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editorial

This issue continues our 3-part series by Independent Film and Video
Alliance Chair Penny McCann who gives her deep analysis of the current
Ontario Arts Council funding crisis. Yes, they were cut again, and yes the cuts
were severe and deep, and this appears 1o be the Harris way of ‘meeting artisis
needs” [ was al an arts panel during the Federal Election, where a member of
the Reform party was asked for his cultural funding platform, “We're going to
give control of ant back to the antists,” he said, “Artists want to be self-directed
again.” Like we're not now?  So, we're being liberated from the notion of ans
as a public expense with a public dimension and returning (o the fetishization of
art as a private eéxperience. Rick Palidwor writes about the buyers and the sell-
ers. Also in this issue, an in-depth account of a ProTools experience, a step-by-
step guide to being your own wardrobe mistress and a comparative study of the
Swedish indie film scene.

We want to know what you are up to! Send us pix from your film, write a
first-person article. Tell us where your work is being screened! How you spent
YOUr summer vacation..,

Also -- we are going to do an issue about film school, and would love anec-
dotal experiences, firsi-hand reviews of weird and wonderful instructional
approaches,
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g festival deadlines:

degdlines

upcomin

AMSTERDAM INTERNATIONAL DOCUMENTARY FILM FESTIVAL (IDFA)

AusTernan (Novewsen 26 Dec. 4 19497) 25497 31 20 6273329 DFA B xs4a e [AWWW.D0S MU - DAMOCLESDRA
PARIS FESTIVAL INTERNATIONAL DU FILM D'ART ET PEDAGOGIGUE

Monireuil-Sous-Bois (Movember 24 1o Dec. 3 1997) 83197 01 48 57 67 41

ZILINA EXOTOPFILM FESTIVAL

Brumsuav (Oct. 27-31 1997) w3107 (07) 230 503. 235 20

MOSTRA INTERMACIONAL DE CINEMA SAD PAULO INTERNATIONAL FILM FESTIVAL

Sao Pauo SP (Ocr 18-31/97) anar 55 11 883 5137 on 55 11 3064 5819

FESTIVAL DU CINEMA INTERNATIONAL EN ABITIBI-TEMISCAMINGUE

Rouvm-Noranoa (Quesec) (OcTosen 25-30/97) o197 B19-762-6212 FOAT@SYMPATICO.CA OR  HTTP.//TELEBEC.OC.CAIFCIAT
INTERNATIONAL LEIPZIG FESTIVAL FOR DOCUMENTARY AND ANIMATED FILMS

Lesna (Oct 28 To Nov 2.1997) 0a05/1987

TOULON MARITIME & EXPLORATION INTERNATIONAL FILM FESTIVAL

Touow (Mov. 12-18, 1997) 897 (33) 94 92 99 22

BANFF FESTIVAL OF MOUNTAIN FILMS

Banrr, AB (Nov. 7-0/97) 1247 (403) T62-6368  cMCEBANFFCENTREAB.CA OR WTTP AW, BANFFCENTRE.AB.CA/CMC!
BILBAQ INTERNATIONAL DOCUMENTARY & SHORT FILM FESTIVAL

Biaao (Novemsen 24-29, 1997) 81587 (424) 5507/8658/7860

JAPAN PRIZE INT'L EDUCATIONAL PROGRAM CONTEST

Tokvo (Nov, 1997) 8197 B1 3-3465-6199 JAPAN-PRIZE B MEDIANHK.0R.JP
GOLDEN KNIGHT INTERNATIOMAL AMATEUR FILM AND VIDEQ FESTIVAL - VALLETA

VaLerma (Faw 1997) 81587 00356 222345/236173 MACC @ GLORAL NET.MT
AMSTERDAM FORUM FOR INTERNATIONAL CO-FINANCING OF DOCUMENTARIES (IDFA)

AusTERDaM (Dec. 1-3, 1997) anagr N-20-627-3329 DFAG SN OR HTTP.WWLDDS U/ -DAMOCLESADFA
HENR! LANGLOIS INT'L FILM FESTIVAL

Pomers (Decemeen 1 7 1997) 83087 33540418000

HERLAND FILM AND VIDEO FESTIVAL

Caaary, ALBERTA (MaRCH 26 APAIL 4, 1097) 80307 403 270 7107 HERLAND @ CADVISION.COM
TORELLO INTERNATIONAL FESTIVAL OF MOUNTAIN FILMS

ToRewo (Mov.14-23/97) a/30/97 (3) 850 43 21 on (3) 859 28 99

SEMANA INTERNACIONAL DE CINE DE VALLADOLID

ViiLapouio (Ocr 24/57 To Nov 1/97) 10197 +34 B3 305700

INTERNATIONAL ARTS AND CRAFTS FILM FESTIVAL IN NAMUR

MNaaam (Jas. 30 o Fen 1 1938) 10187 +32 (0) 81 229014

SHORT ATTENTION SPAN FILM FESTIVAL

Sani Francisco ahser SASFVF B AOL.COM
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s for submlssions.

THE CANADIAN STUDIES COMMITTEE
OF PRINCETON UNIVERSITY is seeking
submissions for its First Annual Canadian Film
and Video Faestival. The theme this year is
*Wormen through Women's Eyes." Canadian
woman are encouraged 1o submit (VHS only)
live/animated dramadocumentary, shor/feature
length works about women to

cal
BROADCASTING FOR REELS
This is the fourth annual Broad Cﬂsﬁw For Reals mprmm radio stations across

audio art series curaled for radio by The Centre nada. If interested icalion
tor Art Tapes in Halifax, C.A.T wants to encourage ::r:m Deanna in the :;ﬁg;lan ch 2

artists and "non-artists® alike to make audio cre-
ations and let others experience the joyous THE COMEDY NETWORK seeks short fims
trom filmmakers of any height. “If you have an

sounds. The theme for the project is Post-

deadine for Post-Language is Friday, September oyt e mm__ b o
26, 1997. Up fo eight of the submitied pleces will iy funny, the Comady Natwork wants 1o see . *
Please send your submission of 15 minutes or

be chosen, Selected pieces and spoken-word
less (VHS only) to: Canadian Comedy Shoris, the

stalemenis will be aired on CKDU FM in Halitax,
approximately one month after the submission Comedy Net PO Box 9. Stn 0 To
Ontario M4A 2M3. Time wall wastad.

The Princeton Canadian Film and Video Festival
/o Amy Ogden
201 E. Pyna

Princaton University, Princeton,, M.J, 06544,
date. An artist fea of $50 and a compilation cas- i

setle of the selected works will be given to the

crealors of the chosen works, Additional copies of
the compilation cassettes will be distributed 1o

dnnouncements =

ARE YOU UPSET about this govemment's
approach o culture? I so, join the Artists Action
Coalition at our regular maetings, Mondays at
5:30 pm at Mercer Union (439 King St. West, 977-
1412), and help us plan further actions for the fall,

20 VOLUNTEER HOURS!!!! The
Programming Committes is looking for new merm-
bers. The committee meats monthly to discuss
and program LIFT's monihly screening. If you're
interested in programming films, meeating people,
and getting a better look at LIFT membars’ films.
Call Deanna to rsvp, NEXT mesting s AUGLIST
19, 6:15pm at the Fulure's Bakery on Quean
Streat.

COULD THE FOLLOWING LIFT mem-

bers come and pick up their films/stillaivhs
dubs frem Deanna: ALLYSON
WOODROOFE, RICK PALIDWOR, HER-
WIG GAYER, GARTH HAGEY, NAOMI
MCCORMACK, MARIA DRAZILOV,
SHEONA MCDONALD, ANTOMIO

RANIERI, ADAM KOZYNIAK, TONY MOR-
ROME, RUBA NADDA, FRANK DEL MAS-

CHIO, LEE SHANE, ABAGAIL STEIN-
BERG, JAME FARROW, ALLYSON
MITCHELL, ROB HEYDOMN, CHARLENE
ROYCHT, ANDY JEKOBSOMN.

funding & grant deadlines:

Final scraaning formats will be 16mm and VHS.
Pleass include a telephone number whera you
can be reached and a sell-addressed envalope.
Deadfine: August 25, 1297, For more informa-
tion: Amy Ogden at: trunodh & phoanix.prince-
ton.edu (608) 279-0508

THE GRAND ILLUSION MOVIE THEATRE in
Seattle seeks shor films (18mm or 35mm) o play
before selected feature films. Possible Stipend!
Please send a tape or letter of interest fo:
Morthwest Film ForumiGrand Ilusion 1004 Tumer
Way E. Seattle, WA 88112,
<hitpifiveww.wigghyworld.org/Grandlllusion:

UNITED KINGDOM - The Lovebyte Digital Ars
Festival invites proposals for multimedia ar
installations to form a ground breaking exhibition
of public art In Sheffield's city centre. HyperTribes
invites artists to consider modem day tribes and
territories. The deadline is August 22, 1397,
Forms are available on the web site:
<httpufwww.lovebyte.org.uks>

ONTARIO ARTS COUNCIL ;&w chididiht gl
961-1660 Visual Arts CANADA TELEVISION AND CABLE
Artist Film & Video: {Inclusive of Film & Video): PRODUCTION FUND EQUITY
October 1 October 15 INVESTMENT PROGRAM
Media Arts Special Projects: (514) 283-6363
September 15 CANADA COUNCIL started September 8, 1996
Grants to Visual Arfisis: 1-B00-263-5588 X 4075/4138
£5000 Grants: Grants to Film: ROGERS DOCUMENTARY FUND
September 15 November 15 ROBIN MIASKY, 864-2325
$10000 Grants: Grants to Video: Top-Up Funding:
August 15 ; August 15 October 1
Note: Electronic Media is now pait  First Productions in Film/Video:
of Visual Al. See Other People’s  September 1 MACLEAN HUNTER/COGECO FUND
Money for the lowdown on the OAC.  artists and communities Pilot Program  526-5878

Initiative: Maclean Television Fund:
NFB FILMMAKER ASSISTANCE  Qgtober 1 August 1, Nov. 1, Feb. 15,1598
PROGRAM (FAP) Cogeco Program Development Fund:
973-3012 July 15, February 1, 1998
September 1
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new members:

welcome new members
as of june 97:

Dana Alexander
Juan Balmaceda
Kristine Copkov
Irene Craig

Bill Davidson
Kelley Doan

Scott Duncan
Stefan Ellery
Jacqueline Ferrier
Stephanie Garrison
Peter Hagek
Andrew Hogg

Steve Holway

Sean Llewellyn
Christopher Macdonald

Dave Maharaj
Robert Maynard

Chris Mckay

Saira Mclaren

Susan Moffat
Daniel Nearing

Lily Ng

Megan Price
Iuilﬂhﬂ
Vesselin Emfmr
nn!?muhm
Natasha Watson

Nina 2ol
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What 's new with eguipment @ LIFT:

OXBERRY UPDATE: Tha take-up mator
on the Oxberry camera was replaced in
July, The "black box” interface for tha
Optical Printer was also repaired and is
back in full working order.

35 mm STILLS FROM YOUR 16 mm
PRINT: Nail Burns and tha LIFT Technical
Team are investigaling the purchase of a
lens that will fit on a 35mm stills camera
that will allow you 10 make a 35mm nega-
tive from your 16mm film, This service
costs $15 per frame in the real world, =0
we beliove that it would be a great service
to LIFT members. The CFMDC used o
have such a lens, and it is reported that
Emily Carr College in Vancouver has one
as well. I you have any Iinfarmation about
where to get a lens, or are interested in
using it, please call Mark or Lisa at 588-
B444,

MEW KEY DROP-OFF BOX: Associate
and full mambears who sign out keys can
now relum them when the office is closed.
Handy LIFT member, Navin Khanna, ful-
filled his voluntear hours this year by
designing and building the key drop off
box as well as a VCR/TV shelf for the
ProTools sulte. | thera are other handy

members out there who have innovative
ideas on how to fulfill their voluntear hours,
give Lisa or Mark a call.

SUPER 8 DONATIONS: Tho two new cam-
eras domated by LIFT member, Paul
Livingston, have been seaing a lot of action.
The NIZO S48 model shools al three speeds
(18, 24 and 54 Ips), has single frame func-
tions and has both automatic and manual
exposure sattings. The NIZO S48-2 has the

same features plus an intervolometer and
AJC adaplor (excellent for slop motion and
animation work). These cameras are avail-
able to rent for only $4/day for Full members
and $8/day for Associate mambaors. Paul
aiso donated a Wurker super-8 splicer and
assorted supar-8 réels

DID YOU KNOW 7: LIFT's Eclair NPFR cam-
era has a prime lens kit that has six lensas
including a 5.9 mm fishaye (LIFT's wides!
lens!) At 533 a day, plus another $20 for the
prime lens kit it's a heck of a bargain for Full
members and a swesl deal for Associale
members oo, Mark's film Tha Ballad of Don
Quinn was shot on an Eclair NPR and he has
no complaints.

PROTOOLS now has B8 megabytes of
RAM,

1ift orientation:

LIFT's Qrientation will be held Wed., Aug. 20, 11:30 a.m. - 1:00 p.m. The session is for
individuals who haven't lamiliarized themselves with the: co-op's facliiies and resources,

Call fo reserve a spot. 588-6444,

more announcements:

LIFT Fall Shop Talks:

LIFT is hosting a full set of Shoptalks this fall. The brochure is included with your August newsletter mailing and on the LIFT

website (hitp./fwww.inforamp.net/-lift).

If you have any questions, call LIFT @ 588-6444.
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LIFT Activity:

LIFT mambers have been wvery busy in different phases of
production over the past few months,The five edit suites
have been booked solid, and production egquipment has been
going out regularly and LIFT films are appearing in

Fegtivale all over the world.
few members.
next newsletter,
{fax: 588=-7017).

Nick Curcin's 16mm feature, Seript Doclor
has been invited to screan at the Montreal
World Film Festival this August. Mick has
bean editing off and on at LIFT for over a
year LIFT member Michael Werth is
sound editing the film.

Jorge Manzano's super 16 featura film,
This Prison | Call My Home, is in post pro-
duction, awalting completion funds. The
film was shot in October 1996 and was edit-
ed at LIFT The film should be complete by
December 1997

Lara Fitzgerald's Mémaire Moire des sou-
venir a lyrical documentary on writer and
feminist Héléne Cixous has been selected
for the Maontreal Film Festival.

Barbara Mainguy's film The Front Seat
has been invited to the London Intemational
Film Festival and tha Atlantic Film Festival,
and has been sold to the CBC's Canadian
Reflections. The film was made in LIFT's
How to Make a Film Workshop.

Keith Cole has just made the first release
print of his zany Nancy Boy Versus Maniy
Woman, produced by and starring Keith,
directed by Erwin Abesamif. "The Homo
Hilton was booked for the night, so they
took their fight o the streals.® This epic
16mm comedy was shot MOS with all the
actors speaking German, and was
redubbed in English to give it that foreign
film feel sans subtitles. It was rumoured (at
the LIFT Island Screening) that the 27
minute film will have its gala debut at the
Uptown Cinema on Madonna's birthday.

Shawn Goldberg's recently completed
35mm comedy, Someone To Love, was
sold to B.C."s The Knowledge Netwark's
Independent Eye Series.

Paula Tiberius s completing her third 5
minute, Black & White film, Busk,

Here's a brief update co a

If you have gomething vou'd 1ike listed in the
Jot it down and send it to Lisa at LIFT

co~written with Eric Marier and produced by
Tanya Henley. A white French Canadian
rapper fights for his right to busk in his
'hoed. Cinematographer Mazako Nagai
shot the film with LIFT's ARRI SR in
November 1996, with a pick-up day in
February 1397 and edited in LIFT's Yellow
Room edit suite. Paula hopes to premier
her film at LIFT's National Salon de
Relusés,

Faula's second film, Killing Time, was
recently sold to The Knowledge MNetwork's
Indepandent Eye Series in British Columbia,
and was previously sold to WTN for
Shameless Shorls.

Hope Thompson has just completed If
Happened In the Stacks, a 9.5 minute film,
shot by Cinematographer, Kim Derko. It's a
noir melodrama about a young librarian’s
struggle as she encounters the capricious
behaviour of a would-be kennel owner who
is searching for a reference. Hope edited
the film at LIFT and did soma tricky optical
printing on the Oxberry with Roberto
Ariganello.

Meil Burns' has just complated his 18 mm
colour film, Grace Etemnal, a 9 minute film
about immortality. After locking himself in
the Oxberry room for 198 hours and 18
days of block booking, he has created some
beautiful images, making use of both the
Optical Printer and Animation Stand capa-
bilities at the same time. We're looking for-
ward to seeing it at the Toronto International
Film Festival this September

Christy Garland is on the brink of complet-
ing her 12 minute film, Biind Spot (formerly
My Accident). DOP Gavin Smith shot the
16mm film in October 1995, Christy experi-
mented with many different editing styles,
from LIFT's flatbeds to a Lightworks non-lin-
ear system, and then back on film at LIFT

Roberto Ariganello shot the tities on LIFT's
Oxberry and the film is now in the neg cut-
tars hands. Music composer Tom Third,
will be designing the sound track. Christy
expects to have a release print in the fall.
She is looking forward to har next film,
which she has decided will be much shorter,
in the 5 minule range.

John Detwiler and Rene Duncan complet-
ed their feature film in June 1997

It began as a LIFT co-production back in
1989 under the title Narcophobia, which
weant throught some major changes and
was shot in 1991 as Year of the Sheep.
They were forced to take a few years off to
find funding, and completed the shoot in
1893, In 1995 they received more funding
from the OAC, and the Canada Council
Media Arts in the fall of 1996, which allowed
thiem to finally complate the film, Hard work
and dedication pays off...

Shawn Goldbarng
keaps an inde-
pendent aye on
Someone to Love

Mara Ravins moved out of the Green Edit
Suite after several manths of Block
Booking. She has been busy editing a fea-
ture length documentary, Matin Dans Un
Foret de Pins, with Janis Kalejs. Mara and
Janis spent several months in Latvia with
an A BL, collaboratively capturing images
and stories based on the lives of six people.
Around the clock, tag team editing has
allowed them to lock the picture and move
on o mixing at the end of July. They
expect that the 120 minute film will be com-
pleted in late August.

LIFT fixtures, Marcos Arriaga and Jeff
Sterne are busy as usual on a numbear
of different projects. They both received
OALC First Projects Grants:

Marcos for E Barrio and Jeff for Harris
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More:

LIFT Activity:

(working fithe). Helping on each othars
films, they are often seen together at LIFT
ranting a Bolex, a super-8 camera and'or a
Magra to cover aither a Portuguese
Religious holiday (for El Barrio) or the latest
protes! al Queen's Park (lor Hamis). Both
fiimmakers are using an axparimeantal
approach to their subjects. EV Barmio (neigh-
bourhiood, in Spanish) axplores the vibrani
rasidential and commarcial neighbourhoods
In downtown Toronto and plays with our
new concepts of neighbourhood and how
immigration has changed the face of the
neighbourhood. Meanwhile Hamis is docu-
manting the productiveness of the cuts and
civil unrest caused by the Progressive
Conservative Govemmant in Ontario, head-
@d by Mike Harris. Jalf started work on tha
project in December 1985, when he wenlt 1o
film the big strike in London, Ontario, and
hasn't stopped since. Marcos has bean
working on El Barmio for almost two yaars
The project has been largely self financed.
We can expect to see thesa films by tha
end of 1997

Mario Tenoria's second film, The Red
Window, is currently being sound

edited on LIFT's ProTools system. Il is
about a young filmmaker named Sara, who
uses her memores of her Grandmaother in
El Salvador as raw matarial for haér experi-
mental film. Gord Creelman is waaring
many hats on this project: he was the loca-
tion Sound Recordist (with his leg in a cast),
Picture Editor, he shol the litles on the
Oxbarry, and he is now reporiing as Sound
Editor. They plan to mix the film at Sound
Techniques and hope to have the project
complated by early August. Mario's first
film, The Dark Chamber showaed at the
Latin American Film Fastival hare in Torento
in June 1897 He Is currently writing the
third film in this triclogy, The Golden Web.

Andre Pelenur completed his film Dead
Point in April 1887 It's an English murdar
mystary in 156 minutes. It hasn't pramiared
yet, so keep your oyes peeled for an
upcoming screening.

Mew mom, Tracy German, is delermined o
complete har lalest film, which is curméntly
untitted. Mot many edit suites are outfitted

‘ A:tistxaﬂaaﬁihnﬁﬁhmﬂﬁﬁﬁiﬁf

t4 pomon July 10, 1997, the Artisis’ Action
on organized a maeting with the
Minister of Citizenship, Culture and Recraation 1o
domand immediate restoration of arts unding in
Ontarko, The mealing was verbally confirmad by the
Minister's staff, bui af the last minute, the honourable
Marityn Mushinski did not show up.

About 150 Onitario artsis, with represantatves
from various seciors of socksty wene on hand o
addrass the Minisiar on how he ongoing CONSena-
five culs aré crippling the cultural domain. The maat-
ing was recorded with the hopes that the Ministar will
Eslon 1o the tapes and respond to her constiuents.

The first speakar was BIl Moore, an imvesiment
mamber of the Oaloville Gallienes. He visibly stood
out as the only person al the meeling weanng a sl
Ha lold how art ennchas our Ives and Souls, even on
Bay Street. A sound businessman, he also spoke
about the necessity lor govemmant 1o stop lving
bayond its means, bul slressed that the intangibla
value of the Arts lor the collective soul should nol be
al stake.

Filmmaker Atom Egoyan, who's film The Swoef
Harpafter will open the Toronto Intemational Fim
Festval, was unable to afiend the meeting, bul sent
a lather which was read by Gense award winning film-
makar, John Grayson, [n his latter he exprassed hia
abeolute balief that he would not be doing what he's
daoing now if it weren for tho arly suppon ha
received from the Onlanio Arts Council. He stated

that the DAC were the sols supporier of his early
fims, and they gove him the freedam 10 dapress
exactly whai he felt without compromise. His lafer
inciuded a great quole from Churchill during the
Second World War: a response fo the question of
why arts council funding was being maintained dur-
ing the war, Churchill responded “without cullura,
what are we fighting for?™
Moderator Lisa Steede read a letter from
Margaret Atwood that pointed out that the $17.3
milion cuts 1o the OAC means the loss o jobs in one
of Ontaric’'s most vital sectors. Sha stated that the
arts community and the private secior aro using inge-
ity in finding alternative funding, and callad on tha
Ontario government 1o do their job in suppaorting the
ane.
The balance of panelists: Sandl Ross., lormer
president of ACTRA Toronto, Arif Noorani, Director
of Desh Paradesh; Dara Gellman, Ontano College
of Art and Design student; and Kelly McCray, Artists
Action Coalition & Co-Director of Mercar Union, aach
spoke about ihelr distress over aris funding culs
Marmy mambas of the audience atso 100k a tum
speaking. The remainder of the scheduled time was
for the Minister's response, bil due 10 her absence,
the group looked lor strategies on how 10 neach the
government and make our appeals heard.  Melinda
Salo, YYZ stalf and LIFT member, made a graat
appeal to all anists to speak up now and to lake

with & portable swing, 50 Tracy brought her
own. Eleven week old Rowen was happily
swinging away while mom got in 4 full hours
of editing.

The CIFS screening this month featured
LIFTars Brenda Kovrig The Nevermind)
and Christina Zeidler (Galaxy Girls). The
CIFS accepts submissions on an ongoing
basis. Phona 955-4799 for more info.

Héléne

CIXOUS

action, Sha remambered that alter the first round ol
cuts, wo were told 1o be quiel and nol compdain, so
thal wa wouldn't be cut again. Wa siayed quist and
were rewarded with even larger cuts the following
year The govemment wants 1o comphetely disman-
e the Ontasio Arts Council, and will probably Suc-
coed before the naxt provincial alection if we don do
somathing about it.

The Toronto Intemational Film Festival is
arguably ona of the largest culural avents in the city
of Taronio that attacts visitors from all over the world,
It was agread at the meeting that this event should
be used to draw attention 10 Arts cuts and their
eflects. Wo need o show peophe outside of the ars
secior how important Arts funding is 1o everyone. A
briliand was made thal we lobby all film-
makerns wha's films were accapiod inta the Toronto
Film Fastival, 1o use & few seconds of their tima
when Introducing their films, 1o speak out about Ars
cuts and the imponance of Arts funding in Ontario. If
you would B o help out, attend the Monday meet-
ings of the Artists Action Coalition at Marcer Union.

WHAT CAN YOU DO TO SAVE AND RESTORE
ARTS FUNDING IN ONTARIO?

* Write to your MPP andfor the Minister of
penship, Culture and Recreation stating how
|Il".F';r|:||1.1nI arls 1ul'.l;|||'|.'_'.| IS 10 you and urging that i
be restored
ow 1o wrile similar let-

* Urge others you K
ters
* Atlend the weekly meatings of the ARTISTS

ACTION
Unlon,
LY

OALITION, every Monday at Mercer
39 King St. W., phone 821-1263, fax 977-
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The usual poetic rhapsodizing has baen
heard coming from the participants of Phil
Hoffman's Mount Forest filmmaking work-
shop. This year's aftendees included Sarah
Lightbody and Jennifer Reeves, recipient
of the Toronto Images Film Festival's
Marion McMahon Mameorial Award, which
oflered a week at the workshop. Last
year's workshop produced Sarah Abbott's
Froglight and Why | Hate Bees, work by
Sarah Lightbody and Cara Morton's
Across.

LIFT mamber Christina Zeldier recieves

tips from Frog Wrangier Gilllan Frise on
the soi of Janine Fung's The Doclor's
Daugtiter (working fitle), Christina was

inapired by Brian Groy's aricle “How 10 ba

your cwn Animal Wranglar® (run the

F‘JT'HTl_E e
2 2= e le Llo

oronto

Juna/July 97 issua of the LIFT Newslatier)

and lound hersal! work spritzing frogs lor

Wrangher Frsa.

Overboard:

all s srappings of giamour and opulance, the
LIFT Board of Directors can be o sordid and
unseemly group. Decadent (YES - they leed us cook-
ins!), disease-ridden (sometimes the meoting is all that
gats us oul of bed), and tardy (iyng to wiing assthatic
sflact from e yeas and nays ol me with & Seven case
ol Chronic Fatigue iast issue, and | missed the dead-
lina_...).

A kay person in my posfion might walk the cat or
rand "The Yum Yum Girfs," but | conlronted my dilamma
wmmumnmurnmw
Moghing. Thas | gared into the genets of this column

# SUQOESHON 1o PNt in the newslatier new motions!"
Hiy! Mew Motions! Hething fike an organizing principke
10 subwen Tallure of the imagination! Unfortunalely, as |
paruss the minutes of the kast four board mestings, most
af he actual motions are athar procadural - Hay! let's
call to orderd Hey! lofs adioun! Gee! That sounds
greal! — or have already been daall with in hass Dages
theough the estimabie eBons of Others. 5o | shall con-
finue to straddia the shoulders of my decrepil miuse.

But we do have one actual motion. In 1his one, we
find out what you aren'f going 1o hear

*_ihat tha board columnist for tha LIFT newslatiar,
acting in the interest of the members. shall not put the
Board in a posiSon of kabiity by reporing on M Solicw-
ing: 1) issues of stafpersonnal reAatons BN person-
nel commitiee repons; 2) identifying members who have
broken LIFT policy guidalines; 3) detailed descriptions of
LIFT financial planning and sirategy."

| wrote that, after lots of yakety-yak among the
Board, o address SOMme CoNcerms vl My polential
conduct 25 3 LIFT moke.  Thadiving CONOsMS wane 5w
right of individual co-op mambers not 10 have their par-
gonal business nosad into (either by members of the

e ! message from the &
jonathon culp muses on your behalf

outsiders who also recoie This fovely rag), and the Be-
Bhood of our running inlo legal trouble over such infor-
mation being made publie. 5o, yeah, s seff-cansor-
ship, but be assured | had no particular compulsion fo
write about that stull anyway, (nor any reason 1o expect
that arry huture columnist would). Under this guideline,
e lrmits on dscusgion are potential Rablity and com-
mon sense- For instance, | can repon on bmad ssues
of hnancial planning and strateqy, just not in such surg-
cail datall thit we risk leaving the microfilm in tha hands
of this loa. And of coursa, “the interest of 1ha mem-
baors” maans thal i a sfafl member & a practicing seal
killer and the personnel commities somahow isn acling
on that information, just try and shot me up! Finally, #
you o trust vy edional judgement, the Board meet-
ing minutes (the souron of my reporis) am availabie for
poiusal ol the LIFT ofices. Just phons ahoad.

The heady dream of @ LIFT digital sciting system &
I e Laid &t the feal of the Toronto Arts Council's
*Transition Fund.® You will recall that LIFT has baen
congpiring 0 purchase some yel-io -be-determined
technologecal wondar 50 Bl members will e moee
dhgtitad doys 10 complement the dazziing Prolooks niga-

LIFT Members

in The

Internal ional Film

S;:k’lu ol Cara Morton's Across,
for it and her work Incantation
al theToronto International Fitm Festival,
Yas, the list is outl Congratulations 1o this
yaar's invitees. The Fest will include the
abovementioned pleces by Cara, as well as
Cassandra Nicolau's Dance With Ma; We
are Experiencing... by John Kneller, Grace
Etemal by Nell Bumns; Wrik Mead's Guise;
B. Nash's bp {pushing the boundaries)
produced by Elizabeth Yake and shot by
LIFT's Mark Caswell; Fresh off the Boat by
Peter Demas, Cassandra Nicolau's Dance
With Me All Kazimi's Shooting indians,
Siobhan Devine's Breakfast With Gus and
Jahn Greyson's Uncut. (For those interesi-
ad In which hot films are not on the list, this
year's Salon de Refusés is at the Bloor
Cinama, Septamber 10th).

mauols. This will be one pricy bastand, but thenk of the
improvernent to LIFTs resounces!  Not 1o mantion the
cash-cow dynamacs that will make this & key elemant of
our fiscal sel-reliance. Administrator Deborah will be
asking the Transition fund for much good kama. (Tha
transition’ in TAC's grant litle does not refer o the GTA's
jmeninent comversion 10 anarch-syndcalism)

Scandalf — Did you know that LIFT has béen
brazenly Bhrowing money Bl such comporate boondog-
ghoes s InsidaOul and Imagas 977 Wa have a small
bt = unitil now — apparantly immoral donations fund
which has bacoma tha locus of much constamation
among Boandies since the crileria for its disparsal are a
littha.... vague_. Al the suggestion of Siobhan Devine, &
Commilites wis siruck 1o determine achual criena for
donations. The commities aiso includes Shay
Schwartzman and mysell

Movings and shakings: Fond tarewells fo Board
mambars Nena Toth and Mduduzi Mokgakala, wha have
both relocated away from Toronto and oul of LIFT. And
hution o Vichora Hirst, who has stepped out of the
Board untll Ocicber anywity, and ino the positon of
Fundraising Events Coordinator. Having played a large
part in throwin' up the soggy, successiul LIFT garage
siln, and having cracked the whip at the whiz-bang
[slnnd scraaning (which | missed AGAIN, tharks 1o miy
shapéd punk-rock fikestyle), we can wail 1o 586 what
Victora and her ebves o0 withthe Party of Partes

A message for the masses Please save up your
bear money for the nmi Monthly screaning al thi Gypsy
Co-op, 5o when wa repeal June's Night-al-ine-Opera
body piling routing wo can appease the landords by
spanding more monay on their damn overpriced booze.

NOTE OF NOTES: You can now read my columan on
the LIFT Website!! (Firs! we buy the workd comput-
ors, then we figure oul this Palestine thing?
Priorities, peaplelll)



A ProtOOl%afg%'gOﬁgé_coux has a strange

LIFT member
encounter of

the Protools kind:

obart and Consuels is 16mm black

and white, ninety minutes in length. It
wils shot for $ 10000 which pald for stock,
equipment and processing (with volunteer cast
and crew). Then I got 316,000 from Canada
Council 1o finish. 1 should have asked for
more! When | made up my grant bodget, | did-
n't include money for neg cutting (slipped my
mind). So when everything was worked out, 1
realized that | only had 52,000 for sound edit-
ing.

50 how long do you think it will ke 1o
sound edit, | kept asking? s 52,000 enough?
How much money could it take? The technol-
ogy does everything, ght? Right?

How long it will take is an impossible
question (o answer. Although we all think our
projects are simple, this has very little o do
with the amount of time you spend in
ProTools. Everyone works at different speeds,
plus, if you don't really know what you want,
you're in for a long haul. It took me awhile 1o
accept that | was never going 1o get a straight
answer about time, simply because there isn'
one, I suggest that you forget about asking
‘How long™ Just get $500 1ogether, book the
suite for five days no matier how long vour
project is, start working and see what happens
You'll get an idea of the time it might take
soon ensugh. Generally, count on your edii
taking longer than you thought. Some people
say that it's because you can do so many things
that you tend to play around a lot more, trying
things a million different ways, OF course, you
tell yourself that you won't, that you're just
going 1o go in there, do the job and et out
Ha. Also, it takes longer if you're doing it
yourself and are not of the computer culture
You have to getl used 1o the digital, non-linear
‘environment’ There are so many buttons 1o
push, menus 1o look at and little things 1o
remember.

On the other hand, the faci that it takes
longer is not o negative thing, You'll be having
s0 much fun that you'll just be glad that you
decided 1o do it yourself. Of course, you'll
acquire more knowledge and expenence; and
knowledge and experience are power,

MNow, just before T tell you about the work-
shop, 1 want to let you know that, up until the
moment that | decided 10 go with ProTools,
there were a number of reputable, even digital
type, people telling me 1o do it on the “bench™
They said things like: What's the use of all that

I wasn't going to do the sound edit myself because 1 thought it would be
too difficult. I didn’t want to spend a weekend taking a workshop. I'm not
good with technical things. I'm a slow learner and | tend to be sloppy
when doing big important tasks. In the end, though, these feeble reasons to
avoid using ProTools myself didn't stop me. As I was trying to make up my
mind about who exactly I would get to do the edit, I began researching to
try and find out how long it would take. (Now, we're talking money so I'll
explain a bit about the budget of my project and how much I had to

spend.)

stuff when you have such a simple little pro-
Jject? Do it on the bench and save yourself a
lot of headaches. One very digital type told
me that it would really be much casier 10 sepa-
raie dislogue on the bench. He made it sound
like it would be very difficult 1o do on
ProTools and do a good job of it. Once again,
I say (with 20020 hindsight) don't believe
everything you hear, 1'm sure people don't
mean 1o make things seem more complicated
than they are, but fior some reason, this is often
the result when you ask for ‘professional’
advice,

L signed up for the LIFT Protools work-
shop. I've never taken a weekend workshop,
nor have | ever gone on a weekend religious
retreal, yet | somehow equated the two. | was
filled with fear, 'What kind of weird group
experience would this be? What should |
wear? Should [ bring my own tea hags?
Remember, | am a slow leamer and my experi-
ence as o student has not been easy,

All the people in my workshop were nice.
Lisa, the instructor, has o great talent for mak-
ing people feel at ease. Her patience was
extraordinary and her genuine willingness to
help the participants work through problems
and questions made for a really positive learn-
ing environment.

In group situations, different personality
types quickly emerge, and as the workshop
developed, | began to perceive myself as the
'pain in the ass’ because 1 insisted on writing
everything down. Everybody else just seemed
Lo ingest the presented information. [ firmly
believe, however. that if vou don't understand
something. you have 10 be a little bit of # pain
and ask questions more than once. Ask your
instrucior to slow down so you can take notes,
and make it clear that things may have o be
gonc-over several times before they can be
understood. We all got a chance 1o work on

ProTools with Lisa as she illustruted vanous
features.

After awhile my brain became ermmmed
full amd T just stopped listening, Any intense
workshop of this son will be overwhelming --
there i just so moch material 1o cram in during
such a short time. However, | might suggest
that the workshop organizers present as much
information as possible in visual form (lots of
simplified diagrams) and then perhaps pair
people off to accomplish certain tasks which, if
suceessful, could then be presented to the
groip, This would allow for more participa-
tionfexploration and tuke some pressure off the
instructon

Alter the workshop was over, | was still
confused about a lot of things, but | was going
to start my edit in a few days and | knew that
with a little practice all the creases would be
smoothed out. (If you don't have & project to
work on to solidify the skills you leam at the
workshop. LIFT offers free practice time every
Tuesday, )

Before 1 could start editing, | had to have a
video transfer with time code done of my work
print. 1 did this at Magnetic Nonh a1 a cost of
535000 for my ninety minute film. (By the
Wiy = it's a good dea to ask for n VHS ver-
sion for previewing, one without time code
burn or audio track time code). Make sure that
you pet exactly what you ask for and then label
your tapes correctly and thoroughly,

Finally, I was alone and could start the edit.
The most difficult pant of the ProTools process
is getting set up. | used my own notes when |
g0t sturted. but at times they weren't helpful
when | was by mysell. Reading the manuoal
seemed like such o daunting task that 1 didn't
even Iry. Forunately, LIFT has provided a set
of simplified and easy 1o read notes - but even
with all of this support material, | still had 1o
ask for extra help from Lisa.

This is where LIFT really shines. Even




afier you've taken the workshop, you still have
free hours 1o practice as | mentioned, and Lisa
and Mark are always there, ready and willing
to answer any questions and belp solve prob-
lems.

| found that | spent a great deal of time just
getting comfortable with the suite and familiar-
izing myself with all the features. Soon, | was
lost in this fascinating world and 1 always
engerly anticipated the next session. Even the
problems which | had were interesting, solv-
able and important from the point of view of
learming,

How perfect do you want your work to be?
You must decide, My main concern was to
make sure that the audience could hear the dia-
logue clearly. The idea of reconforming all my
dialogue to the original 1/4 inch seemed too
daunting a task, sol made a big decision (o use
my mag dialogue track from my picture edit.
Many people thought that | was crazy, bul the
soumk] recordist, Bisa Scckic, had done a good
job on location and the editor, Irene Buncel,
had 1aken excellent care of the mag dialogue,
so I thought, Why not? The fact that 1 had not
saved any of the little bits of mag to make
extensions on the separaied dialogue (had 1
been doing this on the bench) didn’t matter in
the least,

With advice from Lisa, | decided to use
only eight iracks for my edit. My two major
characters, each had their own track, The third
person in any scence was called "guest’. which
was the name of the third dialogue track. This
was sufficient even when there were more than
three people in a scene.  Any sound effects on
the dialogue track were separasted onto the
fourth track which I called ambient effect, and
the fifth and sixth racks were for ambience.
I'm fond of ambience. Track seven was for
sound effects which | would have 10 add, and
track eight was for music. This was a perfect
number of tracks, especially since 1 was going
to eventually download my matenal onto an
eight track ADAT for mixing.

Onee you've separated the dialogue, you
start taking away, adding, fixing up, playing
around, During the workshop, Lisa had said
"...the trimmer tool is your friend.” and what a
friend indeed. Don't spend hours labouring
over where you are going to cut something.
Just cut it, and il you wani to change it, just
use the trimmer tool (which not oaly cuts, but
puts back) to make it longer or shorter. The
sound is all there, hidden away on the hard
drive. You can always get stuff back (unless
you delete it off the hand drive, but even then
you can always record il again). Once you stan
working, you will realize that ProTools is

A Protools MEMORY

indeed extremely casy to use. Moving sound
around, laying in ambience and editing are all
straightforward tasks - it's just getting staried
that can pose problems. So don't be put off by
difficulties at the beginning of the process,

Separating dialogue was fast and easy.
However, one mistake 1 made was culting too
much ambience off of the dialogue bits. This
sounded fine even when | was listening to the
final result on ProTools, The new ambience |
added seemed to blend in perfectly with the
ambience recorded behind the dialogue so 1
left only a few frames before and after each
piece of dislogue, When mixing, though, the
sound guality of the room was much better
than in the ProTools suite and 1 suddenly heard
o terrible hiss every time someone spoke. li
was very difficult to cover this hiss; it became
even louder when any similar hiss was playing
underneath it. My advice (unless you shot in a
studio) is 1o leave in all the ambience on your
original tracks attached 10 the dialogue. When
dialogue is separated, the ambience extensions
can be edited for pops and glitches and then
cross-faded to create a seamless effect, using
the least amount of expensive mix hours. Other
ambience can then be added for effeci.

The most important revelation 1 had was
about wild lines, Sound people are always
asking for wild lines and I'm always saying 1o
myself, "Come on, will this really help? Will
they ever syne up and how long will it take?
Isn't this just a waste of time?" Absolutely not
I found that 1 did use the wild lines recorded
on sel. It is 30 easy to sync things up and you
can edit them to make them fit in a flash.
Putting in footsteps was an absolute cinch, and
a pleasure. This is just one example of the
many iransforming experiences | had.

Another was aboul music. You can really
play around with music and try it in different
ways and, as a result, | changed many of my
ideas about the music - and music placement--
long after | thought | was quite sure about
where it would be best.

One bit of advice | would like 1o empha-
stze (Lisa had said this all along) is to do all
you can while in ProTools before you get to
your expensive mix. Mixers will tell you that
they can do all kinds of marvellous things (and
they can!) but it often takes longer to do these
things during the mix, when you are paying
lots of money per hour. For example, my com-
poser wasn'l quite ready with all his music
when | was finishing up on the sound edit, so |
armanged for him to bring his DAT tape with

the remaining material (20 minutes) to the stu-
dio planning to load it in just before we started
mixing. It could take up 1o two hours of mix
time at $100 per hour 1o load in this material.
The equivalent time in ProTools is $10.00, So
make sure you have ALL your material loaded
in and placed on ProTools,

Downloading for the mix was easy. Larry
Johnson at Sound Techniques came over and
for $80.00/ hour took my eight tracks back 1o
his studio on ADAT, In order o save time,
make sure you know the details of the mixing
stwdios system (especially now, with so many
options available). When I first spoke with my
mixer, | was under the impression that he
would be loading the ADAT materials in his
computer 5o all the tracks would be shown as
they are on ProTools and no mixing charts
would be necessary. As it turned out, this was
not the case. | found out just a few days
before my mix and | quickly had to get some
mix charts together. (You absolutely must pre-
pare accurale mix chans if you are working on
a small budget!) Once again ProTools (and
Lisa) came to the rescue. You can have all
your track daia spit out on hard copy ($0.50
per laser printed page). You will find the name
of each track, the name of each region, the
starting time (minutes, seconds, frames) the
ending time (minutes, seconds, frames) and the
total duration. ‘With this information you can
sit in the comfort of your own home during the
wee small hours of the night and make up your
mix charts putting at the beginning and end of
each bit of sound accurate (to the frame and
number) in and oul points.

Once | got to my mix | was relieved to find
that even though | had made some mistakes,
all would go smoothly. 1 had budgeted 24
hours; it took 26. | had great sound quality
{even my original mag dialogue was still guite
clear) and | had achieved many interesting
effects during the sound edit that were effort-
lessly mixed together. | just checked the prini-
master {which was done on 16mm stock) with
my work print and everything is in sync.
Whew!! O course, with 16mm the final
sound quality is noi great, however, 1 think that
using ProTools helped make the final product
the best it could be.

Oh, by the way, for my %0 minute film, |
spent approximately 150 howrs in ProTools.

David Marcoux says Hobart and
Consuela is not a feature; it's just a film that is
90 minutes long.




FUNDING INDEPENDENT FILM AND

VIDEO AT THE END OF THE CENTURY

Part Two: Sliding Backwards: the state
of the arts in Ontario,

This is the second of a three parf sedes on funding
Canadian indapandant fiim and videa by Panny
MoCann, LIFT member and cument president of the
independent Film and Video Aliance.
by Penny McCann

‘e, the word's out on what's happening of the

Ontario Arts Council since the last nasty flesh
wound inflicted by the Harris government. The latest
16.5% cut, the third cut in two years, has reduced the
funding to the Ontunio Ans Council by more than 40 per-
cent, from 5426 million to 325.3 million. The OACs first
response was 1o freens funding, a reasonable reaction
given that the Tories brought out their budget after the fis-
cal wear hal stamed.

Thils 15 what what the OACs board has come up with
o respond (o the cut: staff has been cut o further 10 per-
cent and admiistrative costs a further 16 percent. Most
program bidgets were cut. However, according to their
web site, the OAC has "maintained existing granting pro-
grams and denadlines, 10 the extent possible, o minimize
disruptions for the arts community, given the already
unsiahle and dafficult economic environmenl.” Thnee
pranting programs have been cancelled: Commumaty
Chodrs, Arts Writing, and the Playwright Recommender
Program. Fourteen vanious amd sundry granting programs
have been cancelled amd merged into broader or new
granting programs, for mstance, Electronic Media has
been merged with the Yisual Arls programmes and
Photography will go the same way next year.

The budget for the Media Ars has been out by 16.5%
bt all programs, except for the two that have been movesd
to Visual Ans, have been retained. Deadlines have been
chunged and, in the case of Special Projects for

Chrganizations, has been reduced from fao deadlines 1o
one. There will still be rwo (count ‘em two, Canada
Council) deadlines for Anists’ Film and Video, Letters ane
out that the jury for the April 1st Artists’ Film and Video
deadline has met but results won't be announced wntil
September. Ack, my condolences 10 all who are wailing
o tenterhooks,

Apparenily, boand decksions were based on stall rec-
ammendations and community consuliations. In ke 1995,
1 anended one of those consubiations, a cross-disciplinary
meeting for Eastern Omtario, In anticipation of cuts of just
the sort the OAC is now facing, the OAC asked the com-
ity what programmes were essemiial (0 nainiain ancd
what werent. Well, | suppose it's no surprise that, instead
of coming up with concrete suggestions of what to cut,
everyone made impassioned speeches for keeping their
own disciplines intact. The latest mand of cuts reflects
that response, the OAC seems committed to maintain
funding to the majority of the programmees they have fund-
ed in the past, albeit af reduced bevels.

The question 1o me is, how will the OAC respond if
they get cut again? After all, we'ne only half way through
the Tory mandage. OK, [ know it's not populas to suggest
program cuts but it seems to me that the OAC has to start
1 o miore than maintain the stxus quo — they cann con-
tinue to be everything to everyone.  And so, ot the risk of
being unpopalar, the following is my list of prionties and
cuts to prevent the whole antistic infrastructune in Ontario
from collapsing completely:

[} The Cntario Arts Council must continue (0 make its
prioritics the creation, dissemination, and exhibition of
new and innovative work and the support of artists to pro=
duge that work.

1) Community-based initiatives must continue to be a
priosity as should new and emerging artists and
organizations from diverse commufities.

K i

3) All organizational funding must be rationalized.
In other words, just because an organization has been
gelting f||||.-i|1n|:; since the dawn of time does nol mean it
should be aviomatically guaranteed 1o receive more than
a newer I'l|¥;|l.1.f;l1ll1|'l..

4} Any organization whose OAC opersting grant
forms 10% or less of its operating bodget shoaild be ineli-
gible 10 receive funds.

5) Mo organization should receive an opersting grant
that is more than 75% af its operating budget,

1 admire the way the OAC boand and staff have han-
died the cuts 1o date. | believe that, given the cirgum:-
stances, they have demonstrated much wisdom, foresight,
andl concem for the communities they represent [certainly
miach mone than the Canada Council has under less dire
circamsiances!!).  As an artist, the stest response to the
Fatesy et tells me that antists and their work continge to
be a priorty. The question is, 8t what point does the
OACs attempt 1o continue 10 fund 05 many progroms us
they can at reduced levels begin o become a disscrvice
1o artists and organizations T

A for the Tories, Harris himself responded o my
letter of protest, which I most recall from memory since |
immedintely sent it back 1o the garbage from whence it
came. Diear Mikey's response was something like: "Be
assumred that the government is conmitted 1o Supporting
the arts. 'We are confident that the OAC can continue o
meed its mandate.” Yadda yadda yadda. He goes on o
say cssentinlly that his government belisvies that supporn
for the arts lies in tax credits, not in direct grants to
artists and organizations, God belp and protect the OAC.

The Other People’s Money column provides an
orgoing discussion around cultural furding inCanada
and in Ontars. Guest confributors are welcome. The
apivions expressed here are nof pecessarily shaved by
EIET ar itn members.




BROADCAST MARKET GENRES

“INTERSTITIALS™ (FILLER)
Many broadeasters acquire interstitials. Although there are exceptions,
buyers usually state the following preferences for filler:
The shorter the better (maximum 5 minutes, preferably under 3),
They may insist that it be “funny™
There is more demand for narrative thun non-norrative
Animation is extremely popular.

“PACKAGED SHORTS PROGRAMS™

Some broadeasters packige shors into longer hall-hour or ene-hour
programs. These packaged shors programs represent a wider range of
opporiunity than the market for interstitinls:

The “shorter the better” rule ix mo longer o serious consideration,
Shameless Shorts accepis work up to 15 minmites and Canadion Reflections
and The Independent Eve accept material up to 30 minuies long,

They ne longer fnsixt that the work be fimny.

They will accept all genres: norrative, non-narrative and docs

SHORT SHORTS VS LONG SHORTS

In Canady and the LS. there are relatively few markets for longer
shorts (over |5 minutes), especinlly outside the packaged programs men-
tioned above. Very few broadeasiers will give a hall-hour time slot 1o a
“one-0fT”" (something that's not parnt of o series). I'm told longer shorts do
better overseas where the approach 10 programming slots is not so rigid

Generally speaking, the shorier the piece the easier it is 1o sell. (Docs
may be the exception (o this rule as they are rarely used as filler. )
Broadcasters are also willing to take more of a sk on something that's
only 2 minutes fong. They ranely take a risk with something that's 20 min-
utes long.

A NOTE ON DOCUMENTARIES

The demand for documentaries is huge, and growing. |"ve noticed hecause
I don"t have any docs for sale and it drives me crazy. While some of the
tips and contacts in this article may be useful, anyone selling docs should
study the murket further with their own necds in mind. {See ihe June Mh
issue of Playback, page 3, “Sunny Side of the Doc”™ for a sampling of the
curment market, also POV, the Magazine of the Canadian Independent Film
Cavcus specializes in the Canadian Documentary Scene)

TIPS FOR SUBMITTING:

|. Researching yvour market:

Make sure the buyer you are submitting 1o is suitable for your work, For
example, don’t send a serious doe 1o 3 comedy channel, or an adult piece with
coarse language to Canadian Eeflections.

2. Researching vour contiact:

Make sure you send your material o the right person. Call and inquire if
you're not sure. You typically want the “scquisitions department,” of maybe
the “head of programming.” Any contact information in this article is included
with the confidence that it 15 current as of the daie of publication.

It doesn’t hurt to talk to the actual buyer before you submit - it may
increase the odds that they remember your tape when it comes in - but it"s n
necessary. And you probably don’t want to try to sell the piece over the
phone. They won't be able to say much until they*ve seen it

3. Subvmitting vour tape

Unsolicited submissions are common. Submit a VHS preview tape only.
When sending to other countries make sure you send the right format: NTSC,
PAL or SECAM. If you have press material include it but it's not necessary,
especinlly for short shorts.

A money-saving tip for all submissions: Don't bother with retum postage,
cven for unsolicited submissions. Most broadcasters retum unsolicited tapes st
their own expense. If they don't return your tape, so be il Return postage may
be more than the replacement cost of the tape.

4. Following-up vour subwmission

Follow-up your submission with a phone call about 5 week or two later.
Don’t expect them to have seen it yei. You're simply making sure it arrived
safely and letting them know you're out there. Follow-up with a call every
few weeks afier that. You're not harassing them. It's their job 1o look at your
tape and make 3 decision.

The importance of the follow-up cannot be overstated. If you don't fol-
low-up they assume that you're not that interesied. They may buy all pro-
gramming for the entire station and you're only selling a few minutes, Don‘t
waii for them to call you.

£ A money-saving tip for lang-distance follow-up: Your goal is to remind
them vou're out there and would like an answer: If you call after-hours and
leave a simple voice message, you accomplish vour goal and ealy pay for a
miirimicl one-minite call Always iry to get a direct line to ensure Gocess volce
muail after hours. They will evenrually call you back, af their expense, or
return your lape with a polite rejection.
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CANADIAN BROADCAST MARKETS

CBC Canadian Reflections airs on CBC TV fridays at 3 pm (EDT)
They will look at all genres and lengihs, op to 30 minutes. Note the 3pm
time-slot. If your work contains anything unsuitable for family-viewing, it

won'L be considered.

Canadian Reflections demands a “1st window™ (if it's aired previously

on english Canadian television, they won't look at it). For this reason they

should get a first look wt anything you do (provided it's suitable). They also

demand an “exclusive”™ license for the first year of a 3-year term (meaning
you can't sell it 1o another broadeaster in english Canada for the first year).

They pay about S0 minite,

CONTACT: Tara Ellis 416-205-7165. PO Box 300, Sin A, Toronto, ON
M5SW |Ef

Knowledge Network and SCN (Sazkatchewan Communications

Network), These two provincial public broadcasters air the one-hour pack-
aged shorts program The Independent Eye. Direct submissions 1o Judy

Robenson at the Knowledge Network. The Independent Eye is often pro-

grammed around themes, o you may want lo inquire about upcoming needs
On the other hand, submit regardless as new themes are constantly emeTging.
You may even be an insdigator.

The terms are about $30minute for a 4 year mon-exclusive license, (The

license stipulates thust material from The Independent Eye can also be used as
interstitials on both channels.)

Both channels also buy interstitials over and above what they cull from
The Independent Eye. It should be very short and have a fairly broad appeal,

The terms are the same os those above,

CONTACT: Knowledge Network: Judy Robertson, Screening Officer,
604-431-3200). 4355 Mathissi Place, Burmnaby BC V3G 458
CONTACT: SCN: Sunni Glaze, Acquisitions & Scheduling 306-787-0495,

North Block, 2440 Broad Street, Regina SK 54P 3V7

Brave! Acquires shorts of various lengths in 2 broadly defined ants genre.
For filler they tend to rely on the material produced through their Bravo!Fact

grant system. Bravo'Fact bs currently funding arts videos between 2 and 6
minutes in length.

CONTACT: Bravo! DNana Boehme, Manager, Independent Production.

416-591-5757 299 Queen St Weat, Toronto, ON M5V 2725
CONTACT: Brava!FACT: Judy Gladstone, 416-591-5757 (Address as
above)

Showcase acquires interstitials but they don't seem to use that many and
they tend 1o be mainly animation (NFB and others), although they occasion-

ailly air short live-action nurratives,

Showease recently aired a number of longer shorts from the Canadian
Film Centre bundled into two-hour blocks. Submit your shorts, all lengths,

and maybe collectively we can convince them to continue with such a pro-
gram and include non-CPC shorts next time.

CONTACT: Lori Rosenberg. Programming Acquisitions Manager, 416-

967-0022. 160 Bloor Street East, Suite 1000, Toronto ON M4W 1B9

Family Channel acquires interstitials but they obviously must be suit-

able for family-viewing.

CONTACT: Leslic Rand, Acquisitions, 416-956-2030, 181 Bay Sweet,
Toronto, ON MS) 2T3. (If delivering in person it’s easier o go o 36 Yonge. )

Vision TV acquires interstitials related 1o any of their 5 daily themes:
arts, roots of faith and culwre, voices (minorities), stories (film and inter-
views), and international docs and dramas, Vision also supports longer
shorts (mainly docs and drama) with their Canadian Independent Film
Showcase.

License fees are in the neighbourhood of S40Vminute for 3-years non- |
exclusive.

CONTACT: Peter Flemington, VP Programming and Development,
416-368-3194, B0 Bond Street, Toronto, ON MSE 1X2.

Women's Television Metwork (WTN) acquires shoris of various gen-
res, preferably under 15 minuies, for it's packaged program Shameless
Shorts. They require that at least one woman be involved as either pro-
ducer, direcior or wiler.

License fees are showt $50/minute for a non-exclusive term.

CONTACT: Laura Michalchyshyn, Acquisitions Manager, 204-783-
5116 x220. 1661 Porage Avenue, Sufie 300, Winnipeg. MB R3J 3T7

The Comedy Channel will be on the air in September 1997 and they
will acquine comic shornts for interstitials and they are planning a pack-
aged shorts program.

CONTACT: Ed Robinson, Programming, 416-299-2000. Box 9, Sm O,
Toronta ON M4A 2M9

Super Channel is a pay-TV movie channel in western Canada (like
THMN). They acquire the occasional short. Submissions should probably
b under 10 minutes,

CONTACT: Sandy Perkins, Director of Programming, 403-430-28(K).
8324 Calgary Trail, Suite 220, Edmonton, AB T6H 4J8

U.S. BROADCAST MARKETS

There are hundreds of cable stations in the U5, with a dizzying amay
of specialties. The broadeasters listed below are the ones | singled out as
best for my needs. You should explore the market further for yourself as
you may find the perfect niche amongst these specialties. The National
Cable Television Association (MCTA) publishes the booklet “Cable
Television Developments™ This is not designed for independent produc-
ers, but it’s free and contains most of the initial contsct information you
need. You can reach the NCTA m 1724 Massachusetts Avenue NW,
Washington DC 20036-196%, 202-775-1550.
fall figures expressed in US dollars) ’

The Independent Film Channel acquires shorts of all lengths and
genres. License fees for short shons (| minute and up) range from S500-
2000 for a 2-year non-exclusive term, with one exception: They won't
accept anything that's already aired on rival Sundance Channel (see
below).

CONTACT: George Lentr, Acquisitions, 516-396-4514. 150 Crossways
Park West, Woodbury, NY 11797

cont. on pg. 20
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The Indepen

The feeling that one has when walking
to the lab to see the first senies of rushes
is difficult to describe, nor perhaps is it
necessary given that this wext is primanly
read by filmmakers who know the fecling
all too well. What | remember, however is
the two blocks from the subway to the lab
seemed like forever.

were walking around in Solna, o

town in Greater Stockholm area in

Sweden. We had just shot the first pan
of our short film and were taking a break o allow
most of the crew o atiend the Giteborg Film
Festival. We were about to sce the result of the first
three days, 2 112 of those being exteniors shot in the
bleak and quickly fading Nordic winter daylight

We were on our way o FilmTeknik, the lab that
processed our film. My nervousness was mide
worse by the news that the colour timer who was
waiting for us had o few films shot by Sven
Mykvist, and Tarkovsky's The Sacrifice, on his
résumé. My DOP Jirgen Stegand assured me that
there was nothing to worry about, he is just a “guy”
working @i a lab, To calm me down, he told me
ahout two other friends, Jesper Duagli and Maitias
Hiigberg, who got a grant to blow up their 10
minute film fneti 1o 35mm, a job to be done by
Mils, “our” timer. They had booked an appointment
with Nils, who found out that they had been double
booked with Nykvist. Nil called Nykvist and nsked
him to reschedule, He must have been really
intrigued by Jesper's project. Despite the laid-back
mentality that prevailed, a visit to the lab lo sreen
ushes is the same all of the world: you walk in ner-
wous and you walk out depressed, no maiter who the
colour timer i3 of who printed their rolls there,

A spectre of a gigantic film tradition haunts this
prea of the city. Not far from here is the film studio,
Filmstaden, that hosted many of big names of
Swedish film culture. It is an obd one, dating back 10
the silemt e of Mawritz Stiller and Vikior Sjisirdm,
Alf Sjisberg, considered by some people to be
Ingmar Bergman's mentor. also made films here. |
grew up i (he arca, and a5 a film-loving high
wchool gudent, strolled around the grounds, looking
ut production stills and other goodies anfully exhib-
ited in the subway station benenth the complex, or
trying to catch o glimpse of filming activities on the
hod.

T could have simply been my fixation with his-
tory, with u past, At that point, | wis not familiar
with the Swedish directors that entered the inlemu-
vional scene in the 60s and T0s: Vilgol Sjoman (/m
Curious, Yellow), Bo Widerberg (Joe Hill, All

mk.r EM. Jan Troell {TJE';IML Ry

f (A Swedish Love Story, 1o name a few.
There was a curiosity around the world about
Sweden. These artists came 1o the international
arena 10 show the country’s soul, even though they
sometimes showed a ormented one (Bergman's
repertoire). Those days are now gone. Swedish cin-
ema, except some sporadic international <ales, has
been significantly abuent from the world scene since
Bergman retired from the cinema in carly eightics,
an absence which many people here say has had a
hig impact,

{Though in the past few years, Bergman has had
three of his scripts produced, one of them direcied
by his own son, Daniel, all dealing with Bergman
Senior's parent. This past winter, he reputedly
locked himself up in o tv studio to shoot the fourth
seript in this saga. The master has positioned him-
self behind the camera again, for eelevision.)

In recent years, Sweden has missed the
young visionancs of the neighbourning countries,
Finland has their Kaurismiiki, In Denmark Lars von
Trier carries on the tradition of Dreyer and 18 him-
s¢lf followed by an array of young and angry film-
makiers who you may hear about sooner of later:
many people like to talk about 3 Danish “new
wave”

| decided 1o undertuke o nearly impossible task
- po examine the reasons behind the recent devel-
opment in Scandinavian cinema. Anyone who has
exposed a singhe frame of film andfor written a 101
film studics paper, has hours worth of theories and
ideas of why things were the way they were and
what was needed to change them: an overhailed
film policy, restructured funding system, daring pro-
the Tist is endless. Among talks and interviews with
colleagues and others, and of course in my own
recent experience, | found elements that might be
interesting for a Canadian reader.

The Swedish film industry, like Canada’s and
many other European countries” survives on nation-
ol and regional funding set up through different gov-
emment agencies. The similarity to the Cansdian
system stops here, at least as far as independent
filmmakers are concerned. The ceniral perve in the
Swedish film sysiem is the Swedish Film Institute, a
giant bureaucracy located in a bunker like complex
in Siockholm, One could say that pretty muoch any
filmmaking sctivity is covered by the Institute:
international festival circulation, the cinematheque,
production studios, distributson {of films by direc-
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tors fike Alain Tanner, Kaurismiiski, Jurmusch,
name a few). Also, through a grant based on merits
of individual films, the Institote assists distributors
with importing and promoting “quality film.” as
well as marketing domestic products. According 1o
figgures released by the Institute, out of 204 films

rel cased theatrically in Sweden in 1996, 162 were
American. Only 18 domestically produced films
were released (not 10 mention a few co-productions
with other European countries), This is still an
impressive figure, since the number of feature films
produced in Sweden cuch year may not excesd 25,
“The dominance of American movies simply diverts
attention from homemade products, thereby margin-
alizing most Swedish films (the domestic industry,
however, is able to produce one or two blockbusters
ench year). Interestingly, though, two of the main
independent distributors ended up second and third
in @ table illustrating market share, outnumbering
by far major US distributors. Parsdoxical as it may
seem, this situation is created out of the preservation
of somewhat stable government suppart face-to-face
with o larger cultural trend that favours the spectacle
of Hollywond cinema.

The production entity at the Instinse is centred
around 2 group of people known as the “commis-
sloners™ They are the link between producers and
the Institute's board of directors. Basically if the
commissioner green lights a project, it is more than
likely that the producer will get the cash. Usually.
there are five or six commissioners st work: two for
feature length production, one for shon films and
documentary, one for children and animation films,
anad one education commissioner. The latter is o rel-
ati vely new position, which is made to financially
asis Swedich filmmakers to enrol in advanced
training programs (my goess is that this covers stud-
ies abroad, since Sweden's main (ilm school's three-
year training program for directory, cinematogri-
phers, writers, producers, ete. is free of charge. the
school gives students access 1o equipment and facil-
ities ot the Institute's siudio, Admission, however,
takes place only every two years and is fimited to
three to four students per catcgory ).

The short and documentary commissioner has
an annual budget of more or less CDN 2M which
they may distribute among 50 films in 5 two year
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period (0wt of an average G00- TN applications). The
commissioners responsible for featunes may have
roughly CON T™ to work with, The money will be
invested in two stages: a production grant, and an
“after production grant” dispersed among those
filmes that are seen by at least 3000 paying audicnce
members in Sweden

The other major public player is the Swedish
Broadeasting Corporation, followed by a series of
private producers. Each year, all
private and public organrsations 13t
around a mbile to draft a Film
Tresty. This document outlines ihe
robe of different organisations in
the coming production year,

The adea of the fate of one's
film lying in the hand of 3 govern-
ment bearocral may seem some-
whai intimidating to the peer-eval-
wited Canadian filmmaker. In my
opimion. however, the Swedish sys-
fem s nol disadvaniagoous: mosi
filmmakers | talked to are quite
positive towards if. Financing o
film 15 never easy, both for those
whi :|[‘|1,'I!:.' for i1 and for those whio
disperie the fundi. The impression
that | have is that the commission
ers of the Institule are quite
approachable. At the commence-
ment of their term of duty, the
commussioners will host a panel
for the public where they well peo-
ple about their filmic agendas and
goals. At last fall's panel, the com-
missioner responsible for shon films cluimed thist
she wiould like 1o see more daring and on-the-edge
films ke U'm ohien Andelow. However, Residar
Minsson the screenwniter of My Life ax a Dog,
houne, after nearly a decade in Hollywood, 1o ke
office us one of the feature film commissioners,
caused a minor controversy by claiming that he
favours the Hollywood style three-act films. In this
way, producers and directors get familiar with each
commissomer s biases and know who to approach
for their upcoming projects.

| decided to take a different approach 1o produc-
ing my shor film. Instead of heading o the Institule
and applyving for a decent amount of money, | head-
ed for a place called The Film workshop of Swedish
Film Institute and Swedish Broamdcasting
Corporation (S%T), Shorily referred to as The Film
Worlkshop, this place is located among nineteenth-
century badkdings on an island i downtown
Sackholm. The Workshop s financed through an
anmaal 200,000 in grants from the Institete, SVT,
the municipality and the regional sdministration
olfice of Siockholm, The three members of the sl
review moomang progects each Teesday, a thind arc
granted production sappon in the form of Glm wock
and processing, basic camera, sound and lighting
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gear, editing. titling and mixing. Each year, a few of
the completed films get their release prints Minanced
by the Workshop,

Insecure aboul the artistic menis of my project,
| headed 10 the Workshop 1o apply for production
support. After a few sessions of discussion and con-
sultation, | was told that | could start prepping the
shoot. Since the Workshop favours projects with no
previous support, [ did nol have the funds io cover

Pedram Fouladianpour watches his DOP very carefully.

the logistics of a film shoot, Afer Tinding a produc-
tion manager, we weil hanting for corporle Kpon-
sors and after almost 2 month of busiling, we gol
the support of MacDonalds, Borger King, Sweden's
largest brewery, o food exchange and a local bakery,
Cetting people 1o show their generous side was not
easy, but when it happened it was really sweed. Fuji
was Lhe prime example — they gave us a few rolls 1o
‘test’ and once we, thanks 1o my mescalculations,
run out of film for the last two days of the shoot,
Fuji kicked in enough film to cover our shorage. i
ook o few hours of conversation and shmoozing
with their sales office in Holland, their headquaniers
for Scandinavia.

What was mone interesting about Foji was the
call they gave us after we wrapped. The head of Fugi
sales for Scandinavia, a French gentleman by the
name of Guy Porscher, wis coming o Stockholm o
mect with some DOPs and he wanted 1o see some of
the stuffl we shot. We invited him o the screening
rooim ai the Workshop's humble facilities. After the
screcning, e showed us some brochares and a lisi
of recent films shot on Fuji. 1 wbd him th | apgre-
cisted his assistance, and that | was quite surprised
that he was spending so much time with us panhan-
diing filmmakers. He said in order 10 make his

point, he would have 10 1ell us a siory. A sImphe One
bat one he really liked: A few years ago, a young
man walloed into their office in Amsterdam. He said
he was working as assisiant o the producer at this
film company. He had <hot a film on Kodak while o
school, and now he nooded money 10 make a releass
print. Bui Kodak wouldn't assist him. Would Fep
want Lo spoasor him!

They looked a his material, and realising that it
WEE nol 4 k'l.i\lll\- [OCESS,
agrecd to pay for the lab fees
Afiier aboul a year, the same
yourng man came back to
them. He said he wis produc-
ing o feature film, and to show
his gratitude, he was going o
shoot it on Puji. That film was
Antowia v Line
Our friend from Amsterdam
decided that be could never
tell what the beggar-filmmak-
er's nexi move 5. He wamed
to capitalise on what could be
m success in the futune. A simi-
lar remark was made by
Denmark’s Peter Aalbeck
Jensen, co-head {with Danish
millivnamre Vibeke Windelov )
of Zentropa Entertainment, the
company behind von Trer

successes such us The
Kingdom and Breaking the
Aalbeck Jensen 15 con-
sadhered the most powerfil
playver in Scandinavia
Apparently, during his visit to the Gikeborg Film
Festival last February, Aalbeck Jensen claimed that
every night a truck load of equipment left Zentropa's
facilitics, destined for a young and needy filmmaker
He says this is not becsuse he is & generous man. He
simply wants the young talent to come 10 him with
their idens.

Sistements like thal have created & sense of
reserstment among (he filmmakers | met in
Stockhaolm They are yeaming for a Swedish
Aalteeck lensen, ready 1o throw himferself into a
new project knowing that they may lose their shirt
doing so (Zentropa is developing a reputation of
gutsincss ). As & inend of mine sasd, for every von
Trier or Atom Egoyan, you necd tens or maybe hun
dred  bad! mediocre (ilms. Who is going to pay the
ills for this festival of mediocrity i the ultimate
political guestion

Warves

Pedram f.l..;..-.....-._,'-. ur 15 o [ilmmigber amd
LIFT mewsletter committer member  He b5 currenth
workimg on @ suereal xhord film infienced by Joree
Luix Borges, Edgar Allen Poe and his own nighi.

marei
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INDIE B WARRRORING...

o you''ve finally divined an absorbing subject for your next (or first) film and nvw you're slouching towards production. STOP! If

your magnum opus is a fickion piece with actors, sooner or later wardrobe will become @ key consideration. Paying attention to this

in fthe early stages of a project ensures that nasty surprises won'| rear their ugly heads later om. Clever costume design isn't hard to
accomplish and a little bit of planning will ultimately help your film make a stronger statement.

WHY THE FUSS?

You already understand that film is a visual medium. H you use costumes as a
quick shorhand inlo character, sefting and time, you'l free yourself from a lot of
clunky exposition and be able 1o dive right into the story. Dress is the fastest way
io give an audience clues into the character onscreen.

START WITH THE SCRIPT

Chances arne that money's ight and budgal s non-ststant, 30 work with what you
have. When writing your scripl, keep in mind whal wardrobe resources you have
al your disposal. H you aran't selting aside some dough for thés department and
you don't know anyona who will land you stulf, sat your story in the prasenl.
Perhaps you've lucked into getling some uniorms or ofher wnesual gear. Find oul
what you'll ba able 1o borrow - lhree sais of soldiers jackels and halmals maans
that ondy a trio of actors can be filmed wearing these itlems at a time, and only
Trom the waist up.

DELEGATE RESPONSIBILITY OR
DO IT YOURSELF?

Even if you are a Renassance type who will write, direct, produce, shool and edit
the entire project, it will make your life easber to find an enthusiastic person to do
wardrobe for you. Bonus paints if they can sew. Sure, wandrobe can be thrown
together and stll look balievable, but for your sanlty and the sake of the shool, iry
to 1o get another individual take cane of things. Howewer, il thal cannot be the
case, read on for some guidelings on how [0 successiully Manage your own
wardrobe depamment. (You'll still really benefit from somebody on sel, however.)

DETERMINE POSSIBILITIES
AND LIMITATIONS

Read over the script, first for pleasure. Write down your first rasponsa. Then re-
read fhe scripl for design possibilities and limitations. Think about story and char-
&cter and answer tha lollowing questions:

1. Where are they in the worid? Note specific references and descriplions.

2, What's the day, month, year? Is it a holiday?

3. Who are they sociaiy and economically? What wews do they have on afhics,
sax, marnage, famiy?

4. Whai fook place before the fim began?

5 What Is the point of view of each characier?

6. Identify the profagons!, antagonist, leads and suppons, sfock characters,
Crowds,

7 What kind of language do they speak and how do they speak 7

8. What is the play's action?

9. What is the play's thama?

Answer those questions thal apply io your script and skip thoss thal don'l. This
detailed evaluation will halp you make discoveries about the project, and help gve
you a place 1o stan with your ideas.

CREATE AN ACTION CHART

An action char is a tool 1o halp you discover tha film's fvthm and structure, By
identitying this you'll be able 1o find costumes that suit the shifts, thus reinforcing
the fém's pacing and evolulion. Gel a large sheal of paper and draw a grid on it
Down the left hand column write the names of all characiers aither in onder of
appearance or imporance. Across tha top, a column should be devated to aach
scene, listing the location, date and fime of day. Place a mark in each comespond-
ing square (scene) in which a character appears. This char will show individual and
group character movernents throughout your film, (It will also help with cantinuity
during production. }

CONSULT WITH THE KEY CREW

Find out what tha director’s visual intentions ara. What doas (s)ha wani tha cos-
tumes o say? Are they 1o be fashionable or dated, expansive or cheap? What
about fit? Consult with the art director in terms of calour. Sets and backgraund wil
have 1o harmonize with the clothes. Since locations come and go, concentrate on
finding the silhouettes and pseces first, and hues later. Ask the actors for their
ingights into the character. Determine how each character is percenved; who will be
cast; wheiher aciors will pay move than one role; whather roles will be added or
eliminated; any script changes; what props and accessonies will be needed that
aren't afready in the script and whether there are any physically limiting movements
alfecting costuming. Getting others invohved early on and consulting with them regu-
larty will avoid trauma on the set and sheieks of "But | wanted thal in crange PVC,
nod black!®

DEVELOP A COSTUME PLOT

A costume plot is simply a st of whal each character will wear in each scena of tha
film, After analyzing the script and getting the input of others, decide what would be
approprigte character dress. Do a litile research. What are or were the basic cloth-
ing silhouaties of the time? Il the seiting is in the past, paruse through books in
public, university or museumn libraries. Check oul newspapers, magazines, pho-
tographs, what's already on TV or in other films for inspiration. Your costume plots
coubd include afternate Rems, to allow the director some chaice in the matier.

GET OUT YOUR CRAYONS AND DRAW

Skeiching the oulfils will communicate the visual design succinctly 1o your director,
DOF and production designer - regardless of whether they're all one person. You
don't have to be an arist, just make the ciothes and silhoueties recognizable. If
gven scribbling a stick figure is daunting, have a friand draft the illustrations. Includs
the Ene — the period and character of the clothes, he propartion of the actor and
the character they're playing .and any detalls in terms of the costume such as
shipes or klapels, elc. You might submit skeiches in black and white first, then add
colour after further discusshon,




KEEP TRACK OF
WARDROBE IN A SPECIAL
BOOK

This may seem Draconian bul if you donl want to juss
witth finding that damn orangs PYC corsel while shool-
ing. i book is ks mnal than an assal |0 your binder,
wardmbe rlormation could include: pre-, presant- and
post-produchon schedules; addresses and lelephone
numbins lor shops, sources, the cast and orew; a casl
=t and ther maasyrements; malerzls and budget
breakdown, the achon chart, he agstume plot; sietch-
85, contimaty sheals; a kst of accessonas and a fist of
rentgd costume fama. When maasuring your aclors,
the basics 10 list include thedr hesght and wesght: com-
mercial clothing and shoe sizes; chest, wasst and hips:
the inseam (inside length) of theér anms and legs.

PRE-PRODUCTION

Pre-production is when you'll plan, fnd, pull, rent, buy
and organcrs wardrobe contiderations. This will prob-
ably take place all &t once in an insanely compressed
time pariod. Keap soparate sl of what will be bor-
mowed, rented, boughl or sewn, and dhvada Bems nlo
calegones e shirts or shoes. Lock down your rentals
earty on, You'll wani lo make sure the coal you need
is available on the day of a shool, and that it co-ondi-
niles with the resl of the 58l and costumes
Ramamibsr 10 build the rest of the costumés amound
your renled fMems 10 ensure A Soamdess malch, And
taka your aciors wilh you to try on key Rames. This is
he W 10 Wi Ol afry DOIBNEAT prODRsrmg. YWihal
costuma upkten will be nesced? Are an actor's move-
menis restricted? How many duplicats tops will you
requilre 1o match he lakes of & sfunl or special offact?
Expiore ways o aller a garment's appearance. i you
need o dya somedhing the right colour, buy it In a nat-
ural fabric like colton o lingn 8o thal thi dye will take
Fray iloms using scissors and strasghl rzors, Wash

COST-CUTTING CUNNING:

» Work with a chanp scripl. A Contamparmny satiing
with kmited characters is best

= SHill gotta use olaborale rentals? Have only a loew
characters in fhem, and shoot the scana |n the
fewosl days podsibie

= Suse out whal's cheapest for key itema: renting,
buying. bommowing or sewing,

* Try bormowing itams in exchange for a film credit.
Be propared to mike dozens of calls lo businesses
and onganzations. Don’t bormow amything you'll
want ko destroy i s stunt. Asbum things in pristine
condition

= This also apples o kems oul of e casl or crew's
own closats

= Buy cheap pleces thal can ba sawn logothar o
creatp something new. Od curtaing can tum inko &
coal, o labdaciobhs can DEoome shamiy.

« Noad one knockoul dress o coat? Post notices in
collsgis asking o tashion design studant o sew
oné in exchangs o & Bm credit. Provide fabiric and
ricitions for th bem.

= Mivie pay full pice. Haunt discount shops and
fabric cutlets

* Get cheap fabric at Fabricland or aking Queen St
West between Spadrs and Baturst Find fancy
fabwic at Designer Fabric Outiet. They'ne in the
baok.

+ Schiep through Uned Way, Salvaton Army and
Vaiue Village siores. Find more méined peniod
phecas al vintage shops and bargain priices down,
Explore Kensinglon Marks! and the Ealon's Sale
Anngx (Tth ficor, Eaton's store in the Ealon Centra)
Dixdes Viahue Mall i ancther an overocked gokd ming
of shops,

Fo ey

A
ol =

fabsic 1o sodban and work il in, Sheink swoalers ke thay
did in Trainspoifting by boiling’ them in a hol wash. You
rughl have several ffngs with achors. Avoxd malong
insuiting remarks about fheer plwysacal imitabions and
chooso o noom with an area where they can change in
privacy. Hinre thi dnector penocically check ol your cos-
fmes 1o Make Surs SVeryona's in aoredmant with the
visual atyle. There won't be tma for any of this on sel

PRODUCTION

This is whera all your hard work comes logather. Be on
s&l &l all trmes, ready to deal wilh the indntable calamities
thal will arise, Walch scene rehaarsals inlently to calch
any clothing difficulties. Keeap track of clothing conbinulty
betwoen scenas. Have 2 sewang toolbox by your sido that
containg scissors, thread, ping, nesdias, a

spray boltle of waler, anti-static spray, a linl brush, soap,
napkinil and Bry oihar fems you may nead o iake cane
of the coshumes. When dressang the acions, avoid makeup
siaing by wrapping a large scarf around thair neck o
covar thelr face. Koop the atmosphara calm when chang-
ing ko prvent ipping any clothes. The axiensive pre-pro-
OLACinDn Wk you've dong Shoulkd alcw you ko chill & e
during tha shool and handle any contingancias smoothly,

POST-PRODUCTION

Whan all the shooling is dalinfaly finished, carafully wash
ior dry-chaan any borrowed ilams so thal you can return
them in the state they were baned o you. 1 @ loaned or
rented (eem was damaged dunng the shoot, call the ownar
la find oull how you should go about fing . They might
have a speclic way eyl wanl things taken cans o You
may hawe 1o pay for an alemate fem, S0 cover your 435
by nat bosrowing anything you can replace, After eveny-
thing's rofumed, sil down and pal yoursel on the back for
a job wed done

Stephanie Garmiagon 8 & naw LIFT mamibay,




Lost Woman Story

(28 min) 16mm B/W negative

Whiter, producer, editor and director

A Muslim family renl a coltage on Georgian Bay

during Hamadan.

Produced independently, no financial assistance,

1997 . sl from: Lost Woman Stoy
My VIE‘ w: Lost Woman Siony

Do Nothing m very interested in telling stories because my first love is writing. All of my films have

(6 min) 16mm B/W negative #een based from short stories of mine. | love the idea of interaction between people and

Writer, director, editor and producer showing five minutes of somebody's life without having to go into their story for an hour

A twalve year old gifi stands on a street cormer and a half. |like leaving the audience hanging, not giving them the whole picture or answers or

and ask men as they pass if she's beautiful gven your typical ending where things are fied up.

In post-produchon. Because | have not received a film grant to date (I've been making films for less than a

Produced independently, no financial assistance, year) my style of ilmmaking is very low budget. I've leamead how 1o cul comers, beg, plead for

1897, deals and go to friends (who know nothing about film) for help. The crew for my first film, Lost
Woman Story, consisted of a very few good friends who were acting as both crew and cast.

Wet Heat Drifts Through the Afternoon They knew nothing about film. | dragged hem off 1o a cottage in Georgian Bay, in November,

(10 min) 16 mm B/w negative where here was no running water, no electricity and food ran out the second day. Since then

Writer, director, editor, producer, director of pho- they and | have gained experience and we make fewer and fewer mistakes.

tography One of the most important things about being an independent filmmaker is you gotta be

Prelude to the fall of a twelve year old Muslim crazy, desperate, out of contrel and very driven. You can't forget the reason why you wanted to

girl. ' make a film in the first place. Because it had lo be told. Not because it might win awards, or get

In post-production Produced independently, no into the festivals. But because the story had o be told.

financial assistance, 1997,

Interstate love story

(2 min) 16mm B/w negative

Writer, director, editor, producer, director of pho-
tography

A young couple stop at the side of the highway
to battle it out

In post-production.

Produced independenily, no financial assisiance,
1997.

Suug (Market)

(4 min) 16mm biw reversal

writer, director, editor and producer

An Arab woman sells tomatoes in a busy New
York food market.

Produced at New York Unbversity, 1996

Wattun (Homeland)

(4 min) 16mm b'w reversal

Writer, director, editor and producer
An Arab woman contemplates leaving her hus- stil from: Watl Heal Dnfts Through the Aftermoon
band in rainy New York city.

Produced al New York University, 1996

(e T T
S e e

Ruba Nadda studied English Liferature at York Uiniversity and Film
Aadan (Call to Prayer) ) Production af New Far:%nfversﬁr}r. There she made ﬁ'verrsfmrt films,
92 min) 16mm biw reversal, silant three of which appeared in film festivals in Canada. _Lost Woman Story
Writer, director, editor and producer iz her first independent short film. She has jus! finished working on
A Muslim woman stops o pray on Fifth Avenue, three short fims, Do Mothing, Interstate Love Story and Wet Heaf drifts
Mew York. through the affemoon, She is currently working on two short films
Produced at New York University, 1996 m} Damascus Nights and Wind Biows Towards Me Particularly, which she
plans o shoot i October. She also plans fo produce a longer plece in
the fall of 1997
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continued from pg.1d

The Sundance Chanmel acquires all genres and lengths of independent
material, but they won't accept anything that’s already aired on rival
Independent Film Channel (see above). Their Acguisitions Manager also buys
for two other LS. channels, The Movie Channel and Showtime, so it may be
hest o subrmit here before the IFC,

CONTACT: Larry Greenberg, Acquisitions Manager, 21 2-654- 1600, 1633
Broadway, New York, NY 10019,

Public Broudeasting System (PBS) acquires a wide range of material.
(They also give a prompt response without the need to follow-up!) The con-
tact information below is for their national office. The various PBS affiliaies
nlso by independent of the notional office,

CONTACT: Paul Dull, Program Scheduling. T03-739-5000. 1320 Braddock
Place, Alexandria, VA 22314- 1695,

Comedy Central acquires comic shorts. The [icense terms vary.

CONTACT: Dennay Riley, Acquisitions, 212-T67-8600 s8786, 1775
Broadway, New York, NY 10019

Encore is a premium movie channel with a six-theme multiplex-type of
service. They acquire shorts related to the following themes: love stories,
weslerna, mysienes, true stones and drama, and youth (8- 16 vear olds).
Submissions should be at least 10-15 minutes. They pay a flat fee of 3500 for
2-years non-exclusive.

CONTACT: Marieclaire Odell, 303-771-7700. 5445 DTC Parkway, Suite
600, Englewood, C0 80011

Ovatlon [ Aris Network) currently acquires W% of iheir programming.
They are interested in a wide varsety of “ants™ programming. including mater-
{al for children and familics. They are also interested in expenimental and
avant-garde work, They are not interested in narvative of any length, (They
also give a prompt response with no need to follow-up). License fees run
about $60/minute,

CONTACT: Mary Donnelly, Acquisitions, 703-518-3095. 201 North Union
Streat, Suite 210, Alexandria, YA 22314,

Applanse Networks plans 1o launch next year and will devote part of its
schedule to “Edge TV™ “an allemative global showease of expenmental il
and video, animation, performance s, drams and other outstanding product
that has hisd virually no exposure on commencial television,”

Submissions are cormently being accepied, cotnlogued and held for further
consideration. License terms have not been determined.

CONTACT: Acquisitions, 213-850-5000, 7805 Sunset Blvd, Suite 203, Los
Angeles, CA HNMH,

Blink TV is an all-shons neiwork in the planning stages (being iested this
full). They are looking lor all gennes of shorts, preferrably under 5 minutes.
Fees are abou $3Vminute.

CONTACT: Brett Russell, Acguisitions Manager, 619-454-4995. 7440
Ciirard Avenue, Suite |, La Jolla CA 92037

Public Access Programs are throughout the U.S. [ presume ane simi-
far to our Cable 10 comminity channels and many of them have & show
devoted 1o independent film wnd video, They don’t pay, but if you simply
want 10 have your work aired in the ULS__ pick up any copy of “The
Independent Film and Video Monthly™ (from Lichtmanns, Pages, Book
City. etc) and you will find dosens of these progrioms with calls in the
classified section.

| dion’t have much experience with the intemational market yet, but |
do have a few nuggets to share

Channel 4 in the ULE. is o good morket for all lengthes and gennes,
They have many programming “strands™ which regularly imcorporate
independent shorts. 11 its for family viewing they will put in a daytime
stramdl. I it's for adults only, they will put it into 2 Lste-night strand,

CONTACT: Katy Thorogood, Film Buyer, (1 71-36-8057 124
Horseferry Rosd, London LLK. SWIP 2TX.

If viou strike out with Channel 4, try Channel 5, (hen BEC 2,

YLE TV2 in Finland is a public broadeaster friendly toward indepen-
dent shors. They picked up a number of local productions ol the 1996
Toronto Worldwide Short Fest, There license fee is $100US/ minute for 2
years, non-exclusive,

CONTACT: Timo Tuovinen, Head of Programme Acquisitions, 358-31-
3456111, Tohlopinranta 31, FIN-33270, Tampere, Finlamd,

Eat Carpet in Australio is & packaged shors program on multiculiur-
al public broadcaster SBS. They accept a wide variety of genres, pre-
ferrably under 15 minutes. Most importantly, they like to push the bound-
aries and reward risk takers, The license fee is about $100Cdn minute. |

CONTACT: Joy Toma, Executive Producer, 61-02-9430-3940. 14
Herbert Streel, Artarmon, New South Wales 2064, Australia,

Crenerally speaking, thie best bets overseas (as with here) are the pub-
lic broadcasters. Below is o list of (mainly European) public broadcasters,
with contact numbers when available, (Note: I'm not 100% centain that
the contact numes below are up to date.)

« Denmark: DR {Danmarks Radio). CONTACT: Sten Rehder,
Acquisition Head '
- Norway: NRK
= Sweden: S¥VT
Fintand: YLE TVE and TV2 (see above) —
Hollamd: Radio Netherfands TV: 31-35-672-4486.
Holland: NOS is a pubcaster ombrella organization. Conlact:
Frank Mulder, Head of Acquisitions. !
- Belgium: BRTN (Flemish). CONTACT: Frans Huybrechts, Head
of Acguisition,
- Germany: ARD




= Germany: ZDF iculiural channeli: 49 6131 9910

- France: France 2 and France 3

= ltaly: KAL Contact Bebbe Cereda, Executive for Film and Fiction
Acquisitions.

- Australin: ABC. Contact: Stephen White, Head of Acquisitions.

- Australia: SBS (see Eat Carpet above).

- South Africa: SABCI (apparently loves Canadian stufTl). Contact:
Lowis Raubenheimer, General Manager.

Apparenily some of the biggest Ewropean markets for shors are Premere
in Germany and Canal Plus, TV Cing and Ane in France. If readers have any
further information on these markets, please share it with us.

A pood resource for researching the international market is Variety, which
publishes several special editions each year for the major TV Markets. In
January there's the NATPE TV Market, in April there’s the MIP TV
Market and in October there's the MIPCOM TV Markel. TV buyers and
sellers from all over the world gather ot these Markets and buy and sell pro-
grams. The special Variety issue for each will Tist all those in aftendance
(including contact information) with samples of what they have for sale.

These special issues also include articles profiling most countries in atten-
dance. Here you can find buyers identified by nome and maybe a spiel on
what they are shopping for. In addition, they include o “global price spread™
ball-park figures of the going prices for different types of programs in each
couptry.

NON BROADCAST MARKETS

The non-broadcast market is potentinlly huge and should not be over-
looked. Even if you produce primarily for ihe broadeast market you may be
able 1o Cross-over.

Public libraries, school boards and hospitals are examples of major
non-broadeast markets. They tend 10 hove an edocational mandate, but its
surprising how broadly this can be defined.

To find out whether your work is of interest 1o this market try some local
contacts on your own, such as the Toroato Public Library or the Toronto
School Board. From their reaction you can gange whether you Can Cross-over,
(Of course, if you produce docs, you don’t have 1o cross-over. You're already
there.) Ulumately it's probably wiscst wo find a distributor who specializes in
this field.

Airfines are anoiher emerging non-broadcast market.  Alr Canada now
offers video channels in their Executive Class and they are open to a varniety
of matenial you'd never traditionally sec on an airline. They all buy shorts for
the main screen (the family stuff). They pay anywhere from $500 1o $1500
fora | or 2 month license.

CONTACT: Chantal Goulet, SPA FAX, 514-422-6241,

MNorthwest Airlines in the U5, recently staned airing “Independence in
Flight” a program of shorts from small independent producers. They pay
515 US/minute.

CONTACT: Christine Walker 612-338-0871.

FESTIVALS AND MARKETING

From & marketing point of view the three really useful festivals of

short film and video in Canada are:

Local Heroes Festival (Edmonton) in march;

Yorkton Short Film and Video Festival ( Yorkion, Saskaichewan) in
may

Toronto Worldwide Short Film Festival in june.

I single out these festivals for one reason. To my knowledge they arc
the only ones that make ALL submissions available in on-demand screen-
ing rooms., and in some cases publish a directory of all the submissions.

At most festivals, once you're rejected you're history and the only
people who will have seen your work are those on the jury (and apparently
they didn’i like it).

IF YOU GET REJECTED BY ANY OF THE FESTIVALS MEN.
TIONED ABOVE YOU STILL HAVE A LIFE:

* Any number of buyers will probably see it in the on-demand screen-
lﬂ.i TCsOMTR.

*If they don’t see your piece in the screening room they will be king
the catalogue of submissions back to their office and keep perusing and
you may still get a call weeks after the festival with a request to see your
tape.

* That catalogue of submissions will also find iC's way into (the hands
of buyers who did not attend the festival, and you may get o call up 1o n
year later with o request tor see your work,

Unfortunately, Local Heroes does not publish a list of all the entries,
but their screening room is well utilized and very informal, In sddition 1o
your official submission. you can drop anything and everything you've
ever made onto the wble. At Yorkion or Toronio it's only your official
entry that will be kept on the borrowing shelf. Neventheless, you can still
arrive with an arm-load of tapes and hand them off 10 buyers in person.
They may even watch them right then and there and give vou an imimedi-
nle Tesponse.

Thiese thiee festivals are aleo devoted exclusively in chors, meaning
that buyers in attendance are there for shorts, At festivals with features and
star hoopla it’s more difficult 1o get the buyers 10 nolice your short.

Local Heroes and Yorkion are especially noteworthy because, being in
smmall centres (or the middle of nowhere in the case of Yorkton), the on-
demand screening room becomes the hub of the entire festival (there's
nothing else to do). The screening room af the Toronto Worldwide Shorn
Fest is typically under-otilized. This year many of the invited industry
guests did not even check it oul. If you"re only experience with on-
demand screening rooms is the Toronto Worldwide Shor Fest, don't pass
judgement on this concept. Check cut Local Heroes and Yorkion to see
how it <hould be done.

If you can't attend these festivals, oy to find out who is invited 1o be
on the panels, as most of the buyers will come from this group, and send
them zome advance publicity drawing their attention o your work,
Follow-up afier the festival.

LIFT member Rick Polidwor ix a director of shors films.




Mark Wihak (Equipment
Co-ordinator) and Sarah
Abbott {Why | Hate Bees)

Madelyn Beckles, Allyson Mitchell's

nlece. LIET

veteran
Greg
Woodbury

“1 AM a LIFT member but | wish
to remain anonymous."”

The Volunteer Crew: Deke Richards,

Andrea Bilash, Tara, Dana Kearns,
Stephanie Garrison (see her article
this issue).

SR e AT EASGs DOP Donna Mobbs

{rt) and Suzanne

Brenda Kovrig and “I'm
not a LIFT member’”

Jetf Winch and
Kelly Lamorie=>

.
" Roberto Ariganello

Tracy German,
Steven Zanders
and Rowan (in her

lap)

creening.

Lee Shane, Andrew Tarbot, Joe LeClair
Mark Morgenstern and

Rick Pallidwor m Lisa Hayes, Keith Cole, Mark Wihak




postcards from the edge:
Cara Morton writes to LIFT from
the other side...Alberta.

For Sale:
16/35 Intercine flatbed.

In Great Condition!
Asking price $1500.00

- & ‘J call (416) 651-2905 n
NOW OFFERING - |

VIDEO
FILM

EXCLUSIVE FILM AND VIDEO

0 _PORTLAND STREET TOROMTO MEYV IM7

416 598 2700

THE PRACTICAL
ALTERNATIVE

FREE PICK-UP & DELIVERY

. * Low Everyday Prices
We will » Cars -rgl'ruu:ks = Vans
LIEGLFCETTE « Dally = Weekly
offer to suit * Monthly Rates
your needs * Short Term Leasing
with the . GﬂEhHHEnéﬂlﬂ to
ot Pelngs s Qualified Customers
Iﬂ:::;;rf;f_"tf'g 4 - Special Insurance
i id Replacement Rates!

FIVE CONVENIENT LOCATIONS TO SERVE YOU,

Haoad Criica: 32 Garmand Stresat (Jarvis)

28 thaida Road, (Wasion) {416) 580-1230

Tel: (416) T44-02T2 832 Danlarth Foan (Brimkay)
Tal: {418) 269-T368

J74 Dupml Sirest { Spadina) i"lﬂﬁ{ﬁll';;lﬂ'l Picad (Wardon)

Tol: (416) 961-7500 Tel- (416) 699-2800

| w‘-m.
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cineworks independent filmmakers
society of vancouver
present 3 recent
omnibus projects
comprised of

20 ultra-low

budget

shorts.
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gypsy co-op 815 queen Sstreet West .~ upstairs

thursday august 28, 8 pm P

free to LIFT members, all others by donation ﬁ?g?
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