Mark Williams
13min 16mm 1995

Mike Hoolhoom
6 min Tomm 1997
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editorial

I've been TIFF'n at the Toronto Internaotional Film
Festival Stroight, undiluted film concentrate for
ten days A cinema bender endowed with such import
that I thought it would leave me with the meaning
of life or at least the meaning of cinema What the
Festival did bring home to me, re-iterated by the
filmmakers I spoke to there, was that cultures all
over the world are experiencing the same struggle
for the survival of indigenous product against the
tidal wave of American consumeér culture Who knew
that we would be part of a resistance movement,
growing in strength Simon Perry from British
Screen spoke about resistance through co-production
(you moke one of ours and we'll make ene of yours,
agnd together we con stave off Hollywood )
Taiwanese director Wang Xioco Di spoke about the
need to maintain her identity against a mainland
Chinese government who is busy selling off their
screens to the Americans Perhaps the truest words
were Irish director Trish McAdam's (Snaokes and
Ladders) about the tension between art and com-
merce, “It's a necessary struggle, as long as
nobody wins " We decided to focus on two 1ssues
distribution, since that is what the Festival has
to offer indie filmmakers, and worldwide film sto-
ries,tales from the fringes Watch these pages now
and in the months to come

message from
the chalr

bers to take responsibili

The year - in Board terms - X
ty for their co-op, to

is drawing to o close We

it @nd lacibies. LIFT hosts o progrsn ol workahops and monthiy
sereanings and i provides accean i information ngarding hunding
sources, loatival and grand deadlines and other relaied matters.

LIFT is supportad by fls mambarship, the Canada Council (Mada
Asis Soction), o Ontatio Ars Council, Metro Councl Guitural Atiairs
Drvision, lve City of Toranko Ihrough the Tamonha Ars Coisned, the
Hasonal Fibm Baard of Canacda, Telelim, the Ontane Fim Dewelopmant
Corporatian, iha Govermmant of Orinno Bnough e Ministry of
Citirombip, Cullurs and Flipcroaion

Articlos published in the LIFT newsletiar do nof nece-ssarly refiect
thee viewa of the editons, the Co-op or members of the Board of
Dwoctors. Lefers (o the sditor can be senl clo LIFT, 37 Hanna Avenua,
Sule 301 Toronio, Dntaino MSK TWS, Phone, SBB-B444; Fas, 558-TOTT.

LIFT s websile was incomoctly addressed n our last ssue. The
cormect addresa
hitp-llwww inloramp redl - Il
e-mail- N0 irlocramp net
Aryore Wit uealons, RQpestons o chias, phease cal Leos o e
LIFT ofics, or e-mal s
DO YOU HAVE o-malTT7?

Send us your e-mal address and el s know if you would be nterestog
in mecenvirg your b-monthly mading Dy e-mad in Te near fufire. You
can g-mall he infa o u al Il inforamp.net

are seeking fresh Board
Members to toke the place
of those who's tenure has
been completed Being a
member of LIFT's Board of
Directors generally repre
senta @ two-year committ-
ment to the position, with
Board meeting held on the
first Wednesday of every
month But 1t 15 much more
than just o schedule of
meetings The LIFT Board
of Directors is an impor-
tant opportunity for mem-

have a say in the direc-
tion of its operation and
- to the best of their
ability - ensure the co-
op's continued success

To be appointed to the
Board, please come to the
Annual General Meeting in
November You must be a
full or ossociate member
in good standing LIFT 1is
a membership driven co-op
Feel like taking the wheel
for o while?

Until the AGM

Hope Thompson, LIFT Chair
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CANADA COUNCIL FILM
PRODUCTION

Creotive Development grants
November 15. Coll Can Council
& 1-800-263-5588,

or David Poole @ 6143 566 4414
ext 4252

FOUNDATION TO UNDERWRITE MEW
DRAMA FOR PAY TELEVISION
CFUND)

Seript Development for
Writers & Producers

December ~ 1996, Feb 14 1997
For more info call. 416 956 5431

upc

FESTIVAL

3rd Sousse International film festival for Childhood and Youth Oct. 24

Rotterdam Film Festival

Academy Awards/Documentary Awards

Ciudad de Jaca Int’l Sport Film Festiwval

Paris Fest Int'l du Film d'Art et Pedagog

Paris Int'l Film Fest of Visual Tnthro & Soc Doc.
University of Oregon Queer Film Festival

Calcutta International Film Festival

7th Festival Int'l du Film Animalier d'Albert
PARIS 9TH Int'l Audiovisual Programmes Fest France.
Santa Barbara Int'l Short Film Fest

Montreal Int'l Short Film Festival

Films de Femmes de Creteil et du Val de Marne
Edmonton Local Heroes Film Fest

Nontes Womens' Film Festival

Montreal International Symposium of Electronic Arts

Bl -
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THE CANADIAN FILM AND
TELEVISION PRODUCTION 2»
ASSOCIATION (CFTPA) -
1996 Mentorship Training
Programme

Submission Deadline Thrus
Oct 31 199¢ y
Applications are available at the
LIFT office, or contact CFTPA at
416 927-8942, 1 B0@ 267 B208, or
e-mail. troining@cftpa ca

ONTARIO ARTS COUNCIL
First Film & Video

January 15 1996 '
call the office at 961-1660 &

i

&

DEADLINE TELEPHONE

Oct 30 +31-10-4118080

Oct 31 213 278-899@

Mov 1

Nov, 1 42 B5 @8 88 ﬂ%
Nov 1 *'
Nov 1 5@3-346-4375 dﬁ
Nowv 7

91-33 228 7911 %c
Nov. 15 22 74 32 44 0%

Nov 16 33 1 45 61 01 66 .

Dec 1 885 963 @023 %

Dec 1  514-285-4515
Dec. 10 ﬁmwwu%'ﬁﬁ
Dec. 13 403 421 4084 h
Dec. 15 33518231 @ vﬁ%
Dec 31  514-990 0229 4,
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LIFT & CINEWORKS Vancouver
are doing an exchange screening

in early 1997 If you have a
recent (after September 1993)
short (under 12 minutes) that
you would like to submit for
screening in Vancouver as part
of LIFT's 98 minute program,
contact Deanna @ LIFT S88-6444,
email 1ift®@ inforamp net

WOMEN IN THE DIRECTOR'S
CHAIR A national professional
development workshop conducted
by Anne Wheeler at the Banff
Centre for the Arts, lanuary 18-
29, 1997 Six actors (M/F) will
be required for scene study with
the trainee directors The
workshop budget (pending fund-
ing) will cover a?l expenses,
plus a token stipend for the
workshop If interested, please
send your photo and resume and o
cover letter to Actors/Women in
the Directors Chair, Attn Carol
Whiteman & Gabrielle Rose, c/o
1622 West 7th Avenue, 1st Floor,
Vancouver, V&) 155 or c/o 200
Homer Street, VYancouver, B C
VEE ZWS

SHAMELESS SHORTS is an
alternative half-hour program
dedicoted to independent short
films from Conoda and around the
world Showcase the work of
female directors Their tastes
are eclectic so send your comedy,
droma, animotion, documentary or
experimental work Send a VHS
copy and publicity material to
Laura Michalchyshyn, Producer,
Shameless Shorts, WTN

WANTED INFORMATIOM ON
ARTISTS AND PROJECTS IN NEW
MEDIA ¥ Tape is embarking on
a pilot project to collect and
catologue informotion about
artists and projects in new medio
including CD-ROM's, selected
oudio artworks ond creative
internet projects The catologue
is intended os a platform for
grtists to showcase projects
available for sole to arts aond
cultural orgonizations If you
are an artist with work appropri-
ate for inclusion, please conta-
cat V-Tape with the following
information title of the art
work, description of the piece,

held this spring. Report o festival heedquariers by

¥ f
- Screenin

run them in a calendar

i % Name that Newsletter!

Sk for itself,
® update the storyboard ~ 1

g 0ffice The entire
e sive storyboard will
~_‘1n December

%t ing for new members
* about the Annual General
s Meeting in this 1ssue

NI e &

gs? TV dates?
Events? Let us know and we'll

Storyboard - we gre trying to
ou
have new work or work that %s
in the works or recently com-
leted, call Deanna at the LIFT
comprehen-
come out

# The BOARD OF DIRECTORS is look-
See news

416-971-8405,

The LIFT Yt
Newsletter wants to moke a nome
Any suggestions?
Write, caoll Deanno or Email

Avec Pyar (Pamphleteering)
at (416) 5@4 9932

DESH PARDESH is looking for Committee
Members in the following areas
Fundraising (Grant Writing, Fundraising
Events), Ongoing Programs (Overall Board
Vision), Festival (Working Committee),
Call Desh

=3

relevant information; a biography
and CV, Submit to John Chung at
V Tape, 401 Richmond St W |
Suite 452, Toronto M5V 3A8 Tel
351-1317, Fax 351-1589 Email
videoBastral magic.ca

THE MATIONAL FILM BOARD OF
CANADA is lounching o produc-
tion program to eéxpand filmmaking
ugpurtunltie5 for aoboriginal peo-
ples in NFB production  The AFP
15 @ 3-year initiative from the
English Production Branch The
program will set aside %1 mil-
lion for each of the 3 years to
finance its productions and will
provide an opportunity for inde-
pendent aboriginal directors from
across the country to produce or
co-produce film or video pro-
jects. The AFP will serve as @
replacement for the NFB's Studio
One structure. For more infor-
mation contoct Louise Lore,
Executive Producer, NFE Ontario
Centre, 150 John Street, Toronto
?g;?353 Tel 973-2079/Fox 0O73-

PLEASURE DOME 15 seeking
submissions from Toronto-based
film & video makers for their
New Toronto Works show to be
held in January 1997 Please
contact Pleasure Dome at #2220,
37 Hanna Avenue, Toronto MEK
IW3, tel 416-%966-8732/email
skinkBPio org Website
www 10 org/-skink
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& Congratulations to independent filmmaker/producer and LIFT member
#8 Jennifer Holness, and filmmaker/Trinity Squre Video Technical guru
iﬁDﬂuid Sutherland who were married on October 20, 1996

KELLY MAKTIHN B Sachtler Tripod with stan-

pment Donation dard 1Eg$1 bﬂh}' 1|.EgSr and h‘l.gh hﬂt
. Bolex underwater housing

(for a paralox Bolex)

LIFT would like to thank Kelly All equipment has been sent for

Makin, a Toronto director whose testing and an overhaul before we

recent credits include The Kids In make 1t available for rental.

The Hall film Brain Candy, for We’ll keep you posted on rental

donating some incredible eguipment rates of this great new stuff

to LIFT It arrived safely to its :

new home on September 19. This 3Special thanks to LIFT members

P e

enerous donation included the Carolyn Wong and  Roberto
‘£ tollowing equipment in excellent Ariganello for their help in
IP condition: dcquiring this donation
. 1 1 Eclair NPR 16mm comera

Ili package with Angenieux 12-120 zoom
iy lens, 4 mags, matte boxes, bar-
oy ney, and tons of great filters

A Cinegon prime lenses (5 7mm,
n 1@mm, 16mm, 25mm, 35mm, S@&mm)

a0, i R :
WBLIFT Orientations Tuesday, ﬁ'ff;’{
S November 19, 1996 11 3@ - %%%
100 pnm 4 4,%,

g There will be an orientation £ A S
session for individuals who are G "

thinking about joining LIFT and &%

members who haven't yet famil- .

:_ iarized themselves with the co- %(
Eop's facilities %%5.%
GERLGIUUES——

ally

_ ":'-‘.-.".:r. = o :
™Sally considers her future now W&
wthat she has left LIFT GOOD M
!




Protools Update

Eight members and 1 staff member
were trained on LIFT's new
Protools system at the end of
September Workshop participants
were heard saying  “incredi-

ble . versotile. 50 much bet-
ter than cutting on mug! . awe-
some . I'll never go back to the
sound bench”. We look forward to
somé nem projects starting up
soon. Renovations are underwoy
in the grey suite beside the
Oxberry room This will be the
Eermunent location of the

rotools suite Until the reno-
vations are camﬂlete (late-Oct),
the room rates have been dis-
counted at $7/hour for full mem-
bers and $14/hour for ossoicate
members The rates in the new

R @ BEEWTy B TeE

Digital Mon-Linear Editing
Available at Trinity Square
Video

LIFT's sister organization,
Trinity Square Video, just
acquired an EMC off-line digital
picture editing suite, designed
to generate a neg cutting list or
a video EDL (Edit Decision List)
It is a DOS based, windows envi-
ronment interfoce, with source
window, master window, and time
line It does dissoloves, fades,
and other effects Picture can
be digitized from Betacam,
Betacam SP, 3/4", SVHS, and/or
VHS Trinity will be holding
orientations and workshops very
5000

LIFT members con access this new
technology by hiring an editor or
operator who is a member of
Trinity Square Video, who must be
in the room whenever you are
Under this

there editing

facility will be $18/hr for full
members and $28/hour for associ-
ate members

Two more Protools workshops have
been odded Session 1 Nov 21,
7-18 pm and Nov 23 & 24, 1@am -
6 pn  Session 2  Nov 21, 7-1@
pm and Nov 30 & Dec 1, 1dam -
6 pm Enrollment is limited to 4
Eer session. Cost . $125 for
IFT members, $168 for non-mem-
bers  Registration began Oct. 8
Call the LIFT office to see if
any spaces remain, or to have

our nome added to the waiting
ist

FREE PROTOOLS PRACTICE HOURS
TUESDAY 18 am - 1 pm

- e

arrangement, the project is

billed at an Intermediate rate,
which is 60% higher than the mem-
ber rate At press time, the
rates had not been set, but a
Trinity Square insider revealed
that the rates would be ®very
very competitive” To find out
more details obout Trimity's new
Eg;g suite, call them at 593-

Just to clairfy policy, LIFT mem-
bers can use LIFT equipment on
non=LIFT members films, but the
member is responsible for the
equipment and for paying the

bill Plus they are billed at
the Associate rate, regardless if
the LIFT member has full stotus
So, under this policy, a Trinity
Square Video member (or any non-
LIFT member for that matter) con

N

4
J
—_—

_an0€

LIFT hes set aside three hours
each week to allow full and asso-
ciate members to practice skills
learned at Protools workshops, or
for those with experience on sim-
ilar systems who require o little
time to make the switch to
Protools If the session is not
booked the Friday prior, an edi-
tor moy book the time for use on
a Fruaect, for which they will be
billed the regular rotes” Up to
two ueuﬂle con book the session,
and work together

LIFT Technical Coordinators, Lisa
and Greg, ]
“How-To

are busy compiling
Protools manual

use LIFT's new Protools Digitol
Mon-Linear Sound Editing Suite,
as long as they have a LIFT mem-
ber working for them os Sound
Editor or Protools Operator The
LIFT member must be in the suite
for the whole edit, and is
responsible for all bills incured
by the non-member in thier nome
Since copyright of the film 1is
not held iy o LIFT member, they
will be billed at the Associate
rate ($28/hr) LIFT coutions 1its
members from entering into an
agreement like this with a non-
member, since the LIFT member 1is
109% responsible for all bills in
their nome. A few LIFT members
have been left with bills incured
by non-LIFT members, and have
been reguired to pay them
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oter people’s noney...

The 5288 million Dollar Fund

A pragmotic reason for pursuing
the possibilities in Broadcast is
the new 5200 million dollar fund
announced by Minister of Canadian
Heritage Sheila Copps at the
Toronto International Film
Festival Available for the cre-
ation of indigenous Conadion pro-

ramming, this fund absorbs the

50 million Broadcast fund and the
550 million Cable Production fund
and aodds a further 188 million to
the pot Eligibility? S@X of the
fund 1is earmorked for (BC-
Independent “co-productions®™, in
order to financially commit to the
CBC's new requirement to show only
Canadian programming (the Corp
cannot however use it to fund in
house programming or to offset
budget Ens&es) The remaining 100
million 1s to be spent onm drama,
variety, children's shows, docu-
mentaries and performing arts pro-
gramming Production must meet 8
out of 1@ points on a Canadian
Content scale and be broadcast on
prime time within two years  Any
Canadian-controlled production
entity may apply for financing.
“Current ?Eﬂeral el 1b1lity cri
teria employed by Tn efilm Conado
and the Cable Fund for independent
and broadcaster-affilioted produc-
tion companies will remain 1in

place ” _
O0f course, questions remain
obout access - ond the servici-

bility of this fund for the truly
independent filmmakers, not all of
whom have been graced by recogni-
tion from Telefilm.

More importantly, though, it
seems toe put the onus on
Broadcasters to determine the
direction of “indigenous Canadian
programming® With our theatrical
feature funding in more or less
crisis, and less ond less will to
repotriote Conadion screens or
claim ownership of that oudience,
will our stories now be told only
in a way suitable for prime time?
That's the way 1t looks.

In the next issue What have
the Arts Councils been up to laote-

ly?
/




The Salon des Refusees

Ihere is an sudience that won't cross the street (o attend the TIFF, eschews the lincups, ridicules the
glamour and finds something obnoxious in the TIFFs claim 1o discovery of independents that they

have mllegedly “foumd’

This is the sudience that accuses the TIFF of wokenism, prefers 1o seek oul the

clundestine sereenings and suspect Glms year round and tends wwards the other, smaller, more selective
Festivals thist present a fare that's way way ol there by TIFF standards; and whom the TIFF tries 1o
nppease with the Cinematheque.., These wike people comprised the standing room only erowd present
ut the LIFT Salon des refusess, now in dis 3rd successiul year.

ihe pocked Rivoli showing included

Dike by Lisa Hayes, in which o
-{ln-un-g woman bottles o flop sweot prob-
ems,

Four of o Kind by Ron Koperdrood
gnd Joe Mahoney: As Koperdraood
describes it, "A new guy joins a poker
group ond is mercilessly tounted by

another until +things go terribly
wrong.” What hoppens in the and?® 1
ask, “The weenie blows off the

tounters arm.” “So it's cbout empow-
erment?™ “I guess thot's obout the
only socially redeeming message you
could get out of it.™

Roses are Blue by Edie Steiner. A
iyrical meditotion on longing and the
desire for change. The film portrays o
woman's passage through a series of
Life imoges that connect to her chore-
ographed performance in the film.
This choreography introduces us to the
symbolic significonce of the blue rose
- an object of fontasy that is at once
desired ond unattainable, beautiful
and sorrowful.

Killing Time by Poula Tiberius is a
dork comedy about what hoppens right
after your house burns down, Kate
{comedion Tonya Henley) wonders the
streets of Toronto in a stote of shock
ond finds no comfort in the unsympa-
thetic reaction of her friends (stand-
up comics  Eric Marier ond Randy
Metson).

Hongman's Bride by Noosi McCormack
This is o great movie, based on the
true story of serving moid Froncois
Rolon and Jeon Croelere, two condemned
prisoners convicted of theft and ille-
gal duelling respectively
Incarcerated in adjoining cells, “This
neighborly arrangement Llaunches an
allionce based wpon honour, guided by
seduction and cemented with a conspir-
acy to outwmit the law.” I won't give
away what happens, but I really want
t0...

leap in the Dork by Kiomars
Bazrafshan. A norrative droma obout o
bosnian regufee gquest to bring to
Conada her doughter ond husbond from
whom she hod become separated during
their flight from thier home.

Neighbours by James Desrosches, a
comic Jjourney into porancia and mad-
ness as a man finds himself obsessing
about noises from the house next door,
that might not really be there. ..

Good Night by Rick Palidwor: Larry
and Louise are from the planet eorth,
and show no sign of leaving. Ever. A
horror film disguised as a comedy
about the last couple at a party. (On
September 20th, Good Night received

honourable mention ot the Lighten Up
Festival of Mew Comedy in Jamestown,
New York.)

still from Killimg Time

still from Crood Night
background image: still from Koses are i

KALE (TANYA HENLEY) £ MAM oN BENCH (RANDY HETSON,




intriguing and co
once tries to soti
representation of
ing and present a
Canodian cinema tha s commercial.
It 1s griticised falibeing too commer,
cial, fand being o gNEERB) for failing )
to provide for the Pl diverse voices
and perceptions in"Cangdion film and
for tokenism in its’

frts to do so.
Eminence griseyof Eriticism Peter
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riial. It at
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Harcourt le snce of
Richard Kerr "S5 ftfure, ond that
of Lucie Lasber sous les
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all know
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and F the other hand,
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S0 Boy's Club and

Hard e they were to go
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of the Contemporary
thot tends to

g talent moking its
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At Festival 1
shoemgkl, Cat Swalla

Speakg Wilies, Project

TroubRes The Cockrooch thaf

Cinci 1, L'Escorte, Lulu,

Surmetll Alone, Bangs, 8 Men Cao
Euges Evangeline, My Mom Works At

Searsy Con I Get a Witness, Lodela,
Frostbite, BBQ Muslims, A Hunter Called
Memory, Shhh, ond Alone.

Az glways, LIFT con proudly align
ourselves with the accomplishments of
our members, whose films were among the
most successful ot the Festival  John
Greyson's Lilies is georgeous, Jason
Romilly's Alone set my teeth on edge
with 1ts representotion of bod junkie
life ond delivers o sad, sod message

about the human cand
few, The Cockroach
15 very very funmy
Colled Eugene is a wmitty,
deconstruction of the human gehos
ject, Wrik Meod's scratchy-old-mg
Frostbite is a moving portrait g
whose lover has frozen nearly
(is this the guintessential
love story?) 1 loved My
Sears (os did the audience),
Called Memory 15 on evocativi

e dance film o in thede
e tiva }'

Dog Run,

into Night,
Accidental @rs von Trier's hand
held 35mm reaking the Woves, my
personal fa favourite, Shone

Meadows s § ime, (mode for {5,000
starring friends) which is like
an early ch. The Last Angel of
History, n introduced me to the
work of John' Akamfrah and made me on

immediate fan, 1 Bring You
Fronkinsense, Mirror Mirror, Pin Gods,

Fest directors like She
Xioo O, ond Trish McAdos

(/_*Just for fun, 1 mde\

the following list:
PERSPECTIVE CAMADA INCLUDED:

16 features over 8@ minutes in
length'4 by women, 12 by men,

Sat /2 hr - 1 hr:
i by men

22 at under M2 hr:

= 2 by women,

- 6 by women,
g 16 by men /'




by bTaSEVtﬁﬁr“é‘hce

Cheryl

Mo, actually I was here for the
Gay and Lesbion film Ffestival
and also in honour of African
American writers - another con-
ference on diaosporic 1ssues @
couple of years ogo, and I was
on a panel

Oh my God you never know
these things will make it I'm
s0 honoured,

I have about three or four dis-
tributors in the stotes - 3rd
World Newsreel, Video Data Bank,
Frameline in San Francisco, that
distribute my work and 1 do get
reports every once in a while,

ond they never tell you what's
going on with your work
my God

So, oh

I did this widec called
Jeanneane when I was in graod
school and the events around

the making of Jeanneane are what
really got me involved 1in
putting myself in my work 1I'd
been actually trying to make a
video - unsuccessfully about
black women artists, a little
documentary with pluctures on
the wall on wvideotape I was
going to play some music and
really tolk about the lack of
representation of black women

artists,
my feelings for that - I
there's so much to say on that

I was struggling with
mean

For some reason I started to
think about my past and this
relationship I'd had with a girl
in high school ond I thought,
“This 1is taking up more spaoce
than it needs to Why don't 1
sit down and tell the story on
camera and see where I go with
that, and then I'll continue to
videotape

black women

these pictures by

artsts up on the
wall " And that led into my
being in the work I wasn't
supposed to be in my work after
Jeannine - there was another
women actress cast as the lead -
actually the women plays Margo
and it's supposed to be Margo’s
story, but I realized that I was
more comfortable with doing that
and I was really having trouble
connecting with her as a direc-
tor - she was not getting what I
wanted to get out of it, so I
ended up toking that script and
inserting myself into the narra-
tive and that's where the talk-
ing head thing came from,
because I was able to toke the
footage that I had shot and
rework 1t 1in wvideo with the
talking head and kind of correct
things So it became this jour-
nal of corrections - I met this
women on the street so0 1 was

unye

Glace Lawrence interviewed
Cheryl Dunye at the
Toronto International Film
Festival, after the pre-
miere screening of her
mock-dock Watermelon Woman

.r'f:ra".‘l'

i) ﬁi.

able to use that footoge instead
of scropping it all It become

this really fun thing and it
just developed inte a schtick,
as they say

Yeah, that is a problem o
I become something

that you become foamil-

igr with It's like a

soap opera for some peo-

' Y'Y

ple, you see my hair-
style change ond its
like, "“0Oh, she doesn’t
need glasses!”™ and
“Look at her she's get-
ting real fat!™ But I

-l

actually am performing
a character, Cheryl is a
character in the work

the stuff is real and some of
the stuff dis neot, in the
Watermelon Women, I did use my
mother ond I did not work in @
videostore ever But it's moking
people want to believe thot I
want, and showing them that we
can all have different stories
and people con believe in those
different stories I'm wsing
the realism to moke people care

Some of



again about issues and stories,
and I'm also trying to bring in
what we don't quite know about
my chorocter and obout these
lives that are in the Ffilm,
because they're really forgatten
people - black lesbians - in the
Stotes and even worldwide, I'm
sure Nobody really cares about
our stories, but we were angry
about our stories and our liwves
are just like everbody else’'s
lives 5o that's whot I try to
get 1into I've been able to
work it best by using myself as
an organ, because I have a kind
of control or empowerment thaot
happens from doing that But I
really do think that Watermelon
Woman is kind of the pinanacle
of Cheryl as a character and I
might want to move away from
doing that and move on to inves-
tigate other things because I am
an artist teco, beyond being a
filmmaker or writer/director

I teach

I teach this class -
film and video production and

criticism class at Piii col-
lege in Southern California,
but I started teaching in Mew
York at the Wew 5chool, and I
call the New School the black
women"s college because there
are so many interesting black
women who work there ond teach
there and are learning I was
trying to formulate a
™ 90 great class and I came
| . up with this class
called African American
- Women 1n Cinema And
in putting this class
together I realized
that there was this
mammy period in
Hollywood where tons of
black actresses were
getting work and it was
the most active time
for black women to be employed
in the media industry, yet there
was nothing written about them
There was really nothing to
research 1in text I mean I
could watch these films, but I
couldn*t find documents on them,
and s0 I thought, that's inter-
esting, I think 1it's something
that needs to be addressed, so I
put that on the burner .and

thought about it Then I actu-
ally saow this film, a 1979 film
called the Watermelon Man, with
Godfrey Cambridge, which is kind
of pre blacksploitation, but it
actually 1is a black comedy -
drama thing, and I was like,
this is great, maybe I should do
Watermelon Woman, just a simple
adaptation of it Then I
thought, that's too simple How
can I incorporate something I'm
already interested in? which is
this invisibility factor of
black women actresses, and I
kind of started to go with that
Actually these black actresses
or some of them were rumoured to
be in the cultural life that
was going on them and some of

them were lesbians, and so I
really wanted to investigate
that And a theme that I was

investigating but I felt needed
to be dealt with more is inter-

lan Woman
racial relationships, histori-
cally and interracial desire

Mobody talked aobout thaot at all,
but everybody had an opinien
I really wanted to do something
about that

You'd think some-
Barry would be 1in

It's funny
body like
Hollywood now, or making tons of

money, but actually Paris is
Burning was a wery different
project for them to manage in
the sense of getting people
interested, like we are S0
Barry actually was just kind of
around, and a writer friend of
mine, a literary agent, turned
me on to him, and we had these

meetings and I said, "I have
money,” and he said “I don't,
how much money do you have? I'm
interested 1in producing your
film " And I was lying, so com-
pletely lying He was definite-
ly interested in the film but he
really couldn't do anything
until there was seed money
invested Then I got the HNEA
[National Endowment for the
Arts] grant which I got 508 dol-
lars ao I rel to make an inde-

pendent film I'd really ben
searching for an African
American lesbian or woman to

produce the film but there was
this man around It was real-
ly difficult for me to find a
woman who was willing to get
involved with no money in the
project - it needed a lot of
time, so that's how I was able
to make that work In the past,

I'd been wearing all the hats, |

but I knew that I couldn’t wear
all the hats in this one The
ideal producer of this film for
me would have been a black les-
bian but there were no free
black lesbion producers around
and no black lesbian producers
who would work for free I
don't think there are thaot many

in the world, so it was all
about timing and invention,
Barry hoppened to be in the

right place The other produc-
er of the film is actually my
lover, girlfriend, and she'd
been watching me trying to make
this film and m short,
Greetings from Africa, that
played in the Berlin film festi-
val It was part of the plan to
do that first and then make this
feature I came back from
Berlin in tears becouse it was
just so real, because people who
ave no idea of who aren't real-
ly thinking about work who are
just crossing over and selling,
I was just struggling
I think the whole concept of
an independent film right now is
the crossover factor Folks
want to have the cheaply made
Hollywood-looking form that's
called independent thats quite
boring to me actually that
these festivals and markets that
They're moking them cheaply and
they actually get bought up for
very cheap and marketed and
sold, and I just saw that hap-
pening with lesbian and gay cin-
ema - a lot of people thought
that's what they could do -
actually some of the black inde-
pendent film that happened 1in
the early 98's lesley harris but
we also were starting to see




projects that had meaning - like
Daughters of the Dust - they had
ideas and thought behind them
and they weren't being brought

up and they were using the mech-
anisms for themselves, and they
work with their fomily and they

Well, I think it's quite absurd,
I must say, that they tried that
old trick again those kind of
conservative, right-wing people
thinking that they could use
something as humble as a film
about unspoken, invisible people
to wipe out the whole organiza-
tion It's just ridiculous

They came up with the Wotermelon
Woman amendment to take away the
money The article that did it
was written by a newspaper, by a
woman from the newspaper that's
run by the Moonies - its called
the Washington Times, and an
interesting tactic that she used
that maode it such a controversy
i5 that she said it was the most
sexually explicit love scene in
any lesbian film

some gay press had written that
I did hot work What was real-
ly scary is that she interviewen

tons of black conservative
Christian folk and asked them
what they thought about the

film, and course one of the rea-
sons to make this film was to
give these folk some dialogue to
talk about sexualities and dif-
ferent identities in the African
American community, because we
haven't started talking about
that ourselves 5o part of the
film's reason was to use it as a
way to bridge the painful gap
that so many lesbian and gay
peaple have 1in the African
American community. But she went
ghead and did it for me, and we
were getting comments from black
cons who were saying things
like, “there are no black people
who are gay " I don't evén know

why they would say something so
evil - “We're good loving
negroes, we're heterosexual and
anybody who would use gay issues
to moke a film about black stuff
is crazy ™ 1 think that had to
be the scary thing It also
seemed like 1t might be a tactic
that the repulicanas might wuse
to gain black support 1in this
election year in the United
Stotes, and that was the scary
thing for me about the article
But a black woman, Sheila
Jackson, a democrat from Texas,
stood up when they were arguing
on the house floor, and said,
look, I've seen the film ond I
think that it's snying important
things She's a first time
filmmoker and I'm im support of
her, this is a difference of
opinion and can't we just table
it as that, and anyway, she's
protected by the first aomend-

ment, 50 there, mother

Basically the right-wing man
from Michigan - Hoekstra - who's
up there trying to have this
Watermelon Woman amendment said,
0K, I'll withdraw this, but
we're going to do anything to
defund the NEA and get rid of it

when the republicons get into
COongress S50 it was a scary
moment, but it really made me

wake up and realize thot we have
to do something about the way
that pelioticking of 1ssues can
get pfnjed out before we even,
as artists and corporeal produc-
ers, get to maoke that work We
think that we're able to use
that spcace to intellectualize
and talk about ideas and issues
and work them out and start dia-
logue but its not o safe ares
We have to stand up ond repre-
sent ourselves and not let these
folks come in there with their
“foamily cvalues” or whatever

they are and taint us Because
we need to do that work our-
selves within our communities
We have so much stuff going on
in our own struggle - identity
politics, identity issues, sexu-
ality issues, representing our-
selves, being mixed race, what-

ever, we need to talk about
these things ourselves before
soembody comes in and talks

Actually, the ending of the film
was supposed to be ambiguous
It wos supposed to be a way for

you to start thinking, so what
Cheryl did in the film was start
to think, ond thot's the biggest
thing that I think someone can
get from a search. That you're

able to think about yourself
differently ond that's what I
really wanted Cheryl +to do,

think about how to get on in her
life

in Planet Africa
and I'm really hoppy
about that because 1
would mot be in [the
TIFF] I'm sure 1if it
wan't for Planet Africa
and that's a whole can
of beans about what this
festival means I think .
Cameraon should be

praised everywhere for

doing the work and real -

ly kind of being a per-

son I think thot'’s a

model for lesbian and gay film
festivals too, to actually think
agbout becoming part of a bigger
film festival because we've done
that first level of identity
work I feel that as African
American's, we've done visibili-
ty What we want is more con-
nectedness Ne need to start
connecting ourselves and still
have the representation that

I'm actually

o

-



'ﬂt'ﬂ::'
.- o
' [

£

Planet Africa gives, but also
access to what we all want We
want occess to what everyone else
has access to

That deepest love in my life was
this wonderful African American
woman named Gail Boyer, who made
She Don’'t Fade, she made Janine
with me, maode Fotluck with me
Mo I don't, I date any interesting
person It doesn't necessarily
have to do with me at all Right
now I'm involved with a Jewish
woman and the year before that I
went out with some Aian woman My
love has no colour and for me an
empowering thing obout being a per-
son of consciousness and of colour
is to be able to understand every-
one else and be able to explore
those 1issues So I think that's
why i find myself hopping all over
the place - not hopping all over
beds, as I'm nctuaIQy a very com-
mitted person, into working things
out I don’t think it has to be
black - that's not going to moke me
love someone black I think that
the kind of notion of black issues,
what it means to be black person
and what black identity is, is a
very complicated thing to describe
and we don't need the black police
in our bedroom, we don't need the
black police anywhere We need to
black dialogue and we need to think
about what black community means,
because its not o singular thing
It's not making us stronger by hav-
ing us being divided aobout our
issues There's still a debote
obout whether homosexuality 1is a
thing for white people or can black
people truly be homosexual It's
ridiculous things that spread us
gpart not bring us together I
think my work is something that
tries to build that bridge and make
people think I'm Etigll waiting
for the white person to talk about
interracial desire and that would
be a very interesting thing to see
and I only hope that happens soon

| pg>14 ]

still from Watermelon Woman




ilmmaker,

wuy to counter this bleak
uut is to survey the many
i thut have been produced

r the years in circumstonces
so dismal and grisly that our
Laments over diminished funding

in comparison, Take, for
example, the case of Richard
Bugadjski and his renowned Polish

The Interrogation
uchanie [1981-82]).
3jski - o native of Warsaw,
Poland - alwoys arts oriented,
describes seeing Fellini's 8 1/2
as his conversion experience to
the ginematic médium, the awak-
Lof his} own f11m1c vision
Upon groduat-
1ng rom the fFamous film school
odz Pol@nd (which boaosts
Homahy PolansKi, Andrzej Wajda,
Krz sibff Kigslowski, Agnieszka
Holland, ond lethers os alumni),
his tdr‘eer‘wus well underway
© His second  theatrical feature
film - T Interrﬂgat1on is
his best Bpown film to date It
is notabl@inot only for its pow-

erful dr@matic and inspiring
examinati@ of o woman wrongful-
ly imprgsoned in Stolinist
Polond, bl also for its produc-

tion histgry.
1 ist Poland, film pro-

In Co
duction HBS tightly controlled
by the goMernment | It wos o
system, @ jski avaws, of ®sup-
pression B censonship " All
films to bef officially
okayed the inistry of

Culture fore thew could enter

th 1on pho Yet some-
ho his fifm's obvious-
ly sial sullject motter,
Bu ewent this standard
ih the help of Andrzej
¢ production of The

t1an was authorized.
..“‘ his wos at least in
4er of timipg: the
pvement wos® ot its
country was 1n tur-
hg government was in
Eunnjsh himself
couse “there was

sthe iris of public arts funding continues to close
iscal ond political hardships continue to pile upon
' fewer and fewer whisps of imagination
deStined to make it to the celluloid state,

such political turmoil at this
time that very few people paid
attention to what was going on
with film production It was
just a few months before marshal
law was introduced and the army
wos already surreptitiously
preparing 50 who cared about
one film/"®

kside from the usual difficul-
ties of o film shoot, Bugajski
faced the possibility that the
production could be shut down ot
gny moment, and that the film
would be highly controversial,
which (im a worst case scenario)
could have terrible conse-
guences for those involved since
they were, for all intents and
purposes, engaged 1n dissident
activities, 5till, despite the
many challenges, principal pho-
tography was completed two days
before the government imposed
marshal law The social and
political unrest that existed at
that particular time 1in that
particular place allowed a
unique window to open

The editing process was a
lengthy one, as Bugajski tin-
kered with o contemporary narra-

tive frame that encapsulated
sCenes flashed back from
Stalinist Peoland. Eventually,

this frame was dropped entirely
Bugajski knew he had his final
cut ready when he screened a
tighter incarnation to a select
audience As he describes,
“after the lights turned on,

I saw that everybody was cry-
ing So I thought, ‘Well,
this is the way it hos to be '"

The film needed to be offi-
cially sanctioned for distribu-
tion This time, Bugojski was
not as fortunote in his dealings
with the Ministry of Culture
On being viewed by the authori-
ties, The Interrogation was sum-
marily banned * Certain elements
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within the Communist hierarchy
actually wanted the film
destroyed Instead, however,

the only print of the film was
ordered locked away 1n a govern-

ment wvault But before The
Interrogation was confiscoted,
Bugajskli covertly manaoged to

make a video copy of his film
This copy was quickly duplicated
many times over and distributed
to the general populaoce by
Poland's notorious underground
press, which had for years been
publishing aond distributing lit-

erature banned by the
Communists Bugajski became a
hero and a legend, but for all
intents and purposes, his film
making career 1in Poland was
over

With the doors to the film
world closed to him in Poland,

Bugajski emigraoted to Canada in
1985, qualifying for acceptance
into this country under the pro-
visions of a special immigration
program for dissident artists
He soon established himself
here, working extensively 1in
television and most notably




The Interrogation is one of Poland's most highly accloimed
films for a number of reasons, not least of which 15 its garish-
ly realistic visual style. The birth scene, for instance, is
most graphically depicted.

Bugajski was adamont about filming a real birth. *“It must be
a shocking view to the father who is watching the thing from out-
side,”™ he explains. But, like so mony other aspects of produc-
ing The Interrogation, filming @ live birth was filled with
obstacles.

In Polish hospitals of the early 8@8's, contoct with mothers
and newborns was not even permitted for fathers until well after
the birth, let alone for film crews. This policy was for hygien-
ic reasons even though, as Bugajski adds, in the hospitals “there
were cockroaches everywhere, 5 but still fathers were not
allowed."

Nevertheless, Bugajski was eventually given permission to film
a live birth in a special ward for pregnant women who were already
sick, where the ‘dirty' film eguipment would have no bearing on
the health of the mother or child. The unfortunate thing was
that there were only a handful of women in the ward, each with
at least a few weeks left in her pregnancy.

_"50 we left o simple comera in the hospital, and some basic
lights,” Bugajski recounts, explaining thot there was a sign on
the wall in the nurses® station instructing the hospital staff
to call the cameraman if and when one of the women went into
labour.

Principal photography was already completed, aond still no
birth scene. Then, morshal low wos declared, and because they
wonted to keep the ensuing events from being captured on film,
the authorities ordered all film eguipment to be returned to the
studios which were, of course, government owned. And still no
birth scene.

When Bﬂ?ajski's cameraman went to the hospital to retrieve the
camera and lights, he was astounded by o surprising development.
The declaration of marshal law was such a shock to everyone that
it had induced labour in all of the women in the special ward!
As Bu?ﬂjik1 attests, the comeraman “waited an hour and captured
all of [the births].®
~ As a final weird note, Bugajski adds that the child who appears
in the birth scene of The Interrogotion, “is guite dark, yellow,
like brown, becouse it had joundice,”

-Alexander Shuper
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TRIALS AND INTERROGATION!
The Case of Richard Bugajski

cont. from previous page

directing the
Clearcut (1991)

With the fall of the Sovi
Union, the official ban on 1
Interrogotion was finally 1ifd
in Poland The film was lib#
ated from its secret vault 4
released international ly
1989 Climaxing with a B&
Actress Award at Cannes for
film's lead, Krystyna Janda, T
Interrogation was instant]
hailed as a masterpiece by ¢
world aoudience Bugajski hil
self was allowed to return of
once again work in his notif
country as a director

Today, Bugojski shares hi

time between his revived carel
in Poland and his new life |
Toronto

feature f1

*In Communist Poland, oné of the pr
liminory steps to @ fila's relecse wod
hearing before o ‘*coloudation commi
sion. ' Composed of ‘professional o
ideological experts,' the cosmissi
outlined recosmendotions about how
particular fils should be handled
participant of the coloudation comm
sion on The Interrogation secretly tof
the proceedings A transcript was &

released and published in the West, gl
ing outsiders o unigue (omd sometils
comical) insight into the cultural o
1icy of o Communist stote
Criterion, October 1982

See The |
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The Toronto FEstival seminar
on “Marketing Short Films™, led
by organizer Kelly Alexander
from the Canadian Film Centre
included Mairi MacDonald from
Channel 4, Hussain Amarshi from
Hungr‘e'! Media and Laura
Michalchyshyn from WTN

Absent were representatives from
Global, (BC, the CPMDC ond vode dis-
tributor Fetching Pictures Whether
they were uninvited or unable to ottend
was unclear

Unfortunately, the stotement thaot
sét the tone of the breakfast meeting,
wos Kelly Alexander's “A short film 1is
mode as a calling card ® She went on
to confess thot she was new ot film
distribution, since the Conadian Film
Centre had only recently token it on

The imposition of this fromework limit-
ed the discussion to available
resources ond stote- of-the industry
what 1s, rother than what could be I
hod been hoping for more speculation
about the market potential for short
film, including discussion about the
notion of short film packeging, such as
that being currently aottempted by
Fetching Pictures with the work of Ann
Marie Fleming (see this issue)

0f course, whatever your intention
in molkiing a film, the outlook for dis-
tribution can seem bleak

Theatrical distribution of shorts in
Conada essentially means festival
screenings, or private film society or
club {or co-op) screenings The bene-
fits of festival screenings are 1) you
get to travel to exotic locotions, 2)
there are lots of Festivals with prizes
which con odd to your personal prestige
ond power, and help you moke wvideo
sales, 3) your film gets seen by a big
audience, which, though you don"t get a
cut of the gaote, nevertheless feels
good, 4) critics go to short film
screenings looking for hot new talent,
viz Joy Hobermon (the Village Voice)
‘discovering’ Guy Maddin, 5) t v

scouts go to festivals ond watch short
films looking for gems oppropriote to
their broodcast needs (see below)

An ottempt wos mode yeors ogo to run
Canodian made short filss before feo-
tures at Cineplex Odeon, but this imi-
tiative was abandoned becouse such
screenings cut into 'popoorn time',
time the audience spends purchasing
snocks at the cinema's condy counter
Fomous Players ond the Mational Film
Board have ogresd to showm archived KFE
shorts in some thegtres (remember The
(at Came Back? but there is no indico-
tion that this is being tried else-
where

Rep cimemas don't even play very
mary shorts, though they could now,
couldn't they 'y

Hussain Amarshi (see elsewhére this
issue) stressed that the primary mar-
kets, festivals notwithstonding, are
colleges, schools ond librories In
some morkets, B (L for exomple, a
school board will ‘certify’ a film, and
buy myriod copies, paying 38,008 to
10,902 for the privelige Rumour has
it thot Alberta, Saskatchewan and B C
are considering consolidating this
school board function so that a “west-
ern consotrium® will purchase the film

cont on pg 22_‘

FETCHING gTURES 1s
the rmnchl of York grodu-
ate Lincoln Stewart. Stewart mode two
shorts and a feature during his stint at
University, ond hod trouble finding dis-
tribution for them. One short, Crod
Kilodney, o documentary about the Toronto
character, ployed at the Toronto Film
Festival, but his other work, including
the feoture, Underwhelmed, did - er -
underwhelmingly Perceiving this os a
Canodion cultural problem, Stewort under-
took to start his own video label, and in
1995 released his inougural video o com-
pilation of the work of Ann Morie Fleming

from 1987 1995 Using slogans like
*Cheop indie fFilm snob? We con occomo-
date,” and “When wos the lost time you

had on independent Filmmoker in you liv-
ing room?™ Stesart offers his files
through subscription ($75.08 per veor for
four video releases) retoil (HMY, Art &
Trosh Video ond Som the Record Man all
accomodate him by "front-racking' his
product, ond Suspect, After Dark and
Revue video all corry his films) and by
mail order on individual tope sells for

&3 00

Stemart asks for Morth Ameéricon video
rights end provides the filmmoker with o
website for the film ond filemoker, an e-
mall oddress ond o 50/50 split on the
profits, most of which, at the moment,
comés fFrom his own pocket - his salary
from Art & Trash Video He has tried to
¢rack the Blockbuster Video corporate
facade, but, he soys, “"They mon"t even
motch the tope It's too bod. 1 think
Ann Marie Fleming would give hip value to
Blockbuster ™ Of the 380 topes produced
of the Fleming films, 188 hove been sold

Stewart comes under some criticism for
undercutting the CFMDC's institutional
rate, and in Flemlng'-g case, he held bock
from distributing in their market Far
future videos, however, he plons to be
less circomspect, ond claim all non-t
atrical video rights as well

Son Dego indie filmmoker David Mells's
film Foalrground is his second film, ond

Lawrence plons to release new videos
guarterly. His agenda is “unspecific
and he 15 looking for anything that he
likes as his third release He 15 cur
rently reviewing pixel-vision ond experi
mental film. For detoils, coll 416-534-
5603, or e-mail infolfetching com M




HUSSAIN AMARSHL of MongrelMed

Hussain Amarshi has hod o variety of roles in the Conadion film industry including festival organizer, film producer,
theatre monager ond now founder of Mongrel Media, o small yet highly regarded film and video distribution company Mongrel
Media grew out of o perceived need for o compony to promote alternotive visions ond woices, ond support such work that might
otherwise be neglected by conventional distribution componies Initiolly conceived os o mon-theatrical market distributor,
the company's collection of works on video which are orgonized and marketed by theme, includes onme on race, culture ond
identity, another colled Contemporary Canadion Documentaries, ond o third coming out shortly composed of biogrophies The
filmmakers represented include John Akomfrah, Mauréen Blackwood, Gurinder Chadha, AlL Kazimi, Peter Mettler, Marlon Riggs,
ond Mina Shum among others

Mongrel Media jumped into the theatrical distribution market with the Tunisiaon film Silences of The Palace (Moufido 'I'lﬁth)i
in 1995, when Hussain fell in love with the film at the Toronto Film Festival and discovered that no other distributor hod
offered to pick it up Since then Mongrel Medio hos acquired nine other theatricol films, including Ihe Summer of Aviya (Eli
Cohen), { om Cubga (Mikhail Kalotozov), The Man By The Shore (Raoul Peck), Gabbeh (Mohsen Makhmalbaf), HLLLH_EM&LM
(Sandrine Veysset) and g_h_l;};lm_thg_ﬂmﬂ_ﬁtnfnn Schwietert), the last two of which screened at this year's festival With
plans to add o video collection every six months, ond onother 5-6 feotures next yeor, Mongrel Medio is fast becomming a sig-
nificant distributor in the Conadien marketploce, ond one of the few with o compossionaote conscience ond on eye for original
and often underapprecicted work

On Septesbar 19, I met with Hussaoin Amorshi ot Dooney's on Bloor We taolked obout his early experiences os o festival

organizer in Kingston through to his contemporary circumstonces as distributor ond cutting-edge cultural ispresario.

fallews are highlights from thisz diccussion

When you look around here [in the
West] and you see how little choice
you have most times in terms of what
kind of films are available to wou-
and my sense has always been what I
learned about the West for better or
worse came through medio imoges on
television or in films- and when one
comes here one sort of realizes how
little people in the West are
exposed to the other traffic from
the rest of the world- thot was the
motivation of the festival that I
was working for It was based out of
the International Centre at Queen’s
and the mondote there was to educate
people in Kingston about what was
happening in the developing world so
to speak

S0 1 storted the Festival with
the intention of bringing interna-
tional work, but it soon became not
just international work but it had
to sort of cover a variety of other
neglected, so to speok, cinemas—
Canadion cinema for instance became
an important part of the festival-
issues on race, culture and identity
in the West become on important
mainstay- we storted doing gay and

lesbion work in the festival- so it
was o wide range of sort of-I won't
call them morginalized voices, but

imoges or issuves that were not get-
ting the attention they deserved

After I finished the festival in
Kingston I moved to Toronto to run
the Euclid Cinema I was there For
agbout & or 7 months and in that
period the attempt was to restructure
the Euclid, to make it more like a
showcase for independent films that
were not getting ony kind of a com-
mercial p'l.uy We opened with

[Hoam Chomsky
, Mark Achbar & Peter
Wintonick] and it did amazing busi-
ness Right after the Toronto
Festival we hod booked it Now
nobody knew os to what the potentiaol
of that film was And we were all
very sort of omozed ot the number of
people who come to see that film WNe
did close to 310,008 worth of busi-
ness, clearly the best selling film
in Toronto that week I would think
And then it went on to make over a
million dollars in theotrical box
office in the United States
One never kmows whaot will work
and what won't work, I mean that's
what it comes down to Most films
don't work theatrically, we know
that Hollywood cannot make 1t work
let alone independents And there is
sométhing about this business that is
tied with luck, with positioning,
with placement, with a certoin zeit-
geist- I mean if it hits people at
the right time it becomes o hit, and
when it doesn’t, you know you con
hove the best film, the most omazing
film in the world and if it comes at
the wrong time ond ot the wrong cin-
ema it doesn't work

I come to it because I sow the
need for that kind of space for the
community, and I mean community not
in the exclusive sense but in the
more inclusive sense Community that
sort of considers cultural work as
somewhot of o centerpiece in their
lives- I mean people who write, who
moke films, who do theotre or what-
ever- there's a large community thaot
i5 somewhat disoffected from the trao-
ditional notions of community that
are organized oround faith or around
colour or whatever it is But o com-
munity thot is more geaored towards
intellectual and cultural pursuits
There is a need for o community cen-
tre that supports these people, ond
we don't hove that in Toronto And
that was what attracted me to the
Euclid becouse it was one place that
was built on thot ideal But Euclid
was carrying a baggage of problems
that was very difficult to untangle,

part to sort of taoke over and try to
turn it around It had o very uneven
track record 1 finally realized
that so many people hod so many dif-
ferent ideas about the place that it
was going to be very difficult to
put o new vision into place in the
time that we had If I were to do
the Euclid ogain I would probably
position it very differently aond
position myself very differently I
come to the Euclid thinking “okay
there is a problem here we need to
fix it "™

I mean it was an act of will on m.lr‘l
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The problem was it didn't have a
sense of identity, it wos all over
the map There was no community own-
ership over it-it hod a sense of
being under seige. Rather than sort
of taking thot as a great opportuni-
ty that here we are and we've got
this theatre ond let's make something
out of it, it always positioned
itself as a victim of cutbacks, or
lack of funding, or lack of atten-
tion, or lack of oudiences or what-
ever it is It hod this sort of cul-
ture unto itself thot made it very
difficult to sort of pull it by its
horns say, no, let's turn 1t around
and let's go this way It sort of
played the funding game and there
wos the problem where everybody want-
ed center stoge so we had to give
the same attention to short films,
to videos, to experimental work, to
independent features, to theatrical
features, to festivals- everybody
wanted to be the centre of the
place.

Personally for myself, I became
impatient with the time it was tak-
ing for people to turn 1t around
We caome up with a fairly interesting
business plan and worked on 1t for
months, and came up with a plan that
was guite viable, but it reqguired o
certain amount of time to be real
ized and o certain amount of spoce
from the often contradictory demands
that were pressuring it-demands are
fine as long as there’s a certain
sense that, “this has to work."

And the funding situation was
pretty messy There wos o massive
debt and there wos on emergency last
bit of money that had been thrown
in, and half of it had been spent
before I come here . Finally I

sort of gave up Although I continue
to maintoin a desire t0 create a
spoce

Oh yeah anytime

If 1 had the money right now I

would do it right away But I
think it would be a significantly
different project now I don't like
this self-positioned morginality-
I've never believed in it, ond I
don’t think I in my work, that I try
to celebrate that I don’t consider
myself morginal to anything, and I
don't want my 1ife or work to be set
up as marginal I have no interest
in what 1s considered to be main-
stream, ond that's a choice that
I've made For me, where I get sus-
tenance is from stuff that has his-
torically been classified as work
from the margins) So in my mind
such a place has to be in the cen-
tre, it hos to be positioned loco-
tion-wise right dead on centre I
would like 1t to be right in the
middle of the main street where ever
that 1is

With whatever I've done, I'm basi
cally picking up material thaot has
historically been marginalized and
packoging it in such a way that when
I take it to people,they think well
this is too slick, but thot's fine
But that's exactly what I want to
do It's how you package moterial
and how you present yourself How
you present it to the world that the
world then starts believing, well,
no, there 1s something to it

Mongrel Medio comes out of a con-
tinued interest in bringing to the
centre, so0 to speak, work that oth-
erwise would not get around I did-
n't realize this, but last year I
ran into a friend from Kingston who
said I was talking about distribution
even then [1989] Mongrel Medio has
evolved in response to what I per-
ceived to be the problem which was
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thet a lot of filme that I liked
were not getting around I went
back to people I know ot the Euclid
and even at the Kingston Film
Festival I soid, "Look, I wont to
do this ond see what happens,™ and
that's how it storted I overesti-
mated the market- it was the worst
time to come into the morket and it
still is one of the worst times

‘94 This is September "94 when I
registered the company 5o it's just
about 2 years old now And the idea
in my mind mas if I packoge it right
ond if 1 price it right perhaps the
market will be there And clearly
the packoging and the pricing is
hot I'we moved a number of units,
ot least of videos of titles that
would otherwize not have gotten out
anywhere 1t's Aot énough though
It's o small country we're talking
obout By and large 1t's conserva-
tive- you know not conservative with
a big *C," but just in the sense
that people are not as willing to

from the Mongrel media cotalogue

try new things, ond do toke time to
try new things

There 15 the traditional non-the-
atricol market which i1s colleges and
universities, librories ond schools
And they ore oudio-visual buyers,
although they used to be much more
extensive departments with a lot more
money ot one time And that was not
so long ogo, only three or four
years ago, the Toronto Board of
Education hod a hundréd thousand dol-
lars that they were spending on buy-
ing AV materials every year-now
apparently they don't have anything
That's what they tell me

And then what 1've done is
try to go into non-traditional non-
theatrical markets like community
groups and various associagtions and
there are a number of other groups
that we've tried, not all successful-

ly, depending on the kind of titles

What I find is with the kind of
moterial I'm carrying, there's not a
huge demand out there The material
I'm going with is somewhat difficult
in terms of length-wise, content-
wise-formolly it's much more chal-
lenging becouse its not stroight,
linear material 50 you're working
with those kinds of films that do
not Llend themselves to just straight
sales You have to really work with
your gudience ond your buyers and
follow-up on a constant basis And
whenever I've been able to do thot
it hos been successful, but it's
very difficult to sustain that on an
on-going basis, given the rewards are
not huge right now That doesn't
mean that will always be the case 1
do hope that things will turn
aground I don‘t know exactly how
they will turn around but I hope
that they will, becouse as a new
generation of people come in they
will probably be more exposed to
more interesting videos one would
hope

One hos to take into account the
fact that right now alot of the tra-
ditional known theatrical buyers are
in their fifties ond they've been in
this business for twenty years
They're used to a different kind of
way of getting moterials and they're
under threat right now because of
cut-backs and things they're not used
to In the next ten years there will
be o new generation of people who
will be teachers and buyers and
assistonts ond oudience One would
hope that at that point some people
with more desire to change things
will come in and that will generate
interest in the kind of work that I
will be carrying then as well

silences of The Palace was a film
that I sow at the Toronto film fes-
tiwal in 1994, and totally fell in
love with the film as I sow it. It




was around this time thaot I was
looking at setting up this distribu-
tion company with very little copital
and with the intention of building
one step at a time As soon as I
sow the film I wos ofraoid they may
not get o release in Canoda and I
told the sales agent if no one picks
it up I would love to pick it up-
without eéven thinking obout what 1t
mould involve, I mean I hod never
done a theotrical release

1 wos guite scared | guess, that
wos the main sort of reason why I
really pushed it

When 1 saw the film I reolized
there was a variety of audiences
that would go see the Film It was

then a gquestion of identifying four
or five Key oudiences, or Key
groups- key target markets- whatever
term you want to use And then real-
ly trying to moke inroads in each of
those communities It's a very com-
monsensical approach to marketing

Most importontly, I never ever
gquestioned the merit of the film I
was quite ready to lose out and pack
up after that film, because if the
film wasn't really successful I like-
ly would have had to at leost get
out of thot gome for now becouse I
didn't have the kind of back-up to
say, “mell I'll try three films ond
then decide ™ That was it

Most films don't work
Independents Competing ogainst so
many other options You must have a
film that will make them come out
You can't rely onm people that will
look in the paper and say what do
you want to see tomight You have to
work with o group of people or try
to creote on oudience who this film
will speak to, and they will moke an
extra effort to come down and see
the film

There is o market
also 1 have practical concerns I
mean in my case once I have o rela-
tionship with certain markets it's
easier for me to work with those
maorkets than to hove to develop new
morkets, which 1s 1n somé ways quite

When 1 say

an effort

And then there's o certain respon-
sibility os well Once you work with
o market ond it proves successful
you want to bring something else to
them, becouse it's mutual 1 think

that this whole idea of 'supporting’
is not o good term, I don't think
people should be asked to support
things

Exactly Here I see I have two
films thot I know thot some of the
oudiences thaot 1 worked with would
love to see I think there are a
number of other markets that I will
just never be able to approach-

Yes The problem with distrib-

uting in Conoda is that you can have
a greot success in Toronto, and what
do you do with thot success? I con
only break even here, which is a
success in Toronto, but then where
do you moke money?

Yeah. And to moke it work there
That's a challenge S0 when 1 say
about the markets- one has to think
about Toronto as a lounching pad,
but you also have to think about
what you ore going to do after

If there was o time, it was prob-
ably in the past I don't think
that's going to hoppen 1 think what
we need though is some kind of o
public/private colleboration to build
a theatre in Toronto with 3 screens
that 15 dedicated to more interna-
tional work ond Canodian work

Mo it doesn't have to be big
money, but it has to be o cultural
centre, not just a cinema That's
how you position yourself different-
ly If there was an option that peo-
ple had to go to a more community
space, a multi-cultural space And
when I soy community, I don't neces-
sarily mean in the sixties kind of
sense It has to have its own dis-
tinct personality, it has to have o
certain sort of air about it, so
that it's not so commercially see-
through You hove to moke money- in
order to sustoin it, it has to be
profitable, otherwise it's not worth
it- we do live in a market economy
But I think it's possible to have
independent cinemas in this country,
at least in the major urben centres

Again a distinct personality 5o
with a cofe ond o bookstore, and
stuff like that To have stoff thot
do know film To create a hang-out
kind of a place Where people go not
just to see other films but to meet
other pecple To have a ploce that
treats cinema and cimema going as a
pleasurable experience but also some-
whot seriously as well Where you
can have directors coming ond tolk-
ing You con't do that at the
Carlton which is the only alternotive
theatre we have 5ome kind of a
place where you could have o cele-
bration of this medium It has to
also be top knotch It has to have
the best facilities It has to have
a sense of itself where it positions
itself at the centre, ond it should-
n't be like the Euclid where the
seats aren't thot greot ond the
lobby is dark Though you also
wouldn't wont it to be clubby, or
where there is a certain sort of
dress code or exclusion

It has to be unique to its
own city, and have an organic basis
in its own context What you see on
Bloor street for instance-this strip-
to me Bloor street represents one of
the better ports of Toronto Where
it"s o mixed economy, mixed class
and educational levels and all that
sort It's not like College street
where you just go to the cafe or to
eat, but here you go to buy books or
to buy groceries, or to see a film
Thot kind of mixed economy context
is what one needs So that going to
such a cultural space, it becomes
part of your life and it's not an
event



..and this little film went to market...
cont. from pg 17

Ontorio has no such system,
says Insteod, there is a Media
Showcase, usually in April, where 1S8-
200 media buyers purchase film and
video for institutionol use from 25-38
distributors, representing mm:imnte—
ly 15,000 titles There isn't o lot
of money in this, unless you are able
to achieve multiple soles libraries
pay under $100 0@ for o videotape, for
example  Mmarshi stressed thot if you
are planning to gear 4 short towerds o
non-theatricol market, you plan for
that end from the beginning

Amarshi warned that expectotions
should be kept minimal in the home-
video market - Blockbuster probably
mon't carry your work - but on a small
er scale, it can be successful
Asarshi particulorly mentioned Lincoln
Stewart of Fetching Pictures who has
done well with o collection of films by
Ann Marie Fleming (ogain, see this
issue)

The Canadion Filmmakers Distribution
Centre ogrees to a 78% - 384 split (you
get the 78X} on royalty money, which
they are able to do becouse they ore
partially publically funded They
carry 1200 - 1500 titles at any one
time, though, and haven't the resources
to vigorously market gll the titles
They will, however, put together pack-
ages and solicit festivals on your
behalf, for the most part those that
poy an ortists' fee for screening o
film

Lourg Michalchyshyn of WIN gave a
comprehensive lowdown on television
possibilities

WTH is looking for programsing for
her Shomeless Shorts series  She
ocauires drama, documentory or experi-
mental film or video under 15 minutes
in length They ask for a 3-year non-
exclusive license, for which she pays
“shout 360 0B per minute ™

Tora Ellis, of CBC's Canadian
Reflections asks for o one year
exclusive license, but pays “o bit
more™

BC ‘s Knowledge Network has the
Independent Eye, o one-hour weekly show
for independent film The station pays
a non-exclusive fee Contoct Judy
Robertson

CBC Manitoba’s 75 minute weekly pro-
grosme “Open Eye" ogain buys only a
non-exclusive license Speak to Gary
Yeates for more informotion

Interstitiol refers to the cortil-
idge between your ribs and the occa-
sional gops between regulor t.v pro-
grommes Since ‘dead oir' is enothemo
to t v , every second needs to be
filled with relevant, odventurous,

Amarshi

unigue short films Doesn't it?
Anyway, TVWO and CTV sometimes buy
It's alwoys worth checking, as they are
often looking for 'filler® (or “inter-
stitiol™ programming) Global's “New
Producer®s”® series looks for short
films as well as half-hours, ond are
always ready to consider already-pro-
duced films or videos.

CBC Conadion Reflections Tora
Ellis looks for films she can program
at any time of the day, this avoids
controversy, and a large percentoge of
the excellent work being done by
Conadian filsmakers

Mairi MacDomald of Channel 4,

U K has a four-hour, weekly overnight
(midnight to four a m ) time-slot
called The Shooting Gallery, in
which she con ploy onything She will
consider odult themes of 8 28 minutes
in length, which con contain difficult
content It rums for B weeks beginning
in September She requires exclusive
rights for 3 tronsmissions owver 5
years, and for thot pays £120 per
minute (that's roughly $2088 to us)
Channel 4 has other strands of program-
ming - daytime fillers, which have to
be stroightforward, with no ‘difficult’
content, sex or bad language, ond o
strand thot shows more experimental or
gay ond lesbion themed film

Despite all the excellent informa-
tion contoined here, o large part of
which was imbibed with the coffee and
croissant ot the breakfast, there waos
still something missing. In Europe,
we gre told, they octually think shorts
gre an entity in their osn right, not
just o ‘calling cerd’, or o film that
waonted to be o feature but never grem
up They are seen by commercial dis-
tributors as saleable entities
Programmes of thes ore distributed to
theatres (os long os the lotest Batman
is safely in his cove) This
requires intrepid people, not that
interested in making @ whole lot of
money while the market is trained to
enjoy art before commerce — but we have
lots of those - It requires major the-
atrical chains interested in showing
unique films, and standing by them
while they struggle to troin an audi-
ence used to being thrilled, but not
really, er, surprised It meons
foregoing popcorn sales in the nome of
casting o vote for independent filmmok-
ing Shucks A person con dream,
con't they .
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