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Larissa Fan

editorial

We've had our fair share of election news in the past months, what with
the recent municipal and federal elections, not to mention the election
shenanigans in the States. One of the issues that got short shrift in the
recent round of elections is the growing housing crisis, a crisis which has
serious repercussions for the cultural communities in this country. In
Ontario, Mike Harris' revisions to the rent control laws, which were supposed
to encourage the construction of new rental units, have instead created sky-
rocketing rents on existing units, which are fast becoming out of reach for
most artists. The recent building boom has not only not provided affordable
rental housing, but it has forced many arists out of inexpensive studio
spaces as the buildings are converted into chi chi lofts. Most artists’ co-ops
no longer offer subsidized rates; the waiting list for a live/work unit at
Toronto's Artscape building is 10-15 years,

Toronto has a vibrant and exciting cultural community of visual arfists,
dancers, filmmakers, musicians and writers, but it is a community that is
already under severe stress from years of cuts to the granting bodies and
downsizing in the corporate world. The federal government has provided no
leadership on the housing issue and no federal housing program. Mayor
Mel Lastman's idea of support for the arts is to fill the city with ugly and
tacky fiberglass moose. [f this keeps up, Toronto's artists will either have to
stop making art or be forced to live elsewhere, and Toronto will become the
soulless and money-obsessed city that the rest of the country already thinks
itis. | humbly submit that grants and moose and the Olympics all mean
nothing to artists if they cannot afford a place to live.

Okay, I'll get off my soapbox now. On a lighter topic...

The pictures are iny and fuzzy, the sound is bad, the download time can
be excruciating, and the advertising is distracting, but, despite these flaws,
film websites continue to proliferate. For filmmakers, the internet holds
promise as an alternate means of distribution which is hard to resist, consid-
ering that most people make films to be seen, not gather dust in their clos-
ets. In this issue we get two perspectives on film on the web. Mitch
Maldovsky relates the great success he has had with web distribution of his
short film The Briss, after the traditional festival route had failed. And
Shannon Brownlee looks at the aesthetics of film sites and finds an intrigu-
ing blend of commerce and nostalgia.

Also in this issue, Jason MacDermott interviews Gregory Mixon, a busy
LIFT member whose waorks have shown recently at TIFF and the Moving
Pictures Festival, Dawn Marie gives the lowdown on script structure,
Roxanne Joseph is treated well at the Japanese Anime Film Festival, and
Daniel Cockburn ventures to the heart of Bush territory for a screening of his
wark at the Cinematexas Festival.

It's hard 1o believe that the year 2000 is almost over and we are once
again facing a new year, |t seems like only yesterday that | was buying
cases of bottled water and worrying about massive computer meltdown.
Hopefully this New Year will be less fraught with peril = happy holidays to all,

and see you in 2001!
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Jeff Sterne

Board Report

As we're closing in on the year end the board of directors are getting a financial grasp on our revenues and expendi-
tures. It hasn't been a greal year; unexpected costs and low turn out to fundraising 2vents have left us under our financial
goals for the year 2000. The staff and the board at LIFT are trying to develop a new outlook to the situation, keeping
events and services simple and affordable in an attempt to motivate members back fo the film co-op community. Keeping
this ideology within the actual workings of LIFT is presently a difficult thing; changing staff, new securily issues and upgrad-
ing lechnology are things that happen, but they shouldn’t mean that a co-op loses it's community, We're thinking of this
new upcoming anniversary year as having a house party rather than renting a banquet hall. Sam Lea's winning logo
design for our 20th Anniversary ain't goin’ on any T-shirts, but we've got a few thousand stickers to give away for free!

Executive Director’s Note:w "
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As winter iz setting in, there is much to celebrate here at LIFT. Our workshops are stronger and more varied than
ever, our Media 100 system has been replaced and is up and running again, and members new and old are streaming in
to work on their films over the cold months.

LIFT's special events are shaping up, with the Christmas party offering prizes to win edit time or equipment credits,
and a chance to screen film loops, show photography and simply let your hair down,

The 20th anniversary events this April are also coming into place, with four scraenings of LIFT films past, present, and
future being hoeted by the Cinematheque Ontario's The Independents Series. | am proud to announce the recipients of
the 20th Anniversary Grant fo create a short work for the future programme of these screenings. Daniel Cockburn, Tobi
Lampard, Sara MacLean, Alexi Manis, |zabella Pruska-Oldenhof, Michele Stanley, Jeff Sterna, and Brian Stockton will be
joining commissioned filmmakers John Greyson, Mike Hoolboom, Ali Kazimi, Helen Lee, Wrik Mead, Vincenzo Matali,
Midi Onodera, and Kika Thorne, who have accepted the challenge to create a new piece that examines how some film-
makers see themselves in relation to their medium as they lock into the future.

LIFT is also involved in hosting the Symposium at Images Festival of Independent Film and Video during the week fol-
lowing the Anniversary screenings, but more on that 1o come.
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FESTIVAL: Filmjunkia Underground Film Festival
DATES:
TELEPHONE: 510.655.2364 FAX:

FESTIVAL: Vallayfast
DATES: 03/15-18/2001

TELEPHOME: B65.971.1792 FAX: BES G73.8264 [ 865 573.9447

FESTIVAL: Aspen Shortlest
DATES: D4/10-14/2001
TELEPHONE: (570) 925-6882 FAX: (970) 925-1967

FESTIVAL: Taos Talking Picture Festival
DATES: 04/15-18/99
TELEPHONE: 505-751 0637 FAX: 505-751-7385

FESTIVAL: Inside Out Lesbian & Gay Film & Video Festival
DATES: 05/17-27/2001
TELEPHONE: 416.977. 6847 FAX: 416.077.8025

FESTIVAL: Sedona Intemational Film Fastival
DATES: 0302-04/2001
TELEPHONE: 1.800.780.2787 / 520.282.0747

FESTIVAL: Eurcpean Media Art Festival
DATES: 04/25-29/2001
TELEPHONE: 45 (0)5 41 2 16 58 FAX: 48 (0)5 41 2 83 27

FESTIVAL: Los Angeles Asian Pacific Film & Video Festival
DATES: 051 7-24/2001
TELEPHONE: (213) 680-4462 x68 FAX: (213) 687-4848

FESTIVAL: Oberhauszen Inl'l Shon Film Festival
DATES: 05/03-082001
TELEPHONE: +49 208 825 2652 FAX: +40 208 825 5413

FESTIVAL: Sydnay Film Fastival
DATES: D6/8-22/2001
TELEPHONE: 61 2 9660 3844 FAX: 61 2 9692 8793

FESTIVAL: Yamagata International Documentary Film Festival
DATES: 10/03-09/2001
TELEPHOME: 81-3-5362-0672 FAX: 81-3-5362-0670

FESTIVAL: 32nd International Film Fastival Of India
DATES: 10/10-20/2001
TELEPHONE: <91 11 4615953 / 4694920/4697167

COUNTRY: USA
DEADLINE DATE: 121152000
Website: www filmjunkia.com

COUNTRY: USA
DEADLINE DATE: 01/01/2001
EMAIL: euphoric @ espar.com

COUNTRY: USA

DEADLINE DATE: 1/05/2001
EMAIL: shortsfest @ aspenfilm.org
Website: www.aspen.com/filmfest

COUNTRY: USA

DEADLINE DATE: 01/05/2001
EMAIL: ttpix@taosnel.com
Website: www.taosnal com/tpix/

COUNTRY: Canada
DEADLINE DATE: 01/05/2001
EMAIL: inside @insidecut.on.ca
Website: www.insideoul,on.ca

COUNTRY:

DEADLINE DATE: 1/8/2001

EMAIL: scp @ sedona.nel

Website: www.sedonalilmiestival.com

COUNTRY: Germany
DEADLINE DATE: 01/10/2001
EMAIL: info@emal.da
Webshte: www.emal de

COUNTRY: USA

DEADLINE DATE: 01/12200
EMAIL: viscom @ apanat.org
Website: www.voconline.orgfilmiest

COUNTRY: GERMANY
DEADLINE DATE: 01/1572001
EMAIL: info@kurzfimtage.de
Website: www kurzfilmtage.de

COUNTRY: AUSTRALIA
DEADLINE DATE: 2/19/2001
EMAIL: info@ sydfilm-fést. com.au
Website: www.sydflilm-fest.com.au

COUNTRY: JAPAN
DEADLINE DATE: 037312001
EMAIL: yidf@ bekkoama.ne.jp

COUNTRY: INDIA
DEADLINE DATE: O&31/2001
FAX: +91 11 4623430
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announcements:

A reminder that the LIFT office will be
CLOSED for Christmas Holidays

We will close on Friday, December 15th @
2001 at 10am.

SPECIAL EVENTS COMMITTEE MEETING
The special events committes helps 1o orga-
nize and run the varous events LIFT hosts
each year. Upcoming events include; LIFT's
20th Anniversary (April), and our Spring
Garage Sale. Members receive 20 volunleer
hours far working on this commitiee. Thisisa
great way lo gather your volunteer hours and
get more involved in the co-op. The SEC
meet on the 4th Monday of each month at
6pm. Contact Chnistina at the office for more
information

NEWSLETTER COMMITTEE

Join the NEWSLETTER Committee if you are
interested in the direction of LIFT's Newslstter
or in writing for the Newsletter. Members
receive 20 volunteer hours lor commitiee ser-
vice. Call Deanna at the office to REVP. The
committee meets the first Tuesday of every
month at 6:15 p.m.

THE TORONTO INSIDE OUT LESBIAN &
GAY FILM & VIDEO FESTIVAL

May 17 -27, 2001

The largest queer lastival in Canada, with an
audience ol 20,000+, and more than $5000
in cash and prizes awarded annually. Also
operates a QUEER YOUTH DIGITAL VIDEO
PROJECT for new filmmakers. Entry form
and info available online al
www.insideoul.on.ca or call Inside Out at
416-977-6847,
emailinside@insideout.on.ca. NO ENTRY
FEE.

DEADLINE: JANUARY 5, 2001.

CINS5U's Independent’s Series - Call For
Submissions:

The University of Toronto's Cinema Studies
Student's Union is now accepting submis-
sions for our Independent's Sares 2001.
Tha deadline for submissions is December
25th, 2000, We accept any independantly-
produced films or videos, in any of the fol-
lowing formats: Super B, 16mm, Super-16,
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calls for submissions:

PROGRAMMING COMMITTEE

LIFT's Programming Commitiee is looking for
new members! Join the committes il you are
interesied in the direction of LIFT's Artist
Taks. Members receive volunteer hours for
each meeting they attend. The commitiee
meels on the last Thursday of every month at
6:15 p.m. in the LIFT office.

LIFT'S MEMBERS' FILM LIBRARY

Drop ofl a copy of your past & present lilm
gems for other LIFT members to view. The
library is another great way to show your
works to other keen filmmakers in Toronto.
Your works are secure in the LIFT office. . .
Whal are you waiting for? Drop off your copy
today!

LIFT ORIENTATION

LIFT's orientation sessions are for individuals
who are thinking about joining LIFT and mem-
bers who haven't familiarized themselves with
the co-op's facilities and resources. The Office
Co-ordinator will go owver membership
structure and policy, and answer any ques-
tions new members may have aboul the co-
op. Eguipment rental procedures and policies
will also be discussed and participants will go

35mm, DV, Digital Bata or Bata Sp, and VHS
video. Length may vary from two minutes to
feature length. Films may be namative or
non-narrative and we are open 1o experimen-
tal films as welll We also encourage student
works

Piease send your submissions to: CINSSU
cio Andrea Janes, Innis College, University
of Toronto, 2 Sussex Ave,, Toronto, MSS 1J5.
Be sure 1o include a return address, phone
number and email so we can get back to
you! Anyona who makes a submission will
be contacted by December 3151, The first
installment of our serles Is January 30th at
8:00 pm. Contact
andreajanes @ hotmall.com for mora info,

European Media Art Fesiival 2001,
www.emal.de

Deadline: January 10th, 2001

From 25 to 29 April 2001 the European
Media Art Festival in Osnabriick once again
presents a dwvernse cross section of media

on a short tour of the LIFT office and facilities.
The orientation is a great place to gain more
information about LIFT! Orientations are on
the 3rd Wednesday of each month al 11:30
a.m. Call tha office @ 416.588.6444 for more
information.

FEBRUARY 1, 2001

A reminder to members thal they must be
Associate or Full members in good standing
by February 1. 2000 to qualily for the upcom-
ing LIFT Production Grants (application dates
to be confirmed). So, get your volunteer

hours in now, or upgrade your membership so
that you can apply for funding for your fims @
LIFT.

art. Productions from intemationally
renowned artists as wall as innovatne works
from creative young talents will be shown.
The European Media Ant Fastival is an
international forum for lilm, video, perfor-
mance, multimedia installations and lor digi-
tal madia such as CD-ROM, DVD and the
Intermet. As part of the festival two prizes are
awarded annually: the German Film Criticism
Prize for tha best German exparimental film
or video proeduction, and the OLE Media Art
Prize lor exemplary media installations.

Wae are inviting you kindly to take par in the
EMAF 2001 with your artworks and projects.
European Mecdia Arl Fostival

Lohstrasse 45a

49074 Osnabruack

Germany

Tel +49 (0) 541 21658

Fax +49 (0} 541 28327

e-mail:info@emal . de

hitpe/fwww.emal.de and NEW:!!

hitpferww. veajay-groove. de



members:

NEW MEMBERS SINCE
OCTOBER 2000:

Bayo Akinfemi
Samir Alnadi
Jarred Blancard
Michael Eonini
Iker Compean
Chris Crane
Jordan Crute
Helson Da Rocha
Jonathan Dowler
Jay Gilmore
Chris Girvan
Alex Gomez
Paul Grieve
Dave Gwilliams
Mark Hill
Niliema Karkhanis
Joe Eim
Adam Enickle
Tarrence EKramer
Sabine Lebel
Helen Lee
Tony Lombardo
Regan Macaulay
Eathryn Mackay
Fevin Mager
Thomas John Marzec
Naomi McCormack
Claire Mcfarlen
Chris Mckinney
Jane Meikle
Matthew Modestino
Vincenzo Matali
Irie Mg
Evlee HNixon
Robk Pivato
David Polera
John Price
Joni Quattrocchi
Andrew Rucklidge
Daniela Saioni
Davetta Samuels
Zesolt Sandor
Barb Sniderman
Bart Tecza
Stephen Thorne
Eimberly Thorpe
Rick Upton
Mark van De Ven
Wes Vann
Srdjan Vilotijevic
Anice Wong

unding

deadlines:

ONTARIO ARTS COUNCIL -
HTTP:/WWW.ARTS.ON.CA

ARTISTS' FILM & VIDEO: APRIL 1, 2001
VISUAL ARTS PROJECT GRANTS: JAN.
25, 2001

BELL CANADA BROADCAST & NEW
MEDIA FUND

WWW.BELL.CA/FUND 416.977.8154
FEBRUARY 1, MAY 1

CHECK OUT LIFT'S WEBSITE
(WWW.LIFT.ON.CA) FOR LINKS TO VARI-
OUS FUNDING ORGANIZATIONS.

Orientation

LIFT's orientation sessions are for individuals
who are thinking about joining LIFT and mem-
bers who haven't familiarized themselves with
the co-op's facilities and resources. The Office
Co-ordinator will go over membership
structure and policy, and answer any Ques-
tions new members may have about the co-
op. Equipment rental procedures and policies
will also be discussed and participants will go
on a short tour of the LIFT office and facilities.
The orientation is a great place to gain more
information about LIFT! Orientations are on
the 3rd Wednesday of each month at 11:30
a.m. Call the office @ 416.588.6444 for more
information.

The next Lift Orientation
will be Wed. Jan. 17
2001.
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SLINGSHOT MATCHBACK SOFTWARE UP
AND RUNNING IN THE PINK ROOM

It was a bit of a bumpy ride to get the Media
100 Pink Suite up and running again — there
were a ol ol upgrades and a few discrepan-
cies, but everything Is fine now. The film to
video matchback software from Trakker
Technologles armived a few days ago and will
be installed very soon, which will put us at a lit-
tis better than par to the system we had before.

NEW STUFF AT LIFTI

PORTABLE LIGHT TABLE

This dayfighl balanced light table is perfect for
fimmakers who wish 1o work at home either
tracing cefls, painting directly on clear film
leader film o aven shooting their own titkes.
The portable ight table rents for $2/day for full
members and $4/day lor associates,

16MM PROJECTORS!

Thanks tn Fowin Pamz, who works al the
Toronto Board of Education, LIFT was (orunate
lo recelve as a donation a number of 16mm
projectors and film screens. We have added to
our holdings 2 Elmo skot projectors and 1 Elmo
autc load projector. These new projectors are
extremely easy to use and offer excellent
sound and bright projection. They are available
to rent for S5/day for hull members and 510/day
for associales. Tha screens renl for S3iday for
members and $68/day for associates.

NEW (USED) SUPER 8 CAMERAS!

The Board of Education (with the help of
E.J.Penaz) was generous enough to include 2
super 8 cameras with their donation. The cam-
eras are: Canon B14 (the early madel) which
teatures a manual/automatic axposure seftings,
a 1.4 7.5-60mm autd zoom lens and a film
speeds of 12, 18, & 24 rames par second and
the Sankyo ES-66XL which foatures film
speeds of 18, 24 & 36 frames per second and
manual stop-motion, manual'automatic expo-
sure settings and a 1.2 7.5-45 mm auto zoom
lens. LIFT also purchased & Canon 814 (laler
micdel), thal features a manual/automatic expo-
sura settings, a 11.4 7.5-60mm aulo zoom
macro lens and a film speeds of 18, 24 & 54
frames per saecond and manual stop-mofion. Al
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three of these cameras rent will rent for $4/day
for full membears and S8iday for associates,

UHER 1/4 INCH SOUND RECORDER
Thanks to a denation by Maureen Wilkenson,
we were fortunate lo receive a Uher 1/4 inch
portable recorder. This cld recorder comes with
a hand-held microphone and can only work
with 5 D cell batteries. The sound quality is
excellent and the recordngs ans compatible
with the Nagra 4.2. This is an ideal recording
device lor inexpensive wild sound recordings
andior voice over. The Uher 1/4 inch recorder
with microphone rent for $3iday for full mem-
bers and $6/day for associates. Ghven the
tremendous amount of used 1/4 inch tape that
we cumently sell at $1/roll, the Uher is a valu-
able addition to our haldings!

A FULLY AUTOMATED OXBERRY 16MM ANI-
MATION STAND

Many thanks go out to MetaMedia of Guelph
who graciously donatad a fully aulomaled
Oxbarry animation stand 1o LIFT. The camera
is sel up 1o a computer thal is programmed o
move the animation table and camera in all
possible directions, Included in the package
are a 55 mm lans and roloscope accessory that
that will expand the possibilities of 16mm film-
making al the coop. We are looking for volun-
teers 1o heip sal the camera the animation
room somé tima in December. Please contact
Roberto if you are inlerested in helping out in

any way.

THE ECLAIR NPR BACK AFTER MAJOR
REPAIRS

The NPR has finally returnad after & manths in
the repair shop. The Eclair NPR, which is
LIFT's leas! expensive synch sound camera,
required a complata overhaul of its molor and
now offers a number of new leatures. A LED
display buill into the side of the camera pro-
vides:

* a digital foolage countar

* a precise film speed control (20 1o 40 frames
per second)

= shutter open/close auty control

The camera rents for $33/day for full members
and $60/day lor associates,

PEPPER LIGHTING KIT

With the recen! addition of two 420w and two
100w peppers 1o our lighling collection, LIFT
has created a sel rate lor any combination of 4
peppers (420w, 200w and 100w) will rent for
517/day for full members and $34/day for asso-
ciates.

WORKSHOP COMMITTEE MEETINGS

The workshop committea is looking for new
members to help design the 2001 workshops
hosted by LIFT. Commitiee members receive
20 volunteer hours for participating in this
endeavor. If you are interested in joining the
commitiee or wanl more information, call
Roberio al 588-6444. Il you have any interest-
ing ideas or suggestions for any kind of work-
shop, ket us know by email at ranganelio@ hot-
mail.com

EQUIPMENT RESOURCE MEETINGS
Members are strongly encouraged lo partic-
ipate in the decision-making process concem-
ing LIFT"s equipmeant and facilities. We are
currently putting together a kst of naw acquisi-
tions to complemeant our current holdings. All
membars are walcome to exprass their views.
Meatings will take place in the LIFT office at
6:00 p.m. For those of you unable to attend,
please put your suggestions in writing, and
send them lo Roberio and Anna by e-mail
(tech @ lift.onca) or mail. This way they can be
presented 1o the group and discussad.
Voluntear hours will be given for the time spent
at meetings
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CONGRATULATIONS:

Congratulations to Kristiina
Szabo, whose short (shot on
film, screened on video)
Dragonfly snagged the Vision
Award for Best Direction at the
Second Annual Vancouver
Videopoem Festival.

PRODUCTION:

Ramembrance, directed and co-written
(with Mark Ellis) by Stephanie
Morgenstern and produced by Paula
Fleck (Passengers), was selected for the
OFDC Calling Card grant. Set in WW2
Canada, it's the story of a man burdened
with parfect mamory who becomes
recruited by Allied Intelligance. Primary
shooting was complated in Movember
with Mark Marganstarn as DOP,

Production continues on Richard
Strobel's The Ace, a 16mm silent film
that explores the reflections of a dying
man. Shooting on the film, which is
gxpacted to run aboul five minules.
began this past summer, and portions
will be shot during the winler and spring.

Chris Gehman is currently in production
on Ruins, an experimental animated
piece thal he is pholographing on super-
8 for blow up 1o 16mm. Chris is handling
the sound design as well as direction
and animation for the aix minute film.

Brenda Longfellow has just finished
production on har arts councll funded
featura film, Tina in Mexico. The expen-
méntal documantary, which was shot in
Mexico City this fall on 16mm colour and
black and whiie, tells the story of Tina
Modotti, a revolutionary and photograph-
er, who was also the lover of both Diego
Rivera and Edward Weston. The film
was shol MOS by cinematographer Chris
Romeike in vanous locations of historical
significance throughout the city, and will
be narrated by actors using axcerpts
from Tina's journals and letiers. Brenda
credits har fabulous production manager

-
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Compiled by Stacey DeWolfe

for securing the excellent student crew
and galfer company who worked on the
production. She s looking lorward lo
beginning tha ediling process,

Christopher Ball just relurned from a
month in the high Arctic (Nunavul) where
he was shooting & documentary entitied
Muliajuk. Christopher was also DOF on
Black Swan, a low budge! Canadian
Feature film shot in MNew Brunswick and
directed by Wendy Ord, which opened at
the Atiantic Film Festival last month

POST-PRODUCTION:

Mitch Moldovsky Is In post-production on
How to Make a Soufflé. Shot in 3 days in
Qctober on digital video by Jonathan
Williams, it is a comady about a married
couple who are facing a communication
breakdown in the infarmation age. They go
on a weekend retreal to discuss their
issuas on the advice of the woman's psy-
chiatrist, bul wind up spanding all their
time arguing and talking fo other paople
on call phones and amail

Richard Anderson is in post on Greener
Grass Tavern, a 18mm short about a brief
meeting in a bar betwean two different
women, which causes each lo question

Fiow, Rose Kaliai

her identity and life cholces

Flow, by Rose Kallal, Is a lyrical film
about anticipation and mulability thal uses
a spatial musical soundirack and close up
shots of red rushing water 1o guide the
viewer through the fragile raality of its
characlers, skewing tima and space wilh
its meditative pace and relerences 1o the
60=. The five minule lilm, which was shol
on 16mm, is her first since graduating
from OCAD. She is hoping to have the
neq cut and transfers done by the end of
MNovember,

Shaheryar Ahmed |8 currently in post-
production on Twilight Tale, an 18-minute
film shot on super-16 and posted on
vidas.

Shakespeara's “Taming of the Shraw® geats
a modern update in Andrew Honor's DV
feature, The Shrew in the Park. The two-
hour-plus film lollows an outdoor mounting
of the famous play from auditions through
rehearsals and into perlormance. In an
interesting twist, the film uses only the tex
of the play as ils dialogue. It is currently
in post-production

Marcos Arriaga is close to completion on
his 25-minute documentary The Promised
Lands. The 16mm film uses personal and
political themes to illus-
frata the relationship
batwaen livas lived and
the historical process. It
oxamines savaral signifi-
cant sacial and political
avants in Latin Amerncan
histary, tracing the effects
that thosa avents have
had on both his family
and society as a whole.
The project is in the final
siages ol post-
production, and should
bé finished by February
2001.
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FESTIVALS AND
SCREENINGS

Mark Wihak has been anjoying the fruits
ol his labours as two of his films continue
lo travel around the globe. Autogrotica, o
16-minute 3sSmm fiim produced with the
assistance of a LIFT production grani, has
played at the Local Heroes Festivals in
Winnipeg and Edmonion, as well as al
fastivals in Montreal, Halilax, Vancouver
and London, England. It also had its
broadeast pramiare on CBC's Canadian
Rellections in October. Ecstasy, his 1999
film (which was also produced with the
assistance of a LIFT grant) has screened
al festivals in Melbourne, London, England
and Los Angeles and will have its pre-
miereé on Canadian Reflections in the com-
ing year

Another busy filmmaker is Nathan Fleet,
whoseé six minute super-8 drama
Marshmaliow, about a lour year old girl
who s abducted from a park, has played
al tha Williamsburg Festival in Brooklyn
tha US Super-8 Film Fasl, the Antimalter
Fllm Festival and the Vancouver
Underground Film Fastival, It can be
viewad at filmfilm.com and ifilm.com and
will ba the focus of a LIFT discussion
scheduled for later this year, Nathan is
also currently in posl-production on The
Greon Grass Systom, a 16mm, 22-minute
colour fantasy/drama that is set on the
night before a man's first child is born. For
maore info please sea;

www. leature. xux.nat/ iggs.html

Melanie Jeffrey's missed played at the
Vancouver International Film Festival, and
was also selected by Telefilm Canda as an
olficlal Canadian entry for the Clermond-
Farrand International Film Festival in
France

lan Thompson and Karen Hanson's
Three Lives of Kate, Charles Officer’'s
When Mormning Comes and Jason
McBride's Stargaze all played at Toronto's
Rendezvous with Madnass Festival in
Movambar. Tha lestival showecases film
and video works that explore the themes
ol mantal illness and madnass while chal-
langing conventional portrayals and soci-
etal parceptions
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Three Lives of Kale has also appearad in
over twenly festival around the warld,
including tha 45th Valadolid Inlermational
Film Festival in Spain, 40th Huy World
Festival of Shorts in Belgium, 16th Boston
Film Festival, Telluride Indiefest, and
Rendezvous with Macness in Toronto, it
won the Gold Medal for Independent Films
al the 415t Brno 16 Fastival in tha Czech
Republic, the Best Film with a
Psychological Theme at the Broaklyn Film
Festival and the CiINY (CineWomen New
York) award for Qutstanding Narrative
Short

Midi Onodera's Basement Gid, Halen
Lea's Subrosda, and Jane Kim's Wide-
eyed screened al the Reel Asian Festival
in Novembaer. Look for Victor Fan's réview
of the festival in the next issue of the
Mewslatior

LIFTers in Taxas; Daniel Cockburn trav-
elled to the Cinematexas Festival in
October with his film Doclor Virluous (see
his article on the festival in this issue). A
series of Ruba Nadda's films ware also
featured at the lestival

Latest awards for Paul Lee’s mulli-awarg
winning The Ofering: Bes! Short Film, 2nd
Cinemanila International Film Festival
Best Cinematography Award, 11th da Vinci
Film & Video Festival Bronze Medal
{Fiction Film), 13th Hamburg CinaArt
international Short Film Festival

.'tteen McLean and Chrisly Garland on the set of .u-.I Citizen

Nathan Fleet and Erin Birrelf -
Contant on the set of The Green
Grass Sysytem
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Vive La Web!!

Mitch Moldovsky

First, some background: | am not an
experimental filmmaker - | come from
theatre, watch TV, love indie and foreign
films, and am a storyteller. My goals as
a filmmaker are to tell stories that are
personal to me, but also to reach as
wide an audience as possible.

Okay. It's 1998 and |'ve just complet-
ed my first film - a 16mm colour drama
called “The Briss," about a couple who
break up during a circumcision ceremo-
ny. My plans: submit it to film festivals,
win some prizes, and use it to promote
my screenplays.

Reality bites. Canada hates me! "The
Briss" has been shown publicly five
times in Toronto, twice under LIFT aus-
pices and once under my own. It has
been rejected by every film festival
across the country, including the Toronto
Jewish Film Festival. The CEC's
Canadian Reflections, when | finally
heard from them sight months after
applying, rejected it, saying it was "loo
predictable.” The only bites | got were in
the United States - the Blue Sky
International Film Festival, which was
just starting up in Las Vegas, and
Flicker, a monthly screening series in
Los Angeles. Makor, a Jewish organiza-
tion in New York, also wanted to show it,
but hasn't programmed it yet. After
spending $1000 or so in application
tees, | called it quits with the festival
world.

Then short film websites started pop-
ping up, soliciting films without charging
a fee, and promising fo screen them on
their websites if selected. | got rejected
by three of them before Filmfilm.com, a
site that has Mora Ephron’'s name asso-

ciated with it, picked it up. An attractive
thing about Filmfilm is that, if your film
has shown in an international film festi-
val, as mine had, you are entitled to
40% of the ad revenue on your film's
page on a pay-per-play basis. "Wow,
money,” | thought. Then something
called Always Independent Films
{Alwaysi.com) started up with an online
film festival. | submitted "The Briss" and
they included it in their contest. It didn't
win, but after the contest | chose to
leave it on their site.

One thing | would have liked from
these websites would have been an
easy way 1o see how many hits my film
was getling, but that wasn't available at
the time (Alwaysi says they are planning
to add that and other capabilities). And
because they list alphabetically, "The
Briss" came under "T" instead of "B", so
| felt a lot of people wouldn't find it if
they weren't looking for it specifically.
Aside from those points, | was safisfied,
Differences: the Alwaysi streamer
seamed to run the film more quickly and
reliably on my 56K connection; on the
other hand, Filmfilm gives cross-refer-
ence information on the actors and crew
in your film, and lets them promote
themselves on separate pages if they
wish. Recently, Alwaysi added a require-
ment that you log on (free membership)
in order to see their films, which is a bar-
rier to some people, but it's understand-
able if they want to keep track of activity
on their site (the information is valuable
to filmmakers).

Then a new website in France start-
ad up - Pepper-view.com - and wrote 1o
say they saw "The Briss® on the Filmfilm
site, and wanted it for their site as well. |

11:28 AM &

readily agreed. Their distribution rep is
on a discussion list | belong to,
Webcinema, and probably clicked on the
link in my signature to view the film,
That's another advantage of the web -
you can put a link in your personal email
and people have immediate access to
your work. This also proved useful in
recruiting crew and talent for my second
film, *How To Make A Saufflé," which |
shot in October.

Things seemed to be starting to have
a life of their own, finally. This impres-
sion was reinforced when | got an email
from someone at the New York
International Independent Film and
Video Festival - how they got my
address still mystifies me - asking if |
had anything to submit. | sent them "The
Briss", and a couple of weeks later they
accepted it. I'm off to New York in
December. Go figure.

Then a couple of months ago, | got
notes from all three of my websites say-
ing they wanted to promota my film to
other markets - broadcast, web-based,
whatever - on a non-exclusive basis,
and they would take a fee on the sale.
Having nothing to lose and everything to
gain, | said yes to all three, expecting
nothing but feeling relief that the pres-
sure was off me to sell my film.

A week or so later, | got a phone call
from Alwaysi, asking me to sign on with
them as exclusive representatives for
"The Briss." They would pay me a small
amount up front, and if they sold my film
they would recoup their costs from that.
After that, | would get the lion's share of
any sales - that's how confident they
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were. The coniract was for seven years.
| said no. After all, why commit to one
exclusive rep for such a long period ol
time, and totally on spec, when you can
have three working for you? Siill, it was
nice ta be asked.

But it didn't stop there. The next
week the Alwaysi rep called back and
said they were negotiating a package of
seven films to sell 1o a major US cable
broadcaster and "The Briss" was one of
them. If | signed their contract, | would
make more from the sale than | would
under the non-exclusive deal, Also, ha'd
recduce the term to live years. Than, ha
dropped the name of the broadcaster - ii
was Sundance, the Holy Grail, the per-
fect carrot to hold in front of this particu-
lar mule. Sundance meant validation,
vindication - as well as a huge fucking
audience! An American audience of
indie walchers, movie makers - people
with clout. But was it true?

That night (1 said I'd think about it} |
looked up the managemeni team of their
website, and lo and behold, these guys
were the real item. The guy that phoned
casually mentioned his 15 years ol
experience in the biz, but he was being
modest. First of all, he's their VP ol
Marketing and didn't even identity him-
self as such. Second, he was responsi-
bie for the international marketing cam-
paigns of three Bond films as well as
some films | like, such as *Field ol
Dreams.” The other partners have
equally impressive resumes and a range
of experience, from venture financing to
production. Of course, | gol no sleep,
but when they called the next day (note
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they called me back) | hemmed a little,
saying | was very impressed, but without
a deal in hand it was hard to make a
commitment. He said, "What if | told you
the deal was already signed?” | said
then they had me. He said, *“The deal is
signed.” He had been in New York that
day (their office is in San Francisco) to
put ink on the bottom line of a two-year,
US television rights only, as-many-show-
Ings-as-they-want contract, with the
sevan films split into two packages.
They sent a contract overnight, which |
signed and sent back regular mail.
Today (October 23) | got their advance
cheque. I'm still watching their website
for the press release lo be posted (he
said It was being reviewed by Sundance
last week), and until | see it in print |
won't really believe it.

The ramifications are huge - it means
thal when | approach prodcos and dis-
inbutors in the Stales regarding a fea-
ture, they'll probably listen a little more
closely. It means that rather than spend
oodles on festival submissions for my
next film, Il go directly to Alwaysi to
consider representing it. t maans this
wannabe career may finally get out of
the gale

In closing, | would just like
to thank the US Military for
inventing the internet and
unleashing the current wave

f global crerntiuity. Vive
la’ Webfl!

a scene from The Briss
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:f' It has long been a truism to 5,7,5t:|r||:.\r|t°.--:IiIct.atlillt-,.r The spots, trailers,—of a Renoir.

‘'say that the Internet is breaking — banners, bars and buttons of the —  The Internet aesthetic, for | do
+'down national houndaries, M euphemistically-named "sponsors” Wi feel justified in identifying a blanket
7'Immeasurably expanding the of the sites are, though ubiquitous, aesthetic that covers all streamed
*possibility of communication, Ennlv the most obvious and, inmy  —video even as it appears on cable
‘etc., etc., etc. Filmmakers’ priv-  opinion, the most inconsequential modems, obviously sits better on
"iIEgE in this cliché seem to he  —intrusions of Internetalia. Although —some films than on others. When
[ that the Internet potentially mmthese sites seem to rely on the ads smviewing a personal documentary
opens up a vast and diverse Ziito sustain the wide range of films  EE(/nnerstate, dir. Hazel Grian) on
audience, but it seems to me they show, | think that a deter- alwaysi.com, the blurring of motion

worked to lend the images an inti-
mate, almost unconscious sensuali-
ty. A man’s wrinkled face seemed
to dissolve as he moved his head, as
if the camera were foreshadowing
the encroachment of mortality. A
stop action animation shot on
,DVCam changes very little on the

that considerably less attention =~ Minedly tunnel-visioned viewer
has been given to the electronic  ¢an block them out satisfactorily as
quirks of online communication  he or she digs to the real treasure,
with that audience. the films themselves.

The Internet is anything but a But what strange mutations will
transparent medium; in fact, | be unearthed? The first film |

am usually more aware of the awalched seriously online - I've for-
labour pains of squeezing a film E

gotten the title and site by now -
through my 56K modem than | was a marvellous impressionistic internet, picking up only a rather
am of the subject and construc-

piece about a road trip. Its loose yromantic filmic softness to its

tion of the film itself. (Never synching of sound to image, and “edges.
mind the flashy advertisements frequent use of freeze frames, jump At other times, the postage
that literally run circles around cuts and dissolves, invited the stamp=sized forum simply effaces
online screenings.) viewer to fill in visual and aural the subtleties of small subjects, and

| wandered into Internet film gaps, and to treat the narrative layers of the image are lost.
viewing with a naive assumption voice over as a string of poetic sug- geFurthermore, the streaming seems
that, given the much-vaunted ygestions rather than a strict !ta homogenise the styles of motion
decentralised anarchism of web account of events. By some bizarre captured and disseminated across

distribution, "1"-film (as in coincidence, the second film | the web. For example, filmfilm.com
ifilm.com, alwaysi.com, etc.) watched seriously - an animated advertises the "stunning time-lapse
= L 1
suggested a wonderiand of short about alien soup cans attack- ?phntngmphv of 5cott Levy’s
Independent films. But, indie ing the earth - used similar formal *award-wlnning RedFish BluefFish,
though many of the films may techniques and had an equally but it is difficult to tell when the
be, the banal "I" for "Internet” | impressionistic effect. photography Is time lapsed, and
seems to me to be indicative of a In short, | discovered that the  =~when there is simply a lapse in the
subtle balance of power in these ! effects - or defects - of a 56K delivery of visual information over

and other sites. That "I" is more || Modem seemed to work an almost =the wires.
than just a generic tag for online || @lchemical magic on any filmic ore. .= Although the impact the Internet

screenings - it is a coup. So | developed a fascination with , has had on distribution and exhibi-
the golden "imperfections” of pic- tion structures has been more

Of filmfilm.com, zoomgo.com, ||,ture and sound, and the quirks of clamourous, it seems to me that the
ifilm.com, alwaysi.com, and the streaming. This fascination is nos- quiet revolution of aesthetics is no
posse of online film exhibition talgic rather than technophilic: the ; less important. Itis an interesting
sites, the covert dictator is the sound hearkens back to transistor paradox - for rather than pointing
gangly, many-limbed, strong- radios, and the picture even the way to a sleek and dazzling
breathed beast of burden, the beyond mechanical and electronic  §future, the roughness of internet
Internet itself. And it exercises media, to the pointillism of a Seurat istreaming makes instead for a
its power with characteristic pcanvas or the layered 5hifting light E¥more nostalgic present.
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An Intervi

w With

Nix on

byJason Mac Dermott

Gregaory Nixon is an eclectic fimmaker. His dramatic short film, "Poe,” based on a scene from
the novel "The Engineer of Human Souls™ by Joseph Skvorecky, screened al the Toronto
International Film Festival this fall. Meanwhile, "Animated Variations,” a dance video which
blends live action film and hand-drawn animation, appeared in the Moving Pictures Festival of
Dance on Film and Video (Gregory also directed the Moving Pictures trailer.) He comes from a
varied artistic background which includes music and many years in the theatre. | talked to
Gregory about his recent projects, and am indebted to him for repairing my tape recorder while
we chatted, thus allowing the interview to be transcribed here.

Jason mac Dermott Haying spent twelve
years in thealre, what do you bring from
that to your work in film?

Greg ary O eyenything! If you are
making films, or some kind of work, in a
perfect world you should be able to bring
in all your influences, everything you've
dona in your life. If your parents sent
you to piano lessons for ten years when
you were a kid, at some point you'll find
a way 1o work that into what you're
doing. If you studied graphic design, or
anything like that — and what | look for,
anyway, is a voice, an outlet, something
where you can pull in all the different
influences that have interested you in
your life.

JHWhuammwmml\rBM?

ON | don't really know... | think it
depends on the project, In “Poe,” for
example, the author who wrote the
novel, Joseph Skvorecky, who lives here
in Toronlo, is actually a very well known
Czech novelist. He was very actively
invoived in the whole Czech new-wave
cinema thing that Milos Forman was parn
of. Titles like, "Closely Watched Trains,"
things like that, they came oul in the lale
'60s. It had a very spacific look lo it —
high contrast, very grainy, black and

.. If you watch these films that
mlm wt of oppressive political regimes,
ihey always have a kind of double-speak
o them, Because nobody can say any-
thing directly, they use innuendo 1o say
things withoul getting in trouble. Like
Chinese cinema now, for axample, no
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one can say, “there are problems with
the government,” but they show it by the
way the plots and dialogue work. You
see thal people aren't really delighted
with the system. So the long-way
around of answering your question is
that, because | make shorts, | think each
[project] has the influences that it needs.
With *Pos,” the research was very much
around this type of cinema. With my
dance films, it's another thing entirely.

JM: Why film?

GN: | think Fellini had the best answer
for that (and I'm not comparing myself to
Fellinil): it is the art form that is most
congenial to my nature. And | think
that's the best answer thal | can give.
[Fellini] drew and painted, and did all
kinds of other things as an artist, but film
was where he was able to pull all of
these elements together. | think people
are artisls, or creative peaple, first -
they're locking for whatever voice they
wanl to work in, be it pholography or
painting. They're looking for the one
that suits their personality. Film suits
mine. | love collaborating. I'm not a
filmmaker who gets his own Bolex, and
goes out and sets up his own lights and
shoots - | always hire a DP, | hire an
editor, people 've worked with before. |
love collaborating, | love doing the
ressarch, | love going to used book-
stores and going through magazines,
irying 1o find pictures for pholo research
before | start to visualize, and | love
sitting down with the camera-parson,
and saying, "Here's what wa're getting

at, whal can you bring to the lable?" Or
working with an editor — | would naever
learm how to operate an Avid myself,
because the editors | work with have so
much experience that they always bring
something that | never would have
thought of. The thing | guess | leamed
in the theatre was that thare are lots of
people around who have very specific
experise, which can really complement
what you're doing. | could spend ten
years becoming a really good shooler,
or | could go to someone who is already
a good shooter, and say, "Here's the
concepl.” A good shooter can find an
interesting way to do it, wheraas | might
do it in a very straightforward way.
Whenever you collaborate with good col-
laborators, you are always elevated in
the [project] by bringing in other influ-
ences.

JM: Your work Is really eclactic - | par-
ticularly enjoyed "Poe," which appeared
at the TIFF.

GN: It just got invited to the Czech
Republic, to the film festival there. That's
the greal thing about the [Toronto] Film
Festival, they really do have people
come in from all over tha world. There
were sight paople who had come In from
the Czech Republic, so | just stulfed the
film into their mailboxes at the festival —
and then heard nothing! | am just dying
to show that in the Czech Republic.

JM: How did you come to know "The
Engineer of Human Souls," and what



about it made you want to use it as a
source for a film?

GM: | am associated with an organiza-
tion called Arts Toronto, and last year
Skvorecky won the Toronto Arts Award
for writing and publishing. As part of the
award, they get little films made about
them. They usually end up being little
profiles, you know, where the subject is
walking around, looking important, and
his voice is saying why he went into writ-
ing. | wasn't interesting in doing that,
and Skvorecky was much more interest-
ed in somebody trying to interpret his
work on film, and make a litile drama out
of it. | had read the book before, and |
really loved it, so | just went back and
said that there's this one scene that |
think is really pivotal, and we can do it in
a four-minute, little film, we'll do it in
Czech and English, try and be faithful 1o
the aesthetics of the new wave, and he
loved it. And we just did it.

JM: [I've never read the novel, but |
found the film to be uplifting, yet dark at
the same time. Il's a very lonely piece.

GN: It ig, i's Kind of sad, isn't it? I'm
really interested in the “exile." I'm inter-
ested in how it pertains to Canada. In a
bigger sense | am interested in people
who have had to leave their country and
go to another place, because of war, ar
pelitical misadventure, or whatever, but |
am particularly interested in that as it
pertains to people who have come o
Canada. | think it's a very interesting
perspective on our people. For exam-
ple... you can get in a taxi, and have a
guy give you a ride - if you say, "Where
arg you from?" [and] if he says,
“Afghanistan” and if he's over 35 years
old, you know he's seen stulf that you
cannot even begin to imagine. There
are paople all over the city, all over the
country, in fact, who have seen things
that you can't even imagine, because
they've come from countries where they
have war, or political oppression, and
they've had to flee 1o a sale haven.

What's interesting about that, | think, is
the way they think about us, because
we haven't sean any of that stuff on that
level. We'ra pretty much virgins when it
comes to... that kind of oppression...We
benefit from the fruits of the Second

World War, the First World War, and we
benefit on a daily basis from all the hor-
rible things that happen in Third World
countries, just because things are so
unstable there, and we milk them from
the First World. It's always interesting
when people come here, because
they're always amazed at how naive we
are (charmingly naive, | like to think}...
they don't think we have any real depth
of knowledge about how bad human
nature can be, To somebody like
Skvorecky, these are big things in their
lives that have shaped their personali-
lies, shaped their lives, and they can't
really explain to us what it's all about
because we don't even have an analo-
gous situation. That's what the book is
about, it's about Skvorecky coming here
from a place where people disap-
peared... Trying to explain that to a
Canadian, how that works and why that
works, is sort of impossible. He loves
Canada, he loves it here, but there's
always that frustration that no one here
{and this is his home now), really gets it.

JM: When "Poe” was shown at the fes-
fival, how was it received?

GM: Really well, it was great. Even bet-
ter than the Q&A after the film is when
people come up to you after and tell you
how much they liked it. Getling a film
into the festival is sweet!

JM: What's your view of the festivals
you've had work in?

GN: Love ‘em! They're the best. If this
all works out, then this film will go to
Prague, then I'm going to go where
[Skvarecky] was a hero, which will just
be a great trip. | went to ltaly this sum-
mer, | got to hang out there for two
weeks — there's nothing like it, they love
film. They want to talk about film, they
want to talk about ideas. And TIFF, it's a
big deal, you're in a club! They really
make a point of making it about the
films. As much as you wouldn't believe
it from looking at it from the oulside,
when you're inside, it's all about you —
what you're doing is so important = and
if you're actually a filmmaker with a film
in the festival, you're in a different cate-
gory, you're a difterent kind of pariicipant
there. | love film festivals. | did a music
video a couple weeks ago for the

Grapes of Wrath, and the first time that
showed on Much Music, it probably had
a larger total audience than all my other
work combined had had up to that point.
Independent filmmakers do not tradition-
ally get big audiences. But if you can
get a festival audience, not only do you
get an audience, you get an audience of
people that are really interested in that
film. It's nice to have the numbers that
you get with a music video...

JM: ...But a music video's not commu-
nicating on the same level as "Poe"...

GN: | hope not! Feslivals give you
some credibility, too, so the next lime
you look for cash it gives you a little
boost, especially TIFF. Just being with
other filmmakers is nice, it can be quite
a lonely kind of business making inde-
pendent film. You feel like you're work-
ing in isolation a lot of the time.
Regardless of what | said about collabo-
rating, you still only have a small team —
you probably don’t have a distribution
deal in place, so you don't know what's
going to happen when [the film] is done.
Maybe everyone's going to hate it, you
never know. If you get it into a festival,
at least some people are going to see it.

JM: So stuffing tapes into those mail-
boxes is starting to pay off?

GN: Oh yeah, | stufied one into Roger
Ebert's mailbox, too, but he hasn't
called,

JM: What initiated your interest in
dance films?

GN: I've always loved dance, certainly
more 5o in the past ten or fifteen years,
but I've always really liked dance. What
happened was, there was a festival
started called the Moving Pictures
Festival, which shows dance film. | was
interested in this notion of dance film
and video, and at the same time, the
Bravo!FACT began. One of the things
they started to make a lot of were dance
films, short, three or four minute dance
films. So | started applying, and got
money o do them. I'm a dreadiul
opportunist that way. For example,
there are a couple of applications in to
start up something like "Book
Television," which will probably involve
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another funding body, and I'll want to get in there and get some
funding to do more of these kind of dramatic adaptations of
scenes from books, because they were very supportive of
“Poe.*

JM: So books are definitely a passion of yours.

GN: Il somebody gave me unlimited money, 1o do whatever |
want for the next ten years in film, I'd probably just be making
dramatic things, and a lot of them would just be adaptations of
books and poams.

JM: Whal role does music play when you're approaching a
project?

GN: Unless il's a music video, then it's almost none... But then
it depends -"Poe” was built around [a] song. But usually it's
visual, what you're going to see, and everything else becomes
a design element that's added on after thal. | think the music
should support the visual. Even with the [Moving Pictures] trail-
ar, all thatl sound was recorded and edited In after.

JM: How much does a project like "Garden of Stone” or
"Animated Variations® develop in editing and post-production?
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GN: Alol. You have a central concepl, you tell your editor

that, and he or she stans to cut. I'm a real slacker when it
comes to aditing, | dont sit there in the room... | go away
and come back. That's what | hire them for! A lot of those
ideas are from the editor, and then you fake it to the
[music] composer, and you tell that person, "This is whal
we'ra trying to do." He or she brings in a rough version,
and you say, "it's great, bul emphasize this more." The
composer goes away and comes back [with another ver-
sion]. So it does develop a lot differently from the way you
may have initially seen it. But it's fun, oo — working with
people who are good at whal they do.

JM: What aftracts you lo a project?

GN: It's different every time, | don't have a pattemn to my
work. Right now, because of how much | liked "Poe,” I'm
trying lo do more dramatic projecls, so I'm working with a
couple of different writers. It seems, at this point in my
career, that a 20-minute drama is kind of the next logical
step.



ast year around this time, I
went to gee American Beauty.
the time the theatre
lights came on, I kriew that T want-
el to write a great screenplay, T
warted to write somecthing that
affected others the way Alan Ball's
script impacted upan  me. S0 1
started my secript. I fervently
laboured on it each evening after
work. I would churn out pages and
pages and pages of seript but when I
Etopped to read them, the story did-
n't seem to bé going anywhers. As
wall, it appeared that my characters
never shut up and never seemed o do
anything. And, I was the only one
who found it funry . Basically, my
script looked nothing like American
Beauty. 1 decided to find out a bit
more about this scriptwricing bual-
ness .

I enrolled in a scresmriting
course at George Brown College. The
COUrse was an eye-opener - it turned
out Ehat the whole process wae a lot
more complicated than just coming up
with an criginal premiee. B2s well,
I had been under the impression that
most isportant element of a script
was the dialogue. Wrong. The dia-
logue is the last atep. 1In fact,
the key to a good seript is also the
Eirat step in the procesa -
structure. It's alss the most dif-
floult step.

Structure is the dirty word of
all creative projects. Artists tend
to believe chat structure impinges
on their imaginations and limirs
their wvision. ¥Yer sctructure im
egsential in all creative media - |t
provides the skeleton upon which
croative elements may be hung. It
a#lso provides a plan or outline that
can get a writer through the rough
writing epots.

To ward off bouts of writer's
bleck, a writer must have a clear
ldea of what direction the charac-
Lers are going to take and how they
are going to get there. Sheldon
Fosen, a playwright and writing
teacher, once told me that the
knowledge of your characters and
Htory must be so thorough that it
feeln like a memory. Even before the
characters have utteresd their firat
word, a writer must know what the
plot ie. 2and not just the general
idea, but every specific scene that
forwards that plok,

Time is of the essence in a
soript. A feature length Film
geript is about 120 pages long. Each
page usually represents a minute of
film. That means that every page
has to contribute to the story, The
story has to be comstantly moving
forward. Teo keep the action moving,
plots are traditiomally structured
along ten main structural beams.
Screemwriting guides may clte other
names for these beams, but the func-
tions and posltions of these beams
basically remain the Eams,
Structuré the plot according rto
these points and you will end wp
with a good script, or at the very
least, you’ll find out why your
premise won't hold up for 120 min-
utes.

In & classic dcript, tha plot is

divided Into three acts and the

structural beams fall at Impartant
points within the three act
structure. Act One is the St Up,
Act Two is the Confrontation, and
Act Three ls the Resolution. Plots
typically follew a main echaracter,
or protagonist, on a journey which
is driven by the protagonist‘s needs
and wants, known as vigible motiva-
tion. Act One sets wp the protago-
niet's motivation and asks the cen-
tral quesclon of the story - will
the protagonist get what he/she
wants? In Act Two the protagenist is
faced with roadblocks or challenges
to getring what he/she wants, which
may alter their initial wisible
motivation., Often, tenaion im cre-
ated by the fact that what the pro-
tagonist wants may be different from
what he/she needs. In Act Three the
question posed by the seript is
resolved. By this point, the pro-
tagonist has undergone some change
ar grewth.

In a 120 page script, the Set Up
takes place in the Eirst 30 pages of
the script, the Confrontation makes
up the longest portion in che middle
G0 pages, and the Resolution spanc
the last 10 pages. The following is
an overview of the structural beams
wiiich fall at different pointe with-
in these three acts; the main ocnes
mark the transition into the next
Aot

1. Point of Attack (POA)

The first structural beam is
known as the Point of Attack. The
point of attack has two functlons:
it introduces or creates the vigible

motivation of the protagonist, and
it raipes the overall question being
asiked by the gcript, visible motl-
vation not only drives the protago-
nist, 1t also drives the script -
the stronger the visible motivation,
the stronger the script.

The question raissd by the point
of attack will be answered by the
screenplay's climax, In Romeo and
Juliet, the Point of Artack iz the
moment when Fomeo pees Juliet for
the firet cime. From that point onm,
the question of the screenplay is:
will Romeo get the girl?

2. Turning Point One (TP#1)

There are two turning points. The
Firagt marks the transicion From che
Firat Act into the Becond (whereas
Ehe second turming point serves the
sama  purpose between second and
third). The turning point also has
other functions. It comes after the
Point of Attack and represents a new
challenge to the Protagonisc. It
also  indicates the Protagonist's
movement  from the Ordinary World
into the Special World {in which he
ar ghe remains for the rest of Act
T™wo). The Special World is a place
where the Protagonist has never been
before. The special world has itn
ownt aet of rules which the
Frotagonist may learn or may break;
it is a testing ground. A good
example of this transition is found
in the Wizard of Oz. The Ordinary
World in that Film s Ksnsas, the
Special World is 0z. The transitlen
ocourd with the tornado, To make it
even clearer, the (ilmmakers shot
the Ordinary World in hblack and
white and the Special World in
colour,

3. Aha Moment

The Aha Moment occurs in Act Two.
In the Protagonist, it marks the
shift frem adjusting to the Special
World to acceptance of it. 'The Aha
Moment triggers initial growth in
the protagonist, or indicates the
Protagonist's fivst taste of suc-
cess. The Aha moment also hints at
what will occur at the Midpoint. 1In
the ”'—Flﬁm of Qz, at the Aha moment
the Wicked Witch flles by asking
Dorothy to surrender. This Aha
Moment foreshadows tha Midpoint at
which time the Wizrard asks Dorothy
to get the Wicked Witch to surren-
der,
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Structural Beams

by Dawn Marie

4. Midpoint

The Midpaint is usually found at
page 60 of the moript. It has & few
functions: it provides a destination
for the Protagonist, and it divides
Act Two into two distinct halves,
with the zecond half being heavier
and darker than the firsc half. 1In
addition, the Midpoint triggers or
demonstrates the Protagonist’'s total
comnitment to the goal or a profound
Bhifr in tha plot.

5. Uh-Oh

The Uh-Ch Moment providea a mug-
gestion or hint of what will happen
at the =econd Turning Poinkt. This
structural beam either ctriggers
doubt or awe in the Protagonist.
The Protagonist (s left thinking
either "I shouldn’t “have gone on
this journey® or "1 can't belleve
what I‘m seeing.”

6. Crisis

Traditionally, the Crisis is the
high point of the scripc.. It occura
in Act Two at around page B0 o BS.
It can be positlve, negative. or a
ptalemate, IE the Crisis is nega-
tive, it will trigger despair in the
Protagoniet , If it is positive,
then the Crisis will trigger ela-
cion. If it is a stalemate then the
Protagonist cannct move either for-
wards or backwards and may require a
third party to get moving again.

The Crisis ultimately affects the
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Climax of the script. 1If there is
a negative Crisis, then the climax
has to be poaitive. If there is a
stalemate, then the climax can be
either negative or pogitive.

7. Turning Point Two (TPH2)
Thie Turning Point should change
the wvisible motivation of the

Protagoniat. The Protagonist will
have a new wvisible motivation or

will begin to develop a new one.

Thi= bpam alsco educates the
Protagonist to the solution.
In terms of context, Turning

Foint Two indlcaces the transition
from the second act Speclal World ro
the third act World. This may be a
return Eo the Ordinary World or to a
new Special World.

8. Climax

with the Climax, cthe guestion
raised by the Point of Attack ahould
be aneswored, If the film is a
romance like Romeo and Juliet, in
which the question raised iz "Will
the boy get the girl?®, then we find
out the answer to this guestion at
the script'a climax (I won't give it
Ay},

The above sight structural beams
make up the foundation of a script.
The ways in which they f[it together
will tie a story together. As well,
the beams help a writer to build
tension and maintain it. This is
particularly important in Act Two

whin it is harder te hold an audi-
ence's attention,

The placement of these structur-
al beams may be modified if your
story requires it. Hreaking struc-
tural rules can make a film more
interesting, such as in Pulp
Fiction. But as tLeachers alwiya
say, you need to know the rules
firmt in order to break them,
Learning the basic rules of
scriptwriring can only help you.

The above is a general overvies.
To learn maore about structure, there
are guides such as Robert McKee's
Stary which explain script structure
in great detail. For myself, I found
that taking a scoript writing clasa
was the best way to go. George
Brown College offers various writing
coliress throughout the vear. There
is a class for televieion scripta
and two feature film screenwriting
clansea (beginner and advanced). 1

atrongly recommend the classes
taught by Mika Rylaki.
Scripowriting is an art that

requires originality and imagination
ag well as attention to stroctural
detail. No matter the length, any
film banefits from a well-written,
well-sbructured soript. A good
script is what catches an audience’s
attention and keepa iC. It"s what
makes a film mesorable. And it is
structure that makes it all possi-
ble.



arly one Friday evening in

September, en route 1o visit an
alling relative, | noticed a poster for the
Japanese Animation Film Festival
(September 23 - October 15) while
standing on the platform at Islington
subway station, Immediately, | thought it
might be worth taking my 3 1/2 year old
daughter, especially since all of the pro-
ceeds from the festival would be danat-
ed lo The Hospital for Sick Children
Foundation. 1logged onto the Anime
North website (one of the festival orga-
nizers) and downloaded the details.

The Anime program consisted of a
series of animated films from Japan,
where animation is regarded as an an
form and audiences are not restricted to
children alone. The series included a
special collection of short films from pic-
neer direcior Tezuka (who direct-
ed such titles as Jungle Emperor Leo
and Astro Boy) and also celebrated fea-
tures such as Kiki's Delivery Service and
Princess Mononoke, both directed by
Hayao Miyazaki, one of the masters of
Japanese film. Before each presenta-
tion, short films showing the contempo-
rary cullure of Japan were screenad
courtesy of the Ministry of Foreign
Affairs of Japan,

| planned to go to the final afternoon
screening of Princess Mononoke, a fea-
ture film and one of the festival high-
lights, | would soon discover | made an
excellent choice. Princess Mononoke
generated quite a buzz at last year's
Toronto International Film Festival, said
Anime North's Director of
Communications, as well as being rated
as one of the 10 best films of '99, and it
was picked by Roger Ebert as one of his

favourites. Miyazaki's 35mm English-
version was made available to the festi-
val courtesy of Disney. By the time my
daughter Mia and | walked to the cue
outside the Royal Ontario Museum
Theatre, one of the Anime North volun-
leers was telling disappointed patrons
that tickets for the screening were sold
out.
A miniscule of a second later, anoth-
er volunteer appeared announcing there
was going to be an additional show at 4
p.m. due to the demands of the crowd. |
had already decided to call it a loss
because we'd be getting home too late,
but | figured if | wasn't going to see the
show, the least | could do was get a pro-
gram to help me with my article. Mia
and | worked our way through the
crowd, down the stairs and through
another crowd, until | spotted an Anime
North volunteer. | asked him if | could
please have a program, explaining that |
intended to write an article on the
Festival for LIFT's newsletter. He
replied, "Really?—Wait here a minute!®
Belore | could see where he had disap-
peared to, he retumed with a distin-
guished looking Japanese gentleman
and a young woman. All the volunteer
said to me was, "He'll be able to answer
all of your questions regarding the festi-
val," and hurriedly trotted off while |
barely managed to yell out *Thank-you."
| politely asked the man what his
affiliation was with the festival. He
mumbiled something in Japanese to the
woman while searching for what turned
out lo be his business card — when he
gave it 1o me | realized | was speaking
to the Chief of Japanese Diplomats in
Canada, the Consul Mr. Yu Takahashi,

and his daughter, Makiko. The
Consulate General of Japan was also
one of the Festival organizers, as the
festival is part of Access Japan 2000.
Mr. Takahashi told me that in a short
time the festival had grown in popularity
because of its reasonable prices, and
the chance to see the animation on a
big screen. He added, "over five-thou-
sand people attended the twenty-four
screenings. | think the people are inter-
ested in the fact that the proceeds will
be donated to the Hospital for Sick
Children's Critical Care Unit." M.
Takahashi graciously excused himsell
for a moment while | chatted with
Makiko, reappearing to present me with
a bicket for the sold-out screening!
Neadless o say, | was exiremely grale-
ful and accepted his kind gesture,

Mia and | went in lo see the show
and | thoroughly enjoyed it. Luckily for
Mia, she fell asleep hall way through,
missing most of the violent scenes. |
wouldn’t want her to have had any night-
mares or, aven worse, be in a theatre
full of people while she added to the
film's sound effects. | appreciated the
spiritual message of the film, which cen-
tered around the character Ashitaka —
banished from his people and slowly
dying from a cursed scar on his arm.
His journey towards "healing" takes him
1o the land of the Tatara clan, ruled by
Lady Eboshi and her people, who are al
war with the gods of the forest. The
tribes of the forest-gods join with San
(Princess Mononoke) and Ashitaka in
the struggle between man and nature,
as Ashitaka tries to stop the senseless
killing and destruction of the lorest and
its inhabitants. The two lifestyle pieces
shown before the feature were added
morsels of information, ideally suited for
avid environmentalists. | particularly
liked leaming about the nearly extinct
crane of Northemn Japan.

It is with sheer optimism | anticipate
that the Japanese Anime Film Festival
will occur next year, as | look forward to
being able to take in more of this fasci-
nating art form.
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(D:amglreoack

WEDNESDAY,
4:30 AM,

OCT. 18
TORONTO:

The cabbie who is driving me
to Lester B. Pearson airport

asks me where 1'm flying. When
I tell him “Austin, Texas.,® he
says, "Ah." as 1T everything

suddenly makes sense. and asks
me if I'm voting for Bush. 1
inform him that I'm actually a
native Ontarian and am only
going down for five days because
my S-minute videa., “Doctor
Virtuous®. is 5hnu1n? at the
Cinematexas Short Film & Video
Festival. He takes his error in
stride, but I wonder what seems
so obviously Texan about me.

I haven't slept in the last
24 hours, but, never having
travelled to show my work
before, I am too adrenalized to
care.

HOON, AUSTIN AIRPORT:

I am picked up by a final-
year University of Texas film
student named 5ean, with whom I
will be staying. He takes me on
a car tour of the important
areas, and I meet Spencer
Parsons, Festival Programming
Director and UT grad student.

He seems to like my video.
Therefore, I like him. (I am
not a complex being.) Sean and 1
pick uE my bicycle (all visiting
filmmakers are provided with
bicycles, which I still think is
the coolest idea I've ever
heard). [ eat lunch and bike
back to Sean"s place. The fes-
tival kickoff starts at 7.8e
tonight: an outdoor screening by
the Austin Cinemaker Co-op, the
local Super 8 collective [t°s
5:38 now, so 1 l1ie down on the
couch for a nap.

(Because I am an idiot.}

8:45 PH., SEAN"S HOUSE:

I am awakened by the entrance
of Sean’'s roommate, Dan. 1 see
the darkness outside the win-
dows and say. with sunken heart,
"Hi. I'm Daniel What time is
it?2® He tells me. and I Tly
like mad on my bicycle towards
downtown (a 28-minute ride)

The Cinemaker Co-op screening
will be over at 18. and every-
thing looks different in the
dark. Lost. Cursing. 5Self-
loathing., I cut my losses and
go to tonight's one other
SCreening.
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18:38 PH, TEXAS UNIODN
THEATRE
(Kurt Kren Memorial
Retrospective #1)

The Texas Union 15 a nice big
old University-campus theatre,
and the Kren films are eye-bat-
tering formalist pulsation and
orgiastic/scatelogical perfor-
mance-documents: an invigorating
slap in the face. Festival
Development Director Isaac
Hathes announces an opening-
night party of sorts at the
house he shares with Spencer
Parsons. Determined to salvage
as much as I can from my botched
evening. 1 cycle on over.

After standing silent for a
half hour, I ease into
conversation. I end up in the
kitchen talking te Spencer and
Carlos Garza (Festival
Archivist). Somehow I am desig-
nated representative of the

Canadian identity. and all I cam
think aof is to tell them that
1've seen Canadian films in the

Foreign section at Blockbusters
in Ontario, They are properly
appalled, The party does a bang-
up job of eradicating my early-
evening angst and I go back to
my couch happy.

THURS. OCT. 18

2:45 PH. ALAMO DRAFTHOUSE
(International Program &)

At any given time there are 2
or 3 screenings going on, 50
it's the standard festival expe-
rience of pick-and-choose, often

-~

Doctor Virtuous

at random. This screening is
fairly lukéwarm: no masterpigeces
except maybe Masaki Hosokawa's
"In The Cycling Park®, a wispy
minimalist Japanesé love story
which, 1f 1t were any smaller,
would disappear. But it’'s not
and it doesn't.

Biggest disappointment: there
are no §Q & A sessions for the
International Competition at
this festival, I realize, and
though they are certainly the
opportunity for supreme preten-
sion (on the parts of both the
Q'ers and the A'ers), I have
always found the idea of dia-
logue one of the most enticing
aspects of the festival experi-

éence., Plus I want as much lime-
light as I can grab. Oh well.
5:38 PH., ALAMO DRAFTHOUSE

("The Founder Effect, or The
Trouble With Asfans”)

A serfes of films and videos
by Asian-Americans/Canadians
dealing with the cultural-mish-
mash experience. Most striking
is "Behold The Asian: How One
Becomes What One Is", a video
ostensibly based on the "last
recordings” of an escaped Astan-
American mental patient.
Peadpan oveér-the-top fumny and
tragic.

B8 PH., ALAMO DRAFTHOUSE
{Abbas Kiarostami PFrogram &1)

Critic Godfrey Cheshire is
presenting his collection of
multi-generational video dubs of



Kiarostami's early shorts, oth-
erwise non-éxistent on this con-
tinent. The video quality is
boggling-1y low-grade, but some
clarity of vision still shines
thrnuih - particularly in a cou-
ple of educational films for
children which are either naive
or cynical or both.

Festival Lesson #1: Just
because you're in the
International Competition does-
n't mean you're eligible for am
award. Leafing through the pro-

ram, I notice that some of the

ilms have the word FINALIST
next to their title. I turn to
the 1isting for "Doctor
Virtuous® and see no such word.
Disapﬁutntnent followed by
half-hearted relief: at least I
don't have to hold my breath
walting to see if I win any-
thing. Yes, this i1s much bet-
ter,

12 MIDNIGHT, ALAMOD DRAFT-
HOUSE

Now I see what this theatre
is all about. 1It's packed
(about 368 people) for the
Midnight screening. and it's one
of these nutty places where you
can drink beer and eat guesadil-
las while you watch movies. My
host Sean (whom [ really like)
has a film showing, and my pes-
simistic worries that I'11 have
to spend three more days in the
hospitality of someone whose
film I hated are dispelled when
it turns out to be witty and
thoughtful, Whew, I wonder if
he has the same worries about
seeing my video.

2 AM. A ROOF BELONGING TO
SOME GUY NAMED JOSH., WHOM I
NEVER MEET
{*Trouble With Asians”®
tion)

recep-

Crowded, excited. and nice
warm weather. San Franciscan
culture-jammer Craig Baldwin is
projecting selections from his
reportedly exhaustive stock-
footage library. 1 meet several
people who seem genuinely inter-
ested 1n seeing my video, so I
tell them when and where it

... but I can sense the infor-
mation getting lost im the mass
of "must-see” events before I'm
done relaying it. 1 thinkit
might have been a good idea to
have brought postcards or some-
thing to advertise a little
more; my screenings may end up
being a little less largely
attended than I am hoping. (You
have no idea how true this is;
see Festival Lesson #3.)

FRI. OCT. 28

1:45 PM, TEXAS UNION
(International Program #7)

The program is nigh-inspira-
tional = e5p¢¢iall; Hichel
Chevalier's “Hand To Mouth.
Volume 1. which begins as a
simple ur1ttn*r$ptahin: perfor-
mance and evolves into a cryptic
act of faith. 1 give a u&
cheer as the rest of the audi-
ence members clap politely.

6:18 PH, DOBIE THEATRE
(Robert Frank Program #1)

The Dobie 15 a homey and
small collection of theatres -
kind of like the Carlton Cinemas
but with more Egyptian decor,
"Pull My Daisy" 1s a perfectly

oofy lark starring Kerouac and
ins er!. but “He And My
Brother a documeéntary about
Julian Urluvskr and his mental
illness, is so formally fintri-
cate and dense, and I am So
tired, that I feel I only glean
a third of 1ts meaning.

B PH, DOBIE THEATRE
(Jury Screening #1)

Everything at the Dobie is
running late today due to vari-
ous acts of god and projector.
so I unli have time to see a
couple of the jury members’
films before I have to go to
“my" screening. I have a happy.
if late, realization, though
(Festfval Lesson #2): Hey,
it's short films! You can walk
in and out in the middie of

:reenin#; With more ease (espe-
cially 1f you have a pass) and
less guilt than at a festival of
feature films,

9:45 PH, UNIVERSITY OF TEXAS
COMMUNICATIONS BUILDING "A"
(International Program #£4)

This is where my video’s
being shown; 1t's a UT lecture
hall, kind of htdden away down a
flight of stairs. 1 do a head
count at the hc;inninf of the
screenin ¢ople (counting
me and the prajecttnn15t! - twWo
of whom leave during the two
films preceding my own (Lessaon
#2 cominf back to haunt me).
My unrealistic dreams of a huge,
overly enthusiastic crowd -
which have been slowly eroding
for the past couple of days =
are now rubble. Festival
Lesson #3: Just because your
film's in a festival doesn’t
mean a lot of people are going
to see 1t. I indulge my self-
pity mechanism to full capacity
and consider just going back

home to 51!1? (funny how easily
and quickly I've started calling
this couch “home™). 1'wve seen
too many films and am feeling
too loWw to expect to get any
enjoyment out of the midnight
screening.

12 MIDNIGHT,
HOU
(Midnight Program #2)

But 1 go anyway.

I walk in just as the first
film begins: Don Hertzfeld's
animated "Rejected”. "My spoon
is too bigl... I am a banana!...
You are watching the Family
Learning Channel." Within 30
seconds, theseé three phrases
make me laugh uncontrollably,
and I am suddenly, stupidly, and
gratefully cheered,

1 take a break 1in the lobby
and see Bethany (Sponsorship

ALARO DRAFT-
SE

Director). who invites me to a
semi-un-official party. When
the screening finishes, I cycle

there, and the company and
conversation finish the healing
that "Rejected” be;an People
keep saying “Oh. vé& heard
Toronto's 50 ;reat when 1 tell
them where I'm from, and 1 keep
telling them that Austin seems
very similar. Maybe it's
because [°'ve only been existing
here in festival-land., or maybe
it's because the festival seems
to be half-staffed and attended
b¥ UT students {(which makes its
size and professionalism doubly
impressive to me), but everybody
I've been meeting seems of the
same ilk as the p:nple 1 know in
Toronto: easygoing Tilm folk
more interested in producing.
seging, and talking about films
than in industry. Cinematexas
seems to be a festival of
screenings. not a film market.
And so the Frophecy of the
Torontonian Cabbie is fulfilled
- maybe I'm a little bit Texan
after all.

SAT. 0CT. 21

11 AM, MEXICAN CENTRE FOR
HEXICAM-AMERICAN CULTURAL
ARTS

("Press Play To Agitate")

1:30 PH, TEXAS UMION
("Austin ﬁf & Ear Broken
usi

A program of media-jamming
curated and presented by Craig
Baldwin, and a series of videos
about an avant-garde music per-
formance. 1 sleep through both,
sti1ll at home on the couch.

Festival Lesson #4: Just
because you're at a festival
doesn"t mean you have to go to
everything. Once I accept this,
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realize that seeing everything
1 B

%1 o
L ok

result in seeing a lo
of stuff I'm too tired to enjoy
Hence sleepyOf course, I go to:

3:45 FM, TEXAS UNION
{Internatfonal Program #4)

for the second screening of
my video. The furnout 15 minor,
but somehow today's 40 seems
infinitely larger than last
night*s—15s Festival Lessan
#5: Talk to the projectionist
befare the screening
Everylh1ng went fine last night.
and 'l hadn't even told the pro-
jectionist that my audio levels
are pretty low and he could
crank them up a bit, so I
assumed that all would be fine
today. Mot so. 1t begins, the
audip is inaudibly low, and I
nave to speak up and reguest
cranking. ALl goes well after
that - nobody cheers, but nobody
hurts me,

5:36 PM, TEXAS UNIONM
(Kiarostami Program #2)

More Iranian childhood-
oriented goodness at low resolu-
tion. (Incidentally. Festival
Lesson #6: GeEtting a complimen-
tary bicycle seems like less of
a Brilliant 1ded when 1t°s pour-
ing rain all day.)

B PM, TEXAS UNION
{dim Jarmusch "Love and
Sprockets")

The big 1 15 on hand to pre-
sent _a program of his favourite
short films. including "Towers
Open Fire" by W.5. Burroughs &
Brian Gyson. and a motorcycle
safety film by Carl Dreyer(!)
Jarmusch becomes my neéw personal
hero (negating “CGhost Dog™) when
he responds to one of the oblig-
atory useless and pretentious
audience guestions with "Could
you p1E35E make the question a
little more vaguetd"

11:30 PM, JARMUSCH RECEPTION

This is in some incomprehensi-

ble builaing which 15 either an
airplane hangar or where
Rindergarten playgrounds go to

die.” 1 spend most of the night
talking to local students and
visiting filmmakers whom [ ve
already met, and we have some

Eood conversation about our
HOTKS.

SUNSRDC TN 22
AFTERNOON
I decide to forgo screenings

and spend the day biking around
stival-related art

Austin Museum of Art This is
rewarding and a nice way to
spend my last oay LRoughn L
still bloody raining. I somehow

meet a tiny. crazy 18-year-old
named Isabelle., who generously
offers to drive me and my bike
to the spot where I must return
it. This 15 an adventure, and
nothing gets crushed, mangled,
or broken, I swear.

8 PM, DOBIE THEATRE

I take In the last screening
of the festival - and thank God
because 1 get to see Matt
HcCormick' s “Sincerely, Joe P.
Bear®, a Super B lost-love let-
ter that combines found footage
and babyish poetic marration
into an exguisite 7-minute
expression of pure pining. |
skip out on the last film (see
Lesson #2) to go to the awards
ceremony/closing reception.

Festival Lesson #7: These
cards you wear round your neck
are a good thing. While I wait
for a cab that never comes, Etwo
people see¢ my card and ask am |
going to the ceremony, and do I
need a ride?

9:45 PM, EMPANADA PARLOUR
{Awards Ceremony)

The night from here on goes
Hay too fast I keep telling
people I don't want to fly back
home yet; all the socializing
I["ve been doing has been Tully
schmooze-free and friendly, and
so I don"t feel at all superfi-
cial saying that the parties and
the people here have been my
favourite part of the experi-
ence

Afterward, small-scale get-
together at Spencer & Isaac’s
Greg and Bryan, two filmmakers
whose f1ims I missed. are here

s0 we watch their VHS copies
tand they re great) Greg. who
missed both of my screenings and
Was genuinely regretful, asks it
I have a VHS copy of "Doctor
Virtuous I do, so we watch

it

Festival Lesson ¥#8:
Alluring and ego-boosting as the

fdea of a festival screening may
be., watchin your movie on a VCR
N | Vyin 4 rO0m WITOD nNTnNe ALy
ple can be equally or more
rewarding They wouldn "t hawve
seen it 1T 1 hadn't come, and it
Was all worth 1t

It's soon time to B0 home,
and 1in the morming 1t will be

Lime To EO Home

Check out the Cinematexas web
¥

5rLe I WHW, CTNEmalexas, OrE ror
more i1nrarmati'on about [ne res
I | and some great inks [o

o Ffilm festivals and




florman Jewison, David Cronenberg, Joln Woo, George Romero...

sound editorial for motion ¥ pictures and television

..are some of the filmmakers we are privileged lo work with.

From the first time filmmaker to the big budget studio feature.
Urban Audio makes sure your project sounds great !

We offer a Complete Post Audio Service.

Very Special Discounts for LLF.T. llembers !

If you would like our resume or have
any audio questions please call us anytime.

| 424 Rdelaide St.East Toronto M5A 114 email: urbanaudio@home.com
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~ Netscape: IFILM The Place for Internet Film — —

4« » ¢

Back Forward Reload

D2 2l G &S5 & §
Home S-Ek’d'l MNetscaps Images Print Security Stop

" Location: & ihttp £ Hwrvew il ool

Snmh on the Internet

| @&

IFILM PICK

watch now >

C! True Holhvwood Story: The Life of
Jackie: Fazt-lane flameout
IFILM FAVORITES

2013: A Bill
QOdyssey

TODAY'S COOL CLICK

wiatch now >

ADVERTISING RATES
(PER ISSUE)
- | -~ - i
! FAS Classified ads (approx. 30 words)
LIFT mambars

£ 500
HOLI.DA

5 25.00

i T—

Ads:

()

‘ Discounted rates lfor more than 1 issue
Upcoming deadlines

Jan. 12 2001

Caontact the office for details. SB8-6444

“H-l:ullwﬁ:lcrd,-fnlc.“

NEWSLETTER
NOTICE BOARD:

The Mewsletter accepts story ideas on an
ongoing basis. Need voluntaar hours?
Want to write?

Phone/fax LIFT or e-mail Larissa at:
fanburke @interlog.com

Upcoming
deadlines:
Januar1y 5,
200
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LIFT is seeking a guest editor

for the March/April issue

of the Newsletter. Proposals for a
theme issue are welcome but not
required. Please send a resumeé and
cover letter to

Barb Sniderman c/o LIFT, 37
Hanna Ave. Suite 301, Toronto, ON

MeK 1Ws5 by January 5, 2001.

On the Back Cover: from the Maoving Pictures Festival Trailer,
dir. Gregory Mixon.

1/8 page (3 1/2° x 2%) $ 60.00

1/4 page (3 5/8" x 4 5/8%) $110.00

NEWS & FEATURES 1/3 page (2 1/2° x 9 1/2%) $120.00
1/2 page verlical (3 14" x 9 1/2") $1B0.00

1/2 page hurl.runml (x4 347 S180.00

Mfw.@ full page (7" x 9 1/27) $240.00

;l mnside back cover (7" x 9 127 S350.00 |
outside back cover (7° x 9 1/2%) S400.00






