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A special thank-you to those organizations who donated items to the auc-
tion for their continued support of LIFT and independent filmmaking in
Toronto!

The Sponsors of the Silent Auction
2000:

BAKE ONE

FALM & TELEVISION N CANADA

THE POST GROUP

Playwrights
Union of
C Canada

L]
BLACK & WHITE
FLILS FACTLYHY I

Quistoe B

An Gallery of Ontario

' Magnetc Morth

Australian Boot Company Medallion PFA Film and Video
Barbara Swift Negative Cutting Mix Magazine

Service Moving Pictures Fastival of Dance on
Canadian Film Centra Film & Video

Canadian Opera Company
Canadian Stage Company
Codes Pro Madia
Dancemakers
Danceworiks

Directors Guild of Canada

Mumbers Film Supphy
Panavision Canada
Playback

Polaroid Camera
Precision Camera Inc.

Sutherand-Chan Clinic

Exclusive Film and Video Tarragon Theatre
Eye Weekly The Fearless Film & Video Corp
Factory Theatre The Lab
F“".-' Opticals of Canada Ltd. Toronto International Film Fastival
A ; Toronto Symphony Orchestra
Jessup & Associates Trinity Square Video
Kodak Film

LIFT's Silent Auction 2000 follows the Annual General

Meeting, Friday June 23.

.

Tt Cawaps Comwecny | Lo Comani nas fory
LI R ETT ] [T T
WL T | mE e

LIFT Newsletier Vol 20, No. 3 Mayllune 2000 pg. 2



editorial

Forget about spring lever, festival fever's had TO. In its grip and we are only now emerging, dazed, from its spell. While most Torontonians
were pulling out their shades and heading into the sunshine, dedicated filmmakers and goers were retreating, mole like, into the dark — 1o
hunker down for hours, days and even weeks watching those alusive flickering images, hoping for the moment or two of puré inspiration
which makes it all worth while. Is # an illness, an nheessinn, an addictinn? Mayha, but for indie filmmakers # can only be a good thing. With
Images, Hol Docs, Inside Out, the Toronto Worldwide Short Film Festival and Splice This! all unreeling in the space of threa months, what
other time of year do so many short flicks hit the big screen?

Fastival fevar - or at least some kind of fever - hit its paak amongst the throngs on College St in May, out for the Hot Docs Canadian
International Documentary Feslival, If you're a documentary filmmaker, Hol Docs was the place to be — | mean, if you waren't there with a cell
phone and Industry pess, hanging out on the hippest stretch of College, just where the heck were you? Documantary makers came out in
droves for the day-long Symposium and the 2-day Toronto Documantary Forum, and they stayed for screenings ranging from small personal
docs (not many) to glossy television co-produciions. & word lo the ambitlous for next year: get your passes early,

Wherever you find s film festival you're sure to find a LIFT membar or two, whether as a participating fllmmaker, audience member, pro-
grammer or organizar. Check out the Who/What column in this issue for a list of LIFT films screened in these recent Toronto fasts. We also
have coverage of the Images Festival by Cara Morton, who chats with festival Artistic Director and long-time LIFTer Mike Hoolboom. And con-
gratulations to Chris Gahman, who assumes tha mantle of Imagas AD for 2001!

Festival fever's passed for now, but take some time Lo rest your eyes and enjoy the summer, because there's anolher onslaught coming in
the falll

boardreport

There are three things that stuck in my memory from last month's board meeting, the first being an draft of what LIFT is doing for its
20th Anniversary, Screenings, parties, grants tc make films are all being talked about; we might even go way, way back, to the very beginning
of LIFT's existence. The AGM for the Film & Video Alliance Is approaching (it will actually have passed by the time you read this) and this year
is the first tima LLET will have three representstives present. Daborah, our Executive Director will be attanding as the President of the
Alliance and Lisa, one of our Tech, Coordinators will be representing LIFT's stalf, Ma] Qureshi, Board Secretary will be joining them, heading
west to Edmonton, just in time for mosquito season. Look for a report on thelr adventures in the next issua of the Newslaltar. The new dolly
is heral The new dolly is harel For all you drama-shooting, hot headed music video directors, now you can ride a doorway dolly “tH your bud-
get's run dry. Roberto and Lisa are giving free rides around tha office this month only so drop in and check it out

departments

features

On the Cover:
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DEADLINE: FESTIVAL /DATE/LOCATION : TELEPHONE: E-MAIL & WEBSITE:

AIX-EN-PROVENCE FESTIVAL
Tous Counts 1202-0802000 0&31/2000 (33 0 4 42 27 08 64 aililmes @ chab-intamat. ir
BILBAD INTERNATIONAL DOCUMENTARY & SHORT FILM FESTIVAL
NETAZ022000 91520003404 424 86 08 fmbest@infonegocio.com  www. fc-bilbao.com
MANNHEIM-HEIDELBERG INTERNATIONAL FILM FESTIVAL
11/09-1872000 0a/2572000 +48 (0) 621-102943 ifmh & mannhiedm-Rimbestival.com winiw. mannheim-lilmiestival com
SAINT HILAIRE DU TOUVET INTERNATIONAL HANG GLIDING FILM FESTIVAL
DR2H 2402000 TSE00000 33 (0 76 08 33 99 infor& coupe-icare.ong
VENICE MOSTRA INTERNATIONAL D'ARTE CINEMATOGRAFICA, BIENNALE DE VENEZIA

DEG0-00/02000  GB0V200030 D41/5218711  das @ lablennale.com W labiannale..org
JAPAN PRIZE INT'L EDUCATIONAL PROGRAM CONTEST
1117-2472000 0802000 B1- 33656199  japan-prize@medianhk.orjp  www.nhkoripip-prize

THE NEW YORK FESTIVALS
january 2000 8172000 (914) 238-4481 into@ mylests.com  hiipwiwwnylasts. com
TOULON MARITIME & EXPLORATION INTERNATIONAL FILM FESTIVAL

10011-17/2000 0a/132000 (33) 94 92 00 22/ 98 20 fesati.fibm @ wanadoo. fr
VALLADOLID INTERNATIONAL FILM FESTIVAL

T020-26/2000 063072000 (SB3)-305700/77/B8 - 305899 - 302044 festvaladold@® seminci.com WWW.SBMINCLcom
CANADIAN INTERNATIONAL ANNUAL FILM/VIDED FESTIVAL

T2 712000 061572000 T05 733 8232 ciall @inama.com or cialf@canadacom  hitpolciali org
COLUMBUS INTERNATIONAL FILM AND VIDEQ FESTIVAL

10V25-27/2000 7H01/2000(5614) B41-1666  inbo @ chrisawards org www.chrisawards. org
INTERNATIONAL LEIPZIG FESTIVAL FOR DOCUMENTARY AND ANIMATED FILMS

0N 72202000 090172000 + 3419803921  dok-leipzig@i-online.de www, dokiestival-leipzig, de
FESTIVAL DU CINEMA INTERNATIONAL EN ABITIBI-TEMISCAMINGUE

10V2E-11/02/2000  09101/2000 197626212 fcial@sympatico.ca www.telebec.qc.caficial
REELING: The CHICAGOD LESBIAN & GAY INTERMATIOMAL FILM FESTIVAL

11/03-162000  07/01/2000 773 2931447 resling @ chicagofiimmakers.org itwwow.chicagodilmmakers. orgiraeling
AMETENDAM INTENNATIONAL DOCUMENTARY FILMFESTIVAL (IDFA)

11/22-30/2000 09'25/2000 31 20 6273329 info@idia.nl wwwidfa nl
BRMNO SIXTEEN

1001 9- 222000 D&ZE2000 +42 D5 472146825 welcome.lab16
CASA DE LAS CIENCIAS AWARDS

tba 8/31/2000 34 981 271828 damus@ casaciencias-lc.es
FESTIVAL INTERNATIONAL DE PARIS DU FILM D'EXPFLORATION JULES VERNE

111 72872000 0702000 33 (0)1 56 24 30 30 jva @ club-ntamat.fr
FESTIVAL INTERNATOINAL DU FILM FRANCOPHOMNE DE HAMUR

09/22-30/2000 07TH 52000 3281241238 dany. mastin fiff & skyneat ba o, it namur be
SHORT CUTS COLOGME - KOLNER KURZFILM FESTIVAL

O 3-17/2000 DE/15/2000 +48 221 222 710 27 scc@h-filmhaus.de  www, k-filmhaus.de
UPPSALA INTERMATIONAL SHORT FILM FESTIVAL

10/ B-222000 06/30/2000 +46 18120025 uppsala@shorffilmiestival.com www.shorfilmbestival com
TOKYD INTERNATIONAL FILM FESTIVAL

TVZE-11052000 071472000 B1 3 3563-6305 www lokyo-filmlest.ocjp
SHANGHAI TELEVISION FESTIVAL

10252772000 0712000 BE-21-62537115  shii® public.sta.nel.cn warw.shlcom
BOGATA FILM FESTIVAL

101 0-182000 021/2000(57) (1) 282 5196  cidc@colllalecom.com.co
VANCOUVER VIDEOPOEM FESTIVAL

7/31/2000604-904-9362 ¢l_harnshaw@telus.net www.edgewisecale.org
AMATEUR WILDLIFE FILM & VIDEQ FESTIVAL

102712000 D61 52000 T05-733-8232 caaff @iname.com catlong
OTTAWA 00 INTERNATIONAL ANIMATION FESTIVAL

08 159-24/2000 0707 2000 {813)232-8769 oial@ottawa.com  www.awn.com/otiawa
KURZ & SCHON JUNIOR SPEZIAL 2000

0222000 OBM1OF2000 +48 (0)221-2 01 BB - 278 boederd khm.de wiw, khmode
FESTIVAL INTERMNAZIONALE DEL CORTMETRAGGIO

11/03-1172000 O7/31/2000 +30 06 4745585  fiimclub@ pronetit - www.comune siena itfilmicorto.him
INTERMNATIOMAL FILM FESTIVAL FOR YOUNG PEOPLE

13012002000  7/30/2000+44 028 50311900  infod cinamagc.ong.uk WWW.CINamagic.ong. Uk
RIO DE JANEIRO INTERNATIONAL FILM FESTIVAL

11301202000  DE/302000 55 21 553 BR18 producacd arproducoes com.br www.curlacinema.com br
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upcoming festival deadlines (cont.):

DE NEVERS A L'AUBE SHORT FILMS AND SHOWS FESTIVAL

12M2-1600
INTERNATIONAL FILM FESTIVAL OF SANTE
01/25- 272001
AUSTRALIAN INTERMNATIONAL SHORT FiLM FESTIVAL
02001 10O22000
INTERMATIONAL FREE FLIGHT FILM FESTIVAL
0921-24/2000
LEEDS INTEANATIONAL FILM FESTIVAL
100052072000 0623000
MOONDANCE INTERMATIONAL FILM FESTIVAL
01192172000 102012000
STOCKHOLM INTERNATIONAL FILM FESTIVAL
11/9-182000 DE/0E2000

+51 ()2 9365 6577 Bckariesl COM AU

THS200000 33 (0)4 76 08 33 09

107200033385 21 4646  novers cnema & wanadoo ir

830200033 04 71 43 30 30 cnesants @ net15.0f www cingsanta, com

www lickerest comay

irho S coupW-cane. ong

+44(0)113 247 B3G7
mreoondance 8 a0l oom

+ABBBTTS000  program@cinema.se

Nirmdestival @ keads. oo uk

waw leadshlm com

wns modndancetimbesiival oom

Guidelines and application forms for this list of festivals are on file and available for photocopying (10¢ a page) at the LIFT
office. As much as we'd like to, LIFT staff cannot take the time oul to fax forms to members. Please do not ask. If you are

unable to make it into the LIFT office, you will have to call the festival directly to request an application form.

The 1886 edition of the AIVF Guide to International Film & Video Festivals Is an invaluable resource for planning your festi-

t 4

Congratulations to Louls Taylor, winner of the
Best Video “Filmothek® award for his shor film
“Esthar, Baby and Me" at this year's Oberhausen
Film Festival. And fo Alexander Galani, who's
ed into this Mew York Inlemational Indepandent
Film & Video Fastival.

Do you have news you'd like to pass on to the
Mebership? Email Deanna at lift@inforamp.net

MEMBERS' FILM INFORMATION - Hay LIFT ers,
just & note 1o ask that you update the affice of any
information reganding your upCOming or compieted
films. You can do it on an ongoing basis - drop us
an email, a fax, or call us by phone. Wa'd really
appreciate the information, as LIFT requires the
information for our funding applications. . . . 50,
keep us up 1o dale!

emaik: lift@inforamp.net, hitp; wew.lift.onca fax:
588 7017, ph,: 588 6444

LIFT Artist Talks - Are you inferasted in talking to
other flmmakers? Interested in leaming about how
olher filmmakers trouble shoal technical and artis-
tic dilemmas? The LIFT Monthly Screening is shift-
ing its focus, and we'ne looking for immakers who
are interested in doing a 20 minute presentation
about thelr works. . , aither in prograss or complet-
ed. Over the year LIFT will host & Artist Talks. Each
evening will inciude 1 LIFT filmmaker/ animator and
3 other LIFT filmmakers who will present a seg-
ment (or whole shor) of their film and talk about
their filmmaking process. Contact Deanna if you
are interested in presenting or attanding.

pa. 5 LIFT Newsletler Vol 20, No. 3 Mayllune 2000

Join the NEWSLETTER COMMITTEE if you are
interested in tha direction of LIFT"s Newslettoer or
in writing for the Newslatter, Members receive 20
volunteer hours for commitiee senvice. Call
Deanna at the office fo RSVP. Upcoming meet-
inga (6:15pm @ LIFT): Tues., August 1.

LIFT's MEMBERS' FILMS LIBRARY - Wea're at
13511 and still growing. Drop off a copy of your
past & present flm gems for other LIFT mem-
bers to view. The library ls another great way o
show your works to other keen filmmakers in
Toronio. Your works are secure in the LIFT office.
.. What ara you waiting for? Drop off your copy
taday!

LIFT'S PROGRAMMING COMMITTEE is look-
ing for new members! Looking for a way (o make
up your volunteer hours? Maembers receive 20
volunteer hours for attlending Commitiea

meetings and the Artist Talk series. Come o the
next meeting 10 discuss all the new changes that
are happening al LIFT. NOW HELD ON THE
LAST THURSDAY OF EVERY MONTH! MNoxi
meetings: July 27, August 31, & Seplember 28
(6:15pm @ LIFT). Call Deanna o RSVP.

www.lifton.ca Yas, we know, II's been o lang
time with our old cumbersome web address, but
finally LIFT has a new domain name. The old site
dasign is curently uploaded and updated, but
wiiteh for an all new design later this manth,

nnouncements. 4

LIFT ARTIST TALK:

Thursday, Juna 27ih, 7pm @ LIFT
in tha Mezzaning
Rofreshments will be served

Animator;
Elida Schogt

FILMMAKERS/PANELISTS:

Ruba Nadda

Ruba is siated lo screen a segment of her inde-
pendent feature | always come 10 you. The project
|8 about three days in the lives of three sisters,
Sister Fadia spands 3 days looking for her lost sis-
far.

Scoft Clevely

LIFT's "How fo Make a Film" workshop alumni
Clavely will coma to discuss his short dramatic: film
Seizing Thunder. Thunder is about Charfie, Molly &
Ben — all trapped in an emotionally and physically
abusive relationship. Both Molly & Charlia have
plans on how to fix things up. . .

Sue Georgiou

Sue will screen and discuss her experimental film,
The Light Fantastic — The Light Fantastic is an
erolic satire about fetishes, facades, and the
nuclear family. Il portrays the loss of innocence and
questions our sexulatiy. It reveals the sexual
impulses and strange desires of a seemingly per-
fect family.



Welcome new members
since last November:

Murat Akser
Jonathan Anderson
Renilda Andrade
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Elvira Martinovic
Hilkcka Mccalium
Kira Mccord

Dylan
Anthony Moelhi
Eh'lliinl Hewr-:glﬂ

CANADA COUNCIL
1 BOO 263 5588 X5060
www.canadacouncil.ca
Travel Grants
Anytimea
Artist Film/Video
November 1, 2000
New Media
November 1, 2000
InterArts Program Creation Grants
December 1, 2000

ONTARIO ARTS COUNCIL
961-1660
www.arts.on.ca
Artists' Film and Video
Oct. 15, 2000
First Projects: Film & Video
Dec. 15, 2000

ABORIGINAL FILMMAKER
ASSISTANCE PROGRAM
973-3012

on an ongoing basis,

please call their office to confirm
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bHehtation

THE HAROLD GREENBERG FUND
{416) 956-5431
hgfund@1imn.ca

Oct. 5

INDEPENDENT PRODUCTION FUND
977 B9GE
www.ipf.ca

Aug. 1

BRAVOIFACT

(416) 591 7400x2734
June 29, September 29,
& Dec. 21, 2000

i TORONTO ARTS COUNCIL

(416) 392-6800

www.torontoartscouncil.org
Madia Arts
November 20, 2000

BELL BROADCAST AND NEW MEDIA
FUND

i (416) 977-8154
1 wiww. bell.cafund

Oclober 1

LIFT's orientation session will be on Wednesday, July 19, 11:30 am to 1 pm
for members who haven't yet familiarized themselves with the co-op. Call 588-

6444 for more info.

LIFT Mewsletier Vol 20, No. 3 Mapllune 2000 po. B



NEW MEDIA 100 SYSTEM AT LIFT = the Azura room
now boasts i super last G4 Mac with a 500 Mhz
processor, 256 MB RAM, 36 GB of external hard drive
space, 2T GB iMernal drive space, CD ROM, DVD
FAAM (read and write), and the Media 100 DV 6.0 xs
software and hardware. The suile is comphmantod
with a BetacamBP deck and VHS deck, and s compal-
ibie hor anyy DV hook-up. Addibonal software includes
Bors Efects 4.0, Photoshop 4.0, AterEfects 4.0 and
Modia Choaner Pro 4.02. The advantage that this sys-
tem has over ofher DV edilors is that you can caplume
your DV lootage @t any resolution, saving valuable
drive space. For example, at an off-ine rate you can
caplure o hour of footage on 1 GE comparad o
other systams that don't “res down®, which only allow
you 1o caplune 4.8 minutes per GB.

This groat new sults rents for only §12/ hour for
full members and $24"hour for associate members.
And the midnight to 8 am. rates are S8 50/haur lor Tull
membars and §17/Mhour for associate members.
Mombars can use up o 2 GB without an axira change
and beyond the 2 GB, members will be charged $1/GB
por day for el members and S2/GB per day lor assos-
ate mombers. To book the new sulle, ghve us & call o
stop by o check it out.

Andd for you fans ol the Azure room, have no fear,
LIFT is still keeping all that great analog editing equip-
ment. Tha sound bench has been relocated io the
ASmmidakroom sute. The Steenback from the Az
room will ba moved in with the Intercine in the Groen
roam, and the Super B Steanbeck will be a Boater
which can be used in any suite, and will be rermain in
i AZLire rOOI o8 Now:

Gaood navers for usars of the onginal Mada 100 Suta.
There i no longer an additional chargs for the
Betacam SP deck!f! The system was mecently upgrad-
ed 1o version 6.0 software, which keeps i on par with
the new sulle, This suile is required for members who
are making & neg cut list, since it has the matchback
software, This suite remains the best price in tawn:
only §10/ hour Tor full members and S20Mhour for asso-
ciate mombers, And the midnight to 8 a.m. ralos ana
§7Mour lor full members and 514haour for associale
membars. The hard drive policy is the same: bayond 2
GB, mambars will ba chargad $1/GB per day for lull
members and 5268 per day for associale members.

{# members afe nlént on wsng the new suile and are
muaking & neg oul Esl, you will nead fo make your
impont logs elc. in the pink suite and move them by zip
lo the olher suite, and digitize from BetaSP with a key-
code and timacods bum-in, and retum 10 thi pink suite
to make e final cut list.)

AFTER EFFECTS UPGRADE TO VERSION 4.1
Good news, for those who love layering effects. Thar
goftware upgrades aliow members to quickly and easily
miove between AtierEflects 4.1 and Media 100 6.0.
This software & avadabla in both suites.

Po. 7 LIFT Newsietter Vol 20, No. 3 Maylune 2000

DARKROOM: The LIFT darkroom i avaiable for
rent only 52 50Mour for full membans and S5hour for
associale members. The darkroom leatures & large
wet sink, 3 35mm stills enlanged, an asscriment of
tanks and buckets for hand processing of motion pic-
ture stock and & rewind banch lor braakeng down film
#lock. We have recently purchased a number of st
photography items incheding easels, contrast filkers,
grain focusers and safety lights lor our members 1o
print BEW photos.

HEW PRODUCTION EQUIPMENT:

ORIGIN C FOR AATON CAMERA: W have just pur-
chased an Origin C for use with the Aaton XTR Plus.
This allows you o record time code dineclly on the film,
miaking siating unnecassary. This Origin C reads tha
time code generated by efthor a Time Code MNagra or
Time Coda DAT and feads # into the Aaton Camara,
recording directly onbo the negative (batwean the
sprocket holes). The lab can then simply synch all
your rushes for you (for a fiee). LIFT momber Tobry
Proctor used an Origin C with LIFT's Aaton on his shoe
fibm, Jazzman, last year - with axcellont results. The
Origin C will be included in the Aaton camera package
it no extra charge 1o those who wish 1o rent it

DOORWAY DOLLY — measures 28° by 48° and
removable side boards thal cxtend the width 1o 427,
praumatic wheals, compatible with ofher types of
wheels and can be used on irack (avalable at renial
houses). M rents for only $25/day for full members and
$50/day for associate membars.

LIGHTING EQUIPMENT - Our nowes! additions are;
2-420 W Peppers, 2 - 100 W Peppars, 1- 100W stick-
up light, 1 magic am, 1 base plate, and o new
Clydsdale case. The lights rent for $5/day for full
mambers and 510/day lor associate members, and
each light comes with a stand and bamdoors. Az with
all LIFT production equipment. & weskend (s charged
a5 one day and & woalk i3 chamned & lour days.

MAGIC ARM~— LIFT now has a magic &rm svalabis o
its mambers. The magic arm rents lor $3iday to full
members and S6/day for associnbos!

WORKSHOP COMMITTEE MEETING

Th workshop commities halps (o design the work-
shop senes hosted by LIFT. Committes members
receive 20 volunteer hours for participating in this
eéndeavor. The next maeting is Thursday July 20, 6
pom. at the LIFT office. I you ane interested in joining
the commitise or want mone information, call Robero
! 588-6444. M you have any inlinesting ideas or sug-
gesiions fior amy kind of workshop, et us know by
emall at tsch@iifLon.ca

HEXT EQUIPMENT RESOURCE MEETING -
AUGUST 10

Thiz second Thursday of every olher month, LIFT
hosts a meating at which mombers will have the oppor-
Tunity lo mepress their views regarding the fuure of the
equipment and faciliies al LIFT, Anyona with particular
intarasts or concems, bul are unable o atlend the
meeting, are encouraged o put their suggestions in
writing. and send them to Robano o Lisa, by fax (416

588-TO1T), e-mad (lech@ it onca) or mad Thes way
thesy can bo presented io the group and discussed.
Voluniser hours will be given for the time spent at the
meating.

CALL FOR ACTORS FOR SCRIPT READING AT
LIFTI

LIFT bs currantly organizing ancther public reading ol
mambar's scripty. If you are interested in reading a
part publicly please contact Roberto at LIFT. This s an
axcallant opportunity 1o hone your acting shalls whils
contribuling o the development of & member's project.

16MM HAND PROCESSING STOCK FOR SALE AT
LWFT

Kodak 7378 (ihe one wa have been petitioning Hodak
io retain’) is available at the LIFT Store and salls for
S0.11M This siock has excellent atitude and can bo
procissed as either a negative of as a reversal stock.
This im is available while supplies last.

Kodak 7234 |s an excellent béw intemegative ideally
suited for the optical printers at LIFT. It can be used fo
biow up super B lo 16mm or create BAW 16mm oplica
effects, 7234 is available at the LIFT Store and sedls los
£0.27TM

Don't forget that LIFT also has a supply of Kodak
7272 colour intermayg available 1o the membership. This
siock ks spocifically designed lor colour ophcal printing

H you would like 10 sea creative axamples of thass
any of these stocks, please ask Roberio or Lisa.
Pleass note: ihove is & roll down bea of 55 per noll on
all of these stocks, Orders must be placed in advance
and ane subject 10 availabiity.

FOR SALE: B&W REVERSAL BLEACH FOR HAND
PROCESSING!

LIFT recontly purchased a large quantity of reversal
bleach which is ideal for processing Kodak 7378 stock.
The diutod blaach & available for 58 a gallon and s
reusable up o 10 tmes.

FOR SALE: Thanks io @ generous donation from the
CBC Archives Department, LIFT offars (while supphes
lastl) a vaniety of inexpensive items:

DAT tapes (60 minutes one pass); 53

1/4 inch recording lape 7 inch reels (one pass) idanl
for Nagra use: $1/roll

High 8 videa tapes (one pass) also usable on a DA-88
sound system: §1/tape

VHS tapes (various lengths-one pass): $0.50Mape.
18mm Magnetic Stock (unused accumulated shor
ends)

1200 fi.: $15

THE ANIMATION & OPTICAL PRINTING CLUB
Are you thnking aboutl making a film with e opbical
prinbers of the animation camera and ane looking for
help? Do you want 1o volunleer on an animation shool
or optical prinfing sassion o gain some expenence?
Then josn the clubl Our mandate is simple; (o encour-
age use of LIFT's optical printers and animation cam-
ara and bring moembars togather 1o support aach
others projects and make filmmaking mora aconomical
Aoberio is beginning a database of members and their
shills. Please emall Roberio with your info at
tech @i on.ca



CONGRATULATIONS

Sarah Abbott has baen
awarded a fellowship 1o
pursua har MFA in
Media Arts at the
University ol Syracuse.
Sha'll begin in the fall of
2000. She's In
production on The
Ascension of Billy with
co-director Andrew
Hunter. Funded partially
by the Banfl Centre for
the Arts, this film
retraces the sudden dis-
appearance of 8 man
named Billy in 1940's
Banfi, Alberta. She is
also In post-production
on tha recently retitled
Recipe for Stinging
MNattle Soup. Sarah
Abbott will ba teaching
a LIFT workshop on
hand processing this
June.

Allyson Mitchell whosa
animated film Candy
Kisses was chosen in
Plant Out's short film
contest

Pre-Production

Cassandra Nicolaou |s currantly in pre-
production on Congratulations Daisy Mitchell,
a 20-minute short which will be shot on digital
video and 35mm. She has also completed
directing the 9-minute short When She
Comes Back for the Canadian Film Centre's
short film programma. As if that isn't enough,
she also has two features in development:
March Break, for which she has receéived sup-
port from Canada Council, and Arcade.

Jazz Virk plans to starl shooting The Flute and
the Sword in June 2000. He plans 1o shoot on
35mm and it will be approximalely 22 minutes.
It is the modern-day tala of an ancient Hindu

battle. Jazz is also shooting two videos for
broadcast in Bombay.

Punam Sawhnay has Devl as o working title
for her 6-minute, Bmm Mliim about a man
searching for tha God Krishna. Davli means
*goddess” and the film deals with the internal
struggles with sall. Production is schedulad to
begin this summer.

Production

Tina lanni is in production on her short exper-
imental documentary entitled My Little Eya
The 15-minute piece is being shot on 1Bmm
and Super 8. Editing is expected to ba com-
pleted by the end of the summar.

Ryan Rigby recently shot the las! scene of She
Said, a 15-minute dark comady aboul naivate
gone wrang. Shot in digital video and 8 mm,
post-production will be completed in time for
the Montreal Film Festival this fall,

Post-Production

Karyn Sandlos is working on & 5-minute film
calied Appetite, shot on Wmm and hand-
processed. She describas hersalf as being in
the midst of a rough cut and expects to have
the film completed by August 2000,

J(e2000"

Rob Rowatt has his hands full right now with
several films in post-production. He is edtiting
8 25-minute travelogue shot on Super-8 while
on vacation in Thailand, Indonasia, and India
called Asian Trip. He is editing a short untitled
art film, and is in post-production on the 25-
minute documentary called Doug Henning and
the Natural Law Party, which follows his crew of
*yogic fiyers™ on tha campaign trail in
Rosedale.

Chris Power and his co-creator Nathan Haynes
have only the sound left 1o adn for thair film
called The Shitty Apartment. Jerry Mendoza
shot the 22-minute film on digital video with a
wide screen format. The film s expectaed to be
screenad this summer,

Dave Tebby is alac a fan of digital video, and
has completed his 27-minute film called A Two
Line Pass. A multi-director format, the plot
involves a surreal beer commearcial gone
wrong. Screenings are expected to begin in
July 2000. Dave's student film The Gift played
in Germany's Sehsuchte 2000 International
Festival this past April.

Bryan Roy is about 1o begin post-production
on Tim's Apartment. which is a 20-minute film
shot on mini-dv. Screenings are expected 1o
begin in Fall 2000.

Ed Makuch is currently aditing the music for
his 4-minute ¥Bmm black and white plece enti-
tled The Cleansing of the Soul. Ed hopes to
have it ready for submission to the Toronto
International Film Festival,

Krisiina Szabo is In post-production on her
4th-year film project called Dragonfly. She
hopes to have the 10-minute, 16mm piece
ready for the Montreal Film Festival,

On the screen:
Sue Riedl's been busy lately. Haer latest film
Salami Heaven was |ust ai The Yorkton Short

Film Festival, where it was nominated for Best
Comedy, Writing and Editing. It also screened
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recently at the Women Make Waves Festival in Tokyo, and at the
Winnipeg Film Group. Sue and Mary MacNaughton have just fin-
ished a stop-motion animation project shot on the Oxberry at
LIFT. Called Head Stick'm, it's about 8 woman whose head won't
stay on her shoulders. And Sue currently has a feature in devel-
opment, with the first draft of the script just compleled.

The latest awards for Paul Lee's The Offering: Bast Dramatic
Short, 2000 Muskoka Film Festival, Sliver Conch Award (Fiction
Film}, 6th Mumbai/Bombay International Film Fastival and
Honorabla Mention, 42nd Rochester International Film Festival,
The Offering screened recently al several local festivals (see
balow),

Elida Schogt's carefully crafted Zyklon Portralt and Louis
Taylor's funny and honest lake on impending fatherhood, Esther,
Baby and Me, both screened at The Hot Docs Festival in May,
where Elida picked up two awards

Hope Thompson's Switch, Siobhan Devine's Rape, Paul Lee's
The Offering, and Elise Beauvais' Full Moon in the Forest were
part of the lineup at The Toranto Worldwide Short Film Festival
which ran June 5 - 11 at the Uptown and Eaton Centre cinemas.

Lots of LIFT-ers work both new and old screened at the Inside
Out Gay and Lesbian Film Festival, including: Paul Lee's The
Offering and Thick Lips, Thin Lips, Mike Hoolboom's Frank's
Cock, Wrik Mead's Closet Case, Allyson Mitchell's Chow Down
and lehy Ya-Ya (made with Alexis Vaughn), Greg Woodbury and
Leif Harmsen's Electrical Discharge, Alina Martiros' Snailfingers,
Michelle Mohabeer's Two/Doh, Siobhan Devine's Sreskfsst with
Gus, Hope Thompson's Swilch, Lisa Hayes' Dike, Gloria Kim's
Enza Supermodel, Christopher Chong's Minus, Jorge
Manzano's Johnnie Greyeyes, and Janine Fung's Leftovers.
Hope you had a chance to check some of them outl

Congratulations to Chris Gehman and Roberto Ariganello, who
plcked up The Overkill Award for their fiim Contrafacta at the
Images Festival in April. This award is presented annually to a
work “which approaches extremes of Incorrigibility through form
and/or content” And Kika Thorne was awarded the WIFT-T
Award for Best Canadian Female Direction for her piece Work,
described by jurors as “exuberantly intelligent, smartly crafted,
concaptually sound and emotionally rich”

Other LIFT works screened at Images wore Deanna Bowen's
Deutschland, Chris Chong's Music Might Have Deceived Us, Sus
Georglou's The Light Fantastic, Lisa Hayes' My Grandma's
Bayfriend, Ryan Feldman's Eulogy Obverse and Ruba Nadda's
blue turning grey over you. Armed with smart and funny razor-
sharp super-8 films, Chris Chong and Keith Cole valiantly battled
with eight other contestants to try to caplure the Art Fag 2000
crown at Images’ closing night screening, co-curated by Roy
Mitchell. But alas, the title went 10 art-world sweetheart Benny
Memerolsky Ramsay. Ready for a re-match?
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WebColumn

Due to a weird technological blip some of the web
addresses from last issue's animation web travelogue by
Vanda Schmockel were lost in space. Hare are the miss-
ing addresses with a brief description of each site:

Quick Dr nimation Society: www.own.com/qas
The website for Quick Draw, a Calgary-based animators’
co-op.

Animation World Network: www.own.com
A comprehensive site with Industry news and great links
1o relaled siles.

The Animated Cartoon Factory: www brianlemay.com
A useful site with “how-to” info and FAQs.

Stop Motion Animation.com:
www.stopmotionanimation.com

A fantastic site dedicated to stop motion, with resources,
chat sessions, and great links,

Centennial College of Digital Animation:

www.animation beco.com

Info on Centennial's elght month training program in digi-
tal animation.

Vancouver Institute of Media Arts:

www vanarts.comdfront htm

Info on Van Arts’ programs in classical and computer ani-
mation.

Regine Anime: www.reginanime homepage.com
One-stop shopping for Japanimation enthusiasts,

York University Anime and Marga Association:
wWww.yucc.cal~yama

Listings of upcoming events, links and a gallery for fans
of Japanese animation,

University of Toronto Japanese Animation Club:
WWWLLtanpa.org
Another good site for Japanimation buffs.

Linker Systems Animation Stand: www.linker com
A 20D software company with free software downloads.

Chromacolour International Limbted: www.chroma-
colour.com

Supplying animation paints and equipment with on-ling
ordering.



IFFCON 2000: My Adventures in the Strange, Wonderful
World of Feature Film Finance

By Cassandra Nicolaou

| applied on a lark,
received notification that I'd

been accepted with shock,
boarded the plane filled with
fear, and - in the end -
returned from IFFCON

inspired and energized.

IFFCON - the Jetson-esque sounding
acronym stands for International Film
Financing Conference. | had the privilege
of attending IFFCON 2000 - an annual,
three-day event - this past January in San
Francisco.

The tagline on the IFFCON website is
“Linking Independent Producers with
Imarnational Dollars” I'm not sure how
many of us got hooked up with interna-
tional dollars, but my guess is not many.
Which is not to say that the conferencea is
a wasta of time, hy any means. What IFF-
CON does do is provide an intimate and
informal way for 80 invited filmmakers 1o
meet sach other and, mora crucially,
meet a bevy of international industry
players.

It's a cool concept, modeled on the
more established Rotterdam Cinemart:
select a bunch of independent produc-
ars, throw them into a room with a bunch
of willing industry heavyweights and see

‘'what happens. The IFFCON organizers
‘seem 1o go out of their way to choose
projects that are adventurous and risky; a
sampling of previous IFFCON projects
includes Beefcake, Better Than
Chocolata, The Delta, Conceiving Ada
and Next Stop, Wonderiand On the
industry side, IFFCON puts together a
varied slate of financiers, sales agents,
distributors, producers and development
executives from across the US and such
faraway places as Germany, Hong Kong,
the UK, France and Canada (). This year
the Canadian contingent included
Charlotte Mickie (Alliance Atlantis) and
Jan Rolekamp (Films Transit).

| attended with my feature film project

Arcade. When | applied on the afore-

mentioned lark, all | had In hand was a
Just-completed first draft of the script
But even that was more than | needed;
the IFFCON application requires only a
synopsis of your project, bios of the peo-
ple involved 1o date, and details about
the length, format and budget of your
film. Oh yeah, and a fee of US$45
slapped onto your credit card.

The conferance Is technically for
bona fide 'producers’ - and I'm not one.
But a friend suggested | apply anyway,
citing Noam Gonick as someone whom
had attended the previous year, wearing
all three hats of writer/director/producer.
When | arrived and checked out the
other ‘producers, | realized that there
were many other filmmakers like me in
attendance. What everyone had in com-
mon was that they were there to pitch a
feature-length drama or documentary
that was in development. production or
post-production.

IFFCON facilitates the pitching
process through a series of panels,
roundtables, screenings, receptions and
private meetings. Day One of the confer-
ence is open to anybody who wants to
pay a substantial fee to attend (e, a
whole bunch of California-based keen-
ers) while the next two days are exclu-
sively for those who have been invited.

Day One started out with a 'set-the-
tone’ keynote address by Jack Lechner,
who, until recently, was Executive VP of
Production and Development at Miramasx.
Hiz CV also includes a stint at Film on
Four, the feature film division of UK's
Channel 4. His production and develop-
ment credits include The Crying Game,
Good Will Hunting, Four Weddings and a
Funeral and Little Voice. The phrase ring-
ing through everyone's ears for the rest
of the conference was "the nice little
movie is dead,” along with a reference to
Cocteau's plea, "Astonish ma’

So | spent the next three days trying
to "astonish” people, in a nice, understat-
ed, Canadian way, whila gatting as much
out of the panels - which ranged from ‘A
Walking Tour through Film Financing' to

‘Funding the Future - The Digital Wave' -
as | could. Which wasn't a lot, to ba hon-
est. Scheduling private meetings, chat-
ting with potential producers, attending
pitch roundtables and getting nervous
inevitably took precedence.

it turned out that the getting nervous
part wasnt really necessary. My pitch
roundtable went well, in part due to a
scheduling fluke that put someona who
had already read my script and really
liked it at the table. It certainly didn't hurt
my pitch to have her chime in and add all
the good stuff that I'd left out. | also had
some good private meetings and most
importantly. met a fabulous bunch of pro-
ducers, There was a contingent atiending
from New Zealand and | became fast
friends with Trevor and Phillipa, sharing
whispared observations about the pecu-
liarities of Americans throughout the
weekend. Alter many drinks at The Red
Onion, we're well on our way to some
sort of New Zealand/Canada co-
production. (Anna Paguin - if you're read-
ing this - you'll be getting a call from me
shorthy.)

In addition to the New Zealanders, |
met a8 bunch of great Canadian west-
coasters: Blake Corbet with Andrew
Currie’s Mile Jero, Glace Lawrence with
Selina R. Williams' Jimmy Luvs Sharri,
Shan Tam with Michael Parker's Lunch
With Charles, Teri Woods-McArter with
John Smith's Florence and Shirley
Vercruysse with Gary Burns' Way
Downtown, And then there were the
Americans, too many to mention.

The conference wrapped up on
Sunday at the San Francisco Museaum of
Modern Art (SFMOMA) with a screening
of Jeremy Podeswa's The Five Senses
and a reception afterwards. The Five
Senses aclually got its start at IFFCON
many years ago and Jeremy was in attén-
dance, having parlicipated in a case
study panel offerad on Saturday,

If | came away from the weekend with
any néw understanding of the business
of feature filmmaking, it would be this: no
one's going 1o give me, a first-time fea-
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ture filmmaker, two or three million dol-
lars to make a feature film, unless | have
Tom Cruise or maybe that Canadian guy
in Ally McBeal attached. They're nol even
going to help me develop it, regardless
of how fabulous the script is. Where five
or ten years ago 'independent’ studios
such as Miramax or Fox Searchlight or
Fine Line might have taken a chance on
a first-time filmmaker, things have
changed. The other thing | came away
with is that struggling independent
American filmmakers are really, really,
really envious of the government support
in Canada. Sure our funding system may
be a flawed mass of red tape, but at least
it exists. (Getting your feature film distrib-
uted/seen is another story, but | won't go
there right now) In the US, they have
nothing, with the exception of a handful
of companies looking to fund micro-bud-
get digital video features.

The only thing | can compare IFFCON
to is attending a film festival such as TIFF
and attempting 1o participate in whatever
industry-oriented activity thal might be
going on. And the two situations are like
night and day. Unlike a film festival, which
has an inherently frenzied edge to it, the
producers and the industry participants
at IFFCOMN were all relatively relaxed.
People who wouldn't have the time of
day for me in Toronto were not only avail-
able, but identifiable and accommodat-
ing. There were only 60 of us, and we
were all endorsed by some higher force
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called the IFFCON Selection Committee,
so it made for a very ‘safe’ environment.

The cagey, subtly competitive feeling
that can somelimes exist amongst film-
makers at a festival was also absent at
IFFCON. At an early stage we were all
forced to eal and drink excessively
together, which helped break the ice.
Plus, there are no public displays of your
work = no screenings - whera you'll be
revealed as the sham you know you are
and where you'll realize that the nice,
innocuous guy you've been getting to
know is in fact the next Paul Thomas
Anderson excepl way more brilliant.
Meeatings and pitches are, for the most
part, a private affair, so your accomplish-
menis and failures can be kept to your-
self.

The whole conference ran super-
smoothly, due to Uber-organizer Wendy
Braitman, her diligent statf and a con-
stantly bustling contingent of the most
helptul voluntears I've ever encountered.
Wendy's specially, in true Jewish mother
form (a reference she herself made) is
making sure everybody gets fed and
watered. As she tells it, the worst thing
about conferences and festivals is need-
ing food, never having time to find food
and surviving on a diel of over-priced
muffins and coffee. Al IFFCON, break-
fasts, lunches and end-of-day receptions
all satisfied our basic needs so that we
could concentrate on what was going on

and milk the various opportunities for all
they wera worth,

To distill my experience down to a few
words: it was a real learning experience,
and I'd go again in a flash, IFFCON in the
end was about meeting people, forming
friendships and establishing relation-
ships that will hopefully lead to some-
thing productive in the future. Other
opportunities presented themselves - a
potential broadcast license for one of my
shorts, and a chance to shoot a digital
short for an anthology project. Whether
in two or threa years | can look back to
the conferance as the place where
Arcade gol its start remains to be seen.

The only downside is that IFFCON
costs money - more than the $45 regis-
tration fee. Once you're selected, you
have to cough up another US$475 to
attend. And then there's the airfare and
hotel accommodation, Needless to say,
it's not cheap. However, the OFDC is very
supportive of Ontario-based producers
attending the event, and that suppaort is
manifest in a $1000 grant that certainly
helps to offset costs.

The application deadline for IFFCON
2001 is sometima in Octobar. For more
info, check out the IFFCON website
(www.iffcon.com) and Indiewire for a
report on this yaars event
(www.indiewire.com/film/biz/biz_000119_|
FFCONwrap. html).



Sounds Good:

by Colin Frizell

an inta

Danial Pallarin - you may not have
heard his name, but you have certainly heard his
work. He's the director of Mixing Services for
Independent Features at Deluxe Laboratories.
Daniel has worked on Canadian films from Peter
Lynch's Project Grizzly to Atom Egoyan's The
Sweet Hereafter, which won him a Genie for Best
Overall Sound. In fact, Daniel has worked on all of
Egoyan's films including Felicia's Journey, which,
alongside Istvan Szabo's Sunshine, saw him com-
peting against himself for another Genie. Daniel is
part of a team that is helping Canadian films to be
heard clearly around the Globe.

It is obvious when talking to
Daniel that he has a great passion
for his work, along with a great
knowledge of it and concern for it
That is why he took time off from
Mary Harron's Amearican Psycho to
talk to me about the importance of
sound in film.

Colin Frigall: How can you
get the most out of your soundtrack

on an independent's budget?

Danial Pallarin: To maximize
your sound budget, begin by invest-
ing properly on the recording of
your production. Every experienced
director would agree that it is essen-
tial to obtain the services of a
dependable sound recordist. This

assures that you are able to faithfully
capture the performances on the
day without fear of it being unusable
at the point of post-production. Even
if you are paying $100, $200 or even
more on the day, it is well worth the
assurance of knowing that the sound
you are capiuring with the images
will not have to be replaced because
the recordings are too poor in quali-
ty. This is money well spent because
if you have a solid dialogue track, it
becomes the backbone of your film.
What happens with bad sound in
independent film, is that you end up
trying to fix a lot of the dialogue
which could and should have easily
been picked up on the set while you
are shooting the picture. Why save
$200, $300, even $400 dollars a day,

when you end up paying $3000,
$4000, per character for dialogue
replacement down the road? The
experienced directors that we work
with record alternates while the
camera is rolling or between takes
at the same location, so if there is
something wrong with the chosen
take, the sound can easily be
replaced at the dialogue edit stage.
Sound done properly on the set on
the day of shooting will save you
time, money and frustration.

Essential elements to your post-
production and its budgetary
requirements are the music and
effects. Clearly, music and effects
have a crucial role to play in movie
making. Not music over effects or
effects over music - they should go
hand in hand. When your track is
well designed, music shouldn't need
to push your effects to really do
something effectively and vice versa.
Both music and effects should
weave and mesh in layers that com-
plement each other as well as the
story being told or the emotions
being explored. Be it from the mind
or the heart/soul, these elements in
sound can add such rich texture to
the picture they are complementing,
exposing internal complex elements
within a story impossible for the
image alone to divulge.

[The soundscape] can even go

LIFT Newsietter Vol 20, No. 3 Maylune 2000 pg. 12



virn DA Palliarnih

viaw
against the visuals and narrative,
since you might want to express
something counter to them at the
time. This is where sound becomes
very interesting. It is not imperative
for sound to follow the picture and
the words within the narrative blindly,
automatically, If this moment is rep-
resenting something that's uncom-
fortable or that's not clear in the
narrative or dialogue it can be inter-
esting if the sound is doing some-
thing exactly to the contrary of what
is being shown and said. For exam-
ple, there is a scene between two
people who are laughing and seem
very friendly and open on a suniy
day. The birds are very chirpy, chil-
dren [can be heard] playing in the
background, but there is another
element, like a pile driver..or per-
haps something in the soundtrack
that is even more sinister, to prelude
something that is about to happen
or remind us of something that
might have been in a previous part
of the story. This can be interesting
because you become slightly unset-
tled, though everything seems to be
very clean cut and clear in the visu-
als, the sound design renders some-
thing quite different. Much of the
effect of this juxtaposition depends
on how it is handled at the time of
the mix. It can add energy to the
flow of your film or take away ener-
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gy. Sound becomes a very, very
effective tool to this end. It is no
longer an adjunct to the picture and
to the narrative, it becomes some-
thing that works against it, yet very
much integral to those two ele-
meants.

Or, if you integrate sound ele-
ments to the images, in conjunction
with the ideas being projected on
the screen, it can bring poetic focus
to the material, lifting it off the
screen and infusing it with deeper
meaning. The overall effect is very
liberating. it can add so much to the
telling of the story, enrich the psy-
chologleal profile of the characters
within that story, and engage the
audience on a level that would be
impossible without the use of sound.
Sound does not necessarily have to
reflect what is in front of us on the
screen. When it is supporting the
narrative it does this, and it does it
well, without drawing attention to
itself. It can be what is in your mind,
as well as what you are fesaling. If
you remove the dialogue and just lis-
ten to the soundtrack with the visu-
als, you could tell very, very clearly
what's going on in the story, as well
as what occurs "inside” the
storybeyond” the story line. It has to
be so complementary in certain
ways that you can get immersed in
the mood/atmosphere of the scene
without ever hearing the words or

understanding the meaning of what
they're saying.

The superb Hungarian director
Istvan Szabo once told me while we
were in the middle of mixing his inti-
mate epic Sunshine that there is
one thing that separates filmmaking
from all the other art forms that it so
eagerly borrows from (i.e. photogra-
phy, painting, theatre, music, etc.). It
is the human face in close-up on the
screen, continuously changing. You
are always compelled to look at the
face, because that is what the art of
film making embraces, unique and
vital: the human face in flux, express-
ing inner emotions and thoughts. A
successful soundtrack will only add
to the value of this experience, in
emotional depth and in helping us
understand the unseen details of
the narrative/story, without drawing
any unnecessary attention to itself.
Like a clear glass cool clean water
offered to the audience, you see
right through it and it refreshes you
whan you drink it in.

DP: Get a really good recordist
who's used to working on smaller
budgets. Pay them like you would
pay a cinematographer, like you'd
pay an actor. Not the same amount,



an intarview
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c o n "
but you have to consider what it
costs to get the sound on the set
properly. If you get a great docu-
mentary sound recordist who is try-
ing to get into feature film or
episodical that doesn't have a port-
folio of drama, that would be the
ideal person because they're great
at taking sound right off the cuff on
virtually everything they shoot.
They're used to smaller budgets and
there are a lot of them out in the
field who do that really well.

Everyone wants to shoot on film
and finish on film. But digital video is
coming to fill a void that ¥mm film
can no longer cover. A lot of young
filmmakers, especially in Europe, are
shooting drama and documentaries
on digital video. When High
Definition comes in, they're going to
be able to transfer that wholesale.
Within the next couple of years you'll
be able to project that digital picture
onto the screen and it'll be very diffi-
cult to justify having a mono degrad-
ed sound track. A digital soundtrack
is the same guality as the highest
American film release. | don't mean
it will have the same amount of
sound effects or production values,
but it will have the same playback
quality in a large theatre.

DP: Get someone who's sympa-
thetic to the project and very cre-
ative. Someone who will make good
creative decisions on the limited
budget that you have... You have to
have a soundtrack that's layered and
that's good quality, regardless of
what format you're going to finish it
on. Plan it out so you know what you
want as a soundtrack. Have it visual-
ized in your mind so you can let the
person who's working on it know
where you stand on the soundtrack.
Participate in that whole process. Be
present for everything in that
process and always be prepared
when you get to the next stage of
your post-production. Don't go to a
mixing theatre not knowing exactly
what you're going in with - always
ba making the decision before you
arrive at the next stage of post-
production. The best directors do
that. They're the most organized.
Once you get to that stage you can
change your mind, but it costs you
money to change your mind. Always
have options in mind if you're not
sure. Have the option well in hand at
the time you get to the final stage.
You can try one thing very quickly,
try the other and make your mind up
at that point. That's not a sin, it's
done even by the best directors, but
be prepared with it. Don't stop the
process or delay the process and
come back and do something that
you could have done at that point.
Mixing is very immediate, it has to
be right off the cuff all the time.

If your sound is unusable when
you get to the mixing stage, it's too
late. If it's not too late then it's going

to be costing you more. Make sure
the performance is what you want
Make sure that your music, story
points and effects are all in the right
position. That everything feels right.
That everything is at the quality you
want it to be. Get as much advice as
you can before jumping into a stage
you are not sure about. Advice is
usually free of charge, mistakes are
costly in post-production.

Deluxe offers special student
rates and young filmmaker rates,
where we will do things off hours, in
our own time with the junior mixers.
You mix with them and we (the
senior mixers) supervise, For a very
low rate you end up getting the
highest quality for the budget that
you have, We work with indepen-
dents all the time and make deals
according to their needs. You can
talk to any of the salesmen there.
They'll set something up for you in a
reasonable amount of time.

e would you offer

CF: What advic

DP: Don't follow anyone else
when it comes to your vision, Follow
averything that you truly believe.
Defiantly do it your own way. Don't
ever think that because you're doing
it differently that it won't be accept-
ed. The more individualistic, the
more it has vision, the more people
want to see it. Follow it all the way
through and you'll never be dissatis-
fied, you'll always be happy in the v
end. And take everyone else's advice
with a grain of salt. Do what you
think you should be doing. If some-
one's trying to get you to change
your mind don't, or you'll be very
unhappy and you'll never be satis-
fied.
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Journey To

The Great Planetary Alignment
{or 5-5-2000) came and went without
the earth shifting on its axis. A week later |
was partaking in another milastone, an intar-
view with Christene Browne, the first Black
woman to write, produce and direct a dra-
miatic featura film in Canada.

Browne's debut feature Ancther Planet was
recently screened at Get Reel, a Toronto fes-
tival designed to showcasa and celebrate
films by black people and 1o expand the
definition of what black films are about.
Completely sel-financed, the Gel Aeel festi-
val is into its third year and already com-
manding a larger audience than Planet
Africa, the black-focused section of the
Toroma Film Festival, Organizer Lennox
Cadore croated Get Reel to inspire emerg-
ing filmmakers and halp trigger thair explo-
ration of identity and representation instead
of continuing to perpetuate the myths about
people of colour shown on screen, Cadore,
who holds a degree In political sclence from
Carleton University, is interested in assisting
o defy mainstream perceptions of black
people and has aways been somewhat of an
activist. His ambition for the festival is rec-
ognized with films by filmmakers like
Christana Browne.

Another Planet has been receiving accolades
from abroad and will hopefully be seen on
blg screens this fall. Browne decided to go
with a U.S. distributor instaad of relying on
the Canadian one she previously used.
Several disservices led 10 dismissing them
from her project. Another Planet is & unique,
eloquent and often humourous dramatiza-
tion ol Cassandra Jones® journay in self-dis-
covery. M s also a seml-autobiographical
film. As direclor Browne comments, “this is
the type of cinema that | want 10

make.. thought-provoking films that enlightan
and amuse” The film gave her a chance to
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explore the experiences she had as a partici-
pamt of a cullural exchange program on a
plg farm in rural Guebec. Journals thal she
kept throughout the duration of the
axchange in1984 became the starting point
tor thi tilm

Aher studying film at Ryerson for two years,
Browne began making films in 1988, focus-
ing primarily on documentaries. Her award-
winning film, Them That's Not, was tha fourth
film in the National Film Board's Feminization
of Poverty series. Her many credits include
being a founding member of The Black Film
and Video Network in 1988, and a LIFT
member for a brief period around 189596
Har accomplishments also include raising
three children (Daley, Maya and Jonah) with
her partner, photographer David Zapparoli.
Har decision to move from documentary
filmmaking to fiction is a result of her desire
to share more of hersell with others. She
believes everyone's view of the world is valid
and would like to see more of “who wo are
as a species belng reflected in today's cine-
ma" For har, the characters do nol always
have to be positive, but they should reflect
the full spectrum of realities that are oul
thare.

Finally reaching its complation in 1989, the
shoaoting for her debut 35mm project took
place in 18 days during tha summer of 86
using 5 ditferent locations in and around
Toronto. Browne notes, “the city and rural
scenes are shot differently in terms of types
and sizes of shots and the use of fiters. In
paying attention to the framing and the mise-
an-scena, |'va tried 1o make this film some-
what cinematic. We don't e a lot of indo-
pendent low budget films that are cinematic

wday. | belleve that you don't
need money to make your
films cinematic or beautiful,

you just need a good DOP and

some imagination”.

The cast and crew wera comprised of a cul-
turally diverse, talented and dedicated group
of individuals who worked long hard hours
for little or no pay. Browna, like many first-
time Independent filmmakers, struggled o
make her film a reality. The entire process
from the beginning to post-production was
manilested by the good will of many people
who donated thair time or materials in order
for the film to be put in the can. Browne
mentions in particular the months of unpaid
work editor Lea Michael Searlas put in to
find the right balance for tha film.

The result is magnificent! Some of Anather
Pianet's highlighls are its profound imagery;
for instance a rare represantation of God as
a black female elder dressed In traditional
Afrocentric attire, and reflactive dialogue like

"Noir, le couleur de tous
les jours" wnicn wnen transiatea
means, black the colour of

always. The film's distinctiveness is
enhanced by the use of English sub-titles
when the characters are speaking French,
The filmmaker achieves har desire 1o trans-
port viewers somewhere else for the dura-
tion of the screaning, while the film's univer-
sal motif of insightfulness should evoke B
sense of awareness in its audlences, If not,
the viewer has some sell-rallective work 1o
do. Browne's film can be thair launching
pad, since the title isnt about another planet,
but really another plane of axistence where
God, the ancestors, our dreams and true self
axiat.

Et il y a beaucoup
de couchons...oink,
oink!!



PRE=-PRODUYCTI®N JUJs

odupendedt Feature

"Lights, Camera.. What do you mean we have no film left?" Now to any new, educated and ambitious
independent filmmaker, this may seem like a ridicvlous mistake or an unlikely occurrence. Bul the ugly
truth is that it is usually the most unlikely and unexpected things that occur when someone sels out to
produce their first independent film. A film production on any level is typically chaotic and unpredictable,
and even the most organized and controlled project can be disrupted by unforeseeable events or over-
looked details. For this reason, having an effective and well-planned pre-production stage is vital. JIn fact,
as in any film endeavor, the success or failure of the finished film can be traced back to the effectiveness

THE K

Successfu

by Steven Radonjic

of pre-production efforts.

For a new independent filmmaker,
working with a limited budget and lim-
ited resources, the burden of success
or failure becomes even more critical,
Unlike big studio-financed projects,
the independent filmmaker must be
more methodical and precise during
the pre-production phase of his/her
film production. Typically working with
limited funds and resources, the inda-
pendent filmmaker does not have
capital to waste on things like delays,
multiple takes or prolonged shooting
schedules. There are many steps
involved in pre-production, which
encompass the whole scope of ingre-
dients needed to produce a success-
ful and cost effective film. For that
reason, it is best to break up the many
parts of the pre-production phase into
sactions, however keap in mind that
many of these steps will overlap one
another and occur simultaneously,

CHE@HNE @R
CREATING AR
ORIGINAL
STORY/CHECEPT:

The first thing vou must have is a
story or screenplay. Whether or not
the filmmaker options an axisting story
or s/he decides to produce an original
piece of work, choices made at this
stage are vital, The first consideration
in selecting a story is whether or not it
can appeal to a somewhat broad audi-
ence, for unforturately, in most cases
an independent fimmaker cannot
afford to make a full-length film simply
for artistic purposes. The tople, plot,
and characters must all be considered
for their appeal. Another equally
important consideration when choos-
ing a story ia how feasible it ie to pro-
duce. A novice independent filmmak-
er with limited financial resources
might want to think twice before
attermpting to produce a historical,
epic war film. For the purposes of
practicality, a story should only be
considered if it would be logistically
possible to make given limited funds
and experience.

Having a completed and well-
structured screanplay will play an
equally important role in the success
of the film. Many stories are too long
to tell in a typical 90-minute or 2 hour
film, so they must be evaluated and

stripped of certain details. It is
important that the screenplay tells
the story but a: the same time tells it
in on intoresting and original mannar.
A screenplay should also focus on
moving and advancing the story as
opposed to finding ways to simply fill
time. In addition to dialogue, the
screenplay should include some
basic screen directions and charac-
ter facial gestures and movements.
This will give the screenplay more

life and make t easier to work with

in the production stage. A well-
structurad and visual screenplay will
assiot you in determining locations
and camera set-ups later on,

DEVEAOPING &
Butomregs
PRLAN/BUDGEET fOR
THFE PRODUCTI®N:

After developing an interesting
and well-struciured screenplay, itis a
wise naxt steg to bagin creating a
plan and budget for the proposed
project. This step in the pre-
production phase is just as impor-

LIFT Newsdetter Vol 20, No. 3 Mayllune 2000 pg. 16



ek sk B 263 L3 K3

tant, because without a well-planned
and reallstic business plan and bud-
get, a feature film project will not take
off. If there is any hope of an inde-
pendent feature being successful it
must be considered a business ven-
ture just as much as an artistic form
of expression.

The budget in may ways serves as
a guideline for the production of a film
project, and if followed can ensure
that the independent filmmaker doas-
n't end up in a financial hole from
attempting to produce their film. An
indepandant filmmaker must congidar
a couple of important factors when
developing a film project budget: the
first is to ensure that you include
every possible cost that could be
encountered, and the second is to try
and balance this with a sense of how
much capital you believe you will real-
istically be able to raise. The typical
budget will include expenses such as:
camera equipment rental fees, sound
equipment rental, lighting equipment,
support equipment (dollies, cranes
etc), film stock and lab costs, location
and permit fees, editing suite
expense, actorfactress salary, crew
salary, construction costs, transporta-
fion expense and prop expenses, to
name a few. It is also important that
you include a miscellaneous expense,
as there are always a number of little
expenses that arise during a
production. This is just a general
example of the expense portion of
your budget. You will need to be very
specific in your description of each
expense when creating your film bud-
get.

DETERMAUONG
LeOEATI®ME:

This step should be performed
before you attempt to create your
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camera set-up and shot lists, and
plays a big role during the budget
development process. If thought out
and planned with the goal of efficien-
cy in mind, you can limit its impact on
your budget dramatically. Assuming
you have written your visual screen-
play with locations in mind, it will make
this step much easiar. The two main
goals should be to minimize the num-
ber of different locations you will use,
and to shoot all of your scenes for
each location together,

By minimizing the different number
of locations, you will cut down on trav-
el and set-up time, transportation
costs and various permit fees. Keep
in mind that a greater number of dif-
ferent locations will result in higher
costs. Visit the potential locations and
think of ways that you can use each
one differently. For instance, say you
are planning to use the outside of a
university for a number of scenes and
also need the interior of a sales office
for another scene. You may be able
to utilize an existing office inside the
university location that could be
dressed up to look like a business
sales office. By doing this sort of
thing you might be able to cut down
the number of different places you will
have to find and travel to for your film.

Shooting all of the scenes for each
location together will also make your
production a lot smoother and effi-
cienl. Shoaoting sequences and
scenes out of order may seem con-
fusing to a novice filmmaker, but
necessary considering budget costs
and time factors. For most film pro-
jects, the majority of scenes shol in a
particular location are completed
before moving to another location.
Then, when editing in the post-
production phase, the scenes are sep-
arated and put in the appropriate
order and sequences.

.E.

G
PUNIDS/ PONANEING THEE

PROJECT:

As in most aspects of life, money
makes the world go ‘round and this
could not be more true than when try-
ing to make a full-length independent
feature film. This step may actually
begin as soon as you have developed
your budget. In many cases the issue
of financing and raising funds for a
film project ic the biggest roadblock
an independent filmmaker is faced
with. The size of that roadblock is
determined by two things: the estimat-
ed budget and the availability of exist-
ing resources. Even a short film shot
on standard 6mm film can exceed
$15,000 or $20,000, and for many
struggling filmmakers that is too much
money to dish out on a project which
has little chance of offering a return.
There are some options one has when
attempting to fund a film project.
Short of begging relatives and friends
to invest in your movie, there are gov-
ernmeni-financed institutions that are
in place to assist in the overwhelming
costs of film production. You could
also try to find private investors.

It is important to remember that
whatever route is taken in trying to
raise funds, you will need to be able
to sell your idea to the potential
investors. This is why the business
plan and budgel from the earlier stage
are so important. There are differant
reasons why individuals or institutions
might be willing to invest in a filim pro-
ject. For some, It is simply attaching
their name to the glamour and excite-
ment of the movie industry. For
others, it is strictly a business invest-
ment. If it is these types of potential
nvestors you choose to target, then



you must ensure that your business
plan incorporates some level of
potential return. Although nothing is
guaranieed, you may be able to con-
vince an investor ‘o help out if you
can prove that you are well-organized,
ambitious and confident that there will
be a potential to market your film.

In many cases, as an independent
filmmaker you may have to begin a
production on partial funding with the
hopes of enticing more investors as
you go along. With a determined atti-
tude and a little luck, you may be able
to entice a distribation company to
finance your project either during
production or post-production phases.

ChEATING & {HE@TING
SCHEDUR S

You may already have begun this
step earlier if you were confident in
your chances of raising the necessary
funds for your film. In creating your
shooting schedule you will want to
break up the script into individual
scenes. The next step is to take all of
those scenes that could realistically
be shot in the same block of time, or
same day. For instance, you will have

three scenes throughout the film that
lake place in the main character's
kitchen. In this case you could utilize
one or two-shooting days to do all
three of the scenes that take place in
the kitchen. Then you can move to
your next location and shoot all of
your scenes for that location and
repeat this sequence throughout. This
is simply the mos! economical and
efficient way to stay within your bud-
get and time frame. Keep in mind, if
you are working with union actors you
will have to abide by various rules and
regulations as far as hours and lunch-
es etc. A typical film shoot day begins
at 7 am and ends at 8 pm, but you
may want to modify this depending on
your budget and Imitations.

CARERS (FET-UPE AUD
L= O it 4y ©

Depending on the size of your pro-
ject, you may undartake the task of
creating camera set-up and shot lists
on your own. However, if you plan to
work with a director of photography or
cinematographer, s/he should be
included in the development process
as well. Whether you choose to do
your camera set-up lists and shot lists
the night before each shooting day, or
you choose to create all of the lists
before you begin production, it Is a
vital step.

Determining a practical camera
set-up for each scene is important for
two main reasons. it can cut down on
set-up time, and it will allow for all of
the desired shots lo be captured as
you envisioned. The shot lists will
determine the specific shots that are
neaded for each camera set-up.
These will include master shots, medi-
um shots and close-ups, and will help
bring the shooting script to life. In
addition, it will provide adequate cov-
erage of each scene, which will prove
useful in the post-production phase.
When developing both the shot and
camera set-up lisls, it is important to
actually visit the specific locations for
each scene to determine whether or

not the set-ups will be logistically pos-
sible. It is also a good idea to have a
few shots in mind that could be cut if
you are going overtime, as this will
almost inevitably happen. Ensuring
that you have explicit and well-
structured camerz set-ups and shot
lists will provide you with a step-by-
step process for shooting your scenes
when production sctually begins.

ALSEMBLINGE CRAEY
ANID) FREUIPFIFENT.

For practical purposes, all aspects
of the crew and equipment should
have been determined during the
budget phase. You will be aware of
the number of individuals you will be
able to contract and the type of equip-
ment you will need for the project.
Most equipment houses will give you
package deals for the duration of your
shoot.. In addition, if you have the
opportunity to get your equipment a
few days prior to your shoot, make
sure you run tests to ensure that
everything is in proper working order.

e,

There is no guaran-
tee that everything will go as planned,
but by following the necessary steps
you will have minimized the potential
for major problems and delays. While
the stages of pre-production may
seem like a headache, it is important
to keep in mind that by emphasizing
the importance of your pre-
production, you will have a better
chance of reaching your goal..
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The 13th Annual Images
Festival, the end of a mil-
lennium, the birthéf a '

new century - X
A magical confluence of Forces: Past,
Present, Future and the Almighty
Imagination. Times like these can
change a person - this river just might
heal you after all.

This year's Images Fest opaned the flood-
gates between past and present, {ilm and video,
art and audiences. Ten glorious nights of pro-
gramming that shimmered with passion for life
- asking questions, pushing boundaries, always
exemplifying the reasons art exists - to remind
us of where we came from, who we are, and
where we are going. The art of the moving
image - showing its roots in documantation and
its urge towards exploring frontiers, unearthing
convention - has not been lost in the dasert of
mainstream commercial mediocrity. Yes,
Toronto has s own oasis [ar undérground
river called Images) - fringe film and video
makers and lovers can bathe in its walers,

April 13th, opening night f the 13th Annual
Images Festival. Lucky thirteen! The gate into
the future, The first programme-extravaganza
was an amazing combination of provocative
{pass me a towel to chew onf and entertaining
(time for a smoke!) movie art Pelechian's In
the Beginning rofled out the red carpet for all
the J0th century poetry you can handle without
reins! From the Freaked out Cingdom of
Humans and Beasts, to the hair pulling (nipple
pinching!) shadow world of demons, tricksters
and angels - the screen seethed and glistened
with spirit and life. The grace'ul humour of
Creature Comforts was perfetly set all against
the mesmerizingly fine yel meaty Martyrdom
Vocation

The linale of the first eveaing: a tender
embrace ol stories, pictures and people of the
20th century, Here We Are Waiting for You - a
comfarting message on the gate to a cemetery.
Mecessary illusion of freedom, hallol A gor-
geously seductive soundtrack sel to the stun-
ning wisual symphony of a century of memary
images - the photos of time only the dying can
see. Discussion after the screening (at the very
fun opening night party) illustrated the powar
and problems inherent in using such public, his-
torical images, but it's great t3 hear others per-
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sonal responses to where we came from, who
we've beén, and voila - the final destination!
Yes, perhaps we do all imow these images - it's
amazing how personal these public archives
can seem - and lots of felks say they would
approach them differentty, But [ don't tire of
these images ever - I'm hooked on the past like
a fish. The lilm was so well-crafted and com-
peiling that I can now recognize faces | don't
even know, I'm able to breathe in their stories
as my own - 1 have been consoled: one day |
will shake hands with them again. Hella! Sorry
to keep you waiting.

Many beautifully craited and compelling
films and videos drenched Images this year,
with lots of our own Toronto and LIFT artists
programmed. It's greatly affirming to see mak-
ers pushing the limits of craft and culture, the
personal and the collectwe. Yideo and hilm hawve
finally embraced each other, and the personal
and documentary genres have been deftly
woven into the fabric of ‘ringe art.

I asked Mike Hoolboom, the
Artistic Director of the 13th
Annual Images Festival, a few
questions about his experience.

Question 1: wuien

amazingly complex yet cohaesive community of
films and videos you've created. I appreciated
the fact that each program contained a mix al
media and visions. You didn't isolate the pro-
grams in terms of medium (film/videa), or voice
- gay/straight, personal/external,
structural/narrative/poetic - it was 50 relfresh-
ing and so enlertaining, each piece playing off
the other, enhancing the whole experience,
What made you decide to program in this way?
Is it political to group distinct and diverse mak-
€15 il Uneir works togeiher in this way?

QUEStIDﬂ 2 Most programs

came together to feel like a whole, greater then
its parts, aven when the works ware themati-
cally or texturally distinct from each other, How
o you approach the grocping of the individual
films and videos together? Ts it like editing a
film? You seem to be zble to create a connected
body that can encompass more then one film
might be able to.

® ©® ©® 009

M I k e : When I started walching

mavies/vids in Hogtown a couple of decades

I
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back there was a place for every kind of
making. A series of increasingly small
holes, and in the smallest of those
small holes was experimental film,
though the truly discerning could make out even
hare, in the land of microscopla, & sares of
border guards and divisions, micro-empires
with self-appointed rulers. Things changad
because they had to. Some places died, many
makers quit, got real jobs, moved on. But all the
while this incredible appetite for motion pic-
tures endured, of all sorts. And if it's true what
Godard says, that every fiction with
heart begins in documentary, and
that all documentary is necessari-
]}l' drama, what better place to anaint this
hybridization than in the many image kingdoms

that have sprouted out of the concrete here? As |

a fringe maker | routinely watched the exolic
delicacies brought in from abroad, but also fea-
ture films, docs, animations. These were us} Ity
staged wntf a jookeeper's men aht& e'

put all the nnes a

over ere dt aw ETS
over there, easts of
prey out rnnt.

Too often it seems the role of curator is
taken on with convictions that mirror those pre-
sent in the last judgment - you know, that final
day when we're all brought bafore the tribunal,
and the good ones go to heaven while the rest
of us are sent down to the other place. Most
curators, in most short film/vid fests round the
globe, feel their task is to decide who will live
and who will die. What is worthy of visibility,
what isn't. What seems less considered is the
order of heaven, the way one
work renders the next visible, or
invisible.

It's true, you can take six great movies, and
put them together in a program that sucks.
Though you can't take six bad movies and make

them good no matter how much you shufile. But
let's take an example: | wanted to close out
Friday night's Shouting From the Hips program
with Tan Jarvis/David Collins' You Say Marial 1
Say Mariah! It's a four minute gueer porn romp
with soaring diva vocals. In some contexts, a
Iight touch, a kitschy camp frolic filled with bufi
boys and Disneyland. But the work is about
maore than this, lurking behind the cum
shots is a lament for a pre-AIDS, post-
Stonewall queer nation where fuck
freedom and identity seemed forever
tied. While Carey croons *] can't live without
you® a bulf bevy boffs - and we are made to
wondear how many are still alive. To stack the
odds a little, to insist that this frolic is a

| tragedy, I put Khmasea Hoa Bristol's work just

ahead of it. Entitled fndusirial Bodies, it begins
as serial abstraction, photographed inside the
body, then opens up in its second hall to show
the maker's grandfather, dying in Vietnam. As
the film closes, and the heavy synth sits us
deeper into this tragedy, we have been
taken to a place of mourning, and that's
where [an and Doug kick in. Because we've run
from the inside of the body to the outside, and
now we're asked (o imaging the inside again,
And both these pieces are still wearing the
echo of the first film in the program, Blight by
John Smith, which shows the ripping apart of a
housing project in order to make way for high-
ways, with old voices sounding off on the track.
And these old folks, no longer necessary, per-
haps no longer alive, have become this old man
in Vietnam, and are now re-morphed into
anonymous twenty year olds jacking off onto
each other's faces, their bodies drenched in flu-
ids so like the houses we watched earlier being
torn up.

The hilm that haunted me during the fest
was Owen Land’s Wide Angle Saxon, which fol-
lows a man to a screening at the Walker Arts
Center. There, he watches a Hollis Frampton

parody, Remedial Redding Condescensian, is
completely bored and falls asleep, then is SO "
denly woken by the audience's polite clapping.
When he wakes he's undergone a complete con-
version expenence (o some kind of new reli-
gious order. These conversion axperiences stalk
all of Land's woark, and hri-re he uses it to sug-
gest that a film's faﬁure

might be more important
than Its success, that influence
impossible to measure hnalljr_ What do
we remember and why? How do
pictures work? So here's my confession:
the film that rang clearest for me during the
Images Fest could be seen as a failure. It was
printed so dark that few of its images were leg-
ible; so it passed, (lickering, scratching and
inscrutable, with a poppy track, and when ques-
tion tima came no oni had a word to say. 1t was
Chris Chong's Music Might Have Daceived Us.
For me, this film was a revelation, Chris had
photographed a very abstract kind of love story
through a series of mattes, holes he'd placed
before the lens, and he'd rewind the Bolex after
one pass and shoot again through another hole.
These holes, these apertures of light, are our
personality. They are the sum of our hopes and
dreams, the way we talk and dress, and we are
holding onto our little hole with everything
we've got. When we push light through
our hole we produce cinema, so for a few
flickering moments wa're able to share our view
with others. Most of the time, il's true, what
people have to share is not very interesting. It's
too thin, too lang, lacks time or balance or
unity, it's banal. Most movies made, regardless
of genre, are banal and mediocre. Bul some-
times it's different. Sometimes someone is
shaken somehow, because some-
thing happens, because of something they
don't have, all of a sudden the world as we

cont'd on page 22
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On all kinds of sets - student, indepen-
dent, professional - it would be a safe
assumption to say that about 25% of the
time is spent waiting for the lighting to
be adjusted - for meter readings to be
taken, and for lights to be spotted,
fiooded, gelled, scrimmed, and moved.
Some of that time is spent for artistic
effect - o get a nice shadow, a pleasing
contrast, or a sense of atmosphere.
What | want to talk about is how to
make light look good in the least
amount of time and with the least
amount of moving around,

The first thing to keep in mind is that,
in the real world, light comes from
three sources:

1) the sun (including the light reflected
off the moon at night)

2) a man-made light

3) a reflection off of an ohject or sur-
face of one of the previous two sources

This is pretty straightforward, but what it
means is that all light has a predictable
source and a predictable behaviour, and
your lighting set-up will use this as a
starting point. | will outline a few ways
that this can affect your lighting scheme
for different scanarios.

If you have a window in your shot, and it
is a bright sunny day, you probably won't
be using a key light from inside - but it
is easy to sneak in a fill using a foam
core or flexfiil from the side opposite
the window to reduce the contrast and
make a moody atmosphere. If it is night-
time, guaranteed the light in the room
will be mainly from a light source and
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NOT from the moon. Blue moonlight is a
beautiful effect but it looks odd because
moaonlight is not really that powerful.
You can sneak moonlight in as a blue fill
with a contrast ratio of about 4:1 or
more, but usually it is quite distracting
when used as a key light in a room
where there is a lamp nearby.

When it's sunny outside and you're
shoating a long talking scene, you have
to shoot the long shots first. The sun is
moving, 50 the shadows off the back-
ground and the surrounding objects
give the mood of the scene and imply
the time of day. So, if you want to cap-
ture a time of day, you have to do it with
the long shots, which usually show
everything in strong detail. In the close-
ups you can sneak in a light and even
block the sun with an overhead scrim or
silk if you have to, and put in a light at
the position that the sun SHOULD have
been in. If you can't bring in lights, it is
usually a safe bet that in strong direct
sunlight you will need a good amount of
fill because the contrast ratio will be
humungous: extrame highlights with
deep shadows. In the long shot you can
get away without the fill if you don't have
lights or a generator. In the medium
shots and close-ups you can direct a lot
of light onto the face with a white card
or a flex fill and it looks great. A lot of
d.o.ps like to put the light behind the
actor's head and not from a front angle,
but | think this ruins the point of sun-
light, which i1s 1o create a strong dynam-
ic on the face.

When you're inside and you want to set
up fight really fast, put your lights in the

st Light

by Andrew Enache

positions where the real lights would be
and there's nothing else to think about.
If you have overhead pipes or a polecat
or two to hang up, you can put your
lights above the frame line and then you
don't have to move your lights every
time you change the camera angle. It
eaves time to choot all your angles in
one direction and then reverse. It saves
even more time if the lights are above
the shot and out of the way from the
beginning so you don't have to move
the lights when you reverse angles. It is
also a quick fix to use practicals, All
indoor dwellings have lights, so why not
use them in the shot? Besides, you can
position a 650 or a 420 pepper behind
them with a little black wrap and that's
instant light that you can always hide
from the camera.

Remember that light behind the camera
i5 usually a bad move unless it is
flagged and high. it needs to be kept off
the camera because it can flare the film
through the eyepiece. And it needs to
be high because otherwise the camera
operator and whoever else is standing
behind the camera will cast shadows
forward onto the scene - and if a shad-
ow moves across the actor's face while
you're shooting... well, itll probably ruin
the shot. This becomes a "big issue"
when you've been rolling on this shot
for 8- minutes in long take or the actor
has been doing something so emotional
that they won't be able to recreate it for
one more take. So stand still or flag the
lights. | always flag the lights off the
camera because that means no hassles.

These are tips that should help you with
basic and speedy lighting set-ups and
reduce some of that waiting time. So
get out your lighting kits and light away!
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imagine it really is, the way we see it
from our small hole, is moved, and
this person sees things from _
someone e}se's small place in the |
world, or from two places 4
at once. and that's when art is possible. 1 .

When invention is possible. That's what Chris ! i . ‘8 Deutschiand by Deanna Bowen
Chong's film taught me and that, for me, is what i

e

programming is all about.
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" Kally Langgard's opening statements at the !' :

ADVERTISING RATES
(PER ISSUE)

Classified ads (approx. 30 words):

13th Annual Images Festival struck a chord H.;r ::x:: : 2:'33

with me. The new Executive Director of the fest :

said this city's media art community has been Ads:

open, friendly and generous with her as a new- 1/8 page (3 1/2" x 27) 5 60.00

comer. Recently I've been living outside of 1/4 page (3 58" x 4 58°) $110.00
. Toronto and I've experienced enough Toronto- 1/3 page (2 1/2" x 9 1/2°) $120.00

1/2 page vertical (3 1/4" x 9 1/2%)  5180.00
1/2 page horizontal (7" x 4 3/4")  5180.00
full page (7° x 9 1/2%) 5240.00
inside back cover (7" x 8 1/2") $360.00
outside back cover (7 x 8 1/2%) $400.00

slamming. But indeed, the community here is
open and authentically engaged with culture,
both personal and collective. This year's fest
was testament to that fact. Thanks to everyone
at Images for continuing the Festival's commit-
ment to boundary-busting and providing relief
from the mainstream desert of mediocrity. You
heralded in for me what 1 hope will be a centu-
ry of paradox accepted, opposites integrated, &
challenges embraced. Here we are on that {oh 8
50 symbaolic) bridge spanning the chasm
between audience and art, past and future, cul-
ture and the individoal. Let's gol

Discounted rates for more than 1 issue.
Mext deadline:  July 14,
Caontact the office for details. 588-6444.
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Tharks to everyome who befped out with
the garsge sdle on May 27! Proceeds go
towards LIFT
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ALL-INCLUSIVE WARDROBE

NEWSLETTER NOTICE BOARD:  ["over 00 ostume eces or en

(historical recreations to contempo-

Need volunteer hours? rary), on-set wardrobe continuity,
wardrobe maintenance, wardrobe
The Newsletter is looking for writers who are interested in mistress, dresser, etc.
writing on assignment on a variety of topics. Assignments _905-547-0478, e-mail:
might include covering a film festival, interviewing filmmakers lideatrembiay @hotmail.com.

or doing research.

Contact Larissa c¢/o LIFT at 588-6444 or by email at
fanburke @ interlog.com Volunteer Media100

Next deadline: July 7, 2000 editor available for
small projects.

Adam (416) 588-5907,
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