in prep, and
I tried to g0 over every single thing that



was BOINE 10 20 wiong 50 when something |
hadn't thought went wrong, | didn’t have to
feal with all those other rhlr-gs 'd already

figured oul that they would go wfc}ng :md how
| would deal with them. And every single day,
| thought about what scene I'd bose if | had to.
When | was figuring out the schedule for each
day | made sure that there was something that

sd be lost if we couldn't

day. The only day that we di
and that was the
mext day

CAUSE it was POUTINg rain,
ity exterior day. twas awful, 5o the
we had to shoot 3 day and a hali

IC: W's 5o disciplined

aM: Torally

AM: And then when you're editing you have
to sacrifice again, because you have o lose all
those wonderful scanes that took so much to
shool. | had 120 minutes with my first cut, so

JOHN JARVIS AS PAUL
*“THE FOX™ GETS IM THE
MOOD

| had to lose a lot, but it was better for the
story and for the him. Betier (0 be shom than
long and overbeanng. | ahways think it's better
to have the audience wanting more than wish-
ing it would end.

| really would say to people if they're going to
do a feature 1o keep going over their scripl
and cu ""'t:-" verything they can and 1o spend
a lof of time prepar Pg shead of time. Make
SLUNe 'I.-‘r- X 5-’“ 3 ED'O'J Er‘_._qr\- of ped |_|P
around them for the whole film.

IC: Did you work with a lot of people you'd
worked with befare?

AM: There were a few peopie I'd worked with
before but 3 lot of them | hadn't, although |
certainly woldd 2gain. | thought the crew was
) great; they came through every day and

-r’...'i‘v
mace it happen.

|C:How did you find them?

AM: | wenl arcund looking for people who
wanted to make that step up. Like the cine-
matographer, Phil Earnsahw [Liberty Street].
He'd done a kot of TV work and he wanied (o
do a feature. So that was what he got out of i
He brought a gafier and grip with him. Then
siowly other people started coming on. The
hardest thing was to find 2 good sound per-
son. The other thing I'd say to people wanting
to make a fealure is shoot at a tme of year
that's not busy. We shot in May, the last
minute before everybody got jobs

IC: Because after that they're—

AM: Busy. There not going o do something
for next to nothing.
5o do it in a lull pericd.

IC: Did that make a difference with equip-
ment, too?

AM: And also with locations. | think that you
really have to start looking for locations ahead
of time. | had the cinematographer come 10
rehearsal, 5o he could see the blocking shead
of time, We always knew 2ach sel up we werne
going to do. | knew where the camera was
going to be right away, S0 the crew didn't
have to stand around and watch me try to fig:
ure it out. Prepare. Anything you can do
ahead of time, do it If | could have made
muffins and frozen them, | would have done
IL
Fish Tale Soup is in the final stages of post-
production, and will be finished early in 1996,

WORKSHOPS

An additional Optical Printing Workshop
will be offered due 1o overwhelming

response..

Thursday, November 30, 7pm-10pm,
Sunday December 3, 10am-3pm Thursday
December 7. Tpm-10pm, Saturday

December 9. 10am-5pm

This workshop will present the basic knowl
edgz of optical printing and how it can influ-
ence the ideas and leelings you are trying
o evoke an the screen. Participants will also
learn how to operate the LIFT 2erial image
optical printer, Step printing, skip printing,
malting, super impositions, and how o
choose stock will also be discussed.
Participants are encouraged to bring Smm

or Temm film 10 use as source stock
Instructars: Jeff Paull and Irene Buncel

Cost: Member 550, Non-Members 360
Location: LIFT Enrolment is limited to 8.

Any questions? Call LIFT at 583-644
Monday - Friday, 10am-&pm.

Send mail registration to:
LIFT Shaoptalks

37 Hanna Ave., Suite 301
Toronta, ON, M6K 1WE

Participants may cancel up to 48 hours in
advance and receive a full refund minus $5
administrative fee. No refunds will be given
with less than 48 hours notice.

LLET. 21



STAN BRAXHAGE AnD PEILLI? HOFRMAN

DISCUSS THE NEGATIVE
AND THE POSITIVE

CONTINUED FROM PAGE 17

affected by It that you are the king pin, and
erybody sheud ring vou your slippers, vour
supper, and you're some iénd of agtoerst that's
22ing to tefl svervbodv what to do, All my life’s
ambition and much ci what | do Is try 1o help
younger filmmakars and older fimmakers.
They don't ghve zrants 1o older filmmakers.
They're supposed 1o have mace it, which
means they 2 sucoosed 1o have mode
Heilyweed mavie By this time or else they must
ke no goed. So at some point they cease giv-
g you any helo 3 3l 3nd youre in 3 pesition,
Rl 33 Gd, Sut similar 1o 3 very voung flmmake
2r. who hasn't recoredly proved him or herself
atall. They wen't 2ve them a rant sither. So
I'm very leery cf the term father.

Py Al the scresning the other night. you
talked about the autebiographical thal vels
your werk and fuelled Slack ice. In introducing
Mammals of Vicon, yeu said that yeu hed 2
desirz 10 kngw Marilyn in her tezns. She grew
up in Victoria, and the must have iold you
things about it, showed you things. How did
that film get made, and how do you think
Marilyn influenced the makding of i?

SB: We were thers on vacation visiting her
parents, the childrzn’s grandparents and so it
was wondrous to me, We were staying in the
home where she grew up - that was magic but
1#ﬂa'nudmssmmm.ﬂ1'tmmy
whole file with her. | don't quite understand, in
some simple ‘Winfeld Kansas (which is where |
grew up) sense, why Marilyn and | efidn't grow
up next door 10 2ach other.  So whille we werz
wisiting, | made A Chid’s Garclen and The
Sam&arﬁgmmmmmh
besutiful garden that her parents and her broth-
er Brian have maintained much as it was when
she was playing around in it when she was a
kid. And the whole ocean that sumounds that
island becames the metaphor for 3 growing up
that was very much like Anticipaticn of the
Might, it had that gloomy perspective on adult
games, but it was more balanced than
ARBCDAticn of the Neght and cenaiinky &d not
have the faults of the imposed dramatic ending.
50 then | wanted to do something of the ado-
lescent perfod. Just 1o be blunt about It,
Mariiyn says it doesn't really give her 3 sense at
3l of her adolescence. She says, however, it
Enves me 3 sense of yours” (laughs), Mine was
very loruresame and gloomy indeed, and yet
very beoutiful in that senge that ane has 1o

lﬂ‘c.ﬂmmbﬂuﬂdﬂuﬂth
5. S0 il's 3 celebration in 3 way against all odds
of sadness and confusion, and all the
metaphors In the film, of the sirain of the

22 y LLET:

retlective lightin the
ccaan, and the diston-
2d television pulls the
Canusians of what ry-
ing to cetermine what 5.  That movie takes
three-fourths of itself 1o determine what it is ,
which | think is 2 fair paradigm of the reenage
concition. 0 It doesn’t matter now what
prompizd me ol 3 2ut 'eved to make s dm,
which was that | was trying 1o sharz by pho-
tograpning the literal surraunds that Marilyn
grew up in something of her teenage pericd. |
was 3t le3st able i oxpress sometheng of mine.

PH: How Coes that feel? | taiked 1o her
siter acout I, | wender how it feels that she
doesn't ictally embrac= that film. Thers's 3
kind of Duterswees quslity 1o that - wanting 10
$0 back and experience her Yfe, and then the
cne that you made [t fer, or about, s not
meved in 3 atrong way.

S8: Wed, 1o begin with, it isn't 3 Tkeable
film. 1 would say this sbcut it in terms of
someone wha's ciiput by It - that the extent to
which it is 2oing 1o be tnue 1o the teenage con-
diicn is geing 10 offput anyoene who has sur-
vived that - which 's io say any acuit (laugh).
Mast people don't want to think abeut their
teenage peried, or if they do it was cenain
hijnks ;rju:u'mydlcf*cmm rebellious. now
funmy but at the time probably very dangerous
amboyancies that they in that pas-
La52 - or just that they survived il - but maost
pecple don't want to think about It in any bone
deep sense, their teenage nebulosities and con-
lusions and 50 on. I'm not saying that that's the
casz with Mardyn, | don’t really know, maybe
that’s the perfect place to 3o through vour
teens and she had a really even-keeled adoles-
cence. But | woukd think that for most people
they would not because whatever their mi-
rons. the body is going through resily eruptive
g . very disturbing S0 aven
with Mariyn, | would say it isn't going to be a
likeable film the sxtent to which it is successful,
because the first time that pecpie become
ware of the slime of themselves, the pimples...

PH: When | finished “passing through tom
formations”, the film | made about
Czechoslovakda, about mother's family, when |
showed i 1o some of our relatives in
Crechoslovakia-

5H: They didn't want to acknowledge i,

PH. They weren't moved by it There was
2 bit of a tragic quality of that for me. On one
level | knew that what | was making was right
for me, but on the cther hand | wasn't able to
come into communion with these pecple, my
ancestors. and 'm wondering what you fesl
abcut the possikility within filmmaking 1o come
inte communion with another persan, within

the making.

58: | think i this sense, that becausz |
was thinking of it 35 an auempt 1o picturs -more
than pxcture present the textures and tones of
the psychepathies of adolescencs, because |
was thinking, of it vis 2 vis Martiyn, that | wanted
1o share even this difficuit ame with her, that i
ireed me 10 express more desory Mine cwi
Xind of a trick in 3 way, | didn't hink of it 35 3
trick, but | think that's what happened, o
something of mine own could siig throush that,
And | thandk that’s what we'r= aiwavs stuck with -
we @ stuck with cur own. And ampathy is the
degree to which you can cut of your own basa
have compassicn for the fellcw human beings.
You ¢an't reathe in any sense live thelr dves or
SVED N YOUR ITSTInation very sifecvely,
because each of us are 50 comgletsly unique
and individual and all what we do share is the
process and the grounds. |know as well as |
was unabhe to make it, that the process of
remembering. putting the members togather of
such 3 time, the process of that i very true in
the Mammais of Victora,

PH:  Showing this film without an introduc-
tion - withcut the introduction about the auto-
bicgraphical slement. How do you feel it holds
up? Is It easy to let it go in that way?

S8: Oh yeah, it mostly does - most of my
fims have [0 hold their cwn I'm not there i
speak with them and | often warry when | do
speak with them that I'm giving people insights
in one way but I'm pl'mmng other insights
have, and | think the great mystery
ﬁu%dmmﬁhmmﬂ
life on earth, might be very much more fulsome
if you just had the Mommals of Victorta and
then come these strange moody, oceanic, v
emvisionmenis.

spitting

PH: | play my work in 3 similar way: some-
ames Il introduce it and sometimes not. There
is 3 difference there, and | think you're right
that introducing it can sometimes narmow the
roule in.

58: ‘Your film s more about generations in
that sense, but | only relate it to Mammals of
Victon because there s 3 good deal of adoles-
cant searching for ones genealogical and rels-
e past. That's the great search for humanity.
1 don't think therz's anything of that In the
Mammals of Victoria. That | dealt with through
the pee wee goif course in Parkswille in Child’s
Garden and the Serious Sea. That is the — 1
think somewhat earfier. almost pre-teen, but of
course il reverberates across the teens, search
ior what it is to be port of generations of being
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ADVERTISING RATE SHEET
Effective December |, 1995

LIFT is now offering limited adverusing space in its bi-monthly newsletter
— a direct mailing that reaches over 850 indzpendent filmmakers and arts organizanons.
Four pages (including the outside back cover) will be alloted on a firse-come firsi-served basis.

INSERT - Limited number available per mailing!
800 copies of the one page insert must be provided by the advertiser.

REGULAR: $150.
Not For ProFrT: $100.

CLASSIFIED ADS (30 words)

Per Issue LIFT Mcmbers: 55.
Others: £25.
DISPLAY ADVERTISEMENTS
Owne-Eicams (312" x 27) OneE-QUARTER (358" x 458™)
1 Issue: $60. 1 Issue: $110.
3 Issues: £55. 3 [ssues: £90,
6 Issues: 350. 6 [ssues: £80,
One-THRD (212" x 9127) One-HALF
1 Issue: £120. Vertcal (314" x 912"
3 Issues: $110. Horzontl (7" x 434"
6 Issues: $100. 1 Issue: S180.
3 Issues: $150.
6-Issues: $120.
FuLL Pace (7" x 912™) Back Cover (7" x 912")
1 Issue: £240. ~ Inside Cutside
3 Issues: $200. | Issue: 5360, 3400,
6 Issues: $180. 3 Issues:  $330. $360.

6 Issues:  $300. $325.

Rates are for camera-ready or disk-formated artwork only.
If you require design assistance, please call the office for rates.

To book your space, please contact Denise Jones or Deborah Mclnnes at
(416)588-6444 fax (416)588-7017

LIFT grawefully acknowledges the support of its members, the Canada Council, Ontario Arts Council, Toronto Arts Council through
the City of Toronto, Metropolitan Cultural Affairs Deparument, National Film Board, Ontario Film Development Corporation,
and the Ministry of Citizenship, Culture and Recreation.




MEET THE MAYOR!
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'I'hursday, December 18, 5 - 7:30 p.m.
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Atter months of anticipation and weeks of unpacking, packing, installs
ing and decorating. LIFT is publically unveiling our brand new facility at 37 Hanna,

The Open House will be 5 - 7:30 p.m., Thursday, December 15;
1995. Mayor Barbara Hall will cut the ribbon.

Elalal: N T T
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During the summer, we relocated from the cra

=" B OO
amped |, 600

square foot facility on Adelaide Street to the spa=a

cious 5,600
square foot space in the King and Dufferin area. The new
location has 3 editing suites, a Super 8mm St nbeck
Suite, Sound Transfer Suite and an Oxberry room, plus the

roomy office and a mezzanine suitable for meetings, a

I

rail-
U =

able to LIFT members for a small charg

Don’t miss the

LIFT Annual Holiday Party
Thursday, December 14 from 8:00 p.m. ¢
to 1:00 a.m.

37 Hanna Avenue, Suite 301

Share the holiday cheer at our annual heliday bash
great company grape (wine)
cheap beer free cats
good times!!!

Admission by donation of baby food and high protein !
goods or $3.00 for the Food Bank




