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Dear LIFT Members:

Weilcome to Spring and Festival fever.
This year LIFT is proud to be a sponsor
of Asian Heritage Month, Images and the
Inside/Out Lesbian and Gay Film and
Video Festivals. Congratulations to the
LIFT members whose films were shown
in thesa festivals.

Update on equipment: Pro Tools is on
fts way to LIFT. The purchase of this sys-

o tem reprasents a major tachnological

addition to LIFT"s equipment holdings and
a great opportunity for members wanting
to create a complex soundmix right here

fiiFenaker Crisg Baldwin, in an inlendow with LIFT's
Jason McHBride

at LIFT. Greg and Lisa have spent 3 days al
a dedicated ProTools workshop and will ba
able to provide technical suppor to the mam-
bers. Workshops for members to gel onent-
ed on the system will be along shortly

The next thing coming up on the events
calendar is the silent auction and Ward's
Island screening. The list of enticing ilems 10
be auctioned off will be sent out so0n, 50
keexp an eye out for it and be sure to come
down to walch LIFT members’ films on
Ward's Island under — and beside — the
stars...

Uintil next time,
Hope Thompson
LIFT Chair
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Festival, to be held in Toronto,
JLIQ-!HJBEI? he CELAFI's a
Short (3-5 min.) Film & pro-
gram of works by Alrican Film and
Video artists which with the issure and
resolutions fo African ants in the
new world. In addition to the awards, approx-
imately 25 works will be screen-
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new members: Congrauiations 16 LIFTer Allyson Woodrooffe

and Roge Pﬂpbrmmﬂﬂmﬂfmm |
d-luﬂju.h Grace. Allyson dlso recently com- It also had Golden Ehaai inations in the_
d her film, Standing on Fishes. Look out ~ following ca
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* " once you leam the basics. LIFT will be

offering workshops once the system is up
~ and running.  There will be an article in the
next newsletter giving more details on the
~power and versatility of this technalogy. If
youhﬁveanyqumnnna,callmaﬂrﬁrﬁgat
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This question was asked of
filmmaker Janine Fung shortly
before she participated in an
Artist’s Talk to discuss the
presence of the family in art,
part of the programme Mike
Hoolboom curated for Images

‘96. Fung was thankful her
parents had a trip planned; but
I thought they would surely
understand being fucked up by a
family.

Hoolboom snatched the title from Philip
Larkin's poem, This be the Verse, and put
together a panel and two screenings that
proved to be highlights of the festival. The
riveting panel chumed up so many issues
thal all present kicked themselves for not
bringing recording devices.

It was the content of the films and the
discussion that made the event particularty
memorable. Issues directly addressed
race, class and the childhood idea that one's

family is not necessarily one's biclogical fam-

ity. Richard Fung, writer/videomaker, and
Kathleen Pirrie Adams, writer/fiimmaker,
shared childhood fantasies that their families
were not their “real” families, speculating that

e
coming??®

your

Sarah Abbott

the real version would be definitely richer,
more beautiful and a hack of a lot nicer.

Jeanne Randolph, who applies psycho-
analysis to visual culture, took us into the
tamily via Goldilocks and the Three Bears
with the notion that attempting to wake up
before your time just invites punishment from
the family, who would prefer to sleep. Janine
Fung marked this waking-up point as the
realization that one’s family role is not what
the rest of the family perceives it to be.

Sexuality is often at the root of role-
breaking and confession because, in the
words of artist and freelance writer Carol
Laing, life, with all its sex, does not fit into
the ideals parents’ have for their children.

These topics wove solidly through the
screenings; individual films took up where
the panel left off, such as Kika Thome's
Sorry Suicide Girl (1992) and The Beautiful
Ones (1891) by Jeffrey C. Wray, which both
deal with family deaths, reminding us that the
spints of loved ones retum in unexpected
ways.

The matter of silence surrounding race
and class history in the family was raised
both in the panel's audience and in
Pretending We are Indians (1988) by
Katharine Asals, A great grandmother is said
to have been raped by a native man to hide
a bi-racial romance. The son becomes a

parents

wealthy business person who looks after his
mother, but refuses to introduce her to his
friends for fear of their questions,

In in the Form of the Letter X (1985) we
are faced with a sense of suspension in life
that orphan and fimmaker Mike Cartmell
experiences, while Peter Greenaway's H is
For House (1976) takes us back down the
garden path to family bliss. Greenaway con-
structs his film the way a child leams: in
chunks that eventually fall together, here
forming a picture of the family a child knows
before outside realities challange its role.

Hoolboom chose well in curating Kun
Kren's Mama and Papa: An Otto Mueh!
Happening (1964) as its montage of naked
bodies slathered in gooey food represents
any sexual confession that might throw a
spanner in the family works.

Asparagus (1979), an incredible work of
animation by Suzan Pitt, portrays the act of
confession directly. A woman wanders her
empty house, repressing her sexual desiras
until she packs into a bag all of society’s lim-
iting conventions and heads to the theatre,
Unnoticed, she slips backstage and opens
her bag. Images drift over an intrigued audi-
ence. Without a word, the woman slips out
and retumns to her secret asparagus garden
where she is able to fulfill her sexual needs.

Closing the programme was Matthias
Muller's Home Stories (1991). Women from
American films from the 50's repeat similar
actions centered around a house (or the
home), building a sense of alarm,
Expressions of shock and horror permeate
the screen - one could infer that the women
now find themselves in the position of fuck-
ing up a family the way they, in their younger
days, vowed they never would.

Kathleen Pirrie Adams believes the mis-
sion of adulthood is to make peace with
one's family. As the programme demonstrat-
&d, art provides a healthy vehicle for this
mission - for both creators and viewers. For
Hoolboom, the personal film is confession,
mot only to the world, but, harder still, to
one's family. And 1o quote Richard Fung,
artwork dealing with personal issues “does
rot glorify or denunciate, but leads to heal-

ing.




The sixth annual Lesbian and

Gay Film and Video Festival of
Toronto Chow’s that for a_long
title) was held from May 23rd

to June 2nd. Once again, the
festival was a success with
several sell-out shows and
astounding programmes. It was
especially nice seeing films
at the Metropolitan Cinema
again before it is developed
into high price condos.

here is a day bg du¥ rundown
of the highlights of the
Festival, including several
LIFT member's films which, as
usual, brought the house down.

May 23 - Menmaniacs is a feature-length
documentary on two leather men competi-
tions in the states. There were some inter-
sating insights into the whole leather scene
{like many or the participanis are bottoms)
but | expected some good raunch. Instead,
it was a "leather men are people too” docu-
mentary showing how leather men feel as
much as anyone else, even though they
have a slave in the basement. The shon
before was also from the U.S. and was
called Jonathan and David. It was basically
pom, but | prefer pom without biblical quota-
tions and arty (read dark) lighting.

Hﬂ'f 24 - | was supposed 1o go and see
tha Femms Fatish and Fiction programma,
but it was hot and | saw someone | know on
the street and we slarted drinking on a
patio... well, one thing led to another. |
should mention that the fantastic short film
Curtains by LIFT members Stephanie
Morgenstem and Mark Morgenstemn was pan
of the programme. | have already raved
about tha film in a pravious newslettar and it
ts definitety a gem.

Hﬂ}' 25 - Love vs. the Law was a pro-
gramme of three provocative short documen-
taries. The first was a video called Would
you Hide Them? by LIFT members Lea
Shane and Petra Janopaul. The video
posed one question to several people with

Lisa
Hayes’
film
Dike a
charm-
‘ing
‘tale of
over-
Icaming

ithE

fear of
flop |
sweat.

disturbing results: would you hide someone
who was being persecuted for who they were
not what they'd done? Little Sisler's and Big
Brother was also by a LIFT member, Jason
McBride, and was a look at the important
issue of Vancouver bookstore Little Sister's
struggle with Canada Customs, Jim Loves
Jack: The James Egan Story by Dawd Adkin
was an absolute delight. The video docu-
ments the life of gay activist James Egan,
from his groundbreaking newspaper articles
through to his recent fight lor same sex ben-
efits for his lifetime partner Jack. Look for
the documentary on Vision.

May 25 - the Boy’s Camp programme
had so many shoris in it that | will just men-
tion some of the best. My favourites were
the films Prague by Patrick Snee and My
Polish Waiter by Terracino. They were both
filmed in black and white and had a droll
sense of humour which New Yorkers seem to
excel at, very much lke the films of Jim
Jammusch and Hal Hartley. Drag Aftack and

Let me Be Your Underwear by Mario Soldo
and Ken Kruger provided an overdose of
magaglamour with two drag queens terroriz-
Ing the globe as rock video
goddesses/supermodels. One Night in
Heaven by Wayne Yung was a very funny,
sexy nightmarish version of a karaoke video.

May 29 - Hometown Heroes was deéfi-
nitely a showcase for the divarsity of talent
among the members of LIFT. | finally got to
see Wrik Mead and Isabelle Auger's
{ab)NORMAL which could be deciphered in
many different ways bul to me it showed the
axirame homor of a long term relationship,
The film was creepy and innovative in its use
of animated techniques. Jefl Moore’s If You
Don't Like It. Don’t Call had a man talking
directly to the camera about his difficulties in
starting a relafionship, bul the reason why hé
has problems is really far out thera. Not
Alone; A Halloween Romance by Paul
Hasick was a crowd-pleasing romantic come-
dy which was well acted and shot. Crossing
the Line by Hope Thompson focuses on a



1nside out

killer of debutantes and has an amusingly
black surprisa ending. My favourite video in
the programme was Cool by Michael
Achtman because | could complately sympa-
thize with trying desperately to ba cool but
always ending up feeling totally pathetic.

May 30 - | saw two feature films that
were both flawed but had incredible pars.
Butterfly Kiss was another film in the long
fine of lesbian serial killer films. Thera was
not that much to sel it apart from the likes of
Fun and Heavenly Crealures. The main

thing that makes the film work is the stunning

performances by Amanda Plummer and
Saskia Reeves. Rarely do name actors take
s0 many risks on film. The film should be
playing in Toronto as the newsletier comes
through your mail slot and is worth catching.
Under Heal sutfered from baeing too much
like a stage play, and the script seemed
slightly forced (mom's got a lump in her
breast and is an alcoholic, one son has
AlDS, and saw his father commil suicide, the
other son Is a haroin addict), The film doas,
howaver, have some vary good axplosive

emotional moments and never goes into sac-

charine territory, preferring to remain down-
beat and true to the characters.

May 31 - Al You Can Eat was a smor-
gasboard of films with lesbian themes, three
of them by LIFT members: Somry Sulcide
Sistar was another work of insanity by Kika
Thome which had the music of Hole, mastur-
bation and general freakiness. || was pure
rock n roll. Why I'll Never Trust You by
Cassandra Nicolau showed the danger ol
being involved with a bisexual (| know this
story ail too well), it featured stunning cine-
matography by Kim Derko and a starring role
by Stephanie Morgenstem (winning the
award for most LIFT members involved in a
single production). Beloved LIFT staff mem-
ber Lisa Hayes' film Dike was a very charm-
ing tale of overcoming the fear of flop sweat.
The film also features the cinematography of
LIFT member Carolyn Wong and was such a
crowd favourite that it played at the best of
the fest on Sunday.

Amanda Plummer and Saskia Reeves in Butterfly Kiss

June 1 - Pioneering Perverts featured
two shorts that explored new avenues in
documentary filmmaking. The first was
Richard Fung's Dirly Laundry which mixed
fictional footage of an Asian man researching
his history while travelling on a train and a
documentary about the first Chinese
Canadian immigrants who worked on build-
ing the railroad. The video weaved docu-
mentary and fichon together seamiessly and
won the award for best Canadian film or
video in the festival. Affer the Bath was a
very good documentary on an alleged child
pomography ring in Ontario and exposes the
homophobia and double standards the police
used in dealing with the case. LIFT member
John Greyson does an excellent job with an

abundance of interviews from those involved
with both sides of the issue, which puts
many so-called news shows 1o shame.

Midi Onadera’s Skin Deep also played on
June 1 but I've already seen it twice and it
has been coverad many timas in the
newsketier — it is another must-sea. |
missed Michalla Mohabear's Tiwo, bul | am
sure we will be seeing more about Michella
in upcoming issues of the newslatter,

Until next year...

Jason Romilly is a fimmaker and bon vivant.
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by Jason Mc Bride
ig Baldwin

Archivist, activist, and self-confessed “film bum” Craig Baldwin, has created a body of work thal, in
his words, reclaims, redeems and reappropriates film history. From early works such as RocketKitKongo/it
to the cult hit Tribulation 89: American Anomalies Under America, Baldwin has wittily reimagined American
history by way of the cinema that has simultaneously represented and produced this history. Employing a
vast repertoire of found footage fragments (industrials, commercials, propaganda and B-movies), woven into an ingenious and
humorous tapestry, he manages 1o create a radical and highly intelligent critique of American imperalism (and how it manifests
itself both through its military and its media).

His most recent feature, Sonic Oullaws, is an experimental documentary concemed with the very practice that his films
utilise and promote. Consisting of interviews with appropriation artists Negativiand, Emergency Broadcast Metwork, The Barbie
Liberation Organization, and others—as well as found footage and a dizzying array of film and video formats—50 explores the
nature of arlistic appropriation and collage and its place in 20th-century art.

Baldwin was the spotlight director at this year's Images festival, where he presented two programmes of his work as well
as an extremely informative and entertaining artist's talk.

For more information about his m'ms write to: 992 Valencia, San Francisco, CA 94110 USA.
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Someone once asked Dnnald g =
Barthelme why he wrote the way
that he did and said “Because
Samuel Beckett already wrote the
way he did.” So I'll ask you a
similar question: why do you
make films the way you do?

Well, Backelt did it his way, Barthelme did it
his way, and I'll do it my way. | can’t think
of anything more clever than that. The
point is that it's an authentic artist's demon-
stration of my nervous system, my sensibili-
ty, on film. Why do | do it? Because it just =
comes to me naturally, just like if | raise my |
voice in song it's going to come out a car-
tain way because of the way by vocal cords
are. So,in a way, | don't feel ke I'm in
such control. | mean, it's totally part of my
litestyle, you know, it's like a trace. A sign
of me adapting to the media landscape is
that trace, that thumb print, that footprint,
that tire-track. It just really represents my
sensibility, which is scattered, fragmented,
schizophrenic, distracted, busy, working
hard, obsessive. It's also really reflactive of =
my position in the world, which is marginal-

% ized. And rather than work for a studio and : i

< get the grants and make a perfect fiim, I'd o/ of my condition whi h as

%' Sttt i | 5 @, ﬂnfuged .amalgam of f film
tion. I'm proud of my condition which, as | t, f b d
say, Is a confused amalgam of film and \ =0, Cllp ar lmages rom Da
icleo, dip 8t imeges o bad 18odies and g ant_:l a k!l"ld of humour and

g akind of humour and rage seething through eething through it all.
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In your artist's
talk you pre-
sented a brief
survey of col-
lage film, from
Frank Capra to
the
Situationists to
Bruce Conner to Bryan Springer.
How do you see your films, your
project, as being different from
theirs? Is it the treatment of lan-
guage? Do you see your films as
being a progression of the art
form?

shoptalk

Art form is kind of a loaded phrase. | do see
them as being a progression of a form, but
that's not to say that the form has to develop
in one direction. That's the modemist con-
ceil. The point is that it explodes, moves in
all directions. So I've just moved, because
of a basis in political activism, to be more
specific about the Zeitgeist. See, | want to
have it both ways. | want to have it

(ke Conner does) that ring out and that rep-
resent all the industrial development in the
Third World with one gesture, but | also want
lo sort of play the joumalist as well and,
again, maybe raise consciousness, give
information, educate peaple, tell histories. I
think Conner is a little... called him coy
once. | guess ironic would be the word (and
certainly my films are ironic), but | just don't
think ironic is enough. | think now we're past
the point of irony and we can cedainly use
irony, but there has o be more of an active

the point is no

has b re
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LiCview with Craig Baldwin..cont...

I'm more interested in doing some-
thing more approaching a documentary —as
far as Spin [Bryan Springer’s humorous “re-
presentation” of live satellite feeds] or the
other stuff, there's not enough treatment of
the material in that case. Like Bryan
Springer, a lot of video is just letting the per-
50N speak, talking head interviews are the
best example. There's a lot of talking head
material in Spin. And that's fine because it's
good material. But | also have this love of
the plastic nature of film, and that's what you
see with me a lol. Double exposure, these
effects, you know with weird dots and graph-
ics. That's kind of a painterly thing, or col-
lage. | mean there’s examples, I'm sure
there's collages on the walls hera. It's a cut
and paste kind of thing, an arts and craftsy
almost kind of thing. That's why I prefer film
lo video, because video ultimately is dis-
tanced from the hand; you're pushing but-
tons to make cuts. Whereas film Is very
much something that's in your hand, It's very
malleable, you're working with it. That's my
strength. I've never been able 1o establish a
relationship with machines so much, even
though film certainly is a technological art
form[...] | like the idea of what Bryan
Springer is doing, but I'm just trying to make
something that has more physical body to it.
Film, this quality of projection, this dark
room, the sensual aspects of i. I'm more of
a handmade filmmaker, what do you call it,
low-tech, bricolage almost, naive art, or chil-
dren's art, or folk arl, or art of the insane.
Things that are put together in a way that
borders on ugly, but actually have a certain
kind of beauty because it's so raw. They
have a presence. The thing with TV, and
having your work shown on TV, | wouldn't
discount that, but that's not what I'm in this
for. | really like the physical experiencel...]
That's really a big practice of my cinema: the

that t

e
whole term In e en ent

n:{eaﬂ ¥

umentary.

delirious experience, the sensual experience,
the camal experience. The strobing, the
looping, the sensory overload. And rock n'
rolll That's definitely part of Sonic Outlaws.
It's a rock n' roll film. That's what | told the
projectionist: turn the sound up!

Yeah, it was loud.

Exactly, it was a physical assault, and if you
don't like it, then leave. That's just how | feel
about it; it has to be a physical experience.
So | place myself between Capra and
Conner and between Springer and Conner,
not that those are the only two poles. But |
do want to have a documentary form that
has an aesthetic sensual quality to it, has a
physical presence 1o it,

How about a more popular experi-
mental documentary like Mark
Rappaport's From the Journals of
Jean Seberg?

Brilliant! Really briliant. | was just hanging
out with Rappaport in Turin, Raly.
Everybody's been talking about indepen-
dence. What does independent mean? That
term is really up for grabs right now, obvious-
ly. 1 don’t have to tell you that. The point is
true American independents...Sundance is a
good example, are very...(I'm not blaming
independents by the way, everyone wanis to
be successful). Hollywood quickly caught on
to them and brought them in. Like Tarantino,
he's nothing, he's through. He lost his credi-
bility very quickly. So the point is now that
the whole term independent has been ren-
dered meaningless. What represents the
true high risk is actually documentary. The
whole generation of young documentary
makers...So they invited eight of them over
thewre [to Turin] and | was honoured to be
among Terry Zwigolf who made Crumb,
which is a brilliant film, Mark Rappaport,
Steve Martin, the guy who made
Thearemin...The point is here are films where
you can really leam about history, plus play
with montage. They're an films; they look
good. They're not made for TV, they're
made for theatras,

Rappaport, the first thing he said to
ma (because | was a big fan of his, | said: %
finally get to meet you"), he says: “You got .
that Fair Use book? Because,” he said, I .
got to get this to my distributor as soon as
possible, | got to read it."




Yeah, when the film was shown at
the Toronto Film Festival, the first
question from the audience was
“Did you get permission for the
clips?” and he said “None of your
fucking business.”

Yeah, he actually didn't, but it is fair use.
There's a parect example. But hey, who
was his model? Godard. The point is, if's
crificism. Instead of writing it (although
Rappaport does write ), instead of publish-
ing it in a joumal, you're using the language
of film to criticize film. I's so much more
advanced. And he's got the performative
thing in there too. The only problam with
that was that | wasn't completely sold on the
perormance. But if's very smarl. He'sa
hero...Is there another film you were thinking
about?

Well, | was just going to say
Godard's—

Godard is great. Godard's a perfect example
of someone who can be maybe the mos!
famous filmmaker in the world, but can also
make the most obscure, arty, high-brow, spe-
cial films. | mean Amarican cinema can
never image such a thing, that someone
could actually write his own ticket basically.
And do what they want. He's actually more
in the tradition of a great writer, like James
Joyce. You know, we have this idea in lilera-
ture that someone would write fine Merature,
but in movies we hardly have this idea that
someona could be an arist, a major artist
that's going to last and be used for some-
thing other than to sell tickets and popcom.

| want to ask you a specific ques-
tion about Sonic Outlaws. Why

interview with Craig Baldwin..cont.B

did you choose —maybe it wasn't
necessarily a conscious choice —
but why did you concentrate

specifically on audio appropriation
and collage rather than visual or

literary collage?

Well, | did include visual, by the way, EBN
|[Emergency Broadcast Network] is video, as
a matter of fact. And | talked about
Heartfield [German collagist and political
activist] and Dada. The point is, | don't want
to reveal all my machinations...See, when
you read the description of my film you say
that it's about plagiarism and copyright
infringement and it sounds very dry. But my
film isn't dry. As a matter of fact, it really
aggressively engages an audience becausa,
as | said, it's based in rock n’ roll. So what |
wanted to do was begin my discussion with a
popular example, Negativiand and U2, and
then from thare | could get into more S0
called obtuse elements. Then again, it was-
n't necessarily all by design. | found myself
in this spoken word situation [National
Writer's Union conferenca] that | heard Don
Joyce [of Negativiand] speak at, and | just
knew that this sort of critical mass had been
reached. This was my point of entry. | just
felt that perhaps these examples in popular
music were mora univarsal; they resonated
and spoke 10 a larger audience immediately
and | wanted to lead with this major scandal
in the rock n' roll business before | got to the
fine art, visual art details. So it wasn't like |
was trying to privilege audio over visual. It
was just that the rock n' roll business gave
me an entry. It just made sense practically.

You say that
your films are a
response to
both the “fat-
ness” of domi-
nant cinema
and the finan-
cial leanness of
the times, and
it would seem
to me natural that more people
would make films the way you do.

shoptalk

Oh yeah, people do, lots of people do, But
you wouldn't know that bacause of a lot of
these people are just leamning how to make
films, and so they're not distributed. Again,
i's like a child drawing, which is not to put it
down. In my collage essay class that | teach
right now...let's say you want to make a
movie but you never made a movie before.
If you're going 1o shoot your own stuff, you're
already investing like a hundred dollars in
raw stock and a hundred dollars in process-
ing. Are you going to work print it or not?
And then you gol to pay for space 10 edit it.
When we leam 1o talk, first of all we leam
words from our parents. We don’t make
words up. So when we put films togather,
putting a frame here and a frame here, we're
learning to organize film, we're leaming the
language of film, | think doing collage essay
exercises ara ways of getting into film,
understanding the language of film without
having 1o go bankrupt...Getting access o a
flatbed, rewinds, a splicer, understanding
what a frame Is, what emulsion is, what perls
are, what the head and tall of a piece of film
are. You leam basically how 1o work in film
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without having to
get a Bolex, buy raw
stock, establish a
relationship with a
lab, pay for the ship-
ping, and have it
come out basically
underexposed or
whatever, All that is
fine, those are
things you have to

do. In any event,
these exercises can be an invaluable way of
incorporating this language, leaming this lan-
guage.

People are discouraged because
production values are so high in the industry
that people are embarrassed that their films
look funky. They feel sell-censored. People
can't imagine that you can write with a pen-
cil, or ride a bicycle, or drive an old car, or
wear used clothes. They're colonized by
Hollywood and its spectacular qualities,

They couldn't imagine they would produce
something funky looking, used, second-hand.
There's a beauty in stuff that is slightly beat,
that's shredded or distressed, there's a tex-
ture, there's more character in it, They're
funky. That's the word for it. So there are
people who have an aversion to it, that’s why
they don't get into it.

shoptalk

| guess you could say that Sonic
Outlaws, in comparison with your
other work, is more of a “straight”
documentary. Would you say that
you're moving more in that direc-
tion or is this film an anomaly?

You act as if I'm completely in control of,
completely conscious of what I'm doing. I'm
not. The thing is—

Well, | just mean that while in earli-
er films like RocketKitKongoKit,
there is obviously an irony there,
but it seemed to me a much more

It shouldn’t be like goin
Fah, I)uin it down!
00 late for

111Gl view with Craig Baldwin..cont...

subdued, serious work. Sonic
Outlaws, on the other hand, seems
to me more consciously entertain-
ing and accessible. That's not
necessarily a conscious move?

Well, | was an angry young man. | was very
pissed off. | was very active in movements
for self-determination, not only in in Africa but
also in Palestine and Latin America. So a lot
of my films | saw as pamphlet films, as agit-
prop. Even though a lot of these political
activists, by the way, weren't into the funki-
ness of my films because of their ironic style.
But | was hoping to marmy West Coast funk,
collage, arty, loopy, handmade, raw neo-
cargo cult style with political activism, What
tumed me off ware political documentaries
that had no depth, no irony, that had no
humour. | was a Yippie, a punk, a joyous
revolutionary. It shouldn't be like going to
chureh, but like yeah, burn it down! So that
was very much the aesthetic. My early work
was more political, really hard core critiques.
That's what RocketKitKongoKitis. It is
gooty—you see it in some of the shots in
there. And it was playful. But really there is
a serious tone to it, especially the beginning,
and you didn't even see the beginning.

The thing is there are a lot of people
making experimental films, and that's great.
But | just think it's too late for Stan Brakhage.
Mot to put him down, he's a great filmmaker,
but we have to move on. There has o be
more of an engagement, more aggression.
The whole punk thing: lat’s just get down,
know your enemy, that kind of thing, Formal
play is great, but that's just not enough. So
I'm committed to 8 more political impulse.
That doesn't necessarily have to be docu-
mentary. | want there to be content. There's
50 much formal play, not only in experimental
film, but, for example, these slick high-tech
people interested in designing their web
page, but | wonder...sometimes it's just fo pul
a frame around their name. IU's pure
eqo...That's never appealed to me. | see
through that. So | wanl to make documen-
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taries that don't fit the definition of documen-
tary. | don't want to admit my own shoricom-
ings, but the earlier three films are really...the
balance between the language and the
images is too much. | expacted the audi-
ence to be pushed. I's very over the lop; it's
excessive. My rationale was, and probably
still is, that you don't have to get it all. Ifyou |
want to get it all, you'd be going to the "
library, and doing the reading. | give the
audience more than they need so if thay just
get the pattern of US interference then they'll
ses well, look. ..l don't have to know if there's
40,000 or 41,000 guns the fact is that the US
delivered guns to the Contras, you know, or
to Chile, or attempted to kill Castro. That's
the point...It's not as cleaned up as I'd ke it
to be, there's too much language, and domi-
nant visuals. It puts too much of a burden
on the eye. Too over-the-top with respect to
montage. Perhaps I've matured a little bit.
1O No Coronado! is sort of a matured film;

it's pretty good.

That's probably my favourite film
of yours actually.

Yeah. It actually tries to set up a narrative
ling, and it looks good. Some of the video
stuff bothers me now, but again that was in
the right spirit. The thing is with Sonic
Outlaws that was something...| wasn't just
making my own personal aftemative state-
ment about these arists. | was entering into
the arena, the field of rock journalism...|
dacided I'd let the principals, the people
involved, do their own talking, and follow
their testimony. So | lightened up a litle bit.
There's still all these wild cuts, it's still totally
montage. But at the same time, | just lat the
interviewees do the talking basically. Even
though | have to make choices about what's
in and what's out. So it does look more like
journalism because it was based on inter-
views. There weren't any interviews in the
other ones. The other ones were my ¥
research. So it [Sonic Outfaws] has a broad-
er appeal.

What | want to do is get mora into is
leaving behind the angry agitprop, still tinker-
ing with it, but indulging more in storytelling.

That's not to say narrative,

S

in deep space and playing
maore with allegory or
metaphor. Gestures that
have a kind of meaning, not




just “John went 1o the restaurant, bought a
beer”, but that have a larger maaning about
the history of radio and TV, But there would
actually be a person moving through, not just
a philosophical, concepiual thing...I want to
play with cinematic space, with miniatures,
rear projection. So I'm trying 1o find a form
between documentary and experimental, but
using some narmative elements 1o create fan-
tasy. More like fairy tales. Fairy tales are
narrative, they're stories, but they're not like
realistic stories. That's the worst thing, |
saw this airplane movie coming in, Beautiful
Girts. | don't know if you heard about or not,
but it was the worst. The acting—it just hurts
the eyes. It's demeaning lo you, as a viewer
lo have o engage in all the premises that

are beneath that. We'ra going to pretend,
we're going to identify with these very obvi-
ously stupid, shallow paople. But again, fairy
tales are not quite real; they're not supposed
o be real. | want to do something that's
more allegorical, a moral fable thal means
something not just you know boy meets girl,
foliowing someone around in real time and
Space, but something that has some real
imporiance to &. Poiitical fantasy is what Il
call i

Your films reach a relatively small
audience, yet as a political film-
maker, you, | would imagine, want
to a reach as a large an audience
as possible. | mean it's an old and
kind of naive question, but how

|dea of ?hcentr““

interview with Craig Baldwin..cont

much accessibility do you feel you
have to invest in your films if you
want them to reach a larger audi-
ence and have some sort of politi-
cal impact?

You know it's a good question, and there's
no answer. | was just on AN Things
Considared and the guy asked the same
question, We've already gone through that,
the question of the centre and the margin,
especially in our wordd. The point is you
don’t dumb down your films fo make them
more succassful. You want to take people
away from the centre. You don't make your
movie in the image of the centre; that's com-
promising. That's decay and conformity.
You wanl to lead people out with & new
idea...You challenge people, and you don't
underestimate them, you give them credit
and respect. You disavow yourself of any
flusions of being all things to all people. You
can't be that and do that, especially with a
low budget. The whole idea of a centre, of
the mainstream, is, as we say, a paper tiger,
a myih, If you believe it, you're brain-dead.
The idea Is you have a different model:
autonomous audiences. And it's come 1o be
trug; that's not just a progressive phikosophy.
You can make a successtul film and all you
have to do really is speak to your own com-
munity; the whole explosion of the indepen-

'

dent film scene, and
gay and lasbian
films, and ethnic
identity films. Mot
that it's necessary to
just speak to them,
but you can. So the
point is not to have
the iHusion that will
play in the mall, and
everybody will go to
it, but that your film speaks specifically 10
your audience. I'd rather say things to you
which are more meaningful and make more
of a difference, then say some very bland,
general things to a joumnalist for a main-
stream thing, it would just be pulp, filling the
page up...An arlist is supposed to make
things that are sublime, and beautiful, and
refined. You're not supposed to make some-
thing that's base. People come to art:
they're supposed to be enlightened and lifted
up by it. My idea is you don't try to get to a
farge audience, but recognize thal there's an
autonomous audience. Self-selected groups,
people who identify themselves as lovers of
art films, or gay and lesbian films, or
Mexican-American films. Sub-groups. And
that's all you have to do is reach that audi-
ence, identify with your community, This
idea of a melting-pot is a certain liberal
notion, and it doesn't exist...| think what
we're doing is seeing a dismantling of this
whole modernist idea of universal man,

e rna nstream, is, as we say,
evm

, you're brain-dead.
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New Canadian Private Parts|
and Public Personas 1n the et PRSrsugme
Gr’easy [T RNo M o review of three

programmes in the Images Festival.

V-Tape sponsored the first !
Friday night of the Festival, |
assembling six new works that
explore sexuality and the
human body under the title
Private Parts & Public
Personas. The productions
dealt mainly with the female
body as sexual, maternal, and
as exceptional.

For instance, Sex Bow! by E.T. Baby
Maniac, Shu Lea Cheang and Jane Castle was i
a playful look into the game ol sexuality.
Pervarsion carmed a kinky tune with edited adit
black and white video from a local bowling alley,
Everyong's going for the sirike! Tha hipness of
it all was what Kelly O'Brien and Jane Farrow
looked at with their video Nice, A good first-par- |
son narrative led the audience through popular
media's recent fixation with chic lesbianism,
Our character, played by Farrow just couldn't it
into the media’s range of sexual personas. A
truly priceless moment has Farow shopping,
humming along to K.D. Lang. The short video
Mot Teugh Enough said to hell with it — Anella
Pahlke and Brenda Barns created an East
Coast, leshian singalong that reminded me of
Canned Heat's song Moving fo the Couniry.

Sick World lii: The Baby allowed the audi-
ence 10 pause and ponder at how we define the
roles of Mom and Pop. In this personal docu-
mentary, Deborah Vanslet arranged a structured
frame where she spoke directly to the audience,
relating a tale that spoke of the endurance of
being the non-birthing partner of someone _
who's giving birth. Her engaging, anecdotal, 4
heart to heart commentary to the camera was
highly effective.

The animated short that followed won the
Telefilm Canada award. Gail Noonan's Your

z =Y Name in Cellulite is a playful film that pokes fun
E=ri U . at the painful struggles involved in women's

- = : : beauty rituals. The animation was prefty slick

Jane Farrow savors her new found lestion pocessories, driven o m b}r the power and the pm has a g[uat Erlj“]g_

of kd's gentle persuotion. (Kelly 0'Brien ond Jane Foorrow, Mice)




Sarah Lightbody and Karen
Tisch curated the Festivals
first night, starting with
Shooting Blanks, a co-produc-
tion between Mike Hoolbloom
and Shawn Chappelle. It was
interesting watching Hoolbloom
‘s minimalist frome and narra-
tive monologue that playfully
addressed the audience and
portrayed the precarious
struggle of Canadian cinema.
Chappelle breaks the pace with
a montage of distorted images
of America, images so severe
that I needed to catch my
breath before the next film.

The poetic black and white images of
Alina Martiro's Pearl Mad smoothed every-
thing out. With the use of a warm narrative,
Pearl Mad flowed from the struggles of a
woman who worked in an insemination lab o
an analysis of the sexual hierarchy of past
generations,

The programme became more formal
with Sara Diamond's Fit lo be Tied. This
well-structured documentary outlined the
social and political history of women during
the Great Depression. Like many progres-
sive documentaries, Diamond used minimum
talking head shots, opting instead for
images that breathed life into her commen-
tary.

There were three films in this programme
that leapt away from the rigours of the realist
world. Non-Zymase Penthathion was one of
them. Chris Gehman and Roberh Ariganelio
created a dancing visual circus of what could
only be called “pop” images. Cut outs and
collages that were animated to freak you out
(it was pretty cool). The whole thing played
perfectly into the following production Nuvo
Homo. The audience chuckled at Lorri Millan
and Stephen Lawson's collection of short
videos that introudced the gay community to
the Midwes!

The visions of John Kneller's We ara
Experiencing Technical Difficulties... were

New
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beautiful. Colour and imagery, optically print-
ed with organic forms created a moving land-
scape that carried beautitully in silence. This
formal moment was continued in the neaxt
video. Steve Reinke's Talk Show used digital
morphing technology on a series of shots of
feat, interchanging all of our forms into one
visual world,

In tha next production Kathleen Maitland-
Carter and Su Rynard flipped the perspec-
tive, tuming away from the whole and ana-
lyzing the individual, Sexual Healing used a
conventional documentary style to explore
six women who had discovered themselves
through various sorts of sexual transforma-
tion. (1 tumed away during the nipple pierc-
ing...)

The programme ended appropriately with
Yasmin Karim's film Sijil, an animaled spec-
tale, strongly imagistic, with rounded flowing
colours dancing 1o the music of Dr. Allamah
Masir Hunzal,

The last programmes of the Feslival took
place in the soon-to-be-condos Metropolitan
Theatre. There was great irony in walching
Heather Frise's and Valcrow Rippar's Bones
of the Forest there, a documentary about the
destruction of something we view as majesti-
cally beautiful. The theatre was packed and
judging by the applause, the audience was
truly moved by the imaginative force of the

Florence
Dore, Julie
Kemp, Niki
Cousino &
Sarah Lewison
in Fat of

the Land

The last night leatured three video
screenings, baginning with Jody Lafond's 3
PSA’s on Welfare. The three short pieces
ware designed 1o debunk the myths about
people who rely on social assistance. The
announcements were effective and straight-
forward. After the show Lafond explained
that the spots never ended up making it 1o
air because of the political swing to the right
in New York stale. She doesn't like Newt
Gingrich... The same provocative tone was
present in the documentary Despite TV
Decoded. This London, U.K. production pre-
sented a much more aggressive approach 10
objecting to neo-conservative ideology.
Using dark, high energy footage from several
high energy protests, Great Britain's Despite
TV had assembled an angry vidual slogan
against the new world order.

The last screening of tha evening was
more cheerful, but just as politically minded.
Fat of the Land is a how-to road movie by a
group of women environmentalists, who
instruct the audience in their method of using
vegetabie oil to power a diesel van across
the country. This entertaining film combines
the struggles of shooting a road movie with
technical jargon about rendering fat on the
road 1o use as the next days fuel. If only our
science teachers could be been this much
fun.
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The Toronto Worldwide Short
Film Festival has {ust wrapped
up... four fun filled days of
bitchin' short film screen-
ings, each culminating 1in a
party. Day one gala screening
ended with an opening night
bash at what used to be Three
Small Rooms restourant in the
Windsor Arms. It is now an
empty concrete chamber, which
was decorated for the occasion
with hanging sheets of muslin
and inexplicably straw and
bits of twig. The barn look?
Very Martha Stewart. Just like
a barn, there were no bath-
rooms on site, and the kindly
sympathetic staff recommended
Toby's around the corner... I
heard that the best party was
at Fune, in honour of the
Japanese programme presented
at the Festival. All the
sushi and saki you could
imbibe free of charge. Not
like the party at 217 Richmond
St. West - cash bar only.

| attended some of the workshops
at the Park Plaza hotel. Most were
geared al beginners: the writing work-
shop featured the usual delineation of
story structure - find your plot points,
make a 'beal sheet' - contradicted by
those who favour the ‘just write it, then
structure it' approach. The questions
from the audience were disappointing -
“What time of day do you write? Do
you think formatting is important?”
Best on the panel was LIFT's own
Stephanie Morgenstern, recent winner
of the script prize at the Yorkton film
festival Stephanie's remarks made
most sense to indies; reminding every-
one thal she could only speak from her
own very limited (albeit highly success-
ful) experience, she said that she had
taken the money saved to buy a
house, blown it all and then some, "I'm
broke, “she said, “...but boy am |
empowered.”

Grant Campell’s Dirty Creature

Among the pieces of advice she
gave was one that seemed essential to
those stalled in getting going on their
first film - ask yourself whose permis-
sion you are waiting for?

The funding workshop fared no bet-
ter, with questions like “Try to get cor-
porate sponsorship,” and Remember
the grant system...” Again, complete
beginners may have found more worth
mining from these sessions.

There's less of the extreme or edgy
kind of filmmaking you see at Images
or Inside Out's Festival, and the choic-
es seemed streamed in a more com-
mercial direction, resulting sometimes
in more style than substance, and the
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absence of some local hits, but on the
whole the selection was interesting,
and some films rocked. Overall, the
work presented showed what can hap-
pen when short filmmaking is legit-
imized and supported by the induslrl_.rJ
by which | mean filmmakers get mon
{and one could get cynical looking at
the glossy Euroshorts compared with )
the - er- fiestier look of most indies
here at home). My personal favourite
was the meditative The Whispers of
the Wind by Franco de Pena - an old
man tries 10 coax his burro up the
rocky slopes of the Venezuelan moun-
tains - but maybe that's just me. The
festival gave best of fest to Nowhere
Man, a rather | thought uninterestingly
made notion film of a man who disap-




Toronto Worldwide Short Film Festival..cont..

pears at his desk. The truly terrifying
The Fridge appropriately won best
international short, and the well made
but strangely undramatic story (it was
meant to be a temifying story but by
focusing as it did on the father not the
child or the mother it lost some of its
punch) Curiosities won best Canadian
short. The Best Documentary winner
was Jacek Blawut's excellent | Had A
Friend, about a man invalided out of
the French Foreign Legion who was
adjusting to life in the non military
world. Inexplicably, Best Animated
Short was a clunky computer-rendered
piece of juvenelia about a dog eating
his own shit - an ridiculous choice
given the many compelling animation
works there. (David Stewart's
Cabbage, Chris Landreth's The End,
the Mick Park shorts, and I'm sure
everyone has their own list).

To my mind the more unusually for-
mal films, like Roswitha Menzel's The
Last Cowboy or the truly original sto-
nes (like Dirty Littie Creatures by New
Zealand director - and I'm sure every-
one has their own list) were unfortu-
nately unrewarded in the final analysis.

The festival was well organized with
lots of available information, repeat
screenings and screenings that started g
on time, and good prints. The awards [
ceremony though was a fiasco - Fest
Director Brenda Sherwood, perhaps
having had a late night, forgot the
names of sponsors, neglected to call
invited presenters up to the podium,
forgot to mention names of the win-
ners, and when unable to pronounce
Jacek Blawut's name, giggled uncon-
trollably.

Finally, one must ask why the
Canadian industry doesn't support
shorts the way Europe does, as a legit-
imate, distnbutable art form. Aside
from the CFMDC, there is in Canada
an absence of vision in this regard.

Luc Beauchamp's Le Lion et 1'Angneau
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288 In order to make submission of completed films to

8 the Programming Committee simpler, we have set up 8 ¢ el
8 a drop box, located at the LIFT office. Please leave B8 ﬂ'nm‘nr ur _' =
.'-.:1. us your prints, video dubs, or just descriptive materi- SRS A G-wﬂir ﬂx '

§em als on your finished (or nearly finished) films, so that -

N we can show them at future LIFT screenings. (Be

g sure to include contact information with all submis-
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Wanted: Travel Video Footage to be
seen on Paragon Entertainment’s new travel
series, DESTINATION X. We want to
mtpﬂm the world through the viewvinders of
: s acroos North Amenca. Send your
205 (02 119 Spadina Ave., Suile 900A,
0 Q:!arluo M5V-2Ly.







monday ;.
'?q

month\y

LIFT e

ﬂ

F

i I L :

T - | _ ‘ . \:: . %

rsonal Stat?*] Le \ i
|

M
Angst €




