


EVEFWTHING YOU'VE EVER WANTED TO KNOW ABOUT THE LIFT MOVE

MESSAGE FROM THE BOARD

LIFT IS MOVING. Yes, we are now on the very brink (pending castom renova-
tions) of relocating to a new and most commodious site at 37 Hanra Avenue. Such
a momentous decision requires some historical background, which | hope the
following provides.

Background to Our Move Deliberations:

Members of the LIFT staff and board have been working on “the move” issue for
over a year. This research was initially conducted in conjunction with CACTI;
however, when it became clear that LIFT's concerns were not necessarily congruent
with the other arts organisations involved in CACTI, the Co-op began researching
options independently. By December of 94 we had narrowed the choices down to
two locations: 401 Richmond 5t. W. and 37 Hanna Avenue. There were advantages
to both locations (including very friendly landlords) as well as some disadvantages.
Although we had hoped for a genemous time line in the decision making process
that would allow for P'rblrltted. consultation with the membership, 1wo factors
made this impossible; the first being our present landlord. who refused to negotiate
an extension of our lease; the second being the requirement of one of the new
landlords to make an immediate commitment. At this point, the need 1o makea
prompt, albeit well-nesearched, decision became of paramount concern to us.

Members of the Board and staff examined both of the sites on January Tth and
spoke with the landlords and /or their representatives, Wi reconvened at the Board
meeting of January 11th, at which time the staff put forward their majority recom-
mendation (in favour of the 37 Hanna location). We discussed the pros and cons of
both sites very thoroughly,m as well as seeking the opinion of Billie Bridgeman of
ARTSCAPE, who was able to give us an averview of the long term development
scenarios for both locations, as well as some insight into the safety issues regarding
the 37 Hanna Avenue site (ARTSCAPE is situated in the same neighbourhood),

From these consultations and muh’ngﬁ, the Board put farward a recommendation
that LIFT move to the 37 Hanna Avenue location. We took this recommendation to
the membership at two meetings, the first at the John Spotton Thestre on January
18th, and the second {on design issues) at the LIFT office on January 26th. Repors
on those mectings are detailed elsewhere in this issue.

In order to deal with concerns regarding design and safety, the board struck two
commiltess: the design committee, comprised of one administrative position
{Deborah Mclnnis), one equipment position (shared by Greg Woodbury and Sue
Cormack), two board positions (Paul Hasick and Gordon Creelmas) and two
member positions (Johnathan Culp and one other). The Committee welcomes
input from all members and can be reached through Paul Hasick st 925-9596. (We
are still looking for another volunteer from the membership to be on this commit-
tee), The safety committee (which unlike the design committee, will be an ongoing
entity) is presently comprised of Shay Shwartzman and Hope Thompson and
welcomes suggestions and new members, Shay can be reached at (905) 770-3906,

In conclusion, 1'd like to emphasise that our recommendation was based upon a
very thorough examination of all the issues involved including accessibility, safety,
design Aexibility (including future expansion requiremnents), econemic security,
and the impact of future development. While both sites offered the Co-op many
benefits, we believe that the 37 Hanna site will be most advantageous to LIFT and
Its mmbﬂ!hlp for many years tocome. At the present time we anticipate our
moving date to be no eariier than April 1st and no later than May 31, 95.

See you at the move-in party.
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Chair, LIFT Board of Directors

SEE PAGE 6 FOR MORE EXCITING DETAILS

37 HANNA STREET SPECS
(Can be ready by April)
Compiled by Deborah Mcinnis

A - Physical Space

i) 2nd foor

ii) 3100+ sq. ft. (3100 LIFT + hallways, wash
roam, COmMan Spaces, ke, inee.)

i) 9° camant floors with 1° rebar (litde or no
vibration)

iv] 23' cailings (potential lor axtra loft storage)
v} possible sereaning room far 50 people

vi) will ba fully whealchair accossible with
dadicated parking lots and washrooms

vii) slanted skylights open

viil) accessible neight elevator

i} ample rée parking

i) Individual lemperature control lor suites and
offices

xil} inchustrial ook 1o budding and enfmnce

xii} very fow limitations lor cusiomining space 1o
SLaT our needs

B - Locallen/ Transportation
i} Wast of downiown cong, low drop-by/
walk-in traffic potential

i) approx, 2 172 blocks West of Shaw
iil} & blocks East ol Dufferin

iv) 2 1/2 blocks South of King

v) 24 hr, Ossingion bus at King and
Shaw

i) 24 hr, Dultedn bus at Libary and
DuHearin

vil) King streatcar untl 2:00 AM.,
resuming at 5.00 AM.

C - Amenities/Nelghbourhood
iprarous arts groups (BFVN, Anscape) and commer
cal ant companies in area

i) arasts’ velwork spaces in vicanily

@) Nelvana, Spot Fém & Vides, YTV, Camera
Systems )
iv) handhd of restaurants with imited hours catering
1o above community; tast lood at King & Dufferin

D - Security
i) percoption the area is unsafe at night
i) night security; bualding locked

iif} Strang eommitmant from landiord 1o ensure
space |s sale

E - Other Tenants

i} packaging company on sama floor

i) independant multmeda producion comipanes,
visual argsis, photographers, archulpcts, computer
designers, eic

i) Landlord is also prmary tenant: Electroleul Comp.

F - Miscellaneocus
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the glorous manthily screening
Sae back cover for daetails

CALENDAR

NEW MEMBERS

(" MarcH

1
Registraticn for werkshops bagins. Pleass see insert for details.

14

LIFT ommitanon

Fram 11:30 a.m. - 1:00 pm. LIFT will e hosting srientation sassions for
individuals interested In joining the co-op. os well os for those memoers
who haoven't yet familiarized themselves with UFT's focilties and re-

how to access the varlous hands-on Informaticn resources (lunding fles,
festival and crew fists, &ic.), and will answer specific guesions regarding
resources. memeership struciure cnd policy, ete., or more general ones
regarding how o gat more mvchved in'the co-op and it's acfivities. Sue
ard/or Greg will go over the eguipment resources, ang explain aquip-

LT preduction squipment and post-praduction faciifies,
Space is limited, so call lo reserve a spol, LIFT: 596-8233

18
ThE Boued WaoaksHar

21

k_l’m; Gaanr Wamne Workshor

scurces, Sally will infroduce ofiendeas fo the rest of the staff and explain

ment bocking policies and procedurss, and onswer guestions regarding

ApsiL

4
ART CIRECTION WORKIHOR

&
HPR CAMERA WORKIHCP

LIFT Directory

LIFT is publishing a directory of
members next month. Members
are not automatically included in
the directory.

Only those who filled out the
appropriate portion of their appli-
cation form when joining, or
those who have informed the
LIFT office about wanting to be
listed will be in the directory. If
you want to ensure you wiil be in
the directory when it comes out
next month, please contact Sally
at the LIFT office (596-8233).
The main thing we need is per-
mission to publish your name,
address and telephone #. We can

Stewe MMl
Garry Mendoza
Aglaya Murgwiow

also print what it is that you do,
and any training and professional
affiliations you might have.

Jernifer Arko
Katharine Adurtha
‘Warren Arcon B ~
an MNash o
Grimur Ardal AL Wanted:

Foeberto Arigarseilo
Angela Armstrong

Ardrew Poscoa

Programming Commitlee Members

Pladl Borrs Bobdk: Payemi The Progremming Committes s lock-
K athlean Curenirs Paul Piller irg for mew members who aore nter-
Siebhoan Dewvirss Luis Pinto asted in helping ocrgonize screenings
Hudwa Erton ! Brant Pocle Soma knowladge of irdeperdent filrms
Trevor Flscher Ir. Powell weould be nice. but enrhusicsm, broins
FPad Gardrner L Ren Steversen ard commitmitment ora moere FrEoe-
Christy (Gorland "\ Elizabeth Teng tant. VWae meet cboul once o month

Marcy SGuertin
Fon Mocenzie

Ararr Wast
Eric ficn

s

in Hhe evening, ord run the monthly

scraenings held the lgst Nocday of

eveary rmonth

@ FILMS NEEDED

Any LIFT mambers with fims they'd ks fo screen
before an cudience of their peers are encowaged

to contact Sally at LIFT (594-8233) regarding
showing work af a menihly screening. Super 8,
14mm, and 35mm are all gcceptable formats,
Cinecycle alsa has a double system projector, so if
you don't hove a print, wa can screen a workprnt
il with magnetic stock.
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grant deadlines
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NEW SAVINGS
The Pnnl 3 at 481 University Ave.

(on the North East corner of Uni-
versity and Dundas) is now offer-

ing 10% discounts for LIFT mem-

9
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bers. Scripts, resumes, grant
applications. Arts friendly.

‘They are also willing to

negotiate on large

. orders. Contact Henry

yeah |

or Paul at: 596-8577.

Apnd 135 May 13, e Soate
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THEY'VE MOVED

Tha Toronbo Interrotional Film Festvolf Cinemathecss
Orterts bea reloosted The rew oddress 2 Corlton

) : )

At the Thessaloniki Film Fesfivalin
Greece, Matthew Ferguson won a
Special Jury citation for his perform-
ance as "Angelo® in long-time LIFT
member Jeremy Podaswa'’s film,
Eclipse . Eclipse was Qlso screened
ot the Sundance Festivalin Jonuary
and will be heading to the Berlin
festivol ony day now. The film opens
ocross Canada in March, so ook
out for it at a theatre near you.
Fellow LIFTer Camelia Frieberg also
deserves praise for her role as
producer of Eclipse. Camelia also
won a Genie as producer for one-
time UFTer Atorm Egoyan'’s film.

L\EEIGHCG. )

™

Torante, O ASBE

(Cther LIFT members invited to Sundance
were Bruce La Bruce with feature Super-8 &
1/2 and Romiro Puerta with Crucero/Cross-
roads. the only Canadian short to make it in.

Also at the Beriin fim Festival are Mich

Onodend's Skin Deep and Kal Ng's Stories of |
\ Chide The Wind -The Soul Investigator.

'fPaul Lee’s film Thick Lips Thin Lips was
recently awarded a Director's Citation
at the 14th annual Black Maria Film &
Video Festival. The film has also been
broadcast on Canal Pius in Spain and

C{GED in San Francisco.

YV

Bruce Lyne and Karen Emerson are
now the proud parents of lsabella
May Lyne, who come into this world
8 am. onJonuary 11.

family.
K Y

St. Suite 1500, Toronta, O MSB L3 Pk 967-
737, P 90759477,

This mescrs that the Filn Befersnce Librory ol hos
a rew oddresx 2 Torllon 51, Eoat Mezzorirms,

U3, Pk 9671517, Fu 967

OEa28, The Fafersrca Library B on escellent re-
sowrce for filmmokers orifica, and schalars

Congratulations to UFTer 3
Maureen Judge, whose NFB-
produced film And We Knew
How Te Dance won a Chiis
Award at the 42nd Annual
Columbus Film Festival in Ohio
this past October. Congrats
aiso on the birth of her sec-
ond child. Our best wishes to
Maureen, her partner, Martin
Waxmaoan, and the rest of the

/




YES, STILL MORE

ABOUT THE MOVE

ﬁ
(f(}n January 26th a meeting for all members was hald at {h
iy 23 ming o e s k3 YET ANOTHER

L.LET. to discuss ideas for the new space that we will be
moving

e waniesnatd || | | MESSAGE FROM

stributes that cou d o o -

ekl o o i e THE BOARD
S DEDR N mang BY GOARDON CREELMAN

theater), small shooting studio. Other s '_.:_::_c-c:;ur'- WOeTe 4
camera test area; an area for newsletter u-l'_""!IL"I and '1I1 1lish=
ing; a screening roem for rushes; a production office that
could be *:::'.'.u'.l kO members; covers for trim bins, larger
lockars: a | l*un;..,u with oparate :|.'|.-:'-:m::_' for members. All the
ideas were noted and some mav be incorporated nto the new

space. [f vou have anv thoughts '.'-]u' the new space please

rehearsal space, foley theater

e, T hae
COmMMiee CON3Iss of r\'l""\""l" b rn.:"'.‘l_:‘-.":."c‘: Yoodbury. ‘_:';n._'
Cormack, u,u.':tn" Creelman, Paul Hasick and johnathan

Culp. We are still looking for one more member 1o be on the

CoOntact one of tNY MEmDeErs or tDe design com

\ ..l:!mm'.'.!-m.‘ S0 1 YOu are internesioc .;H-_

o

MESSAGE FROM THE EDITORS

-

As you are probably complelely aware by this page, LIFT is meving to a new
posh and luxurious space on A7 Hanna . The move will ba tha pnmary
cancern over the naxt lew months sa thara will not ba anathar LIFT Mawslat-
ter unfil Juna, | know, you'ra thinking how can | survive without the wealth of
infarmatian, the glamour, tha axciteament of the LIFT Newslattar for FOUR
WHOLE MONTHS. Monthly mailings will try to kesp you informad and
satisly soma of your hungar. The move elso means that the intanaive search
lor 3 permanent nawsketer editor will be dalayea until evarything and
everyona is SE"'"E-' Into tha new space. Yes. you are stuck with us lor a

coupte MOre BS5w Watch for us to come back with a vengeance i Juna

u@ dastinas o oeole tha l,..-_-l Tigrg monopoky of

cant wa

o7




HELPLESS....

The motor vehicle. An extremely dangerous
means of iravel, yet most of us will invariably
drive or be driven by a car, bus or motorcycle.
Or worse, throw ocur fragile bodies ctop o
bicycle in the midst of these melcl death
machines. Logic dictates that we ought not fo
if we care fo live. Butwe do. We risk our lives
and wellbeing en a daily basis. | deduce that
this cpparently strange behaviour is nat @
manifestation of suicidal rendencies but rather
o conviction that with intelligence and coution
one can reduce the risk o ¢ level one is willing
to foke.

Background: The proposed 37 Hanna Avenue

location was eived as being more unsafe
than 401 Eicmnd. We have informad
that sictistically ing, Hanna Avenue is

safer. Nonetheless, the Board of Directors of
L.I.F.T. has come up with genarous plans (laxi
allowance, choperones efkc.) lo increase ils
members’ sense of securily, as proposed in the
Janucry 19th meeting. Despite this , wheneo
member indicated that she felt the King /Dufferin
bus stop was an unsafe area, | felt that we were
losing touch with reality.

| coution anyone against assuming that | am
irying to undermine the seriousness of viclence
against women. It is as undisputable as life
ond death, ltwould be naive to separate it from
violence as @ cultural phenomenen, or vie-
lence loward other minority groups. However
there is a particular kind of hostility and og-
gression that targets half of the population of
the world, namely women, regardless of other
factors such as race or social stalus.

Since |lam one of the above, a weman, the fear
of being attocked ond roped is eiched in my
psyche, too [in my case it is also more than an
abstraction). Butl refuse to be infimidated and
let these anxielies rule my actions. | love the

OP/njoN

night, | love quist places and often | love
being alone. | will not be chased off the
iireels.

MNone of the ugly and patronizing insults
from the powaerful have prevented women
from venturing inko politics, taking up
traditionclly male jobs, pursuing eco-
demic coreers, becoming leaders and
conlribufing unique perspectives fo the
world of ideas, Given this, how can we
allow them to send us back where we
reclly beleng, inte the safe arms of o
strang man? The streets and night belong
lo women as much as fo men.

Recl empowerment includes the right to
be in public spaces without a bedy-
guard. On January 25th, | listened o an
interview with Fronk Olson, o former
corrections officer who runs
“streetproofing” programs for children,
women and other groups that are con-
sidered easy largets for viclence. His
starting paint is to get rid of stereotypes
of attackers and victims and the cliche
that children ond women are helpless in
the foce of danger. In terms of empower-
ment, he states thateven a simple scream
may discourage on offender from at
templing to altack ancther woman.
Clearly this is only one example of on
extensive program that increases peo-
ple’s chances of surviving in @ viclent
world. One that allows us to take “cal-

culated” risks, os we do with motor
vehicles,

Viclence, o societdl iliness, and violence
toward women™  in particular will not
cease fo exist urless individuals are
enlightened and the structure and bal
ance of power in society changes (I do

not say this with grect oplimism becouse
most communities in the world, including
ours, celebrate aggression through a daily
ritval which can remain nameless for the
sake of this article). In the meantime,
hiding in protected spaces will support
the slotus quo, destroy our sell-esteem,
but will not mcke viclence go away. We
have to claim back the sireets the way we
have claimed the vole and a rightfo equal
pay. In the iradition of those who have
given us so much that we fake for granted
today, if we believe in the struggle for
making the world a befter ploce for future

generalions, we have fo foke some risks.

Suzan Poyraz

* Interestingly, the same day, CBC TV and
rodie and CTV announced o Geneve-
based study that rated Toronto as beil
the fourth best cily to live in the world,
with safety being a major determinant.

i mllbﬂﬂmﬂmnulr-fuﬁngbqﬁir
larget groups is only for the sake of focus,

and is not meant lo be dismissive.




Introduction

You ahould read all of
thasa notas carafully
balara you buy any of the
items listed. Thesa notes
and this system were
davelopad 1o suilt my naad
il @ particular tme and m a
paricular space._..you'll
have o do the same.

Thera are nUMerous ways
io process and tone your
own movia film. |chose
opan trays or tubs placad
in my Damniuo bacause
gave ma darkness, running
walar and most importantly
| could work at amy time in
my own space, al my own
pace. |was also nlerasiad
in working diractly with the
surlaca of the film emulsion
by using both suggestad
chemicals and anything
availabla. Al the very laast
you'll usually be putting
soma scralchas on your
film whan you usa this
malhad—my intarest was
in working with scraiches,
waler bicichas, polariza-
tian, split toning and image
fragmentation. However, if
you're careful and adapt
this system slightly (for
axampla, using shorter
langths of film, using a rack
system and deaper tanks,
ale.] you can get lab quality
imagas. Infact, 've often
processed clean, pristine
images in my bathiub; it's
just that this system lands
itsall lo experimentation
and an idiosyncratic,
personal approach.

Thesa notes are a revised
version ol workshop notas |
first wrote in 1986. The
afiginal notes developed
out of a saries of work-
shops givan by Jeffray
Paull at Sheridan College
in 1982,

da
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BEW Maovie Film

The tools you'll need
(exciuding chemicals):

4 or 5 plastic tubs, at least
10 cm deep and about 40
X 30 cm 1o contain the
chamicals, water and film
during processing. lusea
largar lub for the watar—it
halps the wash. | put 3
ubs in the bathiub and tha
athars an the floor next o
tha bathiub (see diagram
on naxi page). You'll need
5 tubs if you plan o use a
stop bath {more on that
It

1 waterprool tharmometer
(lor darkroom purposes), It
should go 1o at least 50 C.
You don't need a fancy
tharmamalar—a cheap 53
ona is line lor mixing
chamicals, this B&W
procassing system doesn't
requira precise lempara-
turas within a fraction of a
dagrae

! plastic tunnel for mixing
chemicals and NO OTHER
USES

1 plastic 2 gallon pail for
mixing chemicals

1 long plastic or woodan
spoan far stirring chemicals
AND NO OTHER USES

| photographic safe light -
you can buy them in all
SiZas, styles and colours.
You'll have to check the
info sheets availabla on
film stocks 1o determing
which colour you'll need. |
made my safe light for a
law dollars with a simgle
sockel and electrical cord

and a faw inaxpansiva light
buls...t's not recom-
manded but it worked fior
ma....| kapt the iight at least
4 feat away and covered i
#ih a wash choth 1o reduce
is brightnass.

Al laast 3 1-gallon plastic
ugs [o alore
chamicals....you can use
wcyclad jugs (housahald
ol@ach jugs are good) or
you ¢an buy them for a fow
doltars each at a darkroom
shop. You'll need one sach
lor the developer, bieach
and lixar.

If you wish 1o use a stop
bath you'll nead ancther
g: you might want to stora
wo types of lixer, one with
4 hardanar, ona without (I’
axplain why later) so you'll
nead another jug for that.

I you're inio toning, you'll
nead a law more jugs, so
buy or re-Cycla accordingly.

Timar, or clock-if you fael
ralaxed and comfonabie
and reasconably accurate
you can just count; il not
usa an axpansiva darkroom
clock or an inexpansiva
chaap watch that glows
graan

A pair ol lbosa fiting rubber
glovas

A line and clothes pins-
clathes line, siring, wire,
anything on which you can
Fang you film to dry

A splicer and projector so
you can waich your imagas

whan you'ra done.

L

i
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I'd suggest you process al
loast a coupla of rolls ol
lilm belora you begin
loning because it will
famikanza you with tha
procass and it'll give you
images o choosa from to
lone—stuff you don’t mind
lasing (as you become
familiar with toning you'll
likaly watch the emulsion
complaiely slide off the film
a lew timas).

You can procass mosi
B&'W movie film—Supar 8,
16mm, 35, Kodak, Agia,
otc. [I'va used mainly
Kodak BAW camara siocks
and printer stocks. |
always ask Kodak to send
ma thair fraa info shaets on
the stocks | use—thay giva
you staning paints for a
good davaloper and good
devalocpmant timas.

Fd recommend daing tests
and making your own
notas 50 that you can
repeai what you do, if you
need 0. Printer stocks
aran't designed for camera
us@, but they create graal
high conirast images...and
hi can is bast lor split
toning (see the next issua
for mare about toning).
With most of the printer
stocks you'll have to do
tasts o find an IS0 o
shoot at (most of tham are
around 2 10 12150, so i
you'ra shooting indoors
you'll need a ot of light;
I'va used 3000 walts at 4
fael 1o get a good indoor

o ks

L

= o R




Experimentation

You can process neg as reversal and reversal as neg, you can
solarize images, you can push and pull davelopment, you can use
spray boftles filled with developer to create spotied developmeant,

in tha baginning you should consider averything you do as a
tesL...axperiment, take notes. In the baginning, you should film

Getting Started

Detarmine your develop-
mant tima using tha fim
stock info sheals as a
starting point. Reversal is

Maks sure your bathroom
{or work araa) is light tight.
After a few minutes in tha

things you care about but thal you donl mind losing.

The chemicals you'll
need:

A developaer, i you'ra
filming with a regular BAW
stock check the info sheets
for a recommended
developar and usa it or an
equivalent, |use D-19 or
other hi-con devalopars for
my hi-con images (the
imagas | intand to tona). |
usually put 2 gallens af
davalopar In the plastic tub,
and that's enough to da
about 400 feat, or mara, ol
film and costs about
$10.00.

Slop bath - lor a few bucks
you get a small bottle of
stop bath which halps stop
davelopmani. | don't usa it;
| wash my images really
wall ater development and
| don't worry too much
about critical developmant
timas.

Bleach—tha blsach iz a
revarsal bleach—1 litre of
watar to 9.5 grams of
potassium dichromata and
12 ml ol sulfuric acid
(concontrated). Str the
potassium dichromate into
tha watar, then add the
sulfuric acid. You can find
ihasa chamicals locally
although they aren't
immadiately accessible—
you're dealing with chemi-
cal companies and highly
toxic and dangemus
chemicals... it's probably a
good Waa 1o share revarsal
blaach with cthars inter-
@sted, Again, I'd usa
about 2 gallons, or about 8
litras of bleach in atub. |
found | could do betwaen
400-B00 faet with this
quaniity,

Fixer—i you intand to lona
your film, use a non-
hardaning lixar; if you don't
ntend o tond, use a fxer
with hardaner 1o protact
and prasarve your film.
Both are available. Some
fixers coma with hardanar
In & saparate container that
you can mix in. Fixer life is
hardar to gauge, especially
with toning lactarad in; i
you're doing a lot of
footage you should have a
few packages of fixer
around.

Mix the chemicals ahead of
tima s0 that they can cool
o reom lemperalure bafore
you bagin precaessing, |
work with devalopmant
timas based cn a room
tamparatura davelopar
(remambar, davelopment
tima decreasas as the
temparature of the devel-
opar is increasad).

As | sad, | usually put
about 2 gallons of chemical
in a tub; that way | can

more easily submarga the
30 faat of film | am daval-

oping al a tima.

Laave a bit of space
batwean the differant
chamicals, La. leave a bit
ol space between plastic
tubs in your bathtub (see
diagram balow) so that
you don’t splash ona
chemical into another and
contaminate a particular
chemical. | could only get
3 plastic tubs in my
bathtub, so tha other tubs
would sit outside and naxt
to the bathtub,

***diagram 1

dark you may find a bit of
light seeping through the
crack in the door window,

If you can see your hands
or objects around tha room
then there's toa much light
laakaga (aspecially far
faster film stocks). Far
regular camera stocks such
as Plus-X, Tri-X, efc., ii's
recommandad you work in
iotal darkness: for slow
printer siocks you can work
with the reccmmended
safe light.

Always wear rubber glovas!
Thasa chamircale ars taxie,
| had a little pin hole at tha
and of my glove that lat in
revarsal bleach, and |
thought it was insigniicant.
My thumb turned prunish
and ook 9 months 1o
heal...not o mention that
these chemicals also can
maka their way into your
bloodstream. Ba caraful
about splashing the
chemicals onto your
clothes or skin.

usually processad for
about 2-3 minutas,
negative about 5-7
minutas. Usa the infa
shaals and your own test
1o datarmine your awn
parameters. The prinfer
slocks requira shortar
development times (soma
require about 3 minutes
for neg, or 1-2 minutes for
raversal). 've found that
printar slocks shot on an
optical printer requira a
langar development than
whan thay are shot with
outdoor lighting. Do your
own laste,

Sat up your darkroom
Space, gat a sensa of
whara things are, than
turn off tha ights. | take
my 100f. 16mm roll, or
my 50 . super-8 cartridge
and wind off a portion (you
can pull the super-8 out,
©f you can break tha
carridge open). | usually
usa 30 foot lengths at a

J"

***diagram 1

.
DEVELOPER

STOP BATH
(optionall
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Bl ime because that's what fits comicnably into the tubs of

M| chemicals. If you put too much film into the tub, the film
will get tangled and stuck togather causing unaven
developmaent (which may be what you want). This system
raquiras that | break off 30 feet indisciminaltaly and in the
middle of a shot—ii this bothers you. you can always use
bigger tubs and mora chamical and do 100 feet at a tima.

Onca you'va broken off tha length you will wark with, put
the remaindar back into a light tight can, and dump the
mass of film you have in your hands into the fub of devel-
cper and stant counting immadiataly (T you want even
developmant don wind your 30 t. off the real directly into
the fub, gather it up in your hands and dump the whaola
mass in al anca). 1t may ba awkward at first, but it gets
easiar with experence. Genily work with tha lilm in the
developer—separating i from itself, submerging it (you
may have film siicking up out of the developer). You must
keep tha film moving to providae fresh ceveloper to the
surface of tha film because as the cevelopar's chemicais
come into contact with the film they becoma exhausted.
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1} NEGATIVE IMAGES
After the waah, go dircctly into the fixer. You're still in tha
dark. or with the safa fight on. Check the inlo sheets for fiter
time—it's usually about 5 minutes. Tha rule for fix tima 5
twice as long as it takes to claar the film (when the milky
whites becoma transparant), which is usually about 2 min-
utas, than you can turn tha light an for the remainder of the fix
time, The fixar clears tha film, and rids it of chemical by-
products and residual developer. i :

dump f inio the walar tub. In your wash you shoulc
ahways use running water (room lemperature, ke the
- chamicals), Again, gently move and saparate the film in
sl the wash, Wash for 1-3 minutes. If you're using a sicp
bath, i cuts down on wash tima and can prasarve the life

|| of your fixer, |cutthis step because of space considera-
=3 | tiores, and | wash a bit longa Thara's a tandency 1o cul
cown tha wash time becausae of impatience—d4 may maan
you allaw tha fim o overdaveiop (becausa ol resdual
devielopar on the surface ol tha film) and it cauld reducs
tha life of chamicals that the lim goes into next. Once you
lake thesa factors into consideration and devalop a few
rolis, you'll learn what's best for you.

After davelopment, lift and drain the bundle of fiim and ll
|
|

Wash again lor about 5 minutes. The info shaets probably tell
you to wash longer and it's always a good idea. | often wash
for a faw minutes becausa I'm in a hurry to do a lot of loctage
AND I'm not wornied about the longavity of my images
becausa I'm usually reprinting and reprocassing, I you'ra al
afl concernad, wash longer—up 1o 10 minutes or use 2 hypo
claaring solution to cut down on wash lima, 10 presarve your
ilm longer, and to save walar

Abways wash your film before mowving to another chemical,

The next steps depend on whal you want—NEGATIVE

images or REVERSAL images

Finally, hang your film to dry, It gets all langled lke a mass of
spaghetll, 50 you naad a clean sudace 1o do the un:an-gling. I
use newspapers and hang the film o dry on a clothes line
strung across the apartmant. As the films dries, go back into
the washroom and do anothar 30 fest. [t ssams cifficult and
invalvad at first, but it gels quite easy, and iU's really rewarding
and a thrill to wateh your own images devealoping.

You can now project, of reprint your nagative images. You
can 2iso tona them at any tima in tha future. Remember...a
non-hardaning fixer works bast f you plan 2 lena your film,
and hardening lixer is bas! to protect and praserve your film.

Finally, a tew additional technigues. Inslead of dumping your
film into the tub of devaloper, put the film into a dry tub and try
filing a spray bottle with daveloper and soraying the surface
of tha film, then proceed as usual through the subseguent
steps. Or iry solarizing with the Sabattier techniqua...mid way
through the davelepment stage, llick your washroom light an
and off vary quickly, or usa a quick burst from a

flashlight., this will cause a panial reversal of tha lones—a
stunning. radiating effec!




2) REVERSAL IMAGES

Aftar developmant and wash, transfar tha film to the blaach,
and genily move and saparate the {iim. Bleach for 30-40
saconds. Don't splash—remembaer, this chemical is ax-
tremaly toxic, so don't get it into your eyes, nose or mouth,
or onto your skin. If you do, wash it off immediately.

Transfer the film back into the water. ‘You may now turn on
all tha lights. Wash for 2-3 minutes. Your water will ba
quite yellow—i dump it entirely at laast once through this
wash cycle. Your film will look pale milky white. Don’t
worry, you haven' lost the images.

What you have done is developed the exposad silver halida
pariicles and turned them black, then removed tham through
the bleach stage. So what you have is claar transparant
araas, and milky white areas. The milky whites are the
unexposed silver halide particles. After washing, remove
the film from the water and hold it near a regular Bght buib
for about one minute, You are exposing the rest of the
unaxpased silver Ralide particies on your tilm.

Mext, dump the film into the developer again. | use the
same devaloper (yes, you are working with the lights on
now). You are developing the remaining siiver halide
particles you'va just exposed to light, turning them to dark
silver. The hi-con stocks take only a minute or so; other
stocks take a faw minutes. It's a process you can walch, so
you can determine when your blacks are black enough,
when they are ramaove tha film and wash again for about 3-
4 minutes. You now have dark areas, and clear areas in a
raversal image.

Then put your film into the fixer. You don't really need 1o
agitata the film much in the lixar—just a few times is suffi-
cient—but you usually have to sit thera with it to make sure all
the film is submargad in the fixer. Fix for 1-2 minutas.

Wash for 5-10 minutes.
Dry.

Cnce you've done your antire roll of film and dried it, splice the
processed langths together (the first baich goes onto the
empty rael first (and remamber that the image feeds into the
projactor upside down, emulsion facing out—if you wat your
fingers or lips and touch the film sudaca, tha emulsion is the
sticky side.))

You should always double splice the film,

Project your film,

At first it 1akes a lot of time to go through 3 processes to finish
a 100 ft. roll—but it gets quicker and easier once you've found

a routina that works well for you. It takes just over an hour 1o
actually develop 100 feel.

The whole process, though, is long and it takes a lot of
work. | find | need anywhera between 612 hours at a
stratch to feal good about what I'm doing, Since it takes a
long time to set up and get organized and it takes time o
claan up (stains in tha bathiub etc. can ba reamoved with
claansar, water, brush). I you can keep some of your tools
sat up you can work shorter periods—on and off. Leaving
fibrm i tonwees for exlremely long periods of time gives
fascinating resulls.

Remember, this is my method. Yours might be different,
tailored to your own needs. Experiment and be prepared to
lose work and (seemingly) to wasta time. It's all part of the
procass,

Finally, this is all technique. At first you may ba abla to
dazzla people with your images, but it can become empty
technique without some thought and feeling involved.
That's where your own parsonal investmeant has o come
into play.

Don't miss the second part of Gary's
informative article delving into the wild
world of TONING coming in the next
newsletter.
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AN INTERVIEW WITH GARINE TOROSSIAN
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by Franci Duran

top: Vislons: botom: Girl from Moush



FrancI Duran: Most of my questions are
about process becauss it seems lo ba 2o
important in your work, [ know when you
made Visions, you were a studentat York ..

GARINE TOROSSIAN: Yes. We were sup-
posed to make a Super-8 film for our
final project. [ wanted to work onl6mm,
but they wouldn't give me a camera
because | was in first year. There was
all this 16mm biack film in the garbage
s0 [ took that. I'shot my film on Super-
8 and [ inserted it onto the Témm. [ cut
holes in the 16mm and then optically
printed the film onte 16mm stock, The
original film is two layers thick and
doesn't go through a projector so T had
to optically print it to get an interneg;
That's how [ started the collage theme.

With Girl from Moush [continued that
process, but insteac ot using whole
strips of Super-§ film, [ cutlittle holesin
the 16mm,and frame by frame, inserted
the Super-8. | had shotimages on the

that you can see therm more clearly
unlike with the other films where
they just go by really gquickly.
That's why it ended up being so
much longer teo.

Fo: Dhid you plan your shots in Vi-
sions, or were you playing with cer-
taint images -And do you want to talk
about the images themselves?

cT: [ used Michael Semak’s im-
ages. He was aphotographer and
a teacher at York. He was the first
teacher [ had who was really en-
couraging and suppottive . . . he
really believed in what [ was do-
ing. | wanted 0 give him some-
thing back and that's why [ wanted
ko make a flm about his work.

I shot all his images on video frst

wanted films that dealt with Armenian
culture and how it has affected the peo-
ple from the diaspora. [ started it a bit
late so [ didn’t make their deadline, but
they showed Visions. . .

[ used a lot of images that have influ-
enced me. Images that have helped me
understand what the Armenian culture

. Paradganov, an Armenian film-
maker who passed away in 1989, made
a film called The Colour of Pomegran-
ates. The first time | saw the film, it
represented to me everything I thought
Armenian culture was .. .It's very beau-
tiful and poetic. [ used a lotof images of
him and of churches and icons, and mu-
sicthat [ found to be very emotional and
moving. In the film, I'm making a tel-
ephone call to Armenia. [ don’t know
anybody there, but I'm trying to reach
someone just so they can tell me whatits

In Girl From Moush, I'm making a telephone call to Armenia. Idon’t
know anybody there, but I'm trying to reach someone just so they can tell

me what its like...

16mm and [ put the Super-8 on top of
them.

Fo: O sp that’s hotw it was done. When
[ watched Girl fram Moush, [ thought
you had blocked part of the lrn:rmr and
aphcﬂ!f_,r printed again and again,

oT: There's a mixture of everything.
Sume parts have ablack back ground,
some have images, and some have
l6mm on top of 16mm. There are
parts where [ cut a 16mm image in
half and then took amother cut from
another part and taped the
unmatching images together. [ttook
a long time. It was like knitting,

Fo: And with Drowning in Flames?

cr: | did the same thing, but there
weren't many Super-8 images in that
one, mostly 16mm. [ actually didn’t
cut the 16mm I'Nbf'lmt_ Ijust layerad
g ima AZEs ans colcurned them with
food colouring,. 1 d:dn treally follow
the frame (lines) this ime, it was more
spontaneous.  When [ optically
crinted, T'slowed down theimagesan

- they're black and white. .. Hehas
a lot of dance images. Then there
was this dancerat York that [ liked
and put her in the film as well. All
the images arz of women and
they're very aggressive . . . [ felt
that the kind of process a dancer
goes through, the study of thebody
and the way it moves, is sort of
extreme. Soarehisimages. That's
the way he sees women and that's
the way he likes to photograph
them,

Fo: What abouwt the text?

cT: The text is Michael Semak's as
well. He writesa lot of poetry and
essays and he gave me a page of
excerpis.

for Girl From Moush 13 more about

cultural identibty. How did you move

Jrrn::::-t rn:e.r-prenr'-.,r the war.l a,l’ J‘I.-f:r:l ael
spenl + Mo

Gt1: The Centre Georges Pompidou in
"aris was doing an Armenian film
retrospective and [ thought they

like, how beautiful itis. [ wanted toreach
someone like Parad ganov, someona who
could reach me in the way that he did.
Obviously I don't reach anyone.

ro: Did you actually phone?

cT: (Laughs) No. Lewis (Cohen) was on
the other line. And then I took some
quantes from William Sarnyvan whn has
written a lot about Armenia, like, “I'm
Armenian and ['ll be Armenian wher-
aver [ am”.

FD: You were barn in Lebarnon, bult grew up
frere, Is that right?

Tz [ was there until age six and then we
came here. Armenia has been like a
fantasy, sort of.

Fp: Have you sver been there?

G MNo.
T

| '-m-::-w Armenia thmugh Jm-
3 (00 much aboutt
h.lamrv, wEuv:n I should know in dctall i
don’t know much about the images [ put
in the film, like the churches. [ don't
know their history, just bits and oi=r
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'l_*hu-}"'rﬂ images that are to me beautiful and moving. Actually, the images of churches [ took were from Atom’s (Egoyan)
film, Calendar. [ was working on the poster for that film. | didn’t have any nice images of churches myself so I used his.

Fo: [t's a beautiful film

| T Thanks. [t's emotional. It's more accessible than Drowning in Flames or
. Visions. She’s talking on the phone and she’s trying to reach outand you can
i | feel that. The music adds to that. [ learned from that film.

Fo: Was it fur:ld'q:d by the Councils?

GT: No. I paid for it myself. It only cost about one thousand dollars.
Fo: That's it?

GT: Because | only shot two rolls of 16, and with a bolex. The rest was Super-
8. The optical printing didn’t cost very much because | did itat LIFT. Ididn’t
need a flatbed, just a splicer and a viewer.

FD: And D‘rﬂmm’ng in Flames?

GT: | met the Starn Brothers (Doug and Mike, identical twin photographers)
in 1992. They came to Toronto to give a lecture at Ryerson. They also had a
show at the Power Plant. After their lecture, [ went up and asked them if |
could do a film using their images. They were really into that because they
like to use other mediums. All their work is collage work, and [ felt that we
were doing similar things, manipulating images, doing collages with film. |
gave them a copy of Visions. They wrote back and said they really loved it
and they would like to see what [ could do with their images. | had their book,
and I started shooting stuff from the book on video, then on Super-8. Last
April I went to New York and in their studio shot all their new pieces. They
were going to have a show in April and they were getting ready for that. It
was good timing because most of their new pieces are quite different from
their old ones. Most of the film consists of the new work. I shot all of iton a
bolex and on vides. Then [ shot the video onto 16mm off the TV, and from
there did collages.

o How did you envision the film when you conceptualized it? [ seems bo get more
When I have a piece of [

\ ; cr: | really was interested in manipulating their images which are so
ﬁ J]IH 1n my hiﬂ]‘ d, Bl beautiful. When havea piece of film in my hand, [ don’t like that one layer,
3 [ feel that [ have toadd things to each frame. [love seeing something that is
layered projected. It looks very raw...When [ shot their work. it looked flat so
I had to add more layers to it to make it more like their work. This film is an
= homage to their work. Justlike Visions was to Michael Semak and Girl From
Ia}'e_[" I fEEI I‘fldt I _h‘] ve Moush was to Paradganov. . . [t took a long to time do this. I had a lot of
images and [ really wanted to use everything | had...I can understand why
: k people can’t watch the film becauseit's too long. [ think it would be better if
(o ‘Idd EhIHgS (o E'al_h itwas shown ina gallery and people could just walk in and out, they wouldn't
have to sit through it in a dark room. 1did it for the images. | wasn't saying
frame. I love Sf;"t‘:"fng anything about the artists. If | had then it would have been different.

don’t like that onc

Fo: Did they like the film?

something that is lay-

GT: They liked it alot. They liked what I did with the images and I think its
EI‘Ed PIUjECfEd. It j[]f}kﬁ exciting for any artist to see their work (interpreted). They find a lot of

similarities in the way we work.
Very raw.... Fo: How do you mean?
Gr: It's very similar, except instead of being a 16mm frame, it's huge. It's

layers of clear ortho film. They don’t use paper at all. I'm showing their film
at Cinernatheque. They made a film -a video. What | saw of their film isn’t at




all like their photographic work. They
just shot their pieces and played with
music...] feel what I've done is more true
to their way of working, very manual:
whereas, the video looked a bit too "done
with the camera,” notby hand. [ntheirart
pieces, everything is done by hand. For
example, they might have an image of a
face on ortho and they would add an-
other, just maybe half the face, and then
another layer and then they would add
bits and pieces of ortho and it would have
so much depth and colour...

Fo: Your film really captures that.

cr: 1 really loved doing this, the film
work. [t took along time to do becauseit’s
26 minutes long and | was working frame
by frame....

FD: What do you mean, frame by frame?
cr: | manipulared nearly every frame.
Fp: On an optical printer?

cr: No. | was on my desk with a splicer
and a viewer. My floor was covered with
images of their work. | would have two
strips of film. One strip [ would put on
the splicer and the other | would cut off
the sprockets and the part where the
sound is supposed to be and pasteit onto
the film on the splicer. And then [ would
take another stripand cutitin a different
way, whatever suited the image. Some-
tirmes there are 4 layers, sometimes 3, it
all depends.

eo: Bul that’s over 1000 feet of film

cr: My floor was just - [ like working that
way - a complete mess. Chaos.

ro: What do you think about video? You use
it more as way to distort the image in order to
take it back to film.

cr: [ like putting it on film, [ don't like it
on its own. You can play around with it
and 1 like the grainy effect you can get.
When | add layers to it, it loses the quality
of video. It looks more like film because
[ colour it or add another layer. 1t's a lot
of fun, experimenting with the image...

ep: | want o know where you see yourself
wwith respect to all the "cubbyholes™ you can
be put into - experimental, documentary,
dramatic, culbural identity, or g:mﬂzr in Ca-

rud i3 Flm or art . . . How dov yuu sec Fuuu:lf with respect o =il the
categorization that goes on?

ot Tdon't like being categorized. My films are literally experimental,
soldon’tmind that (label), though I think it limits the audience you can
get. But the Women's Network bought two of my films. . . It's hard to
identify myself.... I'm interested instorytelling because [ love namrative
films and that's why |
got into film to begin
with. [ started in pho-
tography so I love ma-
nipulating images. You
can combine both.
These films are more
like sketches and I
would like to continue
with that. [ don’t want
to get into doing some-
thing that’s totally nar-
rative because | don't
think ['d be true to my-
salf if [ did.

fp: Do you want to talk about the feature you're working on?

cr: It's about identity, obsession, and manipulating images. The
character in the film has an obsession with photographing herself. All
these people have been touched by her obsession somehow, like the
menin her lifeand her girliriend. And its about Armeniaas well, trying
to find her identity. She’s Armenian. [t's very similar to what I've
experienced, obviously. And that's why | wanted to make this film. |
wanted to work with things that fascinate me, and that’s images,
obsession with images, obsession with beauty. . . It will be shot on
video, Super-8, 16mm. ['m goingtostick to playing with images. To me
that's what film is about.

Fo: It's scripted?

Gt A lot of itis improvised. A lot of the people I'm working with
are non-actors and are part of my life. [ want to feel comfortable and
not be intimidated by actors or a big crew. There's only going to be
a cinematographer and a sound person. And there's very little
mﬂ!‘lﬂ}f

Fo: You haven't gone for funding?

cr: No, not yet. | was writing another script which was going to be a
much bigger project, with actors. That was more scripted. But this one
is just ideas that L have, | feel I know the story already. | don’t have to
script the whole thing and go through the whole process of having a
producer and everything. [ just want to stick to the way I've been
working. 1 like working alone. I.don't like having anyone to explain
things to.

f0: Not to mention all the power dynamics that happen on & set.

&r: I'm not used to it. ['m afraid of it, and | don"t know how I'd handle
it. 1 don’t want to lose myself and not do what [ want to do. I'm not
experienced enough that way, working with people. I'venever worked
with people.

snail: My Cron Olmeszics
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An important point o keep in mind for first-
time filmmakars about o hire a boom
operalor is that he or she is not the sound

While | don't wish to speak for all boom operators, there is somethiog that mmﬁéﬂmﬁémf; =
not get tired holding the boom pole up in the air all day. The category of placing microphones is A separsts responsh
boom operator may be the least understood of all positions on a film set, bility that requires a second and proparly
Thare are no butions lo push and no measurements io fake. The individu- trained crow member. The boom operator
af's skl lovel dossn't appear ko require sy knowledge of anything beyond Il i just as accountabie for good or bad sound
patience and physical endurance. The end credits of the film Clerks lists a5 the recordist. On union shoots. 2 weak
the boom cperaior as “Anyone Who Held the Pole”. While | don't mean 1o boom operator is easily rapfacsab:te il it
discourage anyone willing to give film production a shot, the general as- also put the recardist’s job in jeopardy, Tha
sumption that someaonae with no specilic skills can always hoid the boom pole bottom fine is that & good boom operalor
frustrates me. Therefore, [ have decided fo submit a brief outline of the

: : =k should be someone who is as committed o
professional boom operaior's duties and responsibikies. recording good sound as a recordist.

New LIFT members looking for a way fo get on o a film sat will find it worth their while fo study ug on the art of boom
operating. For someone with a genaral interest in film production, there is no beiter position on sel than that of a boom
operator. From this vantage poinl, you interact with aimost every other category on the crew. The camera crew informs
you i the mic is in the shot. The lighting and grip deparimenis help eliminate siray boom shadows. The art department
will move any unneeded set pieces from your path. The wardrobe department assists in the hiding of radio mics. The
coniinufly person will provide any dialogue changes and the location departiment will shut down any engines or motors that
would muddy the sound during a particular take. As an added advantage, you are in an excellent position to observe and
study the many diferent ways that directors work with actors and cinematographers work with light. In a more practical
sense, you are often the closest link between actor and shooting crew during a lake. Your altentive eyes as well as ears
can help avoid problems for ather departments that might otherwise delay or complicate the shoot. The unique point of
view of a boom oparator allows you o maka contributions lo a production that can only incraase your value as a craw
mambar. If demystifying the lonely boom operalor is worth an ectire article then it wouldn't be complete without offering
soma tips on how to properly fulfill the position. For those of you whose curiosity has been piqued, the remaindar of this
article will outiing the finer points of a boom operalor's daily routing.

The following is a list of the major areas of focus
for a boom operator. Getting It Up. The most common and
efficient way to hold the pole 1s wath your
hands about shoulder-width apart with palms
facing away from you. Mot all setups will
allow for this method g0 variations are inevita-
ble. Comiort and endurance are important
especially during a long take. Youcan prolong
the strength in your arms by locking the
elbows when your arms are extended over

The Strong Silent Type. Before agresing 1o hold the boom pole,
you must feel confident that you possess the following charucter
traits: vou must be physically strong and agile, able to concentrate
for long periods of tme and ignore distractions, have an evea-
tempered and independent personality. By assuming the role of the
boom operator you are accepting a great deal of responsibility. The : . :
sownd r::mdl'.!t relies on ].rn:nh:'i: Eu “run the ﬂmrﬁf‘nr mnk}; your head “.r nl?ntlllﬂ :w"E |nt;:r YE::’:';:“_‘
decisions that will affect the micing of the shot. The recordin When ?"T:f _l:um;n;ﬂ"l tt:ga'lm ;} SRS
eannot be running back and forth between the set and the mixing 2:; :-n,,h:::hkr:tﬂd }-uut l;.E.:l.; This makes for
board to determine the proper mic placement. A good recondist a pai fully long working day. -Sumt.-lhin[ o
does not necessanly make a good boom operator, so don't count on Sty

: 1 : . consider: | wear weight-lilting gloves to avoid
the recordist to bail you out of every dilficult shot. B b ot b padbioe fae o v

Introducing Mic. The mic is typically aimed at a right angle to the pole but this is open to re-interpretation depend-
ing on the reach from boom operator to actor. The most effective way to aim the mic is to target the actor’s upper
chest as opposed to his or her mouth. The reason [oe this is that the sound pieked up from there by the mie is more
resonant or full-bodied. [magine a cone emitting from the mouth of the speaker. The sound waves spread oul; you
want to cut through the expanding waves as opposed to aiming for the smaller point of origin. If there is unwanted
off-camera noise oceuring during the shot (in most cuses it is the camera), angle the mic as close w 180 degrees away
from the noise as possible.




Tied Up At Worke The mic cable should be wrapped
tightly around the pale to aveid vibration that could dirty up
the sound. While on the topic of cables, you must be aware
of where your cable is running across the floor. [ the dolly
or any other heavy equipment is set on top of it, the result-
ing damage could reduce the quality of the sound or con-
pletely sever the cable. As well, keep the cable clear of grip
or light stands. 1f you have to move suddenly and the cable
is pulled tight, you could ruin the take, cause costly equip-
ment damage and/or personal injures. It is not unusudl to
have o re-wrap your cables several times a day. Wrapping
cables quickly and efficiently is actually an important tulent
to ncquire. Knotted cables are useless in a rushed or quick
setup situation. It is one point that sound recordists keep
mental notes about. Gaining his or her conlidence stars
with cable handling.

The Gontle Touch. Be uware ol han-
dling noise - the sound that your fingers
muke when adjusting your grip during a
shot. Most professional sound equipment
is very sensitive and sound is typically
recorded at a high level. You must learn
to hold the pole irmly yet gracefully. As
contradictory us it sounds, it can be done,
Be aware of your own footsteps as well in
cnses where you have to walk to follow
the sation. Removing your shoes is the
simplest solution but laying picces of
carpeting along your path is wiser (you
won't have o worry about missing or
eumbersome stray shoes). The carpeting
can be kept on hand to place under actors
turing ¢lose-ups and allow for cleanes

sound.

On Being Well-Read. Know the dialogue
ahead of time. You den’t have lo memorize all
the dialogue although that would be helpful.
Dialogue can and will be changed on the day.
Be aware of changes and be prepared to releam
the changes just as an actor would. On your
sides or script, use a highlighter to indicate key
phrases or words at the end of an actor’s deliv-
ery that will cue you to move o the next speak-
ing actor. Do this at the top of the day. When a
crew begins shooting, there isn't ime 1o leam
dialogue or mark your sides. Consult the
continuity person for dislogue changes. [f you
have some time to yoursell between takes, read
the next scene over. Mo one is going to mind if
yvou know the dinlogue better thun they do.

Every Breath You Take . . .I'll Be Waiching You. Watch the
blocking rehearsal very carefully, Be aware of when and where
actors say their lines. This is where dialogue begins to change, so
keep your sides handy and follow along. Stck close to the director
and the DOP when they begin discussing camera angles and
movements. This information will help you assess how close you

can get to the actors with your microphone.

The Waiting Game. With the blocking ol the scene
established, stand-ins will replace the actors while
the lighting and grip erews rig the set. This is the
time to practice your boom moves. The stand-ins
can walk through the scene [or you so that you have
a clear idea of where and when you have to move.
As the lighting is going up, you must also be on the
lookout for any shadows that your pole, your mic or
your body is casting through the shot. [ you need to
lay carpet for the actors, do it now before the camera
assistants lay all their marks on the loor. Check
that your surroundings are clear of any unnecessary
sel pieces or props that might otherwise restrict your
movements. [ you find yoursell standing around
wilh rrotang te du wvin e set Uist is pregaring o by,
don't assume that you are ready. Keep your eves
apen for changes that will affect vou, specifically in
the areas of lighting and camera lens size.

Hear and Be Heard., This is where we boom operators must take a
good look deep down inside ourselves and decide whether we have
what it takes to keep up with the rest of the erew. All the knowledge
in the waorld won't help you if you don't have the courage to speak out
for your department's needs. Despite the importanee of sound, no one
e'se will be paying as much attention to it as you. The other depart-
ments naturally have their own concerns. Since they are often needed
to help you solve your problems, you have to be vocal and sometimes
even pushy (ulbeit subtly). As long as you are respectiul and courte.
ous, you will usually get assistance sooner than later. Do not panic in

stuations that involve more than one problem. You can only solve
one problem at a bme.
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Split Personality . Headphones are an essential part of

a boom operator’s equipment. They are the recordist’s

only link 10 you. You must leam to keep one eer open Livin’

for the recordist and one for the set. Keep the recordist : o O g ok

i bk ing shot. Ifitis « close-p, say frame from the camera operator before
so. That way, the recordist won't panic when he or she
bears only one voice properly miced. Keep in constant
communication with the recordist. If you can help cach
other out, the shoot will go a lot smoother. Always
acknowledge what the recordist tells you even il it means
yelling out "Copy™ towards the mierophone that has been
extended fourteen fect awuy from you. Everyone else on
the crew will come to expect to see you talking v yourself
afier awhile. It goes without saying that you do not
acknowledge the recordist’s instructions in the middle of
a take. On low budget shows where a headphone feed is
not available, try to keep in visual contact with the
recordist. Hand signals are better than nothing.

the first take. Don't always rely on
your exeellent knowledge of camera
lens sizes. Top-of-frame is an absolute
necesaty but you must still ask for it
When you do ask, be polite and profes-
sional. Sometimes you need to be
foreeflul to get a response when a
difficult camera move is being worked
out. Let your boom fall intentionally
into the frame the next time you see the
operator look through the lens. You
will be shown the edge of frame
promptly. It is a wise idea to make
friends with the camera operator as
vou will see in the next point.

I Only Have Eyes For You. Always stand facing the camera when booming. This fives you visual contact
with the camera operator. On the ground glass of most camera viewfinders are murkings that clearly show u
larger frame than what is actually being exposed on the film. Should your mie or boom pole come inte sight in
the viewlinder, but not cross into the Gl [rame, the operator can signal you with hand signs (usually a finger
pointing up). Most operators don't want to see your mic in the safety area at all (which is understandable as
they have no way ol knowing whether it will suddenly dip into their shot or not). I you establish an effective

professional rapport with the operator, he or she may trust you encugh to allow your mic to hover within the
narrow margin of the safety area. That is a benefit to you as it positions your mic as close as possible to the
actor you are micing. In the case of multiple camera shoots, face the main camera or “A™ camera. During a
long take, glance over at the camera when you feel you can take your cyes ofl the mic.

When All Is Said And Done. , . Lastly,

your head, and relax. Tension is for those
who can't handle the pressure. You are,
after all, part of the magie of the movies.

Allow yourself to enjoy being where you are
- hiterally in the middle of it. There is nothing

inappropriate about getting a thrill when
wiitching great actors handle a great seript
Actors are very perceptive about positive
energy. You are their closest human audi-
ence. Which brings me to my next point.

Hopefully | have cleared up any misconceptions

about the lonely boom operator, Giving someone the
boom pole just because they are available is usually
the only quick-fix solution in a desperate mement in
the life of a low budge! producer.

The next time you see a boom operator with arms
fully extended and straining under the weight of a
twenty-loot pole, remember that sore shoulders are
the least of his or her concemns

take a deep breath, shake the eobwebs out of

For Your Eyes Only. In cascs where a closed set is
required, you are usually one of the “lucky™ few that
gets to watch a sensitive scene that more often than
not involves nudity andfor simulated sex. Keepin
mind that this is neither a privilege nor a right. ltisa
position of utmost responsibility. You owe it to your
continuing success in your carcer o act professionally
at afl imes and treat the actors with as much respect
as you would have them treat you. There is a great
deal of trust being offered up in situations such as
these. If you would rather wateh than work, you are
of no use to the production leam.

Personal Grooming Tips. B.0. doesn't stand for Boom
Operator. Consider how long you will be standing under hot
lights with your arms in the air. In your personal kit, vou might
want o include some underarm deodorant depending on how
heavy you sweat. Mysell, | could break out from the flame of a
match. On hot days, have a towel handy to dry off. A baschball
cap keeps hair out of your eyes. | prefer a headband. When
shooting indoors, consider wearing shorts. Not only are your
legs cooler, they are more fexible. [t is essential too that you do
not dress in fashionably brght colours, Reflections in mirrors,
windows and pieture glass are worse adversaries than boom
shadows. You can disappear a lot more easily by wearing black
or dark colours,




Storyboard

by Annie Szamosi

Development

Mork de Vok (w/ Viveca Gratton)
WHISPERING REIGN
Faature Droma

A murder mystery set in Teronta in 193,

Saville Farley
FLASHPOINT
Fagture Droma

Kwoai Gin
PEACOCK BUTTERFLY
Exparmental Crama

Bamodette Jones
UNCLE CHICK
a0 min. Crama, 1&mm. col.

An odopfotion of a shoert piay by the
sorme name. Wiitten by Joe Pintouro and
previously diredted by the fimmakar for
stage. A fouching drama which sxom-
inas fhe relationship between uncle and
nephew offer the nephew arives back
into Chick'slife to revedal he is gay. Chick
(esiranged from the family and alsa gay)
is in the micdle of hs own crisis lco

Noomi McComock
THE HANGMAN'S BRIDE
45 min.

Poul McGowan
ON THE ROAD WITH THE FREAKED IN THE
LAND DEPRAVED

Elisah Mies
UNTITLED
15 min. Cocmentory

Birocial ssues.

Richard Naylor
BURNING INSIDE
12 min. Comecy/Drama

Kol Mg
THE BLIND ARTIST AND DEEP BLUE SKY
40 min, Mystery-Drama

ol WyoRD
ASTARTE
10 min. . Comedy/Drema. 1&mm, col

Terry Cderte
AVOW OF CONVERSATION
20 min. Fegtura. 35mm. béow

Based on the journals of o
Thomas Merten '6L-"45.

Kalll Pogokspuu
A THCUSAND AND OME CUTS
&0 min.. 1&mm. col.

A performence fim cbolt cen-
sorship

Lastie Padcrr (w/ Kaith Lock)
THE WAY OF BROTHER SUN
20 rmin., A5rmm

Nino Pafrova
BLACK MADOMNMA

Faatura Drama 35 mm_ ool

Affer the death of her husband, cn
Itafion “mailorder bride” reveris fo
her “infronsigent” oid counfry ways.
afienating herself from har chilcren &
herodopted culfure. plummetinginfo
bizamre bahavicrs.

Jaramy Fodeswo
THE FIVE SENSES
Featura

Five inferconnecied stores inspired
byihe senses (fouch. fosfe, amell Sght.
and hearing) deal with a varely of
men and women finding their
soulmates in unusua! and unexpecfad
circumstiance.

Gary Popovich
OUT-OF-TURN

0 rmin.. 1&mm. cai.
Sex and polifics.

Farzad Sadnan

DESIRES UPOMN PROMISES o A

= N

23 min., Drema

Alice Sheh
FULLHOUSE .h
%0 min,, Comedy. &
Chinese-Congdian icent Nt
Nodife Véici

FINDING THE WAY - HOME _
&0 min. Doc gamm, col.

Prep/Production

Jay Baigj
FOOLS DIE FAST
Facmre Croma

Kwol Zin
BONE COLLECTOR
a0 min., Expermantal, 16mm

A peetic diory, direct oddress and
sormatimes rood movie hai re-iraces
cncesircl foolsteos through frog-
mented memonies.

Paul MeGowan
PRICE
Drama

Kall Poocksouu

SWEET AND SOUR: WHEN EAST MEETS
EAST

1 hour Docurnentany

A fim that looks ot global Chinase
identity fhrough cnema,

Richard Fictak
PHOENECIAN SAILOR
J0 min.Drema

‘Gory Popovich

COMING ATTRACTION
15 rmin.

Derex Rogers

IS THAT YOUR SISTER?T
14mm

Coray Shearer
DAY BY MIGHT
Fagture Drema. 2Smm, col.

A love story



i

Post-production -

Jenathan Culp
BARK
30min, Droama, Tamm

Scott Delicis
LATENT IMAGE _
20 min. animated, 14mm. col,

Expands oh some of ploneer anima- -

Jor Nomnan Mclaren’s experiments
by drawing with ink on filn, 4
¥

Sky Gilbert

MY, SUMMER VACATION

1] s &

* The stary of a boy and a camera. |
‘give my boyfriend g camera for the
summer holidays and he fa ils in fove
and follows ano thertoy ‘around with
the camerd and complications

lDr::'.f."d H.crn'ﬂ.rﬁ o,
GE.MEFI.IL 4a
.ﬁ min f..“.‘r'u'.l'

‘Tfjmm_g.'umg coR J'mpps-h at the
: s#angesfufﬁmes P,

Marcine Linder 1 :
* UNTITLED

10 min. Dc:-u:umen?qw '

F. Lipnef McGdwan
EDEN =

15 min. Experimental Marrative, 5-8/
lémm "

A man seeks affer his'garden of ,
dreams.

- Elisah Miles
FURY
4 min. 1&mm, B&W

L

Dennis Mohy (w/Cdlvin Cambel))
THE MUSIC OF YOUR LIFE
Feature Drama, 14mm, b

An excepfionally infelligent and

talented teenage musician comes fo
terms with his adalescence: adapted »
frem a.short sfory b; Calyin Cambell,

Richard Nayilor

+ INDUSTRIAL DISEASE

3 min. exper.,, b&w, 5-8

Downtown Industrial images. &

W ._ . i3 *E

4 :-:--.h?ﬁ ﬁ_a fm':s"!' i
!’smmdaﬁe“ st Ny W

" THE MARTYR LT

15 min., : Drama, 35mfim, col,

Bk vl Puedio

' "CHOKING ON ICYWATER
. 3 min. Exper. Documentary -

A short fiim aboutthe fimmaker’s

personal experences with domestic

viclence.,

®

lina Pefrova

* WAR PAINT

"Feature Documertary
16 mim. col,

# 4

b

A theairical cz'ocunemar}r about tha

Gulf War.

Gary Popovich =

FAULT LIMES

20 min. exparimental

A poetic examinafion of America,
film about the idea of “wesfemn
expansion.”

'ROSESAREBLUE . . - -

Farzad Sadrian
BEYQMND THE RED LINE
Drama . .

-Steve Sanguedoice
AWAY ]
40 min. Experimental

A fim dealing withimage making and
faking practices in foreign culfures.

Steve Sangu&::i'u.’ps :

TOO HOT TO HANDLE

24 min. Comedy

A film about telephane sex based on @
song writfen by the fimmaxker. "

Edlie Steiner '

»

. Roses dre Elue is a fabie, It tells the stary

of a woman who is able to transmute
her sense of enfrapmant in an oppres-

- sive lifestyle and relafionship. info a

more-liberated, cumnamuus Gﬂd
crem'r-.fe si‘are t” SR,

Annie Eza.':n::r.sr
SAFE 1 i
7 min.. Brama, Témm. col.

'Nadfne Valein #

MODULATIONS ’
20 min. Expermental documentary:
16mm., colour* ]

A film about culfural identity nm:.f
distocafion in a mulfieulfural
Canada’

Allysan Woodrooffe .
STANDING ON FISHES

15rrnln Experimental; 16mm, EEI'!DLI[ "
and B&W - .

A cine-poem that celebrales rifual
and the fundamental patterns and

, forces that shape all ife.

B




Recently completed members films

Abmﬁa:;ﬂ Aizenman .
BESHEH'I' (The Soul Matel -

A fove story based on me Habba-'eh' Jewish mysticism.

£

Erﬂ' Coombs }
MR. FUCKER :
Surrealist, 6 min., 5-8 F

- L] . : * L
Man angry at the world. Starring Maurice Pefard and John Gilbert. -

Paula Fairfield ‘ i
SCREAMERS "
30 n;lln. Experimental narrative; :I'.'E mm, colour

Lynne Fernie (w. A. Welssman)
FICTION AND OTHER TRUTHS, A FILM ABD!.IT JANE RULE- |
" " 56 nin. Elocmnhry i e

£
LI

& ey =

pt er: news

Jeremy Fadesn‘a's feature E’t:us*s: is jn the New Bu'l::l:ur's'
Spotlight in New York Film Festival. It's been accepted at film
festivals in Rio de Janeiro, Jerusalem, Montreal, Spain, San Fran-

cisco, and others. EELIFSEhus:ms.areshthe l..lliIr Greece,
Spain, India and Portugal.

David Hnr.tm 5-GII.H|TEF|JL lr-ﬁ be-e:t sold to CBC * g
Shawn Eﬂdberl"n 1992 film THE I:EI'EL':TI‘H'E ‘will- be broadcast

Wil REYOUR UPCOMING FEA-
TURE, EPI¢

NICHOLAS STERLING
(416) 5373050
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v Homse Fearure in Pre-Produetion in Alberta
Cast and Crew Wanited

An independent Mative production company has already begun shooting the
life story of the Controversial 19th century Sicux War Chief Crazy Horse in
Alberta. Auditions for some of the remaining 75 Pringpal Native roles will
continue throughout the Provinces and the States for the winter, as well as
important cew positions like Art Director, Composer and Musidan, and
Stuntmen. Thunder Nation Productions is an alliance of traditional Natives
and professionals in the arts, including Crees, Suswaps, Mohawks, and
Hurons. The auther of Powwow Highway, Davydd ap Saille, is signed on as
the writer /director. Shooting will continue through the spring and summer at
the radiional Camp in Alberta, which covers thousands of acres; there will
be a major Buffalo Hunt in Montana as well. Thousands of traditional Native

[
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| Late Harvest Journal prasanis a Festival of Creative Culiure from

] Fabruary 17 o March 3 at MIXMED Studio Gallery, 474 Bathurst I
| | Steet Visual and performing arts in various media will be
I B leatured with a Film and Literature Spatlight on February 24 at i

8:00 P.M. LIFT members Ann Marie Fleming, Annastacia

B Dickerson, Garinee Torossian and Kathering Asals will have work [

I I screened. Admission is 55.00. Late Harvest Journal subscribars .
admitted frea.

| \meeememmm

------’

extras will also be needed, espedally families and elders. For more informa- I f------- ------\
ton, contact Thunder Mation Productions, P.O. Box 8475, Hinton, Alberta CALL FOR SUBMISSIONS
T7V 1X7. Ph: (408) 865-1784, Fi: (403) 865-7549. |
J I st Frames. an exciting new half-hour public felevision I
S S ——— . —— showcase fof infermnafonal independent fimmaokers is
1 1 now being packoged and fested in the Southern |
FEEE N A S S AR S S S EEESEENEEEENEEE | Colforniamarket for US disiibution in 1994, They

fkﬁdlp-rd-n: Film ond Video Alorce
Showeoose P55 51 Jlobas Pawesfounslons

Showcoome P5 wil sxomine the rich froditions of comedy n Comeetian
by Adionce members. Comedy will e esomined roocly e o oulberal
o a wbhvaersive vees of rrcargirelizeec] cormmuniloes one on thae h-qhu.l
to shore o few lougie. Pleoss sond submpscom in lSmm or VS topae
Deoclline for submeasecrms: March |, 1995

All wimissions showld ba sani to

MUFC O,

40 Kings Rood

31, Jobo's, MF

AKZ 3P

gt PO 7 53-6121
EEEEEEEEEEEEN

Employment Notice For Two Pasitions
Arts Apprentice - SAW Video Co-op
ﬂg? position starting immediately. The second is tentative for August 1, I |
1995,
SAW Video Co-op is leoking for two candidates for two full time
positions as arts apprentioes under a programme {unded through
Hentage Canada. One postion is for five months and starts on March
13, 1995, The second position is tentative, depending on funding; if they
are successiul it would begin August 1, 1995 and would run for 10
months. The Arts Apprenticeship competition initiative is aimed at
forging links between artiats from diverse cultural backgrounds and
Canadian cultural institutions. The position will invelve a combination
of tasks related 1o video production: technicel, administrative, and equity
.outreach. with the emphasiz on the spprentice learning about and
assisting in video production.

Deadline for spplication for both positions Feb. 24, 1993, 12:00 noon.

. T D S e S e R —

ka (613) 564-4428

22

indepandant viceo ond film thvough o curaled salecticon of work procuces B
focl. ond specifically os ogiforoe. o polemic. os politicol ord seciol ertiqus. g

offirmaticn of tha human spirt. Tha showecoes oo proveces oa o hunity

II.IIIIIIIIIIII!'I.-]J

""'??"""

: - i Guidelines and application forms for the following film festivals are on i

For more information inquire au B file ai the LIFT office: |

SAW Video Co-ap . .
67 Micholas St Festival Deadling

KIN 7TB9 1 Melboume Ine'l Film Fest. (Australia, June 8-24) Mar. 10 l
P (613) 238-7648 I Vila do Conde Int’l Short Film Fest. (Ponugal, June 13-18)  Mar. 31

B Yamagan In'l Docomentary Film Fest. (fapan, 0c. 39)  Mar.31 [

l accepl narrative, documentary. animated and I

expeanmental iim and video projects of kess than 20

l minutaes in length, Tha series provides folanted artists

I with 0 chance o hove fheir work seen in a full scale I
pubdc felevison sanas and eam 3 100/minuta in he

1 series’ US. syndication.

"

l If wour wor s this basic crifara, fill our an cpplica- I

I tian foim (on Ma for photecopying af tha LIFT office) |
and sand it to them along with o VHS cossalte of |

I your project. A stomped, addrassed moser must be
Inchuded for the rehun of the work. Appliication forms

| con aiso ba obtained by contacting them ot the

I below ocdrass or phona/fax numbsars.

I It you have any mora quesiion, contact Nick
Mordauist, Associate Producer, ar (619) 504-4792, fx:
(&19) 574-6974 or PSFA-222, Son Diego State Univer-

I sity. San Diego. CA 92182,

1 (Thanks to LIFT member Eldon Ditecericd for passing I
this julcy bit of Information on to usl)

Lavwa in 3 Mieules Flal, & oo propct scrasning o the
ol of 95 obf The Cirremathegus, At Sooce Bulding in t
Wirnipam b looking for sbmassm  Eoch proocsed topes |
A o be ro losger then 3 micutes. The curabonal thess
b " love, i hos beon o, mokies the el goo roued” |
The w=hibition wil be curcled by Suzonrne Silles. Serd |
a resurne, ortist stotement ond sides 15ASE] o The |
|
|

Irmtibute of Conlemporary Art e Deugn, 221100
Arthir Sireet, Wag, MB, Phore: (204 2437211
DEADLINE: March 15, 1995

Y

UPCOMING FESTIVAL DEADLINES

-----------------’




Indepandant Canadian Feature Film starting at the
8 and of Feb. 95 naeds: Trainee Assistant Editor,
praferably Futures eligible. If you are interested
pleasa call: 588-1809 and leave your name and
numbar.

The Canadian Film Cantre is looking for voluntaars
for thair 1995 Short Dramatic Film Productions.
They are locking for skilled, enthusiastic and
enargetic people o crew rales ranging from offica/
set production manager 1o D.O.P. to editor. There
ara eight shoots stanting Januarty 23 and wrapping

Pl R «?;1
o -] N

Tha Canadian Scciety of Cinemalographers has a call for
submissions for their annual awards. Members of the CSC
can anter feature films, dramatic shors, tv dramas, tv series,
documentaries, industrials, commercials, and other unigua
productions (e.g. music videos). Thara are also awards for
camaramenfwoman who have had 16mm or video spots
breadeast on the Canadian news in 1994, Cinematography
students may also enter a category for student films. DEAD-
LIME: March 10, 1995, Forms are available in the LIFT
offica. For further information call the CSC eifica at (416)
963-5912 or fax (416) 968-3082,

SHERIDAN COLLEGE SUMMER SCHCOOL OF THE ARTS is
offering ovaer 180 workshops and cradit coursas from May o
August, 1995, Expandod coursas in Madia Arte sueh as Film,
Video, Talavison, Filmmaking Retreat, Spacial Effects and
Scriptwriling courses are offerad this year. Ragistration will
Far an upcoming 1/2 hour low budget drama, begin on March 20th. Contact us fer a brochura. Tel: (905)
BREAKING THROUGH FEAR. Wa need your helpin 815-4041, Fax: (305) 815-4041. Intarnat:

at the and of March. All films will ba shot on lecation
in Teronto. I you, or somaone you know is looking
for an oppoiunily o upgrade an old skill or learn a
new one, give them a call: 445-1446, ext. 205.

the following positions: Art Director, Sound Record-
ist, Kay Grip, Gaffer, Cantinuity, Wardroba, somaona
to create the Storyboard and P.A's. Applicants
please contact; Kiomars Bazrafshan, (416) 447-
4838,

Wanted: Scraanwriler. Very low budgst. Proposed -
90 min., colour, 35mm Drama on youngstar's lifa.
Call: Wasif (416) 222-0263

Award-winning cinemategraphar (features, shorts) with 16/
35 mm gear wanis lo shoot creativaly driven indapendent
projects. Monay is no object. Call MACFILM: (416) 658-
0345,

Cathaerine Taylor. Continuity. Trained on Tek War, looking
for more experience. Resume on file at LIFT. (416) 588-
2046, Available to do P.A, work as well,

Continuity person looking for experience. Call Sarah at
(416) 531-6452.

DIGITAL AUDIO POST-PRODUCTION

| have a complate digital workstation and studio for offline
aditing of audio, adding sound affacts and music. | alsa
am a composer and would like the cpponunity to contrib-
ute ta your film. Call Dan at (905) 850-6246.

Audio Editing, Mixing, Location Recording; 11 years
experience. Konrad Skreta @ 242-2859.

gopher@sheridanc.on.ca

For Sale:

16mm 6 plate Staanbeck
16mm editing bench (completa)
16mm raflax Bolax wicase
16mm sound projactor

S5-8 Steenbeck

+18mm film accessories

Call Dennis; (905) B42-8427

Assorted 16mm Film Eguipment For Sale

Bolex Motors and Accessorias, Lanses, Editing
Accessorias, ete. All eguipment is in very good to
oxcellont condition and reasonably priced. Would
consider trades i.e., I'm locking for stuff like; Kemn-

switar re Prime Lensas, Intervalometar, F-P Pixelvision

Camera, Call Andraw at (416) 535-1475

Spacious, centrally located LIVE-IN STUDIO in
Teronto for rent on a full or pan-time basis (from
Wednesday evening to Monday morning). Use of
film editing equipmant negotiable. Price is also
negotiable. Call (416) 365-1798 ar (519) 323-3340,

Classified ads are free to L
for the rest of you.: Mail, drop off or fax yours. Hehrﬁleii' '

Classifieds c/o LIET
Ontario, MSV.1R5.




-i\l

LIFT MONTHLY SCREENING
Monday, Feb. 27, 1995

Cinecycle
317 Spadina Ave.

(rear entrance in alleyway between Baldwin and D'Arcy)

8 p.m.

Rick Hancox's

MOOSE JAW
(There's A Future In Our Past)

55 min., 16mm, col., 1992

Included on a list of the Top Ten Canadian films ever made in a recent issue of Take
One Magazine, Moose Jaw captures a vivid, fatalistic sense of a once-proud prarie
city, now thirty years into its decline, by using filming techniques and all the post-
production magic expected of an independent filmmaker in top form.

A Canadian classic. Moose Jaw speaks deeply and profoundly
of absurdity as the very essence of the Canadian identiry.”
Arthur Kroker

Special Citation for Excellence
1992 Toronto Festval of Festivals

FREE for LIFT members
(others by donation)

Special thanks to the CFMDC and Rick Hancox for making special arrangements to make this print available.
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