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The LIAISON OF TNDEFPEHDERT FILMMAKERS OF TOROHTO iz a
pof-profit co-cperative which mipports and snocourages
indepamdent filmmaking through the exchange of informa-
tion and access to equipment and facilities. LIFT hoeco
a progras of workshops and monthly screenitgs and it pro-
wides access to infarmation regarding funding sources,
festival and grant deadilnes and other related matters.

LIFT i supported by lts mesbarship, the Canada
Council [Media Arte Beccion), the Ontaric. Arts Council,
Metro Council Cultural Affairs’' Diwvislon, the City of
Teponts throdgh the Técofte Arts Councll, the Mational
Flln Board of Cannda, Telefilm, tha Ontacie Filn
Development Corporation, the Sovernment of Ontario
through the Minlstry of Cltlzenship, Culturs ‘and
Hecreation.

Articlen publinhed ln the LIPT néwilecter &5 nob nec-
essarily geflect the views of the edivors, the Co-op or
members ol the Board of Directors. Letters to the editor
can be ment ofo LIFT, 37 Ranna Awenue, Suice 301,
Toronko, Dotairo MSK IWS, Phone, SEB-E44d; Fax, 588-7017.

LIFT's webalte address i8:
hetpe/ /www. inforamp.net /=108
a-mail: lifedinforamp.net
hojane with questions. suggestions or ideas. please call
Lina at the LIPT affice, or e-makl us.

Doxographer: One who writes down the thoughts of others.

A Doc Doxography is what this issue is: [ want to thank LIFT"s
community of documentary filmmakers who have united to write
down their revelations, reflections (and household hints). (1 think it all
started at the Island picnic), and there’s not much more I can say,
since so many people have said it here so well. (Scott McLaren,
Laurence Green and Kika Thome sent their best, and our apoligies to
any doc-ers we missed...)

p.s.: We're proud to know we have a hero in our midst:
Victor Crowl, you rule.

M ERgsAIa™

Coffee, cookies, beverages in recyclable containers... hey now it’s the LIFT
Annual General Meeting! The event took place November 24 in the mezza-
nine, which, while not as opulent as our old Music Gallery digs, proved a hos-
pitable setting despite the sprint-distance to the WC. A respectable bunch of
you showed up to stare us down (it’s lonely folks) while we told you how we
have been manifesting our servitude. All together in one place, the events of
last year begin to resemble accomplishments.

Lisa seasoned her Technical Co-ordinator’s report with cocktail-lounge
microphone stylings and myriad admonitions to attend the forlorn
Equipment Advisory Meeting on December 9th. If you didn’t go, you missed
the change to assert your New Equipment Priority -- a Super 8mm camera?

A field DAT? Equipment rentals for 97 kicked the hell out of our projections,
up 38% from last year. What else? Shop talks are now workshops. And the
LIFT Production Grant shall continue to exist without the NFB. And John
Knellor was sick.

Deborah’s Executive Director’s Report bore tidings from our grant-body
benefactors. The OAC has decided to speak the Harris language, pooling
artist-runs of all disciplines into one Megasection, thus (we hope) protecting
our kind from outright termination. Speaking of Mega, the Toronto Arts
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Council is asserting their continued existence... And the
Canada Council is promising to stop biasing funding according
to longevity, which bodes well for youngish yet functional co-
ops such as us.

Subcommittee reports from Barb Mainguy and Victoria
Hirst brought us up to date on the Newsletter and Special
events. (There's a new LIFT Special Events Committee chair:
Diana Vazquez). In the programming department, Cinecycle
looks to be the winner in our Monthly Screenings sweepstakes,
offering us a good venue on terms we like, (so no more running
down the street for beer bargains.

Nominations to the Board of Directors kicked off with a
confounding preamble which sure would have discouraged me
from joining -- but the you-better-show-ups and what’s-going-
ons failed to intimidate our four NEW BOARD MEMBERS:
Zan Chandler, Stuart Shikatami, Diana Vazquez and Carolyn
Wong, This year, three two-year vets also stood for re-election,
a first -« so hello again to Christy Garland, David Nancoff and
Shay Schwartzman, who joined the other four on their victori-
ous slate. Insert ticker-tape procession and tearful waving from
the convertible, Then we went and whooped it up on Liberty
Street. Wisht you hadda been there..,

There’s some important, pre-AGM news to report, too. In
October, the Board voted 4-2 to withdraw from participation in
the Independent Film and Video Alliance. This decision was
based on Deborah's report on the Alliance’s AGM, which was
troubling in two respects. First, in confronting a reported inci-
dent of racial bias, against an independent filmmaker by a fund-
ing agency, the meeting’s response appears to have been biased in
itself. Where they might have chosen to represent the concerns
of the filmmaker, a “full inquiry” was called instead, with the
effect that the complainant was put under duress rather than the
accused! Secondly, there was a breach of process which denied
debate on an unrelated motion proposed by LIFT,

The IFVA apologized for the latter incident, but has not
responded to concerns expressed about the bias issue. The LIFT
board decision to withdraw reflected a belief that racially suspect
incidents should be met with strong, direct responses - thus
reflecting the best interests of the [FVA members, right? We will
retain our membership during our boycott, as we pressure IFVA
to address this stuff in a satisfactory way.

Don't forget to let us know where you stand on these
and other taxing issues. We might pay attention to you if you
catch us in a good mood.

ON THE COVER:
Ali Kazmi and Jefirey Thomas on the set of Shoating
Indians, A Journey with Jaffrey Thomas



FES TWAL /LOCATION /DATE: |

" Siate College, Pa  Summer 1998
Autrans  March 8-11, 1998

CIFC HOT DOCS

Toronto, On March 19-22/98

" Toronio, On  Late Spring 1958

| April 27 - May 2, 1998
wiww.interiog. com/- filmgyor

upcoming festival deadlines:
 DEADLINE: , TELEPHONE: [ E- MAH.' )

NORTH AMERICAN QUTDOOR FILIIIﬂl"IDED AWARDS

121987 814 234 1011

. 2ND GREMOBLE INTERNATIOMAL FILM FESTIVAL - BOARD AND BLADE SPORTS
autrans @alpes.nal.Ir

1272097  04.76.95.30.70

12/30/87  (416) 975-3977

| INSIDE OUT LESBIAN & GAY FILM AND VIDED FESTIVAL OF TORONTO

12030097 (416) 9776847

 MEDIAWAVE "898 - INTERNATIOMNAL FESTIVAL OF VISUAL ARTS
+36 06 315 664, 328 888  mediawave @arrabonel. gyor.hu

1/5/98

~ MEW YORK LESBIAN & GAY EXPERIMENTAL FILM FESTIVAL

Mew York, NY June 1998

New York, Ny March 1998
ASPEN SHORTFEST
Aspen, Co, April 1-5, 1998

| Philadeiphia, Pa, April 20 - May 10/98
| TAOS TALKING PICTURE FESTIVAL
| Taos, NmAprl 16-19, ‘98

£ LosAngeles, Ca May 14-21, 98
| com/

1598  (212)3432707

. NEW YORK UNDERGROUND FILM FESTIVAL

1/5/98 212 %25 3440

111598  (970) 925-6882

PHILADELPHIA FESTIVAL OF WORLD CINEMA

LOS ANGELES ASIAN PACIFIC FILM & VIDEO FESTIVAL

£ CRACOW INTERNATIONAL FESTIVAL OF SHORT FILMS

& Cracow May 30-June 357
‘2 FILM FEST NEW HAVEN
£ Mow Haven, Ct April 3-5, 1908
s ISTANBUL INT'L FILM FESTIVAL
- Istanbul April 18 - May 3, 1998

IS Croatia, Europe June 17-21, 1988
B | ANN ARBOR FILM FESTIVAL

Saint-Ouen Cedex April 1-4, 1997
SYDMEY FILM FESTIVAL
Glebe  June 5-19, 1998

Toronto, On June 1-7, 1997
BANFF TELEVISION FESTIVAL
Canmore, Ab  June 7-13,19098

St. Petersburg, Russla July 1-8, 1938

Ann Arbor, Michigan  Mar, 17-22, 1998
FESTIVAL INTERNATIONAL DU FILM FERROVIAIRE

~ 13TH WORLD FESTIVAL OF AMIMATION FILMS - ZAGREB ‘98

TORONTO WORLDWIDE SHORT FILM FESTIVAL

www_nyutl. com

) GWEBSTTE: JLDIES

debn @ interlog.com

inside @insidecut.con.ca

shortslest@aspenfilm.org wwnw. aspen.comiilmiest

1/12/98 215 B95 6593 phwe@fibertynet org www.libertynet.org/-ihouse
1/115/88  505-751 0637 tipix @ taosnel.com www.taosnel.comitpix/
1416088  (213) 680-4462 visual @vec.apnsat.ong WWw.vC.apanel.ong/~vis-
15198 (012) 67-23-40
1/31/98 203 BES 2773
1/31/98 90212 24966 10 wiww.istfest.ong
21798 (385 1) 46 11808, 46 11 709, 46 11 589 kidz @zg.telhr

21588 313 985-5356 viki @ honeyman. ong hittp:faafilmisst.org

2/20/98
22098 61 2 9660 3844 info@ sydfilm-fest.com.au
anma (416) 535-8506 twsfi @idirect.com
2/2AGE  (403) 678-0260 www.banfftviest.com

ETH INTERNATIONAL DOCUMENTARY, SHORT AND ANIMATED FILMS FESTIVAL

5198

calls Ior submisslions:

SPLICE THIS! Toronte's 1st annual super 8 film
festival is looking for submissions.
Deadline is Feburary 15, 1938,

Saend a VHS copy, short description and S.AS.E,
fo: 423 Shaw St Toronto MBJ 2X4

For more info call Laura and Kelly at 537-2256.

(Courtesty of Ars Wire CURRENT,
hitpifwwnw.artswire.org)

LOS ANGELES INDEPENDENT FILM FESTIVAL
- showcases indapendant full-length feature films,
shorts and documentaries completed after 1/1/36,
and in 16mm or 35mm format. Submit 1/2° VHS for
preview, For information and application, sea the
LAIFF website al www.laiff.com or contact: LAIFF,

5455 Wilshire Bhvd,, Sulte 1500, Los Angeles, CA
90036, (213) 960-9460.
Deadline: Jan 16

THE CANADA COUNCIL FOR THE ARTS PRO-
GRAMS
Media Arts Presentation,
Demlnpmanl Program. Project Assistance to
for  Media Ars
Dmahpmm Presentation, Circulation and
Distribution Project Grants assist non-profit
Canadian arls organizations, festivals and groups
to underake innovative, short-term projects. The

Distribution and

deadlines are 15 November and 15 May. For fur-
ther information, contact Karen Tisch at 1-800-
263-5568 ext. 4253 or e-mal ak
karen fisch @ canadacouncil.ca

TWO NEW FUNDING PACKAGES
{Courtesy of CIFC) National New Madia Fund.
The Stentor Alliance launched a $25 million
national fund to encourage new content and tach-
nology intiatives in Canada's new media. For
more info, call Beth Green at  1-888-826-5706.
Bell Fund: the Bell Broadcast and New Media
Fund. The objective of this fund is lo increase the
praduction of Canadian content for the domestic
markel place. For guidelines and application, call
(416) 977-0694.



calls

The Canadian Film Centre’'s Fealure Film
Project is seeking submissions for low budget fea-
ture film projects for less than $500,000.
Mew Deadline: December 15th, 1997. For
detailed guidieines , tel: 416 445 2890,
website:www.odnliimoantre, com

The Sync, an Intemel broadcasting company, Is
giving away free encoding and hosting to indepan-
dent filmmakers who want o put their works on the
Intemat in RealVideo and NetShow format. Mare
delalls are available at

http:iwww.thesync.com

LIFT'S NEWSLETTER COMMITTEE IS LOOK-
ING FOR NEW MEMBERS! Join the Commities if
you are interesied in the direcbon of LIFTs
Newslatier. Mambers rocetve 20 volunteer hours
for commities service. Call Deanna at the offica if
you're interested. Upcoming Newsletter commit-
tee meetings (6:15pm @ Pauper's Pub -
Brunswick & Bloor): December 2, January 6,
February 3 & March 3.

ISLAND MEDIA offers Post Production grant. Four
awards given lor & fiction fealure project, docu-
mentary feature project, fiction shon and documen-
tary shon, For moo info call, (212) 252-3522
Open to Canadian residants,

Deadline: January 31.

FIRST LOOK is an invitational series which pre-
views new fims which do nol have distribution.
Held at the Tribeca Films Canter once a month, To
qualify this must be the first screening for the film in
NY and LA. All films must be 70 minutes or longer.
For more information call 212.941.4011.

SAN FRANCISCO INTERNATIOMNAL FILM FES-
TIVAL - Heid April 23 - May 7, 1998. Accepling
entries for both its inmvitabional, i
saction for recent narrative features and its Golden
Gate Awards compelition for documentaries,
shorts, animafion, exparimantal waork and televi-
sion. For eniry lorms and eligibllity guidelines call
415.929.5014 or e-mail; ggawards@sfiff.org.
Forms also may be downloaded from the fastival
websile @ hitpwww.sfil.org.

Late entry deadline: January 10,

MADCAT INT'L WOMEN'S FILM AND VIDEO
FESTIVAL leatures independent and expenmental
works by women from around the worid. Last year
highlighted works by Barbara Hammer, Su
Friedrich, and Lynne Sachs as well as a host of
upcoming experimental and indie fimivideo mak-
@rs. Held in late March at the Roxie Cinema in San
Francisco, CA. Seeking innovative and challenging
works by Women lor the second annual Fém |/
Video Festival. All lengths and genres will be com-
sidered. For more info call 415.436.9523 or email:

wemajbd @ aol.com.
Deadline: December 22.

or Submissl10IlS:

TRINITY SQUARE VIDEQ presents The 16h
Annual Purchase Collection for 1898, If you wish to
submil a tape please obtain and compiete a sub-
mission form and send a preview copy of your tape
by Friday, January 30, 1998, Send above fo:
Trinity Square Video, 172 John Street, 4th Floor,
Toronko, ON, M5T 1X5, The winners will receive a
purchase award of $550.00 plus a one year mem-
bership to Trinity Square Video, The selected tapes
will be presented at the Images Festival in April ‘98,
Only one submission per person will be accepled.
For more information contact Stephen Foster at:
(416) 593-1332,

EQUITY SCHOLARSHIPS - The MNational Film
Board of Canada's Cultural Diversity Mandate
Team is offering a new program that aims to pro-
vide carear suppor lor aboriginals and people of
colour in the Mm and television industry. Eligible
applicants for professional development work-
shops and courses will be oflered financial suppord
to cover the fees of such sessions. Once the appli-
cant is for the workshop, he or she can
apply direcily to the NFB for the scholarship.

CODES PRO-MEDIA is moving MNovember 3,
1997, Their new address will be

123 Niagara Streel, Toronto OM, M5V 1C8.
Tel.:(416) 504-2400, Fax:(416)504-2847

FILM NITE AT THE COMET LOUNGE - Raleigh,
North Carolina, An on-geing opportunity for inde-
penden! filmmakars 1o soreen features, shorls and
documeniaries on a weekly basis. The Norh
Carolina Independant Filmmakers Association, a
non-profit association dedicaled to supporting and
fostering independent filmmaking in  Morth
Carolina, sponsors the film night every second
Monday and is seeking submissions. Accepling
16mm, Super Bmm and VHS formats. For more
info call 819.828.4019 or e-mai
melisrob@acl.com.  MNCIFA's  websile s
hitlp-fpages.tico.comincifa. Mo Deadine

DELUXE TORONTO - In keeping with the ever
growing post production demands, deluxe will be
greally expanding 1s' 35mm services and in tum,
reducing [is' 18mm services. Effective January 1,
1998, deluxe toronto will no longer offer 16mm
printing services. However, they will continue to
offer the following 16mm services: original negative
processing, video transtors, re-recording, screen-
ings, magnetic and oplical transfers. For mare info.
contact Stan Ford (416) 857- 6202, Paul Nomis
(418) 957-6203, Tom Bemar (416) 857-6220

HOMEMADEMOVIES - Curently seeking short
films, videos, and animation for new cable TV
senes. Neads 1o fill 16 shows. Upon becoming &
Ecensad acquisilor, they will pay producers and
directors a lee for airing their sharts. Submit ama-
teur'student independant work (less than 13 min-
utes in length). For more info. e-mail
TVPRO2A @aol.com
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FESTIVALS WEBSITE: For those interested in
submitting their films and videos 1o festivals around

the world, the Festivals Bureau of Telefiim Canada
olfers an excellent website which lists the dates
and contact information lor the lestival as well as
the format, length, genre and deadiines for selec-
tion purposes. Some lestival sites are directly
linkead o Telefilm's sife.
httpiiwww.teleliim.gc.cafenfestiintern/appels.

m mm details are
noted. Telefilm's Festival Bureau can also be



Welcome new members
as of nov. 97:
Paula Bonucchi
Scott Brophy
Laura Buckles
Patricio Carreton
Michael Cooper
Jordan Cushing
Strahil Dobreff
Kirsten Douglas
Patrick Duchesne
Mark Ellis
Patricio Garreton
Bryn Garrison
Lucy Grech
Barbra Hopkinson
Matthew Hurst
Earl Jason
Jeff Kostyniuk
Shelley Lewis
Christian Lippett
Sam Mulf
Andrew Oxley
Kirti Paikera
Carmela Palma
Jonathan Pencharz
Sarah Phillips
Emmanuel Pokala
Robin Rhodes
Bruce Richardson
Gordon Sheppard
Michael Soper
Greg Timothy
D. Gillian Truster
Dusan Vojacek
Horace West
Kelly-Ann Woods

Don Young

Diversi Fllm and Video Fund has moved
fo the frendly offices of the Canadian
Filmmakers Distribution Center, Suite 204,
a7 Hanna, On Friday, January 30, 1968,
wa will ba starting the year off with screen-
ings and a party, so drop by after 8:00 p.m.
and help us celebratel  For more informa:
tion call Tina Hahn, 536-8446.

ONTARIO ARTS COUNCIL
961-1660

Madia Arts Special Projects:
Jan 15

First Projecis: Film & Video
Jan. 15

Grants to Visual Arlists:
$3000 Granis:

Jan 15

Visual Arts Special Projects
January 15

Photography Projects
Fabruary 1

CANADA COUNCIL
1-800-263-5588 X 4075/4138
CreationProduction Grants to Professional
Artist - Photography

March 2, 1988

CANADA TELEVISION AND CABLE
PRODUCTION FUND EQUITY
INVESTMENT PROGRAM

(514) 283-8363

started September 9, 1996

What s new with

NEED A PLACE TO STORE YOUR MEG? Since
Debluxe has quil making 18mm release prints, they
a@re asking everyone 1o clear their 16mm negs oul
of thia vault to make way for the big $38 35mm
teatures. The Cinematheque Quebecoise is will-
ing to slore your negs in their beautiiul, climais
controfled vaull. You just have to get your neg o
Monireal. To make amangaments with them, call
Gisalle Coté at 514-842.9763,

EQUIPMENT DOMATION

* PORTABLE CD PLAYER, Millions of thanks lo
LIFT member Alain Archambault for donating a
CD portable player, which can be used to preview
sound offects outside the Sound Suite. If you're
interasied in using it, conlact one of the Technical
Co-ordinators.

DELUXE TORONTO IS CLOSING DOWN
IT'S 16MM PRINTING FACILITIES!

Join us in @ campalgn asking them not tol
Write 1o Des Hanry, Senior Vice Presiden! al
deluxe 1o let them know how this will atfect the
indie community,

Their fax: 348-0104/ tel; 364-4321

Address: 380 Adelaide 51. W., Toronto Ontario
M5V 1R7

MACLEAN HUNTER/COGECO FUND
596-5878

Macisan Televigion Fund:

Nov. 1, Feb. 15,1998

Cogeco Program Development Fund:
February 1, 1998

OFDC CALLING CARD PROGRAM
314 8858, x 319
January 5, 1998

BRAVOIFACT
Grant deadline; January 6, 1998,

TORONTO ARTS COUNCIL

J92-6800

Visual Arls

(Inclusive of Film & Video)
October 15, 1998

iftgear & mac inations:

eguipment

@ LIFT?

NEW EQUIPMENT

* SAFE AND EASY TIE-INS. Gatfer, DOP, and
LIFT member extracrdinaire, Jesemy Hudspith,
has designed and built a tie-in for both a dryer
plug and a slove plug. Since these household
appliances use more electicity, they require a
220V heavy duty cutiel. Crafty independent film-
makers can take advantage of this additional juice
without having to do apolentially dangerous tie-in
into the electrical panel. This adaptor has four
individually fused 110V 20 circuits, which would
allow you to power 4 2K Blondes or 8 1K
Redheads or 2 2K Blondes and 4 1K Redheads
or any oiher combination. The rental rate lor this
amazing new device is expected to be $10/day for
full members and $20/day for associale members
{pending board approval)

* MOVING UP. LIFT mamber Jefl Sterne saved
a 6 loot aluminum kadder from the garbage heap
and has donated it for usa by fellow LIFT mem-
bers. The production that Jeff was working for
was going 1o throw the ladder oul.  Jell recog
nized that it would be a valuable asset for LIFT,
and brought it over 1o the office. So far, we have
used it 1o change light bulbs in the offica, bt we
are offering it for rental o mambars for $3day for
full members and $E/day for associate members
(pending board appraval).

MORE SOUND EFFECTS. The first set of vinyl
LF"s have been reconded to DAT by Tony
Maorrane, and they are now avallable for use in
ihe LIFT ProTools suite




Cassandra Nicolaou's name was incomectly

spelled in the previous issue

Last issua this pholo was 1o accompany Edie
Steiner's Interview with Naomi McCormack, but due 1o
an arror only two members appeared... 50 now we infro-

duce them in antirely.....

The band that dare not speak its name
Steve Gauley, Paul Till, Edie Steiner,
Sage Firman and Naomi McCormack.

Jamie Phelan I8 raising money for Kafka's
Meditahon, a ten-minute, 16mm experimeantal
dance animabon based on the shor slones of
Kafka.

Carolyn Wong has just finished shooting on
Edwin 'E.)" Perez's sell-lunded short film,
Names will nover hurt me The shool wenl really
well, mainly al one localion, with one scena at
another (on na 8ih ool balcony)

Chris Gehman was hard al work optically pringt-
ing a film called The Sumeal Detective, part of a
larger interactivatheatre work of the same name
lo be presentad al Tha 360 on Queen St. W. in
Janudary.

Louis Taylor s in continuous production on his
first film Esther, Baby and Me, a personal film
about his partner ol 10 years Esther and their
new baby. Louis, a professional actor, leamed
his "behind the camera’ skills in a senes of LIFT
workshops. To date, he has been shooting on
both the Bolex and the Super 8 cameras, and
has been axpedmanting with hand procassing.

Owin Lambeck has shol over 4 weekends
using LIFT's ARRI BL on his film Broken Wings

S IN ACTION

i _-_}

This ia the third issue of the Newsletter containing this new column on

what LIFT members are up to.

It is compiled by talking to members whe are

using & lot of LIFT facilities, and from submissions sent in by members. If
you have something you'd like listed in the next newsletter, jot it down and

send it to Lisa at LIPT (fax: 588-7017, e-mail:; lift@inforamp.net).

sand stille tool

Please

LIFT members bave been crazy busy in Production the past few months. But
with the early snowfall, most filmmakers have headed indoors to concentrate

ao Fost.
LIFT files in che spring.

Cara Morton has headed off to the back woods
of British Columbia (New Hazelon 1o ba exact)
with LIFT's portable rewinds and viewer, to edit
a rough cut of har film Sitas. Cara spant a faw
months this summaer driving around Western
Canada, shooting Images on her Bolex, and
hand processing it at night

Clint Tourangeau has the honour of being the
first parson to use LIFT's new Madia 100 Digital
Editing Suite to cut his shor, Shades of Black

Aline Gilmore's aditor Emmy has been hard at
work putting logether a rough cut of Silps. Aline
is now busy looking lor funding to complete the
22 minute documantary

q
[ pg>7 |

with all this activity, I imagine that we'll see lots of completed

Dan Hawke's film Rosa's Time. a black and
white film aboul colour, should be complete by
the end of the year. In an aura of suspense and
magic, Rosa's Tima is a tale of a mysterous
salesman, reminiscent of tha “trickster” in nativa
mythology, who encountarg and altérs a young
girl's life loraver.

Sky Gilbert's | am the Camera Dying, shot in
early September is being edited at LIFT by
Karen Saunders. Sky hopes to submit to Chuser
Film Festivals February. Shot in black and white,
the fim s 45 minules long and stars Tracy
Wright and novelist Todd Clincl,, as the soul and
body ol a sailor, respectively
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/g /I~ you have any news about your film, please submit
More: ~|them to LIFT, so we can update the I'I‘IE!‘I'IBEI‘ShIl].

Between painting the new
Media 100 sute and working
as Props Master on a Golf War
mini Series, Derreck Roemer
has found some time lo contin-
ue edfing his film, Gaugin's

Scolt Mclaren logged many hours in the
ProTools room in November, editing and
mixing together a series of radio skeiches
that will be broadcast on CHRY. Scott

st & Jarry Gelly

hopes that other campus and community
Dream. A oné day of pick-up slations across the country will pick up the
shooting In late October has sorios a8 well.
left Derreck with all the stuff he
needs to lock picture and Sam Lee is trying to find compiletion funding

move inlo the ProTools suite.
Look for the completed film
sometimea in aarly 1998

for his 90 minute film, Standard Deviation.
He's picture and sound editing on tha
cheap, using his own Adobe Premier system
and will soon conform the work prnt at LIFT,

Gaugin'’s Draam-en Jennder Benn

I=r; writer/dir Samusl Lee, Alax Rudder, Pat
MoGowan and Ral Foldman deviate from the
| standard in Standard Deviants.

on the Screen:

Mario Tenorio has jusi finiched The Red
Window (16mm, colour, 30 minutes), the sec-
ond in his trlogy of shon films (The firsl, The
Dark Chamber, was completed in 1996, and
tha third, The Golden Web, will be shot In
May 1298). Tenono's work is aboul mamo-
ries as the raw malerial of anistic creation
The characlers are artists of Latin Amanican
background living and working in  Toronto
The Red Window was produced with support
from the Canada Council, the Ontario Ars
Council and LIFT,

4 P

Donna Cristo as Sam in
“The Rad Window”.

Larissa Fan's Ten Little Dumpiings played
last March in the Cleveland Intemnatonal Film
Festival, where it won a prize for Best
Student Shot. It also screened in the

Hope Thompson's film if Happened n [he
Stacks had Its world premiere in Montreal at the
Image & MNation: Montreal Lasbian & Gay Film
Festival on October 18. Later that month it

Keith Cole’s ten minule dance video ToiWe! played in Fredercton al Gallery Connaxion in a Is also currently shooling a new film in col-
was screened in Oclober 1997 al Gallery queer film festival curated by R.M. Vaughan laboration with Kirslen Douglas, an experi-
Connections in Frodericton, New Brunswick Mhm“ “wa
and will be screaned again at The Gueiph of Tormonto.

Contemporary Dance Festival in May 1998

In addition, Keith's very first film, Redd Outawa's Mew Frontiers Film & Video

Fischer, was shown In a loop show al Siasy,
held at Buddies In Bad Times Theaire on
Movember 1. The film had been los! lor 13
years before Keith found it. [He also had a
bat with an uninformed friend who nsisted
that it was supar 8. LIFT's Tech Co-ordinator
was called in 1o officiate the outcome of the
bet. Congrats Keith, You won.) Thamks to
LIFTers Simone Jonas, Hope Thompson and
Mark Wihak for helping make the oop wiork

Mew Frontiers also showcased the work of
saveral other LIFT members, including
Shawn Golberg's Someone To Love, Paula
Tiberius's BUSK, and Lisa Hayes’
Grandpa's Fingars

Sarah Staniey as Milley the police woman (eft) and Edeen
CMioole as Jana Putnam in Hope Thompson's M Mappened in
the Stacks”

Feslival (November 1897) created a special
award lor Ruba Nadda, naming her as Most
Promising Fimmaker! Two of Fuba’s films,
intersiale Love Siory and Do Nothing, both
ol which were premiersd al LIFT's Pary ol
Parties, were shown at the festval Do
Nothing has also been selectad 1o show at
the Festival Tous Courts at Aix-en-Provence,
Franca in December, and the Rotterdam Film
Festival (Holland) has selected to show
Interstate Love Story, Wel Heat Drifts
Through the Aftemoon and Do Nothing. Way
i go Ruball

Nell Burns's Grace Efemal was selecied 1o
show at the Festival Tous Courls in Alx-n-
Provence, France.




Adam and Eve

good documentary is like one of those great guests at a bad party. Just when every-
one's feeling complacent about how swell they are, in comes a chick who hasn't
brushed her hair, a bit drunk, plenty mad, turning over the card tables and insisting we
talk about it NOW! It's so closely tied to auteur filmmaking — come on, you didn't really
think you were objective, did you? - and so much of it is Canadiana wallpaper, that it’s also
the place in film right now where you can have the most fun (cheap thrills, sister, is what it's
all about). Some of LIFT's docmakers talk it out below. (If we missed you, please contact
us! -- we always want to hear from you!)

TRE.S = i

in the Garden of Documentaries

Whﬂl I wats in school we were taught that
shooting movies was a lot like family, only
beetter, because you got to be really cose to this small
group of people. And then you never had 1o see
them again. Film genres were also explained to us in
terms of family. Mom and dad were the producers.
They drove big cars, made up rules and carried the
cash. The eldest child, the one that had 1o go
through all the shit first, that had o ease the folks
into a brave new world of drugs and free love, would
mevitably turn out to be an experimental filmmaker.
Broke the rules just because they were there. The
youngest kid, the spoiled pampered brat who was
given everything - that was the feature film maker,
And the micddle child? That one made documen-
taries.

{This is to leave aside, for a moment, two fur-
ther genres of filmmaking - the animator and the
cine-hypnotist, whose images would soon cure gout,
rheunnatism and hay fever. These applications of the
form were considered too sophisticated for our
young minds, and so were left unmentioned.)

The middle child is not the first child, They
enter @ world where diapers have already been dirt-
ied. where there are already pants to grow into and
old battles to be sucked. So they manage 10 achieve
very early on both a keen acceptance and a keener
understanding of the world as it presents itself. This
thought haums all decumentary lmmakers: some-
one has been there before you. You are following in
their footsteps. Not to go where no one has gone
before, but to return. Revisit, The dress code for desc-
umentaries is hand-me-downs.,

Of course there have been middle children sinee
the beginning of time, some curious rumours have
dared 1o suggest that even Adam and Eve might have

been.... But the documentary is a relatively recent
expression. How did it all begin?

On this point my memory is vague, my notes
obliterated by a storm of spaghetti sauce chewed
over long ago. So what follows is at least in part con-
jecture,

Dhoc was the first kid in the neighborhood who
learned how 1o throw a curve ball, That made him
something special, though his unfailing generosity
led him 1o reveal his secrels to anyone who asked,
and pretty soon the whole schoolyard was full of
those long, lazy arcs that appeared to be aimed at
your head but would invariably wind up in the sirike
pone. Doc was a middle child, so no one really
noticed him much, except during those times when
he would spontaneously combust. Always seemed to
happen just before math exams. Doc hated math -
but who didn't! Maostly he scemed like part of the
furniture, like a table that hadn't hit its growth spurt
yet, he was someone you could count on. One day
he started to get thinner. Not because he wasn't eat-
ing, he wolfed down his peanut butter sandwiches
with the same relish as the next one, but somehow
nothing seemed to stick to his meat. Every day he
grew thinner and thinner. Recently spurned in love
(Cynthia had returned his valentine unopened), his
parents worried his grieving would shrink him from
this wotld entirely, and in this they weren't entircly
mistaken. One day, while watching a Marx Brothers
double bill, Doc left his chair and walked into the
picture. He had grown so thin that he could pass
himself off as one of their own, as belonging in this
world of two-dimensional folks. He enjoyed
wrestling with Groucho and cutting up with Harpe
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and went on a safari to find ducks for their SOup.
When the film was over he could slip quietly from
the: screen and re-enter that other world, the only
world the rest of us knew for sure, but which Doc
understood was only a shadow of that world of two-
dimensions which was slowly bending us all into its
own image, He spent many years shuttling between
these two places - between images of reality and the
reality of the image - and one day conceived of a
new form in [lm. Because he missed his friends on
the: team, he would make pictures of them and bring
them with him when he entered the world of
images. No one had ever seen anything like this
before, and when we asked him, he said he'd come
up with a name for this new experience in movies,
He called it the documentary.

That's about all | recall of the story. My instruc-
tors went on, of course, painting a rather bleak life
for any who chose the honourable but difficult path
which Do¢ had paved for us. Condemned 1o a life of
well-meaning carnestness, of social responsibilities,
decumentary meant always having to say you're
sorry. Because you could never shoot everything.
You would always leave something out. And of
course life outside the frame would always be more
revealing and beautiful than anything contained
inside the camera, They released us then, Aushing us
out into the metropolis with cameras stitched firmly
into our faces, in order that we could continue the
great task, To photograph everyone, All the time. In
order that these two worlds of pictures and what
some cynically refer 1o as real life, could finally
merge. We would preside over this marriage like the
anonymous builders of the Chartres Cathedral,
knowing that we were no longer aiming for a change
in images, but in consciousness itself,
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“Do you now what it's like to smeell
ik shit?™ she asked me, “To be scared
to talk to anybody because you know

; i . t

that they can smell your fucking stinking Clin ? f )
shit soul.” | drove the van up 142nd street.
We passed a 7-11, Finally | looked over at her and
she looked into me with an expression lathed by pure
pain. | just drove, then, past the Edmonton Space Scence Centre,
It was white and plastic and beautiful just then, Il tell you. Lita told
me a lot of things and we just drove around, taking a break from
shooting what ended up being the final project of NFB's Studio One,
Lost Songs. She told me about her brother shooting his head off, and
finding the pieces of him all around the house, and a lot of other crazy

things. Sometimes she cried. Mostly she told me about her dreams,
She thought we should make a film out of them. | agreed. | suppose
it's difficult to understand, but to an indian person dreams are pro-
found messages - a responsibility - and Lita thought her dreams - of
metal-ducid violence - were sent to kill her,

Beginnings

A begimning is much more deicate and mystenows than any end.
Everything is fated 1o end - but how strange that anything should ever begin. In
this way, it is ofteni hard 1o find the true beginning after i@ has all umwvound,
though the end is all 1o obvious. Suddenly, as the "%0's downed, it became OK
to be an indian. Quite unexpectedy, somse sty as early as June 1989, tears
appeared in the eves of people stuck in traffic just thinking shout the ignoble
phight of the beatiful, pacific Natives. 1t was a real fever, for those who don't
remember. No one knew the case, really: | can only surmise that s was from
this epidermc, and the fevered liberal mincls in leamed NFB circles, that Studio
[ was born (though economics may have played a part, since it was discovered
that 4 of the top 10 consumers of the NFB product were Native organizations. )
Whatever the ooceson, Studio Cne did come. And that is one beginning,

Another was Novernber 1993, 1 sat in the NFB theatre, in the dark, avoiding
a cromwded reception area where native people mingled and schimoozed. (There
wats one other person in the theatre avoiding the crowd - Lita), Studio One was
't et two years old, The first Executive Producer, Camol € seclles, was already
long gone, replaced by the brilliant Six Mations Mohawk Michael Doxtader.
Under Michael's lkeadership and the vision of his assistant Evelyn Poitras, the stu
thoy wias now reaching ot 10 flmmakers on a grassmoots kevel - pulling m the
community. Or in Michael's own wonds (as recorded by our Star on vadeo tape),
Siudio One was looking to be the "Rich Unce” of native filmomulers - since 5o

beaurocracy
in 4 short films.

directed
arring
urangeau

written,

t

fiew of ws had one of our own o help us. This
remark echoes hauntingly the words of Sitting
bl who once appesied to The Great
Grandmother (Quen Viciona), but well get 1o
thuan later,

It &s truse that on this day that we had gathered,
Stusdio O had not yet produced a single film (in G,
in the 4 or so vears that it was actually in aastence, the
studio only produced one film, Thoowess Wi, a co-produc
on with Barb Cranmer, though a fow are still straggling into os-
tence, like Greg Coyes troubled documentary on The Royal Commission
on Aboriginal People’s, Loretta Todd's moving Forgotten Warriors, and my own lit-
the co-production, Lost Sorgs), but that day was a day of hope. That day was a very
real beginning - waliling for an end

Jegse Tourangeau, Evelyn and the Lost Sangs
of the Charles Camsell Hospital

| HLaE:- soume vaaseline on the kens and cue the sweellii i TILESIC, |

I don't know my paternal grandmaother , Jesse, thotigh she sought me out as
an infant, s people will their lost nelatives, for beautifully irmational reasons. She
gave up my father for adoption because she was, at the time, and for seven years
I':.\I_Icm‘u]:g,, incarcernted at the Charles Camssll Indian Hospital with TH

I don't know nvy father, athies. He was a creep, which naay or may not have
anything to do with being an indian kid rised in white foster homes. This is also
typical. | grew up pretty distant from other indizns and my ancestral kand has
ahways been the west-end of Edmonton, | suppose. [t's fitting, then, that when |
got 1o direct a film with the NFB, the subject was the Charles Camsell Indian
Hospital.

Having grovwn up away from other indian people, it was wonderful to be
working with them every day, 1o touch themn, Towe that 1o Evelyn Poitrus who
believed in me. [Violin strains higher...]. Evelyn and | became real friends. We
fasted together one Easter in Hobermima, floppped around on the floor of her
Uncle's huxge howse dizzry with hunger. An obd woman sid o us, T goes Tl have
b start respocting e YOI e lg“L_' o™ Mavbe | should not even wiite that, It
15 sacred 10 a way,

Frvelyn gave mie work (eventually when she became Executive Producer of
Studio One she made me her assistant ), she encouraged me o do my own stupid
films and, Fatefully, she asked me o direct the first film of our [ittle grass mots
onganization - on the 50th anniversary celebration of the Charles Camsedl, | said
no. And why not. Directing a film is a hassle, man. And, by this time, the Studio
wats in a state of political apoplexia — paratyzed by issues that eventually bed 1o the
exndus of Michad Dostader — and the very end of Studio One ttself, But, of
course, | relented

I'm not sume if rlenting is a beginning or an end, but anyone who i neding
thas will know that making a film is just an experiment in putting a bunch of crazy
people topether, inflicting vanous tortures on themn for prolonged perinds of time
and seeing what happens,




What happened was this:

1. Hundreds of indian peoples came back to the hospital
thelr stories, and 1

Many of them wkd
they tried not to speak of what was gone, they tokd simi-
lar stories of all they had lost ~ their friends, their dignity, their youth. It was all a
song, it seemed, to what might have been. We (and | mean my partner, the film's
eventual producer, Elaine Brander) did our best to document it.

2 Durring a break, Lita told me about her loss. | drove around until we ran

out of g

3. I became i emotionally invested in the complex politics which
exists between the NFB and indian people, an investment which has yet to pro-
duce a film but which cost me my friendship with Evehn.

The Point.

Because of my generation, | can't say with any great confidence that there is a
point. When [ make a film, | don't yell "Point!” baby, 1 yell, "Action!" But then it
i alwiys that kind of attitude that gets me into trouble. By September 1995, we
had an assemblage of our film. It was rough, but we were onto something, some-
thing quict and dignified and aching, something that hinted, 1 thought, at 2
uniquely Native film linguuge — and that's where it all ended.

If you get me drunk one day I'l tell you about all the pettiness behind the
scenes and where and how the lines were drawn and all the ugly things that were
saticl, but really it was just the death rattle of The End —~ The Inevitable End. In
Septernber, Michael Dontader was gone. Studio One dosed in April of the next
year {which just made good fiscal sense) and maybe it is a good thing. Our gov-
ernment and its institutions do not see the workd the same as the indian people,
and that's the paint, it anything,

Evelyn, who eventually tried to wrestle control of Last Songs from me for rea-
sons that will forever be bost in her heart, had a quote from Sitting Bl pinned 1o
the rough carpet of her corporate cubical walks. | do not rerember the et
words (you will forgive me for not looking it up — that 100 i the paint), but the
essence reack "It is not important that 1 should try to be like a white man. Should
awolf try to bea hawk? The creator has placed different dreams in my heart”

m

Tor be fair to the NFB they have not cut assistance to Native Films. Their new
had avatlable. Of course getting that money is not as simple as it seems.

I, for examiphe, have recently been turmed down for this assistance. But then |
writee bad grant proposals, o there is no one else but myself to blame.

Still, there s a paint o be made about the rdationship of the Native film-
maker 10 1o the government which is complex. It's not just that Native people
have fewer European centred market skills (if | have poor grant skills, what about
someone who hasn't graduated university?) Do we necessarily trust that when
we appeal to the government for assistance — like Sitting Bull himself did on
behalf of his people before they were sent, injudiciously, back to the US. where
they were slaughtered at Wounded Knee -- that we will get it?

t

The underlying question then becomes, has the government’s position o indi-
ans essentially changed? Is it not still paternalistic, when they have decided that
they know best how to look after the money, baby:

v

F'm a little afraid of saying these things. Our film has been in post-production
for 2 112 years. | have become accustomed to thinking that it is a secondary pro-
Ject, an insignificant one, justifishly shifted as a non-prionty. 1 am worned that it
muay never get done, actually, because | am in a powerless position. It is not a great
position o be in, as an artist,

In a relatedd, and sort of ironic way, it keaves me uneasy that Barbara Janes, the
heavy at the Montreal head office, recently singled our film out for accolades in a
lecture on New Aboriginal Initiatives at the NFB.

A

Waorking on Lost Sorgs, I was tokd by influential NFB staff, numerous times,
that there is no native Film and nat to bother to try to find one. This
does not make me mad, at all. 1t s just an honest reflection of perspective. Itis a
perspective that, [ think, accounts for such things as why the CHC has never creat-
ed a full, besutiful native character. This of course gets 10 be a problem when it
comes o representation. The NFB and the CBC do not just have perspectives on
indians, they represent them — powerfully — through the media. And they are, as
the example of Studio One shows, strangens to who we really are.

In truth, | will forever be a stranger to a country that models its government
on the example of a corporation. Of course, it's time to start representing our-
selves. And not in images that euro-centric Canada has assigned us. 1long for the
day when we are able to be frivolous in the media - when we can be sexy. Until
ther, to all those at the CBC and NFR, ket me plead with you, since you're intent
on controlling our images, woulkd you please stop trying to convince the workd thas
indians have souls?

Vi

While directing Lost Songs, | took great pride in not railing at the government
for their role in what happened to the people of the Charles Camsell Hospital. |
chose instead to focus on the emotional experience of the people themselves. |
want my films to have real people in them, not social constructs. But 1 think that it
is wretchedly ironic that Studio One, our own studio, was shiot down, as 1 was told,
because of lack of sufficient leadership in the form of experienced native producers
and the omnipresence of political and emotional turmil,

In our film, the governmental role in the devastation of Indian families — in
the devastation of our communities - in the devastation of our own inner lives -
was able tn be presented as just sublext — because it was 50 obwvious, and so appar-
ent, and so previously well documented. But perhaps it is not apparent and docu-
mented enough, because the government has still not cssentially changed its rela-
tionship with the indian people. It is still paternalistic. Still patronizing, Still strati-
fied.

The NFB set up Studio One to be a Native Studio and that is what they got.
Did they imagine that they could have a studio that did not involve Pain? That
was not still reeling with disorientation and loss? Did they have no faith that new
leaders woukd emenge 1o conquer that! By the government's standiards | guess
Studio One was a failure. Ultimately it did not properly utilize its funding, But its
important for me to tell you that there wis a time that my friend Lita told me her
dreams, because she thought we could make them better,
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El Barrio, 17 minutes, B&W, Colour, Super
Bmm, |6mm.




Glace Lawrence is within singing
distance of finishing Coming to
which examines the emergence of black film and
video in Canada. Glace interviews artists Selena
Williams, Clement Virgo, Christene Browne,
Sylvia Hamilton, Karen King, Damon
D'Oliveira, Claire Prieto, Roger McTair, Steven
Williams (with producer Paul Brown), and the
Emmy Awardwinning William Greaves, (for
Black Journal, the only {American, public televi-
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The objective of presenting truth is the one
thing that intrigues me about documentary
filmmaking. Presenting a story to a given pro-
ject is easy: it's controled by 2 series of events
and circumstances. But presenting a concept of
truth is inescapably let to a filmmakers manipu-
lation. Understanding this comes from the
knowledge that whatever the project, whatever
the approach, there is no escaping the act of
manipulating information. At first, understand-
ing this consequence was frustrating but now it's

LARA FITZGERALD

Lara Fitzgerald's Memoire Moire des
Souvenirs is a 55 minute documentary inspired
from the autobiographical texts of feminist and
writer Héléne Cixous premiered at the montneal
Film Festival, and FIFCA in Moncton, N.B. Shot
in 16mm, DJOP. Mark Caswell, Produced by
Elizabeth Yake, Co-produced with the National
Film Board and Associate Producer Jacques
Ménard on location in France, Morocoo,

JONATHAN CULP

ACTION! A video collage documentary

50 | went to the Metro Days of Action with
a Super 8mm camera, and all around me were
people with cameras of their own - hundreds of
‘em. By the time the procession got to Spadina,
the entire Gardiner offramp was lined with lens-
s, most apparently amateurs. 5o | sez to myyself
-~ how can all these stray images be put to work?
How could an art project affirm the values of

GLACE LAWRENCE

sion) national black public current affairs pro-
gramme that told stories from a black perspec-
tive) who by virtue of location became the first
National Film Board's Unit B (also home to
Norman McLaren) in the '50's. Also featured is
5. Clair Bourne {also a producer of Black
Journal, and VLK. director John Akomfrah. The
film explores the Canadian scene, and juxtapos-
es the African- American and U.K. scene as it has
emerged in the past

become liberating to many documentary film-
makers.

Believing in the subjectiveness of truth with-
in a project has allowed various personal and
expressionistic  elements (o encroach in
Canadian documentary. The talking head
image has almost totally faded away; approach-
es with time lapse, repetition and editing move-
ment often can be seen working with the film-
makers narration in the first person. This whole
movement ends up empowering an audience,
letting them become much more aware of the

Canada and the States. It was a wonderful expe-
rience, not simply being in another country, to
try and find the traces that informed Cixous
writing, but it was alio a wonderful experience
to meet the writers, like Marie-Claire Blais and
Ann Hebert, Jacques Derrida, and hear what
they had to say. The film combines lyrical
sequences of childhood memories, countryside,
to evoke the autobiographical traces that

this social movement? Mr, Found Footage sex:
Pool the images - co-op collage documentary!
The initial idea was a completely collective
process, which begged answers to the questions:
What does an effective and egalitarian pro/ama-
teur creative collaboration look like? and: How
do you edit collectively? Plus - who's got the
time? Since we couldn't figure this out, | gave
up! (TELL me if you know!) I retreated with
half a dozen home videos, and - Bain Co-op
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Glace is also working on a labour of love
documentary -- Womuan Behind the Camera,
wideo (Beta and Hi-8) shot in Ghana and
Toronto, looking at the personal lives of African
the camera, exploring the way in which women
on these differenl continents manage the
demands of their families and their artistic
endeavours.

And as producer-resident is developing the
screenplay fimemy Luvs Sherri with Selena and
Rosemary Wllliams at the Canadian Film
Centre and the Mational Screen [Institute’s
Features First development programme.

filmmaker. The expresion of a shot or a film-
muking technique becomes the language of an
argument rather than another statistic or expent
chosad 1o give their opinion. Creating this new
relationships between audience and filmmaker
seems 0 fear down a project towards its direct
point,

As a filmmaker, you end up not having to be
as objective. By exposing the character, expres-
sions, emotions of the flmmaker within the
realm of documentary, a project can unravel
truths and arguments that are seldom found in
conventional documentary filmmaking.

became the material she expanded upon in her
texts. It was tough, communicating between
three languages and hand signals to make sure
we all understand each other. The Canadian
embassy in Moroceo, and the Film Board were
imcredibly helpful,

Fitzgerald &5 working on enother docusmentary,
titled Le Store, about the legacy of the Revillon brothers.
Yves Bisaillon is producing fir the Film Board.

having generously donated their video facility -
1 spent three days thrashing ten hours of ran-
dom point-and-shoot into a tight ¢ight-minute
polemic, the structure of which was entirely
provided by Joan Grant-Cumming's brilliamt
podium speech. 1 simply laid it down in real
time and embellished with illustrative sounds
and images. The final budget was $14.00 - the
cost of one SYHS tape. And it only took nine
months to organize! 5o, everybody make no-
budget art about social revolution, OK2 It

might work.



he first revelation | had was that the behaviour of insects is

T1'I11-1rL:-'|]:IE}' gimilar to the behaviour of humans. My second was
the ungaATIy .‘i“l;]-ﬂll_'-' between |11.1L'1|1._' o nakare Rl o insects and
making a dramatic film. There were \.IJ.I‘IL"F, lesser r!ripl'..'uli.:p .q.l.n'“; |]'|r_'
Wy, For l.'Z\..t'l'i'l;llL', | rn'.:lli.rt'n.t 1||.L|: |I!|.||.' ot what 1 had ]-,-.nrl.._'d at [ilm
school was of any value in the real world, 1 realized that the best shot
on the roll is |||-.'.|r1.1.|'-|:.' the ane cut off when the film rons out. And 1
learned that who | am and haw T feel is i|||-:.EL|i._-.|.|:||:. l,'n.il-rl_'_-:l_'lJ in each
and svery Frame of Hlm Lshoot: Bt | -.|.i1.;|1-_--.

It all started when I tired of Erying to direct Friends in short dramas.

1 EFEW Weary 1'[ I-"\I"]-'iilliﬂ:.' tix [.llllilv |1:|l.':|'.1|!|1'r.- ak l|1r|'-.' \.lll.'ll:'n.'L: n I:|||-
morning that you press the |1:-\:| and record busttons .-i||1:||.|[1.|.m'|~||-|.:u. |
wanted an casy flm to de. | wanted a film that would .1-.'||.|.|.!.|:.- make me
money, | ;l:-._hln; to |||.|L-|_- a |!-.u.|||||¢'|||.1r:\.. Because | .':-“:-: I;m! |sn|||_-r-
flics as a kid, | decided 1o make a nature docu mentary, Five years later,
| am etill in phlclu-\.linu 01 Ty ]:-ul‘lﬂr!-[:..' film and 1 am beginning to
wonder if there rl.uﬂ_v 15 a God.

I chose to film buttedlics |11.:i|||5. hecanse !ll:-.v are a r:-.-u.!”:.- Lom-
ling subject. | also thought their lives wore & l ¢, and
pelling subject. algo Lhought thear lives weore short and spmple, an
il

hius would be easy bo film: My camera of choice was a used Beaulien

R16 because it was affordabls, reliable, and :-::.l‘;_—ll_ [ am now on my
Filth used camera and my respeck for the n.n|||||||.'.wci|_'.' af |:-ul|x'r|.]3- bichaw-
iour is greater than for that of mest of the higher life forms 1 know,
One of the Hret ll1lll£‘.—' | l.l!-.-n.'- n-'ulr-:! -1|1-.*-||| ]ml‘.v-ri.lw.l is that |E!.|'_\. aAre
territorial, Male butter “;1.'.- ull!t occupy a berritory ina sl-rlll11iIL|':":! & il -
tion in their hahitat and try bo male w ith females entering their territo-

|l1t1'l|.|5. Il-\.'II.I'.'J- ILLE |:||.|l ~I:|:|.L:- TThE A8

TV, an s il -i||I||.'|r )

]'lin:ll -l.'lll B ;-.Il ;'[L'. AL oy .'\--\.lllllll the fduys would ,.:.-ﬂ’l‘!l'r alt corfain

”Il.'.-', ”I-l.' lli-u:!:l.'.-: atalus |11.1|-|':- would OCCUY 1h o ||ri|||.'|r:.- berrsbories:

ns in the main ||.L”w.|.j and it on passing _{irgf Az with butter-

somelimes |:|3-' the water fountain e I:I:L the soft drink machine I:le
humsan -.'-.|||i'..|||.'r||: of a nectar source). The less cool RLyE W snld be
llln-rll-}'rﬂi along the corridor in accordance with their status, All of the
III.I|I.'- \In.".ll.nl l'h' ill|--.-rr=-'||-||. bt it I-rl'lllll ||.-||.'|||:\. |.l-:' ko 1['.|.- FlriI:I.I.'I.r:h' ter-
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_\' I}l-t‘t-i{l :kil_'{“nllil.lll'l
|'|Imlr.1.- |1_\' Suzanne Reid

ture, Today, | board the hue with my usual large-double double and take
the same seat | ﬂl“‘-l}" take, next to the same pﬂ'l;rll: in their same seals,
'|'Iw ..'.1.ﬁ|.~i|:-=- starte to t..1lr;- .._-'['[._'-.:I:, .'|||q; I hguu;\l" |mw |;|;|.|_|._-|| |||.|rn.|.|:| ackivi=
ty conmnsts af hehaviour patterns, what we rlllh"!ﬂ abtribute bo instinct
The basics of animal behaviour have remained unchanged for millions
of years, |t seems to me that human behaviour is essent i.1|I:|.' insect
behaviour with the added LI||||||.|i'L-\.|| ion of extra neurons and an aware-
ness of our own 111-.||=.l.=1|.:r.

[ocumenting insect and hidtan hehavicur is similar in many ways as
well. OF course, sticking a pin through the subject ;rn,-n.tl:. facilitates
-.ll-l.-l.' -.1|.|:1.'r-.'.|li|l||, |1':|.|: [ll'ir1|.|r§]g.' | E.r:-l l||.1.| I:i|||||.|'|-|: insects PEqUITes At
|.II1\J.|.r.'|'..I.!I\.|.=I1,: of the 'Flcrhlun'si:." of the :|||'|||,-._'| Each species of ingeat
51.1.- a Jidirlrl .1||.|J varied repertoire ol |s|,-||..|.1.'|._u.|r' patteris -.-.||i.-|| mizm-l,
lllt‘ total history of its evolution. | Irrlll.'r.-'.n::l.ll g I.11.1l I‘L‘II.I'.'I-'-LIF .|.11-:|.
El-!'-'ilhf I:|||' patience (o allow ik to r1.'1-'L'.1| it.-r“!- l'n'!:nlc maintaining an eye
fise goed composition) is, | believe, the 1.'!.'_“ Lo irl.'inp*_ a g vl Rabane doci-
mentarian, | wonder if documenting human nature requires similar
||\t-llili1'-‘ in a filmmaker: |.||||]4.'r:|.-.1|||..|ir||.: ol the hehavicur patterns of a
dramatic character and the temperament bo allow -|'|rr:-'.'-|1.1|i|:l.' to express
itsell.

"L":'lwu | came bo u'-:l;l 1y E.i}m, [ Fooumed it '[.L-:..'.uﬂl:ll.: q||.'|l |||..- ||||1_',- .||-
narrative film L'Llihng .1|1|;l|i|.-|J tor -:|.|'-.'|||1|<-|1|.'|r!. While ,-|"..~.>|_i||_.1 iy
footage | had envisioned a rather free-form cl:.-]..- ol sditing in L._-.-|1|||,;
ultll Ty _-|||1i|."'l matter. I:I'wh.-.'hl. | found |'|'|3.-_-|,-” L:...-,'|||_|..- \-.|||=|_r.|i;|;|.-|_| I:r_'r
the nevegsities of the TV Lo — estahlishi ng o mventional conciepts of
space; |erlE\j]:i!ix\s\- against jump cuks, | I:-.|||||1_:| it .Imi-.zl::..- -L|”:..- trving to
estahlish a |:1'I11|1|2-F-I-] continuity by |||Jl=]||r|;: shots done in different
years. My do umaentary, ||:.- necessity, began to take on the classical form
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Tl-i!n.' l.':'u.l- 18 iney a1.|.|:|||.': raliire |.i|.'a-|l=a.t;-::|1{, once the ProseTve .|F |_]1.,-
E‘:i” Masons ||:'-.||.t'| .|[ !|||.' J:'.HJ.:”H -.1|||J Dan L-ii['l-'nn.- |;.'| pronecy .|[ 1_|;.|_-
[-lrllll -'-|:- l]w w-.\r!-:l. regquirtng .'-:1]3.- a Balex and a I W |||- |l||\- u-|||.|. ||.|_-
now ]:-ll-.-.lllw ||:t|.' priserye of the David .-"|.1t4-|||1.|1.|||;|-|=. requiring a |.w._-

of the wild and a twenty million dollar budget. Microcosmos, the nature
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CAROLYN HEW

Big-Feet Savage Womren will be a 25 minute
marrative documentary, experimental in its visu-
al style. It will examine the cultural traditions
that have shaped the lives of Hakka women such
as those of my paternal aunts, and tell the vivid
stories of the Hew sisters within the historical
context of Hakka women in Malaysia.

Originating from the north of central
China, the Hakka people were Han Chinese who
became a semi-nomadic tribe as a result of
political turmoil and were thus referred 1o as
"guest people”.  Hakka men are known
throughout history to be men of scholarship
and statesmanship; for example, famous Hakka
men include Sun Yat Sen, Deng Xiao Ping, and
the Prime Minister of Singapore Lee Kuan Yew
{as well as Hong Kong superstar Chow Yun-
Far!} Hakka women were the exception to the

-ARA MORTON

To the other side of this film:

a hypnotic suggestion for surviving person-
al filmmaking. ..

You decide to do what you have to and you
leave. Think of the question "Why?" Write pro-
posals and explanations to back up your answer,
but have no expectations. Now pack all those
things that vou need to survive: some film, and
a holex will do, and go. Away from or towards, it
doesn't matter, the thing is that you leave, You
have a vague destination somewhere in the near
future on the other side of a country.

To the other side of a film or a country, it's
the same. You gather impressions, moments,
images, objects and from these vou create a
vision of something: your world and where you
exist in it. What kind of film is this? Personal
film, 1 guess.

By the time vou actually leave, your creative
soul is miles ahead of you. You load your cam-
eri on the run, catching up. You're there and
you begin filming, moving into the world with
your camera. At first you may not know the end-
ing you are looking for, or even the beginning,
but have faith that you can find it.

What your so called "topic” is doesn't mat-
ter, It can be as large scale or small scale as you
wish. The thing is: you have to like it. Your topic
will become your warld and you will have to live
in it for a while. You may want to change it,

long tradition of foot binding - not {as one
might assume) because of the enlightenment of
the Hakka men, but because they were left in the
fields to do all the farm and household labour
while the men sought their livelihood and
careers in town. In contrast to the men, Hakka
woamen were known for their industriousness
and ability to bear hardship. There is 2 unusual
legend about Hong Xuamjiao, a Hakka women
general who fought under the Taiping leader
Hong Xiuquan, Often defeated by her female
Hakka soldiers, the Qing commanders (Imperial
army) cursed them as "big-feet savage women'".

The division between the men as scholars
and the women as labourers still persists within
my father’s generation of the Hew family. My
father Hew Choy Len grew up in an exception-
ally large Chinese family in Ipoh, Malaysia.
Grandfather Hew Kiaw Seng had two wives

slightly or a lot, topics can be slippery like that:
there is always process involved,

What I know of personal filmmaking is that
it is about getting somewhere, and taking notes,
lots of notes on the way, even when you don't
krow why.

You wander for a while, like a hunter-gath-
erer. You pick, prey, frisk, frolic, stamp, run and
SCREAM your way across miles of celluloid,
canning them for winter. Slowly or suddenly,
the weather shifts and the leaves start turning,
You stop, [eeling the weight of your canned
miles with a mix of pride, fear, loneliness and
excitement. You are full and it is time to go
indoors.

You begin unpacking. You are surprised by
what you see: miles and miles of surfaces. You
start digging, layering, trying to get under,
through, above the image. It's dark here for a
while until your eyes adjust. The centuries have
carved out caves, deposited minerals, built layers
of sediment into your celluloid planet. And
then, seated at the Steenbeck; you leave again.
You follow the currents flowing through your
reels and get caught up in the movement, until
one day...

You find you have lost your faith, Adopt
strategies to overcome this affliction and pray it
isn't permanent! You may turn to theory, fitness,
God or booze. Or maybe make lots of trips to

simultaneously, and my grand-
mother Lim MNyok Ying (his first
wife) bore him fourteen children.
Five of my seven aunts were given away 1o other
families to raise, thus incurring more hardship
and poverty than their brothers, The impetus
behind the 'unloading' of the daughters was,
surprisingly, my paternal great-grandmaother Lai
Mguen Ying. Exercising her ferce matriarchal
power, she insisted that her son rid himsell of
these burdens. I am interested in examining
this engendered tradition and how it has
informed the lives of Hakka women such as my
seven paternal aunts, as well as myself.

1 intend Big-Feet Savage Women to be a
compelling and unique portrait of the Hew
family’s "big-feet savage women'..a personal
narrative that is part reminiscence, part travel-
ogue, part family memoriam.

the ar gallery, slightly stoned. One thing for
sure, you struggle too much and you go under.
Which way are the bubbles going? They are mis-
leading in the undercurrent. Finally, by an acci-
dent that you later take credit for, you break the
surface. You laugh, gasping for air, grasping for
your film, your beautiful film! Mewly in love,
you start again, having learned.. something....

You start editing again. It's going ok, but you
need input. Get your friends involved, They are
supportive and full of good ideas, one of which
you like too much. Follow it. Take the risk. As
vou finish the first cut WITH SOUND! You see
the dark shadow pass over the monitor. You
watch again and this time it is a full fledged
dinosaur. Extinct. Whoosh..you feel disap-
pointment... and then relief. You get to start
again, and you are not afraid, having learned ...
something else.

Once again, the world is full of your film and
you are all over it, baby. You mowve in a trance,
totally productive. Things happen, you get
invoices because you are getting things done.
You start thinking about festival deadlines, you
start thinking about your fricnds. You do your
laundry. You sleep sometimes, and sometimes
welll Finally, you realize where you are. You
found the beginning ANT! the ending and made
it to the other side. Repeat after me: It is in the
can! It is in the can, it is in the can, it is in the
can...




Poet and
Filmmaker
Marcel
Commanda

Gty of

Cm’ of Dreams [Gaw Zhe Wap Bung Chi Odenung] is a biogra-
phy about Marcel "Bambi” Commanda, an Ojibway man from
Rama First Mation. He was a poet, performer, drummer and emerging
as a film and video maker.

Marcel got funding from BEF (now Diversi) and he held onto it for
a few years, until finally they said make the film or we'll redistribute
the money. We were working on a script together -- (Redskin, Grey
Bar Hotel which is now the feature film"This Prison I call Home") and
he knew | wanted to make films, so he told me he had this money from
REF and asked if it was possible to make a film for that, and if | would
help him. 1 said, "Sure!™ It was 510,000, 1've learned a lot since then.

He came to me with a script, and | told him | thought that this was
a chance for him to say the things he wanted about his life. 1 didn't
think he liked that, but he did it; he came back with City of Dreams
and it was great, it was poetic. It was about what it was to come to the
city and lose touch with his parents, his grandparents, and his identi-
ty. It's symbolic of what it means to lose your language and culture,
that is, your identity. He came to the city and he became an urban
indian, living in poverty, all that... That became the theme -- what it
meant for him to confront that pain -- that part of his life.

He was an addict and an alcoholic. A couple of months before we
began filming he took the vow again to stop drinking, but it was too
late, T knew he was sick -- you could tell - but he didn't talk about .
It wasn't discussed. The plan was for him to be in it, (he starts the
movie). S0 we began filmimg, and he was fine the first day when we
shot him, and the second day 1 got a phone call saying he was going to
die. He never made it back to the set.

The film became very real. When it began it was supposed to be a
film about survival. We replaced his character with a dream characier,
5o the survival became his words. All the words in the script are his
words.

A lot of the events are wery fictional. He had been living on the
street, and there's a different kind of morality about living there, There

0¥ Manzano

Dleams

are some people from that part of his life who want to know why they're
not there. Some things are not touched upon, things he did to survive.
Imagine growing up on the streets; imagine what that does to a person.
We wrote together about his life. I wouldn't say the film is always hon-
est; it's about what he would have liked to be. 1 let it go -- there were
things I didn't question.

W shot in a very documentary style. We were shooting to capture
the pain and scars the street had left on Marcel's life. We wanted to get
the feelings of young people who don't really have many choices in life.
Using other characters we touched on things about his life indirectly
which meant that his character had honour and respect, the way he
wanted it ta happen.

I have mixed feelings about the film. Tt was my dream to be a film-
maker, but | didn't want to prosper from something so incredibly
painful. But people feel it, young native people feel it. It makes a dif-
ference. Despite everything, these are the things he wanted to say. At
the end of the film he said something like "I want to tell my parents and
my gra nrj]).'ln:l]is what [I've learned.”

Among other awards, City of Dreams has won the Best
Documentary award at the Mew Frontiers Independent Film Festival in
Ottawa, Canada, the Award of excellence at the Ebensee [Austrial
Festival of Mations, and Best Drama at Videobinge 11, the Native Indian
and Inuit Photographers Association Pestival. Geoffrey Dambutch
(Young Marcel} won best actor at the 1997 Dreamspeakers Festival,

[orge Manzano is alse working on a documentary (co-directed with Olivia
Rojzs) about a group of Latin American youth who were part of a Popular
Theatre and Education workshop. “The kids wrote a play, dealing with police
harrassment, violence, drugs: the things in their world," The decumentary
catches up with the group three years later, when most are graduating high
school — "They all survived somehow. Some in the group had kids, the main
character went to jail, but now he's a father, he's working and has gone back to
school. They're all doing all right now." The documentary has funding from
the FAPS (NFB) program, the Canada Council and Multiculturalism Canada.
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You are in the process of making a new film.

BRENDA LOMGFELLOW: The Shadowmaker is a documentary on
Gwendolyn McEwen, a poel bom in 1841 who lived most of her life in
Toronto, In the 60's she was actually the most famous poet iving in Toronto,
She published her first poem when she was 17 years old and, like Rimbaud,
was this ieenage superstar. She just calapulted into the poetry scene al a
point whan tha poetry scene was just starting 1o coalesce and develop in
Toronto, She started hanging out at a place called the Bohemian Embassy,
one of the first happaning coffee houses in 1960, up on 7 St. Nicholas
Streel.

She was brlliant, She taught herself Hebrew. She wenl to Jerusalem,
whian sha was 18 years old, on har own, hung out and meal poets ovar thara,
She had this amazing desire 1o enter anclent culture, she fell ancient cul-
tures held the truth of reality - thal Canada was too superficial and loo
young. Thal is whal really drew her in the Middle Eastern Mediterranaan
cultures. Alter Jerusalem she taught hersell Arabic, got really interasted in
Egypt, read hisroglyphics hersell. She wrole a lot of poetry about Egypl
bafora shias had even been there and then she decided 10 wiite this major his-
loncal novel and ended up getting a grant and going 1o Egypl.

PAULETTE PHILLIPS: How do you go about making a documeantary
about someons who's dead?

BRENDA LONGFELLOW: Well you talk 1o pacple who know her, of knew
her, remamber har, Whan | started the film | wasn1 sure what material tharm

was of har. | had two images in my mind; she wnole a lot about Canada and
Canadian landscapes and | knew | wanted lots of snowy Toronto landscapes
- sha was a real Toronto poet — then there was the desert, Egypt imagery.
That had baan the original Image idea. Then | started o do the research and
found that because sho was famous in the sixties there was a lot of CBC
interview matarial

PAULETTE PHILLIPS: You lend to have an expenmental approach to
documentary. Ane you using those same techniques with this film?

BRENDA LONGFELLOW: The first cut we did | sat and waiched and
thoughl. “God this is just a straight story”. | was shocked cause it hadn
her poetry and we Bustrate her poetry and there is more emphasis on voice
but if's really a film that tells a story. There is this incredible archival lootage
wa have of her which i the best pan of the film - footage of her which a
friend of hers had taken - whare she's in her Egyptian eye kohl makeup.
She's stunningly beautiful, 22 years old, she's in this Arabic gown, wander-
ing through the Egyplian gallery at the ROM. We use that in slow motion as
a visual molif as she is reciting her poelry which we ook from the radio
archives, this image of her slowly moving through the galiery, So | don
know If IV's exparimantal but it's trying to be poetic,

PAULETTE PHILLIPS: Does your voice enter info the documentary in
the way you Inhabd your eary documentary work?

BRENDA LONGFELLOW: In this one, | had so much of her voice. The big
struggle with this film was that we have her public voice, which is the voice
from the radio archives and the voice in the interviews, she's very controlled
and sha's very conscious of how she creales a public image. Bul we don'

have the intenor vosce. | maan what's i ke 1o feel your life talling apart, like
1o be alcaholic at the end of your ke, what's it ke 10 lose a lover and to find
yoursadf al 40 dirt poor in @ basement apariment being a boozer. We don't
have any of that.

PAULETTE FHILLIPS:: So how do you deal with that? Becausa that's
the very gut wrenching emaotional tragedy thal was her life.

BRENDA LONGFELLOW: That's the struggle. What we tried to do was use
hat poetry - cerain kinds of emotional poams thal represent those emotion-
al stages of her life. We have this poem called Early Middle Age which she
writes when she's 30, handly middie age, but she talks about the way beliefs
that you have in your 20%s fall apar, when you'ré no longer wormed, when
axioms no longer hoid trua, when cities disappear over night. It's a poem
about emotional disengagemant. The early poelry is the dream poelry, the
sensual poetry, the poetry aboul love and romanticism and Egypt. Then
later, she has a poem that could be interpreted in & number of diffarent ways
- we are interrupling if as a poem about the dark side of the unconscious. We
ara filming images that go with that, that's actually somathang that we are stll
filming. | knew it would be a fim ke thal, where you have a story but you
don’t necessarnily have all the images. You have things that you discover -
we had to illustrate her poetry lor ona thing and we wase building this kind of
geography. The other themse in the film s Toronto, she koved Toronto. A part
of whal we are frying to do is mythologize Toronto and give the cultural scene
in Toronio a history.

PAULETTE PHILLIPS: Whatkind of budget are you working with?

BRENDA LONGFELLOW: This is the first film In my life where everyons has
said yas. The only pecple who said no were tha NFB, First we got Ars
Council funding and then we went 1o the NFB and they sald no and then we
weant to TVO and they said yes. TVO Is the best possible place in the world,
they are letting me maka the film thal | wanl to make, they're nal leling me
whal o do, they are giving fead back aboul trying to make i a good film.

PAULETTE PHILLIFS: What aboul the CBC, did you approach them?

ERENDA LONGFELLOW: They said no. We went 1o Life And Times
becausa they have theiwr bicgraphy seres. Bul it wasn't the right place.

FAULETTE PHILLIPS: Do you consider yoursell a documentary film-
maker?

BRENDA LONGFELLOW: It took me a while to figure out but it's the form |
like the best. | love doing ressarch. | like working with real stories, | like work-
ing with archival material. |t presenis you with a puzzie of how you put these
elemaents together. You have a structure which s already thare, which is res-
onant and rich like someone's [ife, | like blographies because you can tell a
story about a time, or about a theme, about woman, through tha filter of a life
You just have to figure out how to fashion [ihe material] inte something that's
amaotional and 12lls a slony.

PAULETTE PHILLIPS: You'rein the edi suite, whal kind of challenges
are you faced with there?

BRENDA LONGFELLOW: Well | love the AVID. | have always cut on a
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Steenbeck belors and some editors think that the
AVID is ruining documeantary limmaking becauss it
doesnt give you tha sama time 1o think, but in fact
| have found it forces you to think at a very high
level ail the time because the mechanical part of it
is solved 80 quickly and easily and so fast that you
are always having lo deal with the image. | made
the decision around digital not just because of fime
but because | knew | wanted a lot of siow motion
digital eflects and long superimposition’s. We
needad to have access to the siow molion and the
optical effects that would eost a fortune in film,

PAULETTE PHILLIPS: As someone who has
had a career in documentary filmmalking spanning
15 years how do you see the evolution of docu-
mantary film over that penod of tme?

BRENDA LONGFELLOW: There are two things
that are happaning in dotumentary -there’s whal's
happening o it as an industry - you have all thess
new specialty channels thal are developing and
that are filled very easily with documentary
because N 5 a cheap way of filling airwaves.
Telavision at that level is about selling fime, to
adverdisers, or selling audiences to advedisers.
Thi budgels are coming down and documentary
fimmakers are having 1o cut pieces around com-
mercials. Tho whole priorty of documentary -
instead of investigating situations or telling stories
or making soclal issue films aboutl communities
that are never represented - s all being manipulat-
ad inlo & commaodified version,

¥ou canll exis! without TV as a documeniary
fiimmaker unless you can maks a film like BONES
OF THE FOREST. Nobody gets paid and if's a
labour of love.... and it's & wonderful fim. But those
are becoming few and far batween

The NFB is also feeling the sgueeze of doing
stuff for broadcast becausa there's no theatrical
venua for documentary anymare. The only venua
is TV and TV can be horrible.

We have been incredibly lucky to have this
retationship with TVO. IU's the only place in lelevi-
sion whara you can make a creative documentary
that's your signature placa,

Now my next film - who knows. TVO may be
around or thoy may be privatized, | may have to go
back to the Canada Council and do very low bud-
get, mone exparmental film

PAULETTE PHILLIPS: What's happening with
your film BALKAN JOURNEY.

BRENDA LONGFELLOW: BALKAN JOURNEY
wenl o France and # never came back. [t went
from one festival 1o ancther, and it's traveliing ali by
itsedf over there in Europe

J an inTerview with BRENDA
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PAULETTE PHILLIPS: Am you sesing any
maonay from that?

BRENDA LONGFELLOW: Are you kidding? Mot
a cent, | mean | was never paid for it, we sold it fo
WTN and | pald the delerrals back. But that was it.
Money! Are you kidding, | keep saying thal with
this film too, | mean wo haven't been paid.  And
there's a slim posaiblity | won't ba paid, but |
havan't dona [t 1o be pald, | mean | have a job. We
have second windows with Knowledge Network,
SCN and Bravo! Bul we won'l see any of thal
money until 2001,

PAULETTE PHILLIPS: Precisely why thereis
a dearth of producers in this country.

BRENDA LONGFELLOW: Yea! | ended up work-
ing with Anita Hartzig who is fantastic and wonder-
ful. She was working on Hammy Hamster to make
a living and she wanted lo produce and was willing
Io take a rigk and | have driven her crazy because
she's not use o working like thatf

PAULETTE PHILLIPS: Well yes, she's used lo
warking with a hamster. 1s your film OUR MARI-
LYN, which was made in 1983, still playing?

BRENDA LONGFELLOW: I'm self distributing
because DEC went under, | have rentals from uni-
versities and hare and thera - yea, pecphe still rent
it amazingly anough. But this one, | don't know if it
will sall, | mean we have images of Margare!
Atwood as a young post and Michasl Ondaatje as
a young poal bul it's about a really arcana finy cir-
cle in Toronto.

PAULETTE PHILLIPS: Where is documentary
[the form] today?

BRENDA LONGFELLOW: | think it's wids open in
some ways. | @lso think there have been some
incradible documentarias in the last decade that
have transformed the form, thal mix drama and
documentary or mix diferent types of story telfing
s0 there |s no set formula for documentary. The
Noam Chomaky film [Mark AchbanPeter Wintonick]
was a really imparant film and they also built that
around a kot of archival film with inerviews but they
had, like Ermol Morris (Thin Blue Lina) a powerful
imagistic sense of documentary -- thal documen-
tary can'l just b talking heads, that you have o
create an image and a mood. All the things you do
in & dramatic piece, image, mood, lighting, you also
nead o do in documentarnies,

PAULETTE PHILLIPS: What atiracis youtoa
subject?

BRENDA LONGFELLOW: Wedl, | ke marginal
characters, and | like Canadian characters, ke
Gerda Munsinger and Marilyn Bell and Gwendolyn.

‘Canadian woman stores. | dont know if | could tell

aman's story, | was nevar drawn to them, and | feel
more in fune with women siores and we know
women's stories are undad tald in our cultura.

PAULETTE PHILLIFPS: Heric stories, except
for Gwendolyn's?

BRENDA LONGFELLOW: Wall | think she was
incredibly heroic 1o transcend her childhood, which
would have destroyed most ol us. She recon-
structed harsell and created harsel! out of that trau-
ma, and wrota incredible poetry. | maan in the end
it caught up with her, the poverty and beliaving you
could survive as a poal, which is a really delusion-
2l belied in Canada. Byl lor 20 years she ved 2
really incredible Me and ventured inlo termlones
[whers] most of us are afraid 1o. | guess that's the
other altraction: thay are way more braver than |
am in terms of the risks they take with their lves. |
would never swim across lake Ontaro for one
thing.

| nevar set out to make decumantary film. With
OUR MARILYN | thought | was making a David
Rimmer film because | loved optical printing.  The
ideas that always appealed to me are historical.
When | want o school my honours BA was in his-
tory and | was going to be a labour historian
because | liked going through archives and | like
unearthing history which hasn'l been told. And i
has come back, circling: | want into film and wen
into theony and semiolics, and feminis! theory -
and whal | weni back o was history,
PAULETTE History fells us so
much.

BRENDA LONGFELLOW: We were having this
conversation today aboul the nineties and its

PHTILLIPS:

‘shocking to me that s 1997 and | feal | dont live

in the present. What were the eighties about? |
mmm-muummmmm
miumlrfimduu-muuummg
concepl of the ninaties,

PAULETTE PHILLIPS: mﬁm

been packaged lor us as an incredibly greedy era
that anded whan the marked crashed in 1987-88.

BRENDA LONGFELLOW: For me the eighties
85 & WOman,

FAULETTE PHILLIPS: The packaging of eras
is the least interesting thing that history does.



work intuitively. A documentary starts with an idea. It can be

viewed somewhat as a “thesis® but it is more appropriate to
regard it as a “framework™. You need to be really open and allow
things to happen. Mot that I'm saying the process is unstructuréd.
You are constantly making decisions. You have to use your entire life
experience. In many cases there is only one crack at a shot ... there
are no second takes,

The entire process challenges you to be completely focused and
open. This is important since unanticipated things happen. If you are
not too rigid on what you intend to do, you can constantly incorpo-
rate things as they unfoid. It aliows for moments of irony and
humour, the quirkiness of everyday life. It is the unexpectedness that
differentiates documentary from drama. In order to record the unex-
pected, one has to be open fo receiving it. In drama one can say this
is exactly what | want, and get it.

These differences are not that rigid. I have shot drama, and
sometimes things happen. A good filmmaker will always sieze the |
opportunity to grab those moments. These moments go towards |
making a documentary more filmic. For example, documentary
allows you 1o use visual layers in terms of people's expressions and
events unfolding.

There is another kind of openness needed as well: the openness
to et go. You can spend a lot of ime and resources on a sequence
that ultimately does not do much for the story. For Passage From
India, we filmed a poet over a moming, it was a half day in a five day
shooting schedule, and we couldnt use it. Even if you have spant
valuable resources on a scene, it is the story that needs to come

first.
| pg>21]
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Indians: A Journey with Jeffrey Thomas, and his most recent work, w

Marmada was a process film about a struggle unfolding. The first
shoot was over 32 days, and in the end, I shot 110 hours of footage.
Why so much? Well, I didn't know what would happen. But when
you shoot so much, you need to factor in the time 1o screen and
search through the material in the editing process,

Any format is just a tool. As long as you know the limitiations,
you can use it to its maximum effectiveness. Narmada was shot on
HiB which was a untested format in 1990,

The process for Some Kind of Arrangement and Passage From
India was very different. A sense of storyline already existed, but you
have only limited time with the subjects. Some Kind of Arrangement
had B0 hours of footage, Passage From India had 12.

Some Kind of Arrangernent seems at first that it has no narrative.
But that does not make it any more objective or real. Since 1 am
tracking reality creatively, everything is decided from the shots to
the juxtapositions. It was a composite story of three people going
through the process of an arranged marriage, The three stories work
collectively as a whole, even though the people have never met and
may not ever meet each other ... but they are organically connect-
ed.

In deciding which characters to use, ong needs to think of the
chemistry between each story and how each story contributes to the
other. Where are the redundancies and complimentaries and at
times the contradictories?

Documentary filmmaking is a leap in the dark.
When you have to go into a situation with all
your senses and experiences highlighted and be
willing to trust yourself. In some ways a good documen-
tary is about looking at the world with a fresh eye.
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Kwok Wing Leung as Great Great Grandfather

Ann Marie Fleming as herself in "Automatic
Writing™

T‘H. first Toronto Reel Asian
International Film Festival took
place November 20-23 at the Bloor
Cinema and John Spotton Theatre. An
initiative undertaken by executive director
Anita Lee, Reel Asian is an attempt to
establish an annual Asian film festival in
Toronto -- a timely event given both the
large Asian community in Toronto, and
the existence of numerous other Asian
film festivals across the continent. The fes-
tival brought a mix of dramatic, docu-
mentary and more experimental works.

For its first year, the organizers decid-
ed 1o spotlight independent Asian North
American filmmakers, bringing a youth-
oriented slant to the program from the
mostly second and third-generation
directors, many of them offering first fea-
tures. Although more established direc-
tors such as Keith Lock were represented
as well, the real revelation of the festival
was the emergence of a new generation of
Asian American filmmakers.

BY LARISSA FAN

REEL ASIAN FILM FESTIVAL

Of the more traditional dramatic
films, Chris Chan Lee's Yellow and
Quentin Lee and Justin Lin's Shopping for
Fangs were standouts. Yellow follows a
group of Korean-American friends on
their high school graduation night, a
night that starts to go wrong and keeps
on going -- reminiscent of American
Grafitti or, more recently, Dazed and
Confused. The ensemble cast is strong
overall, and the characters are believable
and appealing.

Having heard Shopping For Fangs
described as  Tarantino-esque, |1
approached it warily, but was easily won
over by the film's charm and good
humour. Directed by UCLA grad stu-
dents Quentin Lee and Justin Lin,
Shopping For Fangs follows the intersect-
ing stories of several characters, includ-
ing an accountant who thinks he's turn-
ing into a werewolf, and a blond-wigged,
gun-toting waitress. Strong perfor-
mances, especially by Jeanne Chin in a
dual role, and the film looks like {a few)
million bucks.

Although 1 might have my reserva-
tions about the term "GenerAsian X", the
program of shorts under that name was a
fun and interesting mixed bag.
Highlights of the program included
Gregory Pak's Mouse, which manages o
combine chasing a mouse with a debate
about abortion, and Sunny Lee's Cowgirl,
in which Sardra Oh suffers an identity
crisis as an Asian girl with a Western
heart.

There wasn't as much in the way of
experimental film, although there were
new works by Ann Marie Fleming and
Rea Tajiri. [ especially liked Ann-Marie's
Automatic Writing, which confronts the
limitations of low budget in inventive
ways. It explores her great-great-grand-
father's history -- as presented to her by
his ghost. The ghost in question 1s
charming but often difficult, and other

members of the family keep popping
up to have their say. An engaging look
at stories and history, and how they
are told or remembered.

Rea Tajiri's Strawberry Fields is
more traditional in its dramatic treat-
ment, although it does include evoca-
tive memory recreations and super-8
footage. It harkens back to themes of
her earlier work, Histary and Memory,
dealing with a young woman's coming
of age in the '70s, and her attempts to
come to terms with the history of
Japanese-American internment as it
affects her family.

The longer documentaries repre-
sented in the festval, Dora Nipp's
Under the Willow Tree and Hiro
Narita's Isamu Noguchi: Stones and
Paper, offered nothing new in the way
of treatment or structure, but each
covered interesting subjects. The
greatest strength of Under the Willow
Tree, which deals with pioneer Chinese
women in Canada, was just being able
to hear these women talk. Their tales
may be "bittersweet’, but they are also
filled with the humour and strong
characters of the women.

As a flmmaker whose film was
screened at the festival, | have to admit
to feeling ambivalent about being
labelled an "Asian American artist”, a
label that is potentially confining and
ultimately irrelevant to the work I do.
I worry that it smacks of political cor-
rectness, and that going to such
screenings is still considered “good”
for you rather than enjoyable. At the
same time, | did find that the program
my film was placed in added context
and resonance to the film, in a way
that | haven't seen it before. Hopefully
there is room to look at films in all
sorts of contexts, including the context
of an Asian film festival. Oh, and best
of all, the festival was fun.




UPCOMING ISSUES: SUBMIT NOW! |

the LIFT Newsletter accepts story ideas on an ongoing basis! Need volunteer hours? Have a
great idea? Arant? Arave? Email Barb at Barbara_Mainguy@tvo.org, or phone/fax LIFT.

THE FEBRUARY ISSUE: FEBRUARY MADENSS, is full for features, but we have a small amount
of space left for first-person, film adventure stories. The LIFT Activities section for February will be
supplanted by the Storyboard...

THE APRIL ISSUE: IDENTITY POLITICS... Personal essays, ideas, reports -- we are interested in
covering all the ground about identity politics as it applies to filmmaking...

ads:

SCREENWRITING BOOTCAMP, nighttimes at George
Brown College (intro or advanced), each course 12 ses-
sions, $137.40 per course, starts Jan. 14 & 15, 1998.
More info: (416) 415-2092 or 699-4209.

The series is called INCITING INCIDENT.
Its oal is tn workshop live in front uf an audience,
deve c-Ped screenplays. We have been able
geto t of the heads of Telelfiim, The
Ganadnan ilm Centre, and The OFDC, and Fund
as well as many development paop'le from
Alliance, Malofilm, Glneplex Odeon, Norstar and

Similarly, a lot of wntars gﬁd directors have been
attending as well.

http://www. E)ur 5:Ftl'él = m/inciting.htm
we ?ottn .com/incitin
P: Mic Egut her g

wﬁ

NOW OFFERING

| TO } :." npany that i :-‘mm‘l.,f mitied to
Imé %*ﬁ?m -angst. We are most
o inte n axpl nn h1gh Irnpact. mspimﬂmal
- madla amrgla We are amited &ﬁ frinnléliﬁ-
A new xm of collaborating with filmmakers tr;g
¥ ,  bring the stage alive for a contemporary audi-

If ionately believe have
snmeﬂ'll W to this r%mas |§§§a submit

EXCLUSIVE FILM AND VIDEO & ynur resume and cwarl er to:
in FORTLAMND STREET TORONTO iV 28T
Hu.lnl.m?'rhutm - Collaborations
Elise Dewsberry .

416 598 2700 ok




Duc to the Canada Post strike, eve

ryone missed the best news of Nov:mbcr

: MEDIA 100 s e

LIFT's digital non-lincar editing system, the MEDIA 100, has been permanently installed in the pink editing suite. The f

Board of Directors have approved these amazingly low rates of $10/ hour for full members and 520,/ hour for associate mems-
bers. And unlike other places, we will not currently be charging extra for hard disk storage!
Miany thanks to LIFT member Grace Channer for designing and building the furniture for the new edit suite and to Dereck

Roemer for repainting the room. on such short notice,

The Media 100 %5 system version 4.0 features 2:1 picture compression; 8 tracks of audio and real time audio mixing; batch
digitization; professional audio 44.1 & 48 kHz sampling rates; composite, S-video, and ¥, R-Y,B-Y compenent video input /
output; real-time ColourFX, preview Motion FX, preview transition effects, and 24 accelerated transition effects; and much
much more! The system runs off a PowerMac 9600 computer and uses Slingshot software to ‘matchback’ your EDL to a cut
list for negative conforming, We have purcahsed 18 GB of hard drive storage, which can store 14 hours of offline video or 27
minutes of on-line 2:1 compression. You can also mix different resolutions within the same program. The suite will also con-
tain a SVHS machine for input and output, but you can bring in any type of video machine and easily patch it into the system.

Many of you are familiar with this new technology, while others are totally in the dark. No worries. The system is very
easy to use, allowing members to cut their own films after a few hours of instruction. With increased technology, we are given

an increased number of ways to post our films.

Il Here are just two ways of how you can use the Media 100 in your post production !!!

A) Have all your dailies transfered and timed to BetaSP (or your
prefered broadcast format) and SYHS. Make sure that you get
YITC and LTC non-drop frame time code on both tapes at the
same time, so that they both have the exact same time code, and
have time code burn-in and key code burn-in put on the SVHS
tape. The transfer house or lab should also give you a floppy disk
which contains all the key code and time code info, Then you will
bring your tape materials to the Media 100 Suite at LIFT, You can
digitize at an off-line or lower resolution, logging the footage as
you go. Do your picture edit. You can make work-in-progress
copies of your project as it progresses by simply outputting it to
VHS or SVHS, and you can show it to your friends and family, or
even possible investors. Then, when you have locked picture, you
need to make a film and video master. For the film portion, you
run the Slingshot software, which produces a list for the negative

cutter to work from. You should always check the key code on the

list against the key code bumed into your final copy. Once you've
verified the list and saved up your money, take the list, neg, and a
video copy for neg cutting. For the video master, you can auko-
redigitize the material with the clean (no time code bum-in)
BetaSP or broadcast format tape. The system will enly digitize the
shots that are used in the final edit of the program. At this point
you will digitize at the highest resolution for the best possible pic-
ture quality - 2:1 compression. [t takes up more disk space, but

you're only digitizing the length of the program, not all the dailies.

In order to use a tape format higher than SVHS, yvou will need to
bring in a deck. At this point, LIFT does not have a BetaSF deck.

You can rent one for as little as $100 - $200 per day, which is plenty

of time to re-digitize your material and dio several outputs to a
master BetaSP. At this point, you will have a broadcast master of
you final picture, avoiding the expense of a film to tape transfer of
your release print. You ¢an take the brosdeast copy to your pro-
duction to the sound mix, and they can marry the sound on the
videotape well before vou have a release print from the lab! Make
dubs and send them to festivals. Get working on the next script!

OT B) If you don't want to spent the exira $% for a timed transfer, just ask
for a one light transfer to SVHS making sure that you get VITC and
LTC non-drop frame time code, time code burmn-in and key code bum-
in. You can also request that they pull a ‘clean’ copy at the same time,
one that doesn’t have any time code or key code burm-ins on it, that
you can use to make preview or work-in-progress tapes. The transfer
house or lab should also give you a floppy disk which contains all the
key code and time code info. Then you will bring your tape materials
to the Media 100 Suite at LIFT. You can digitize at an off-line or lower
resolution, logging the footage as you go. Do your picture edit. You
can make work-in-progress copies of your project as it progresses by
simply outputting it to VHS or SVHS, and you can show it lo your
friends and family, or even possible investors, on any VHS machine.

If you really want fo impress someone, you can auto-redigitize the
material with the clean (no time code bum-in) SVHS tape at the high-
est resolution for the best possible picture quality - 2:1 compression,
When the picture is locked and you're ready to move to the sound
editing phase, and will require a VHS or 5VHS with continuous time
code. The system will produce this quickly and easily, Then run the
Slingshot software to produce a list for the negative cutter to work
from. Chieck the key code om the list against the key code burned into
your final copy, get the neg cutter involved, and move onto sound
editing, Since you didn’t have each shot timed at the initial transfer,
yvou will have to have the final release print transfered and timed,
shot-by-shot, to have a broadcast quality tape.

TECH TIP: Sometimes the key-code reader at the transfer howse can go
out of wack, which will wreack havoc with your final cut list. Here's a
brilliant tip, passed on by experienced Editor and LIFT member, Maula
Devonshire. Ask the transfer lvouse to punch the first and last “00” frame
on each camera roll, and to recond the exact key-code of the punched

frames for each roll, Then, when you look at the key code bum-in on
your video tape, you can verify that the punched frame's keycode match-
&5 with the list given to you. If the numbers match at both the head and
tail of each roll, you know that the key-code reader didn’t malfunction,
eliminating any problems with that when pulling your cut list

Workshops on the Media 100 arc being offered in the new year. See the Workshop Brochure in this mailing.



