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FAULTLINES:

By EYLEM KAFTAN

Sulls: Eylern Eaftan and Eral Aral

DIARY OF A D

WO years ago, | was planning to make a film
in Eastern Turkey. The day | was about to
leave Ankara for this project, one of the
biggest earthquakes hit Western Turkey,
where my hometown is. All the railroads were
closed, bus trips were cancelled. | made a
decision to go west, to my hometown, to vol-
unteer in the earthquake zones. Faultlines
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came out of this expenence. Shoton DV, it is
a personal and political documentary of the
earthquake victims who were |eft alone not
only during the quake, but also in the after-
math, when théy needed proper shelter, food,
healthcare and moral suppoart. This is a diary
of its making:



AUGUST 17, 1999, 3:15AM

The deafening howling of dogs wakes me; it
feels like there are thousands of them. | am in
Ankara, the capital city of Turkey. The bed
shakes like a cradle faor what feels like an
eternity. | know that it is an earthquake. It is
pitch dark. In those 47 seconds, | think about
many things: our helplessness before nature,
our closeness to nature, our solitude and
togetherness.

AucusT 18, 1999

A friend wakes me up to tell me there was an
earthguake in Istanbul. At least one hundred
people have died so far. | leap from the bed in
tears. | keep calling Istanbul. All the electricity
and telephone lines are down; the only device
that wiorks is the radio, | learn that the epi-
center is my hometown, Cinarcik, a few hours
from Istanbul. | learn that my family is okay.
The death toll increases to 4,500,

AUGUST 19, 1959

Turkey is shaken by constant aftershocks.
Thousands of people are stranded under the
rubble. The government is dysfunctional;
there is a lack of sufficient eguipment and
manpower. Later | learn that for Istanbul, a
city of 15 million people, the number of res-
cue workers is anly thirty-six.

AUGUST 20, 1999

All the roads are closed, and the bridges have
collapsed. | reach my hometown after a long
journey. My family wears the same amazed
expression on their faces as | have seen an
everyone: it is the expression of survival, of
being alive. Everyone talks to each other in
the earthquake zones. Everyone feels the sen-
timent of brotherhood and sisterhood.
Everyone wants to share his or her story.

AuGusT 21, 1999

There are still people stranded under the rub-
ble. The death toll is said to range between
17 and 45 thousand. Everyone wants to help.
We join the rescue efforts, collecting blankets
and food and helping the rescue workers. |
sleep in tent cities and speak with victims, try-
ing to console therm.

AuGusT 22, 1999

An 11-story building right behind our own
collapses, killing a friend and twenty-eight
members of a family. A 19-year-old is the only
family member who survives. My father men-
tions his name, Bora. He later becomes the
main character of my film.

AuGusT 31, 1999

| have to leave Turkey because my schoal will
start soon in Toronto. | am saddened to leave
my hometown, | feel like | am leaving my
roots there. | feel that | am part of a kind of a
revalution and by leaving | am abandoning it.
Volunteer support from all over Turkey suc-
cessfully helps victims build tent cities, receive
food, rebuild their infrastructure and deal
with their trauma,

SEPTEMBER 1999

Back in Toronto | tell my stories to my
Canadian friends and show them pictures. |
made many friends while volunteering who
are still helping in the tent cities; | miss them
terribly.

One night while | am out at a bar with
friends, something dlicks. | want to go back,
to be a part of this memory. | start locking for
funding. | call all the airline companies franti-
cally, but tickets are expensive. In the end, my
volunteer friends from Turkey collect money
and provide the flight ticket. My supervisor
allows me to leave my teaching position at
York University for one week. A digital cam-
era is provided from Turkey, and a profession-
al cinematographer from national Turkish TV
agrees to be the cinematographer for free.

We shoot for one week. We stay in the
zones. Nothing seems to have changed since
the guake. There is frantic rubble removal
everywhere. Everyone we meet in the zones
seems to have lost someone; they all accuse
the government and contractors. Some blame
the guake on homaosexuals, prostitutes and
transvestites—they say that God punished
them for being so “immoral.” Yet their preju-
dices are defied by the support they receive
from those "immorals,” Longhaired young
men with piercings and urban transvestites
volunteer for the victims.




The aftershocks never stop. People are in a
constant state of fear. The tent cities are
chaotic everywhere there are long line-ups
tor food, toilets, rental aid, etc. | can't help
but feel that nothing can adequately repre-
sent what | see in these days.

OcroBEr 1999

On my return to Toronto | am robbed in the
Chicago airport. | lose all my money and my
tickets and passport, and am stranded in
Chicago for two days. But somehow | man-
aged to switch my tapes to another bag just
betore losing everything else—tiny little digital
tapes where the memory of a special one-
week is registered forever,

One block is gone—namely shooting the
raw footage. Now another struggle starts. |
shot on pal; | have 1o transfer to NTSC. It
Costs close to a thousand dollars. A Turkish-
Canadian filmmaker living in Montreal covers
the expenses and lets me use his Avid studio.
Then my constant journey between Montreal
and Toronto starts

FEBRUARY 2000

| examine my footage. | follow the news.
Earthquake victims are still homeless, living in
bad conditions. | want to take a break from
the video and fly back to Turkey again, to fol-
low up on the aftermath.

AuGusT 2000

I finally get the chance to return to Turkey. My
boyfriend Craig comes with me as the cine-
matographer. | arrange our tickets so that we
will be there at the anniversary of the earth-
quake.

AugusT 17, 2000

People gather in squares to commemorate
the victims of the quake. They want 10
remember the solidarity they felt during the
quake, they want to feel like brothers and sis-
ters again. There is a campaign running all
over the country, organized by a leftist news-
paper, which says, “We did not forget, We
won't forget.* People turn on their house
lights at 3am to remember! But at urban cen-
ters far from the earthquake zones, there is a
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certain apathy. Survivors feel hurt that they
are being forgotten. | learn that more than
10,000 people are still living in tent cities.

AucusT 18, 2000

In the earthquake zones, there are meetings
and demonstrations, At the epicenter, over
>,000 people, angry and disappointed, gather
in the squares. Craig and | go up to the top
of a wrecked building to shoot the meeting
from above. We speak to people whose chil-
dren were lost during the quake. Some peo-
ple suspect the medical Mafia have stolen
injured children from the hospitals and sold
their organs.

AuGust 20, 2000

I visit Bora and others who are still living in
prefabricated houses. There is a government
campaign all over the country boasting that
they have accomplished a lot since the quake.
The wictims disagree. | visit homeless people in
the zones and discover the government is
forcing the inhabitants of tent cities to pay for



the electniaty. Unemployment has risen to
150,000 people since the quake.

| speak to government officials, but they
ara in comalete denial of their failure. | meet
a girl who was abducted from the tent city,
raped by four men and shot. A wnlintesr
growup provides her treatment

Winter 2000

Back in Mentreal, | am anxious to finish the
project but cannot use the studio as often as |
would like. | also face a lot of technical prob-
lems. Initialy | was hoping to finish the wdeo
in a few months, now it has been almost a
year and a half.

Winter 2001

| need feedback, but the wdeo is made in
Turkish and | den't know many Turkish peo-
ple. It all taces time, | make a few rough-cuts.
Since | am the only one looking at the proj-
ect, it is redlly difficult to step back. it takes a
long time to come up with a structure that |
am totally satisfied with. When | was shooting

| wasn't thinking about structure; | like to lis-
len to people’s testimonies, | like an impmo-
sised way of shooting. But in the editing
suite, 1 feel like | am creating a whole differ-
ant piece. It is so difficult to cut shots because
there is so much meaning attached to them
sometimes you need 1o be cruel about your
work, There are an infinite number of
options, but somehow | have to follow my
intuition.

I work with a variety of footage: daily ife in
the tent cities, political demonstrations and
meetings, interviews with the victims, as well
as archival material. The story starts to take
shape. It opens with the victims chronidling
the night of the quake, the rescue process,
and their desperate attempts to find their lost
ones. Then it moves to Bsues of housing in
the cold winters, health problems, and resist-
ance and organizing against the government.
Bora and Aslan, who lost many family mem-
bers in the quake, emerge as its main charac-
ters. Huseyin becomes another important
character, he quit school to volunteer in the
iftermath and has saved many lives.

| weork with musicians and we complete an
criginal soundtrack. Unfortunately, the studio
| have been working in is starting three new
productions and | have to leave before finish-
ing the edit

Supmer 2001

Right now | am looking for a new studio to
finish my documentary. It is finished in my
mind. | read Sculpting in Time a lot by
Tarkovski. | know that | have to sculpt a lot.
The more wark | put in, the better it is going
o be.

| have learned a few important things.
Independent film and video making requiras
rigorous determination; it takes courage to
make people believe in your project. It is a lot
of asking for help. More than that, it needs a
Ict of patience. It is not for impatient people.
You have a dream and you need 1o carry that
dream vibrantly all the way along.




Exhibit 1

DIGITAL EDITING S

A BASIC GUIDE &«

et me begin by saying that | am what you
might call a "techno-spaz® and a novice film-
maker. | know what you're thinking: digital
editing systams are technical. However, my
intenition is to shed a litthe light on the subject
for anyone who might be looking into pur-
chasing a consumer digital editing system—
novice and expeienced filmmaker alike.
Maore specifically what are some guestions
you might want to ask yourself, and the per-
son you are buyng from, that will help you
purchase the system that is right for you?

There are a myriad of variables when look-
ing at these systems. Bul perhaps the best
way to begin is fo give you a basic definition
of a digital editing system:
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effects. When the editing is completed, it can
be exported back to DV tape or DVD for
Viewing.

Exhibat 2 illustrates the basic process when
your raw footage is in analogue form (such as
VHS, S5VH5 or Beta 5P). Consumer DES are
normally geared for digital inputs and outputs
(i.e. shooting on DV and finishing in a digital
format, whether it be DVD or for distribution
on the Web), so if you have video footage
shot on traditional analogue tape or have

Exhibit 2

Digital Editing System (DES): a comiy- |ESbBLE Sask Biing Pracess Wit Ansiogus Medkis iputs snd Outpuss

nation of hardware and software that
allows one to “capture” (or digitize) ana-
logue or digital footage into a computer,
edit the picture and sound using editing
software, and output the final cut back to

an analogue or digital form so that it may
be viewed.

The editing process with these systems dif-
fers depending Lpon the media that you orig-
inally shot on and the media you wish to fin-
ish on. Exhibit 1 illustrates the process if you
are dealing with digital inputs and outputs.
Exhibit 2 illustrates the process if you are
working with analogue inputs and outputs.

As Exhibit 1 shows, If your raw footage is in
digital form (i.e. digital videa, or DV), you
transfer it from your DV camcorder to your
computer directly via firewire—a specialized
cable and port designed for Uhe punpose (i,

Ezhibil 1: Bask Editing Process With Gigital Media inpuls and Outputs.
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transferred your film footage to video, you
will need a "video capture card” (the Matrox
RTMac, for instance) and possibly a “break-
out/transcoder box™ to mport your footage
into your computer (callzd “digitizing™ your
footage). The video capiure card is inside your
computer and the breakout box 15 a piece of
hardware that has an “5-Video™ jack that
allows footage to be imported into your com-
puter at a higher resolution than a standard
RCA jack. Once your analogue footage has
beer "digitized" into your computer, you can
then edit picture and sound in the same man-
ner discussed above, using the same edit soft-
ware. When editing s completed, you per-
form the same procedure in reverse (using the
breakout box) to export your digital final cut
1o the desired type of analogue tape.

50 what are your options for digital editing
software? There are many editing software




packages out there and many different ways
to edit footage, depending on your needs
and what you are using the footage for (i.e.
do you just want to show your Wally Warld
footage to your Uncle Zeke, or do you want
to submit a film print to some festival in
Peru?). Here are some of the options:

1. Editing software that is included when you
buy a computer. For example, iMacs come
with a product called iMovie. These software
packages provide limited editing options (i.e.
number of videafaudio tracks and limited fil-
ters and effects).

2. In-camera editing on DV camcorders. This
option offers even fewer editing options than
something like iMovie.

3. Software for your computer that comes
with your DV camcorder purchase. For exam-
ple, the Canon GL-1 camcorder comes with
Media 100’ CineStream editing software.
Tewo notes of caution here: (1) you may not
have the proper hardware to support the soft-
ware (either in terms of power or compatibili-
ty), and {2} some camcorders do not allow
you to “digitize” analogue footage directly
into your computer—in other words, you
have to transfer your VHS tape to DV tape,
and THEM import into your computer using
the camcorder (with possible generation loss).

4, Consumer software that you purchase for

your home computer. For example, Final Cut

Fro 2.0 or Adobe Premiere 6.0. Again, make

sure your computer can support the sottware
and all of its compenents before you buy.

5. "Turnkey" systems for the software pack-
ages mentigned in (4) above. These are sys-
tems that include the computer with the edit-
ing software. You may pay a little mare for
the hardware components, but you are guar-
anteed to get the most compatible hardware
for optimum performance of the software. If
you already own a computer, this is probably
not the best option for you.

6. Lower-end professional software geared for

the consumer market. For example, Avid's
Xpress DV v2. Better in some ways (Superior
media management tools) and not so good in
others (higher cost and “real-time" editing
not available). "Turnkey" systems are also
available for these packages.

Each of these options, some more recent
than others, are far cheaper than professional
systemns (Avid professional systems, for exam-
ple, typically cost anywhere from $1 30,000 to
£ 160,000). Furthermore, consumer DES's are
developing new features all the time. For
example, some of the most recent new fea-
tures are "real time editing” (where you do
not have to wait for the DES to render
efiects—you get to view them immediately
after you create them), “digital delivery on
VD" (for an added cost, usually), and “web
streaming” (where, according to Adobe, you
can "output multiple files optimized for
streaming”). You can consult the web for
specifics on other options that might be avail-
able. Sites for what are widely deemed to be
the industry leaders in consumer DES's are as
follows: www.apple.com, www.adobe.comn,
and www.avid.com. A useful general web site
which includes comparisons between systems
is www.digitalvideoediting.com.

Perhaps the biggest consideration when
purchasing a system is if you need a broad-
cast quality image, in which case you will
probably have to purchase additional software
{such as CineWWave from Pinnacle Systerns)
that allows you to have zero compression
when you digitize. Typically, when you digitize
your footage the information is compressed
to save both hard drive space and processing
time when you edit (known as an off-line
edit). However, compression causes a loss of
image quality, so once you have locked the
edit, you would redigitize only the footage
you are using at a much lower, preferably
Zero, compression rate (an on-line edit). If you
rmeed a broadcast quality image and you do
rot have the zero compression software, you
may need to move to a professional system to
finish your edit (“broadcast quality” is a




Exhibit 3

oplions you
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somewhat nebulous term which varies
depending on who you are talking to; it's pos-
sible that if you shot on DV originally the
image gquality may be good enough without
2ero compression), Two words of caution
about zero compression software: (1) the soft-
ware can cost upwards of $12,000, and (2)
you will need much maore hard drive space
available to hold component/zero compres-
sion footage.

Another consideration is if you have shot
on film and want to finish on film. In this case
you will need to set up your system to handle
analogue inputs and outputs (see Exhibit 2)
and you will also need to purchase neg cut
softwara, such as Film Trakker, The software
generates negative cutting instructions to
enable your neg cutter to conform the film
negative to your digital edit, and you can
then strike a film print. Neg cut software can
cost anywhere from $3,000 to $4,000.

Exhibit 3 shows a comparison chart of three
industry-leading DES's geared for the con-
sumer market; Apple’s Final Cut Pro 2.0,
Adobe Premiere 6.0, and Avid Xpress DV v2.
This chart reflects turnkey DES' (with certain
assumptions, as noted). The prices on the
chart are for "turnkey” systems, but do not
include the following: (1) software for zero
compression; (2) neg cut software; (3) DVD
burner; (4) DV camcorder; and (5) VHS, 5
VHS, Beta SP or any other decks for input or
output of analogue images (keep in mind that
these decks can also be rented). Generally
speaking, you get what you pay for.

For instance, Avid is known for having
exceptional media management tools. And if

Eu'—-mhmm Prices will vary depanding upon whee F':'?Hﬂm
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you are using the Avid Xpress DV v2, it will be
easier for you to transfer to a professional
Avid system to do an on-line edit if you need
to. You will be able to transfer not only your
Edit Decision List (EDL) but your filters and
effects as well—so you won't lose all those
cool effects you worked on in the off-line
edit. Additionally, if your intention is to
become a professional editor for feature films,
you will have the benefit of being able to say
you have a working knowledge of Avid (an
industry standard for bigger budget Canadian
and U.5. productions). On the down side of
the Avid system is that zero compression digi-
tizing is not possible, so you might not get
broadcast quality if you digitize your film
footage that was transferred to video

Apple's Final Cut Pro 2.0 is becoming more
and more popular with professional editors
because it offers so many add-ons that give
you much of what a lower-end professional
system has. For example, it has more video
tracks than Adobe Premiere 6.0 and the
media management tools are slightly better as
well (for example, deleting digitized footage
from your hard drive can be done n one slep
as opposed 1o two steps, as is the case with
Adobe), Furthermore, Final Cut Pro 2.0 has
the ability to work in HOTV (with added costs,
of course) and can accommaodate zero com-
pression softwane.

Adobe Premiere 6.0 (the least expensive of
the three) does all of the basic functions that
one might need for one’s own projects of cor-
porate projects. it even has an advantage over
Awvid Xpress DV v2 in that it can do “real time
editing.” While it may not have the same




degree of media management flexibility that
the other two DES's have, the differences are
minor (depending on the purpose of your
work, of course). Furthermore, you are not
locked into buying Mac hardware, which is
always more expensive than PC hardware.
Premiere i also capable of zero compression
digitization,

One final note about the consumer DES's
discussed above: there are many more oplions
out there. | have picked these three because,
according to several sources, they appear to
be the industry leaders. However, | would
strongly recommend doing your own research
carefully and comparing each system against
your particular needs before you buy,

To help you in this task, here are a few ques-
tions that you may want to ask yourself:

What Is my budget? As we have seen,
prices vary (not only from system to system,
but from retailer 1o retailer),

What am | going to use these films or
videos for? Are they for broadcast on televi-
sion, submission to a film festval, corporate
video clients, or just home movies? If your
praduction is for broadcast or for finishing on
film but your budget does not allow for the
added cost of zero compression or neg cut
software, you might be advised to rent a pro-
fessional systemn at a rental facility (i.e. Media
100 at LIFT or Awid at Charles Street Video)

Am | planning to make many films/videos?
This might be an argument for getting a high-
er-end consumer DES (especially if you are get-
ting paid for the filmsAideos you are produc-
ing, and/or your budget allows for it).

How many filters and visual effects will |
need? The more different types of specialized
visual effects and filters that you require, the
mare powerful a system you will need. Once
again, if your budget cannot support a high-
er-end consumer DES that has the functions
you need (or the cost of additional software
to get the effects you need), you might want
to consider renting a professional system.

Am | under time pressure for each pro-
duction that | create? For example, corpo-
rate clients sometimes want many changes
done very quickly—this would argue for a
consumer DES that supports real time editing
(so you do not have to wait for rendering).

Do | already own a computer? If you are
thinking of purchasing editing software and
you already own a computer, take extra care
that all the components are compatible—
there are some components in your computer
that you may not even know exist that could
cause problems when you go to run your
software (i.e. a graphics card). The manufac-
turer will probably have a web site and you
can usually get “system requirements” speci-
fied so that you can confirm that you have all
the necessary hardware. Many retailers spend
hours configuring “turnkey” systems for their
customers before delivery.

Am | a novice or an experienced filmmak-
er? If you are a novice and have no plans of
becoming an experienced filmmaker, perhaps
a lower-end consumer DES would suit your
needs (or maybe the in-camera editing func-
tions of many DV camcorders is enaugh for
you). If you are an experienced filmmaker or
plan to become one, you might want to opt
for a higher-end consumer DES or rent the
professional systems as discussed above.

One final note (I promise): for this article |
have relied upon information provided by
manufacturers (Avid, Adobe and Apple), and
resellers (Vistek and the Computer Systems
Centre). | urge anyone thinking of purchasing
a consumer DES to do their research and ask
as many guestions as they can. With that
said, | hope this article has shed a little light
on consumer digital editing system options,
and that it will help you if you decide to pur-
chase one.
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Super-8, a panel discussion about the medi-
mings.which ran a wide gamut
d subject matter. For
p sight of that
dium, the week-

peerol us who melt'd
grainy, somewhat surrg

3ti by an exhibition
atogr gre made from
low-ups of Super=8 frames. These little hard-
ed moments acted as a counterpoint to the
ing and often fanciful images of the films
felves, Allyson Mitchell's still was a com-
: haunting picture of a lone fig-
etro subject matter comple-
p graininess of the medium.
mage of an approaching car
kable depth of perspective and
contrast, a%if the kinetic energy of the film
had been extracted and packed into a single
frame. And the dappled light in Christina
Zeidler's photo of a street corner gave the
urban scene an exgquisite, fantastical atmos-
phere (featured on front cover).

The technique for taking photos of Super-8
frames is described by John Porter in a book
launched at Splice This! Recipes For
Disaster: A Handcrafted Film Cookbook is
a collection of articles, tips and ideas on
hand-made filmmaking from across the conti-
nent, compiled by filmmaker Helen Hill and
including contributions from various LIFT
members. This book can be found in the LIFT
hibrany

Daniel Cockburn's two-screen work kicked
off the Saturday night slate, setting the bar
high for the evening. Psycho/28 x 2 is an
intriguing comparison of the top left 28th of
the screens of the Hitchcock (1960} and Van
Sant (1998) versions of Psycho. The mathe-
matical approach to this canonical thriller
scene was a witty deconstruction of the vast,

Still: Doarperson extraondnare, Miada Kovacova, photo taken by Pamila Mathanu
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F I_lFE By SHANNON BROWNLEE

industrial Goliath of 35mm. Also that night,
Christina Zeidler's Tantrum was a quirky,
well-paced slice-of-life of a very bad day in a
whiny rollerblader’s life. Malcolm’s Super-8
Defence Missile Shield by Malcolm Rogge
was a challenging collage of plundered and
ahstract footage. It succincily created a series
of shocks to the system with a combination
of innocuous and devastating images. Keith
Cole and Michael Caines's Pifiata depicted
the ersatz Latin-flavoured encounter of a
threesome with clever humour and a loose,
luscious cinematic style.

The heterogeneity of LIFT members’ contri-
butions to Splice This! suggests some of the
diversity of Super-8 applications and culture so
wonderfully supported by the festival. In a
panel discussion on ways in which Super-8
penatrates our lives and art, enthusiasts of
small gauge film emerged as a resilient group,
perhaps the maore so for the habits of spon-
taneity and lateral thinking engendered by the
practice of a tiny but affordable medium. The
internal, artistic, and political experiences of
panelists Jonathan Culp, Steve Sanguedolce,
Helen Hill, and Louise Liliefeldt point to a
healthy and open future for Super-8 culture,
Look out for Culp's Stupid Journey 3, a zine
which will include information about a possi-
ble grassroots exhibition circuit.

May the cameras keep rolling towards
lanuary 8, 2002, the next annual Global
Super-8 Day.

(Apologies to those LIFT artists whose films
| was not able to see.)

"‘




FESTIVAL FACELIFT: WWS F F Bv/Diites CocKmimN
I AMm A

he question: How would Toronto's Worldwide
Short Film Festival {(*WWSFF" to its friends)
be different this year, having been taken over
by the CFC? The answer. For the first ime, it
felt like a festival, an event with the sense
that films are made by living, speaking
beings, rather than emerging from the face-
less realm of distribution. Images, Splice This!,
and the TIFF all have this sense, but in past
years the WWSFF has felt more like an accl-
dent than an event, as if one of the Eaton
Centre cinemas just happened to be showing
short films. The new WWS5FF, however, had a
definitive, ~here-we-are tone” nght from the
beginning.

The opening gala screening packed the
Uptown 1 with a program of Oscar wanners
and nominees which proved the Academy’s
taste in shorts to be congruent with its taste
in features: impeccably crafted narratives of
wafer-thin amusement, sentimental fables, or
de Sican tragedy with a palatable sheen.
However, there were two welcome anomalies,
both animated; The Periwig-Maker gave the
Black Plague a distanced, terrifying beauty,
and Rejected was crudely drawn, reprehensi-
ble, and the funniest fucking movie of 2000.
The evening was introduced with genuine
zeal by new Festival Director Shane Smith,
and the days of under-appreciated Eaton
Centre screenings seemed far behind.

The festival organizers didn‘t blow all of
their energy on the opening either; program-
mer Barbara Goslawski in particular brought a
giddy energy and a deft moderator's tongue
to the Q&A's in the Canadian programs,
which included a strong LIFT contingent: Ryan
Feldman's self-referential, self-loathing
Eulogy/Obverse, Midi Onodera's LIFT 20th
Anniversary film Slightseer, and Lisa Hayes'
audience-winning My Grandma's
Boyfriend, among others.

Festival founder Brenda Sherwood's interna-
tional programs were the most consistently
strong. Suffice it to say that within one hour |
saw three mini-masterworks: Je t'Aime John
Wayne claimed the French New Wave for the
UK (or at least Its protagonist tried to), Field
articulated youthful boredom with a rhythm
slightly unlike anything I've ever seen, and

AND
? How !

Ring of Fire was a jaw-
dropping animated stam- c:‘;“s:g:l
pede through the inferno H .
of cowboy carnality.
The special program-
ming was more hit-and-
miss. A full hour of the
Brothers Quay’s moodily
impenetrable animation
raises their love-'em-or-
hate-'em quotient exponentially—I, caffene- Se0 Rejected by
permeated, was transfixed. “Inspired by Don Hertzisal
Hitcheock,” unfortunately, felt like a desper-
ate grab-bag of anything Hitch-related
(Matthias Maller, where are you?}—some
paintless "homages” mercifully offset by a
couple of playful reinterpretations: My Name
is Grant cut-and-pasted a certain celebrity
into a witty void of existential pathos, and 4
Vertigo catered to retinal fetishists with a
frame-stuttering speed re-reading of a certain
Hitchcock classic. The Midnight Mania pro-
gram was, as in previous years, a tasty mix of
abhorrence both tired and inspired.

The closing screening of award winners was
a return to the easy digestibility of the
Uptown's opening. The Best Documentary
winner, Et Cetera..., while superficially dis-
turbing, was ultimately complacent, nullifying
the horor of battle with its vision of war as
an ineffable link in the chain of being. Copy
Shop, though my pick for best of the bunch,
was an odd choice for Best Experimental,
being a straight narrative gussied up with
some kick-ass digital-photocopy effects. A sat-
isfying fest-finale, LiIFTer Christy Garland's
ubiquitous Dual Citizen took the Audience
Award; all the hype aside, it is modestly gre-
garious and very funny.

Underground purists can grouse if they wish
about the WWSFF's supposed preference for
the industry over the marginal (which, to the
festival's credit, was the implicit focus of their
symposium, ~Does Size Matter? "), but Toronto
as a festival city has a middle ground between
the extremes of Images and TIFF which
deserves 1o be occupied. The WWSFF has held
this ground for a while; now, happily, it's
injecting some fervour into its occupation.




REVIEWS

MONEY VALUE ART: STATE FUNDING FREE MARKETS BiG PICTURES
WHISPERING ROOM

MONEY VALUE ART: STATE FUNDING
FREE MARKETS BIG PICTURES

Money Value Art, edited
by Sally McKay and Andrew
). Paterson and published by
YYZ Books, s a thoughtful
contribution to the discus-
sion behind the age-old
question “Where does the
money come from?”
Consisting of case studies,
opinion pieces and artists’
projects, the book reviews
the history of the Canadian
granting system and
explores its many changes in philosophy and
practise. While Money Value Art does not
deal with specific issues surrounding funding
for films, it does provide a lot of insight into
the greater granting umbrefla that film fund-
ing falls into. Gorgeously designed and edited
to flow easily from piece to plece, this book s
as enticing accumulation of knowledge and
ideas about Canadian art funding.

Canadian filmmakers should feel a certain
historical obligation to explore some of the
ideas within this book. Funding for films in
Canada has always been a curious mixture of
government and free market interests; film
has often been cited as the most significant
artistic tool for nation-building—whether it is
through NFB propaganda, the millions of dol-
lars that are imported by Hollywood produc-
tion in our cities, or ubiquitous hockey refer-
ences in Canadian calling-card films. A good
read-through of this book, especially articles
such as Kevin Dowler's “In the Bedrooms of
the Nation: State Scrutiny and the Funding of
Dirty Art," should encourage further thought
about what it means to be involved in a pop-
ular art. For those filmmakers who strive
towards making film a progressive art, this
book also supplies ideas around “how one
can be against the state and for the state”
and what will happen as the state continues
1o rid itseff of the responsibility of funding ant
without corporate interference.

As LIFT members, we are beneficiaries of

the granting system. Moreover, as practition-
ers of a very expensive art form, we are often
likely to find ourselves straddiing the line
between publicly and privately funded work.
This book will serve as a good companion 1o
those who want to explore the implications of
such a position in today’s odd mixture of mar-
ketplace and cultural fair

By Chmes KENNIDY

WHISPERING Room

You can hear Janet Cardiff's Whispering
Room (1991) (installed recently at the AGO)
from several rooms away—an eerie, murmur-
ing multitude of voices. Enter the room, and
you are confronted with a space full of flat
round audio speakers mounted on black
metal stands, their forms reminiscent of peo-
ple standing around at a cocktail party. You
can't yet understand what they are saying,
but step closer 1o one, with your ear practical-
ly right up to the speaker, and you can make
out the words—a short snippet of narrative.
As you move from speaker to speaker, you
get different bits of different stories—or per-
haps it is just one story, although the details
are blurry, like a half-remembered dream.
Some speakers are solo, some grouped in
twos, their words passing back and forth in
conversation, Intermittently, 8 16mm film loop
of girl in a red dress dancing among some
trees starts and then stops, projected against
one wall. The image seems to connect in dif-
ferent ways to several of the narratives, a
thread running through them.

For a filmmaker, it is interesting to seeMear
work that it is audio-based, with the film
image playing a secondary role. It is all too
easy in filmmaking to give primacy to the
image, the soundtrack added as an after-
thought. In her walking tours and audio-
based installations, Cardiff explores sound as
both a sculptural and narrative element,
opening our ears to its possibilities.

By Lamissa Fan

iy thve spinit of LOLA, we imate readirs fo submit short reviews (100-200 waords) of independent films and related exhibits and ivents, Havi
your seen sompthing that movedieshilanatedinipired you? Jot it down and ermail it 1o the Newslettor at fanburke@interiog com. Published
rirviews will et you five voluntosr Isours, easy &% el (We'll publish as many a possible, SUbject 10 pate CONSITEIN.) Upcoming deadlines
Seplember T, Movember 2
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LIFT NEWS

EXECUTIVE DIRECTOR’S REPORT

his summer, LIFT% programs have been focus-
ing on tried and true events, The Garage Sale
and Silent Auction both garnered mare funds
this year than in the past, thanks to the hard
work of tens of volunteers, staff members
Jasze, Christina, Roberto, and Deanna, and
the enormous support of over 70 organiza-
tions who donated services and goods toward
our greatly-needed fundraising events!

The Island Screening s shaping up to be an
exciting one, and. is being held on Ward's
Island right off the. ferry docks. . The Salon des
Refusés is also getting into gear, and we
anticipate another packad evening of short
indie films, Stay tuned for details.

As you may have guessed, we hawve re-
scheduled our directars series for this fall.

This will ensure that maore peaple will be able
to attend, as often people are away or shoot-
ing during the summer months.

LIFT grants will also b2 awarded in the com-
ing month. Kudos in advance to all those
whao applied, and as ever stay tuned to other
available funding sources through this
newsletter, our website and emails.

Bane SNIDERMAN

NEW MEMBERS

Sofia Akrami Max Armstrong David
Bajurny Chris Bent Elena Bojilova
Andrew Burrows-Trotman Maria Calleja
Steve Carey Patrick Carnegie Julia
Chantry Joseph Cohen Steve Dallal
Vince De Marinis Bobby Del Rio Lan
Djang Francisca Duran Jason Elson
John Ertel James Loran Gillespie Dana
Gornitzki Romy Goulam J n Gross
Jim H n Kristina Hegyes Joram Holtz
Al Joynes Timothy Kennedy MNorman
Kester Dawn Leger Mike Lobel Terry
MacDonald MNancy MacDougall Arthur
Marcinek lan Mcnnis David McKane
Michelle Micuda Glen Miller Nathan
Moles Eva Nikitova Jeff Norton Richard
Palmer Kire Paputts Michelle Power

David Pulker Y dran Ramesh Rodney
Reid Meghan rts Jan Stobernack
Lindsay Terris Ross Todorovic Damodaran

Nair Ullaskumar Ronald Weihs

LIFT ANNUAL GENERAL MEETING

It was a sweltering night, but UFT's hardy
membership toughed it out to attend our
AGM on June 15, 2001 in the CFMDC
screening room. The meeting siarted out with
approval of the 2000 AGM Minutes and a
report from the Board of Directors. Board
Chair Jeff Sterne outlined a few changes that
have occurred in board personnel since the
last AGM: Agaie Sliwka stepped down due to
other commitments, and Malcolm Rogge and
lanathan Culp joined the board as interim
members. Long-time members Carolyn Wong
and Christy Garland are at the end of their
terms and are leaving the board after years of
dedicated service,

LIFT's financial auditor, Donna Mehta from
Cowperthwaite Mehta, presenied the recently
completed 2000 audit and was reappointed
as auditar for 2001, Staff and committee
reports were presented by the Office
Coordinator (Jesse van der Schaaf), the
Membership Coordinator (Deanna Bowen),
the Technical ©nordinators (Chastina Battle
and. Roberto Ariganella), the Mewsletter Editor
(Larissa Fan), and the Executive Director
(Barbra Sniderman).

Deanna presented membership figures,- out-
lined developments in LIFT'S communication
strategy (notably the website, daily emails,
monthly mailings) and reportec on the
changes in direction in the Programming
Commities, The Technical Coordinators gave
an overview of everything thatis happening
in the equipment world at LIFT, including
equipment purchases, planned purchases,
donations and workshops. Barb-outlined
events of the past year and how they fit in
with LIFT's original.goals, 2001 has been'a
particularly exciting year for LIFT with its 20th
Anniversary events and screenings.

The membership voted on a slate of resolu-
tions primanly dealing with equipment rental
pricing, and ratified a Declaration of Non-
Discrimination for the co-op. Board elections
followed, with Daniel Cockburn and Arthur
Conway nominated and elected as hew mem-
bers, and interim member-Malcolm Rogge
officially voted in (Jonathan Culp dedded not




tao run due to-other commitments). Current
board members David Nancoff and Maj
Quereshi were at the end of term and were
re-alected 1o the board.

Thanks to-all those who came out on such
a hot evening. f.you are interested in how
the co-op is run and would like the chance to
vote on resolutions affecting the membership,
be sure to attend next year's AGM in June.

News From THE IFVA AGM
Thie Independent Film & Video Alliance merm-
ber delegates voted unanimously at their
Annual General Meeting in Ottawa, June 8th,
2001, to set up a Gth region in the IPYA orga-
nizational structure for aboriginal media arts
centres. - This'will add two members repre-
senting aboriginal media artists to the Board
of Directors of the IFVA. Attending the IFVA
conference as quests were representatives
from aboriginal centres; Sakewewake in
Regina, Okalakatiget Society in Labrador,
Mative Indian/inuit Photographers Association
in Hamilton, the Association for Native
Development in the Arts (ANDPVA) in
Toronto, and the Indigenous Media Arts
Group in Mancouver. On Saturday June 9th,
there was-an Aboriginal Film & Video Market
at Arts Court, with distributors presenting
native media art work from across Canada,
including the Centre for Abariginal Media.
The IFVA delegates approved over a dozen
mations during their Annual General
Meeting, dealing with issues affecting media
artists: the need far more dissemination fund-
ing; access to archiving resources; research
into censorship and the creation of a state-
ment of principle against censorship; access
ta funding for subtitles; the establishment of
a standard scale for artists fees and research
into a collective rights society; recommenda-
tions on improving current artist-in-residence
funding programs; an inventory of presenta-
tion and exhibition venues across Canada, a
lobby of the CRTC regarding channels
respecting their license conditions for the
presentation of independent programming;
the need for capital acquisition funding and
technical support, and finally that the IFVA
undertake a survey of the media arts across
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Canada,

The five-day conference, called Out of
Control and held from lune Sth to the Sth,
presented screenings and performances every
evening, organized by Saw Video,
Independent Filmmakers' Co-op of Ottawa,
Daimon, Making Scenes Queer Film & Video
Festival, Artengine and the House of Toast.
Screening programmes included: Gay in
Ottawa, Future Celluloid, Out of Control in
Madia City, Bordella Vides, Christopher
Columbus I'm Coming Home. Exhibitions and
performances included Couple by Michael
Snow, Scanning by lohn Porter, Take Two at
the Ottawa Art Gallery, Al Asnaam, Vidéo-
Cité, Ambulafractionary Sense, Eltractor,
Liminal Bodies, Indians in Cyberspace, In
Control Luminous Gravity, and New
Media. For mare information on the events
during the conference check out the Saw
Video website: www.sawvideo.com.
Summarized reports on the conference round-
tables will be published soon on the IFVA
website: www.culturenet.cafifva.

LIFT 15 A MEMBER OF THE IFVA, A LOBBY GROUP
FOR INDEPEMDEMT FILM AMD VIDEQD GROUPS
ACROS5 CANADA. BARE SHIDERMAN ATTENDED THE
CONFERENCE IN JUNE AS LIFT'S REPRESENTATIVE.
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IN PrODUCTION

Christina Battle is in the midst of work on her
next project—a short, 16mm, hand-processed
film shet primarily in the Southwest LIS
desert.

PoST-PRODUCTION

Scott Albert is currently producing White
Candle, Red Water, \Written and directed by
Garnet Giesbreteh, it is in post-proaduction
and scheduled far a fall completion. Shot on
Bmm stock, which was cut down from Kodak
35mm stock, its a lush hallucination of what
happens when sameone gives up on life...
and slips away. Seotl has co-written a novel
about warking in the film industry in Canada,
a number of short films, a play, and a feature
film script. ;

Carolynne Hewr Is currently in post with
Big-Feet Savage Women, a ane-hour docu-
mentary. She is editing on a Final Cut Pro sys-
tem, working with editor Anna Pafomow
(Editor-in-Residence at the Canadian Film
Centre) and is beginning to work on the score
and soundtrack.

Bayo Akinfemi recently completed picture
editing on his 25-minute digital video Eye & |
and s posting the'sgund in the Pro Tools Suite
at LIFT. The video is about Kester, an African
student who, out of necessity, lives under two
sets of legitimate identities in Canada, and
keaps the truth of his situation from Robin,
the love of his fife. This is the first video for
Bayo, whio has seven years experience in pro-
fessional theatre directing and acting,

Michael Appleton is in post-production on
After | Go, a short 15-minute film which he
wrote the script for It is a surreal story which
explares issues of sibling rivalry, ego, and
emational control,

COMPLETED

Niligma Karkhanis has completed New
Shoes, a 6-minute digital video about love
and shoes, |t s non-narrative and rainy, shot
an a mini DV cammera and edited in the Azure
Media 100 suite at LIFT. This is Miliema's first
edited video project, and she would like to
thank Christina for all of her quick-as-a-wink
tachnical support.

il Blas just finished. his: 15-minute digital
video entitled The Turnabout, shot on Digital
Hi-8 and post edited on the Media 100.
Actors include Actra members Joey Purpura,
Peter Evans and Michael Chin and Max
Giardina. The Turnabout is a game of death
between two characters, Henri and John, who
are victims of their dark past .

Andrés Beigers new short film, a compila-
tion of some work he did an his travels over
the past two years, can be saen online at:
http/fwww.amerocommunications. comysys-
trplnss-folderfvideo!, It was shot on both 16
and 8mm, and Andrés compaosed the saund-
track with some help from a few loops and
sound-editing software. Andrés is presently
reviewing scripts for future production under
the umbrella of the Ipso Facto Film Factory,

ON THE SCREEN
Kara Blake's short hand-toned Super-B
film Plane was recently screened at
the Museum of Modern Art, Mew
Yaork, as part of their "Big As Lifa"
series, and at the Yerba Beuna Center
for the Arts, San Francisco, as part of
the San Francisco Art Institute’s Small
Windows Festival.”

Daniel Cockburn’s film(s) Psycho ¥
28 x 2 (shot in the spring of 2001
with a LIFT Super-8 camera) was screened at
this June%s Splice This! festival. Itsa simulta-
neous double projection which pits A
Hitchcock against G, van Sant in a battle to
thie death (of Marion Crane). See page 13 of
this issue for a review of the festival.

Rehab returned on June 17 for its third
year running, with another great screening of
films and videos by Parkdale artists. Curated
by the Parkdale Beauty Pageant Society (a col-
lective of Parkdale filmmakers comprised of
Beth Easton, Carolynne Hew, Roy Mitchell,
€ hris Romeike and Karyn Sandios), the
evening featured three programs which
imcluded works by LIFTers Elida Sthogt,
Christina Zeidler, TVAC, Allyson Mitchell and
lessica Joy Wise. '

Sulll Plane by Kara Blake




CaLLs FOrR SuBMISSIONS

CANADA-FRANCE FORUM ON THE
CREATIVE DOCUMENTARY

The Canada-France Forum will take place
January 18-23, 2002 in Paris and Biarritz.
Twenty Canadian independent documentary
producers will be selected to participate.in
this unique event. in partnership with FIPA
{Festival International des Programmes
Audiovisuels), the forum will bring together
French and Canadian professionals through a
program of meetings and workshops.
Applications are due September 21, 2001, For
more information, contact: Julie Bergeron,
Telefilm Canada/Europe, 5 rue de
Constantine, 75007 Paris, Tel: (33)1-44-18-
35-30, Fax : (33)1-47-05-72-76 of E-mail:
julie. bergeron@attglobal net,

287TH JAPAN PRIZE INTERNATIONAL
EDUCATIONAL PROGRAM CONTEST
28th Japan Prize International Educational
Program Cantest will be held in Tokyo by the
lapan Broadcasting Corporation (NHK) from
Novernber 7-14, 2001. The purpose of the
lapan Prizé International Educational Program
Contest (s 1o assist in the advancement of
educational broadcast programs in all coun-
tries, and to contribute to the prométion of
understanding and cooperation among
nations. For information about the contest,
wisit: hitp/Aviwwe.nhk.or jpjp-prize. Entry
applications are due August 31, 2001 and
observers' applications are due Ottober 12,
2001. Application forms are available from
Tani Miki, Program Officer, The lapan
Foundation Toronto, Tel: 416-066-1600, ext.
230 or E-mail; tmiki@jfor.org.

THE WRITER'S WORKSHOP

The Writer's Workshop is a non-profit organi-
zation that was formed to offer playwrights,
poets, navelists, and screenwriters a forum
where their work could be developed and
given a public reading. The Writer's Workshop
will begin a new series under the auspices of
The Arts Projéct. Along with manuscripts we
are looking for readers and directors who will
work with us 10 choose the plays that will
receive workshop readings. Actors will be
invited to perform the readings and to work

ot wodwsal 11 ebsun A pewiosasr 3000

with the playwright and director, and audi-
ence members are welcome to paumpate na
discussion of the play with the ht and
the director after each reading, Fa reaﬂhu
series: October 25, November 29, and January
31..Spring reading series: March 28, April 25,
and May 30,

Deadline for manuscripts: August 25, 2001
{fall), lanuary 20, 2002 (spring). For more
information and the forwarding address for
manuscripts, please contact: John White,
Executive Director, The Arts Project, 203
Dundas Street, London, Ontano N6A 164

ANNOUNCEMENTS

LIFT ORIENTATION

LIFTs onentation sessions ane an introduction
to the co-op for those wishing to familiarze
themsetves with LIFTS facilities and resources.
The orientation will cover rental procedures.
and policies as well as membership structure.
The Office Coordinator will give a short tour
of the LFT facilities and answer any questions
new members may have about the co-op.
Omnentations are held the third Wednesday of
each month at 11:30am. Call the office at
416.588.6444 for more information.
Upcoming orientation dates: September
19 and October 17.

LIFT'S MEMBERS' LIBRARY

Drop off a copy of your latest apus for your
fellow LIFT filmmakers to view., This is a great
wiay 1o get your name and your vision out
there for the rest of us to see. What are you
waiting for?! Drop off your VHS copy todayl
LIFTs Committees are a great way to get your

COMMITTEE MEETINGS

volunteer hours, meet other UFT members
and get more involved in the co-op. Contact
Jesse or Deanna for more information on any
of the committees.

NEWSLETTER COMMITTEE

Join the Newsletter Committee if you are
interested in contributing 1o the LIFT
Mewsletter. Members receive 20 volunteer

-




hours for cumulative committee service. The
committee meets the first Tuesday of every
maonth at 6;15pm in the LIFT office; call
Deanna to RSV

MNext meeting: September 4, 6:15pm

PROGRAMMING COMMITTEE

LIFT’s Programming Committee is looking
for new members! loin the committeeif you
are interested in shaping the direction of
LIFT's Artist Talks. Members receive volunteer
hours for each meeting they attend. Contact
Jesse or Deanna at the office for the next
meeting date,

WORKSHOP COMMITTEE

The Workshop Committee is looking for new
members to help design and promote the Fall
2001 workshops hosted by LIFT. . Commiittee
members receive. 20 volunteer hours for par-
ticipating in this endeavour. If you are inter-
ested in joining the committes or wart morne
infarmation, call Roberto at 416,588.6444. |If
you have-any ideas or suggestions for any
kind of workshop, let us know by email at
rariganelio@hotmail.cam

Next meeting: September 20, 6pm (Please
call before heading down to the officel)

EquIPMENT RESOURCE COMMITTEE
Members are strongly encouraged to partici-
pate in the decision-making process concern-
ing LIFTs equipment acquisitions and facilities
upgrades. The Eguipment resource meetings
directly affect the direction that LIFT will take
in the coming years. All members are wel-
tome 1o express their views. For those unable
lo-attend a meeting, please put your sugges-
tions in writing and send them to Roberto by
e-mail (rariganello@hotmail) or by fax
416.588.7017. This way they can be present-
ed 1o the group and discussed. Violunteer
hours will be given for the time spent at
meetings.

Next meeting: October 9, 6pm

EQUIPMENT NEwS

JUST A REMINDER...
Equipment Returns are from Inam ta tzprn
Equipment Pick-ups are from ,me to Spm.
Keys and Swipe Cards can be signed out
between 10am.and Spm. This schedule is in
place to ensure that Roberta & Christina have
ample time to deal with their many other
respansibilities.

RECENT EQUIPMENT PURCHASES

CD BURNER IN THE PINK MEDIA 100 SUITE!
Now both M100 suites are equipped with
both zip drives and CD burners, making it
easier for members to back up project and
media files.

AFTER EFFECTS 5.0 UPGRADE

After Effects is an essential tool for motion
graphics and visual effects. New features of
5.0 include; the ability to animate layers hier-
archically by defining a parent-child relation-
ship between any two layers; exciting new
effects such as Shatter, Radio Waves, and
Vegas; the ability to define relationships:
between parameters.so that you can create
procedural-type animations without using
keyframes; masking enhancements (including
edit masks in the Compaosition window, the
ability te-assign mask colors, apply Motion
Blur to masks) and much more.

Accessing LIFT members can-do a free tufo-
rial on the new After Effects any weekday
between 10am and 6pm.. Please contact
either Christina ar Roberto to arrange for a
sassian,

Stay tuned for a new and exciting
Intermediate After Effects Workshop this Falll

PHOTOSHOP 6.0 UPGRADE

Both Media 100 stites now also have the
most recent Adobe Photoshop software.
Photoshop is a great design tool and can be
used in conjunction with After Effects to cre-
ate special effects, ftitles, and more.

650 WATT DIMMERS

Thanks 10 both a generous donation by Erik
lacobson and the hard work of Quin Martin,
wie have recently acquired tweo 650 Watt dim-
mers. The dimmers rent for $2/day for Full
members and $4/day for Associate members.




Both can’ be used on lights 650 walts or less
and-are a great ool for those wanting precise
contral over lighting conditians.

FoOrR SALE AT THE LIFT STORE

16MM FILM 5TOCKS FOR SALE AT LIFT

Kodak 3374

Unfortunately, Kodak is no lohger making
7378 (a recording stock often used for hand-
processing). The LIFT store is now selling
Kodak's replacement, estar based stock, 3374
at the same rates as 7378 ($0.11/ft for mem-
bers & $0.13/ft for non-members). If you have
guestions about this new stock please contact
either Chiristina or Roberto at the LIFT office.

Kodak 7234 sells for $0.27/f1.

This is-an excellent b&w internegative ideally
suited for the optical printers at LIFT, It can be
used to blow up Super-8 fo 16mm or create
B&W 16mm optical effects.

Kodak 7272 sells for $0.49/ft.

Don‘t forget that LIFT also has a supply of this
low contrast colour interneg available to the
membership. This stock is specifically
designed for colour optical printing.

if you would like to see creative examples of
any of these stocks, please ask Roberto or
Christina. Please note that there is a roll
down fee of 35 per roll on all stocks. Orders
must be placed in advance and are subject to
availability.

OTHER STUFF For SaLE IN THE LIFT SToRE
Used DATs (50 minutes one passy: 13

Used 1/4 inch recording tape 7 inch reels
{one pass) ideal for Nagra use: $1/roll

Used High 8 videotapes (one pass) also
usahle on a DA-88 sound system: $1/tape

Used VHS tapes (varicus lengths-one passy.
£0.50/tape.

16mm Magnetic Stock (unused accumulated
short ends) 1200 ft: $15

Used Beta SP tapes (various lengths one
pass) 35
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Various Editing Supplies: Splicing tape
{16mm, 35mm & Super-8), Sharpies, grease
pencils, paper tape in 7 different colours, and
50 much mora!

UpcoMING FUNDING DEADLINES

OnTARIO ARTS COUNCIL
tel: 416.961.1660; wwww.arts.on.ca

Artists’ Film & Video: October 15, 2001
First Projects: Decembar 15, 2001

Canapa COUNCIL
tel: 1.800.263.5588; www.canadacouncil.ca

Creative Development Grants: October 1,
2001 & March 1, 2002

Production Grants; October 1, 2001 &
March 1, 2002

Travel Grants: Anytime

ToroNTO ARTS COUNCIL
tel: 416.392 6802 xt208;
wiww torontoartscouncil.org

Grants to Visual Artists: September 17, 2001

CANADIAN INDEPENDENT FILM AND
Vioeo Funb

tel: 1,888 3B6.5555; wwnw.cifv.ca
September 21, 2001

HArROLD GREENBERG FUND
tel: 416.956,5431; www.tmn.ca
{go to corporate info)
Quarterly Deadlines

TELEFILM
tel: 416.973.6436; www.telefilm.gc.ca
Feature Film Fund: Various Deadlines




UpcomING FESTIVAL DEADLINES

Tomiw Filk FESTIVAL —SHOETS

Toring, Raly

Festival Dates: November 11-Novemnber 23, 2001
Tel: 39,011.562.3309

Email; infoltorinofimiest.ang

waww. tarinofilmfest.org

Deadline: August 31, 2001

Aux-gu-ProvincE Festival Tous Counts
Agx-pr-Prosence, France

Festival Danes: November 26-December 1, 2001
Ted - 330442 27 UB.G4

Ermvandl: aiel | lmes@rclub-internet, fr

Deadline: August 31, 2001

I2up InrgemaTionay Fium FrsTivaL oF iupia
Mew Deldhi —110 003, india

Festival Dates: Ociober 10-20, 2001

Tal +91.11.4615953 £ 4604920/ 4697 167
Deadline: August 31, 2001

FESTIVAL DEI POPOLI—INTERMATIONAL REVIEW OF
Sotinl DocumENTAEY Fium

Fiorence, aly

Festival Dates: Movemnber §-15, 2001

Tel «39.055 244778

Email; fespopol@dada.it

Deadline: September 1, 2001

FESTIVAL DU CIMEMA INTERMATIONAL EM ABITIBI-
TEMISEAMINGUE

Rouyn-Moranda (Quebec), Canada

Festival Dates: Oclober 2 7= November 1, 2001
Tel: 819.762.6212

Email: fciat@sympantico,ca

wiww. telebec. qo.caffoiat

SrocusoLs INTERRATIONAL fium FESTIVAL
Stockholm, Sweden

Festral Dates: MNovember B-18, 2001
Tel: +46,8677.50.00

Email: program@cinema.se

wwwy filmfestivalen se

Deadline: September 7, 2001

INTERNATIONAL FiLm FEsTival, BRATISLAVA
Location: Bratislava, Skovak Republic

Festival Dates: Movember 30-December 8, 2001
Tel +421.7.5441.0673 or +421.7.5441.5310
Email: iffbratislava@ba sunnet sk
vy it atistava sk

Deadline: September 15, 2001

MosTea Curtac CinEMA

Reo D Janeiro, Brazil

Fostival Dates: Movember 25-Decembear 9, 2001
Tel: 55.21553.8918

Email:

Deadline: September 15, 2001

DinEmi [WTERNATIONAL DOCUMENTARY B SHORT FiLM

Festreas

Bilbao, Spain

Festival Dates: November 26-Decemier 1, 2001
Tel: 34,94 424 86 98

Ermall; infedznebs com

vy sinebil.com

Deadline: September 15, 2001

InTennaTionAL Fios FEsTIvaL, Baamisiava
Bratislava, Slovak Republic

Festival Dates: Novemnber 30-Decembar 8, 2001
Tol: +421-7-5441-0673 or +421-7-5341-5310
Email: itfbramslava@ba sunnet sk

ey iffhratislava. sk

Deadling: September 15, 2001

Mostia Custac Civema

Rio De Janeiro, Brazl

Festival Dates: November 29-December 9, 2001
Tal: §55.21,553. 8914

Email. producdoarprdducods com br
Deadline: September 15, 2001

FesTivaL INTERNACIONAL DE CINEMA TE
MuNTANYAAVENTURA

Torelio (Barcelonal, Spaen

Festival Dates: November 16-25 2001
Tel: 93 850 43 21 - 93 859 78 99
Email: infoltomndomountanibm, com

Deadling: September 20, 2001

Tarmo Fim FESTIVAL —FOATURES
Tording, aky

Fastival Dates: Movember 15-23, 2001
Tel: 39 011 5623309

Email: imfo@tonnofimfestong

wiww tonnofilmfest o

Deadline: Septembaer 30, 2001

CSIF 100 Fium FESTIVAL

Calgary, Alberta

Festival Dates: Movernber 15-18, 2001
Tel: (403) 205 4747

Emadl 100filmfesn@oif ong

wiwwl cuf . ong 1 D0fiimfest

Deadline: October 1, 2001

TTH INTEENATIONAL SHORT B INDEPENDENT FILM
FesTivaL=Draka 2001

Shahbag, Dhaka, india

Festval Dates: December 22-30, 2001

Tel. BB-02-0664760

GUIDELINES AND APPLI-
CATHIN FORMS FOR THIS
LIST OF FESTIVALS ARE
N FILE AND AVAILABLE
FOR PHOTOCOPYING (10
CENTS A PAGE) AT THE
LIFT oericE. AS MUCH AS
WE'D LxE TO, LIFT
STAEE CANMOT TAKE THE
TIME DUT TO FAX FORMS
TO MEMBERS, PLLASE DO
WU ASK. Ir TOU ARE
UNABLE TO MAKE IT INTD
THE LIFT oFFiCE, ¥Ou
WILL MAVE TO CALL THE
FESTIVAL DIRECTLY TO
REQUEST AN APPLICA-
TION ForM. T 1996
EDITION OF THE AIVF
GUIDE TO INTERMATIOMAL
FiLm ano ViDio
FESTIVALS 1S AN INVALU-
ABLE SESOUBCE FOR
PFLANMIMNG YOUR FESTIVAL
ENTRIES FOR THE
UPCOMING YEAR, IT's
AVAILABLE AT THE OFFICE
A5 AN IN-HOUSE
RESOURCE TO ALL LIFT
MEMBERS.



FULL PAGE (6" x B 127)

New ADVERTISING_RA
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writers, actors, artists and arts organizations. The Hew
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ng.

CLASSIFIED ADS (APPROX. 30 worps):
LIFT MEmBERS $ 500
NON-MEMBERS $ 25.00
Aps:

V8 pace (2 78" x 115167 $60.00
V4 pace (2 7/8" x 4 1/87) $110.00

1/2 paGE VERTICAL (2 7/8" x B 1/27) $180.00
1/2 PAGE HORIZONTAL (6" X & 1/87) nau.m
FULL PAGE (6" X B 127 $240.00
msm:mmﬂ'nﬂ $360.00
OUTSIDE BACK COVER (7" X 10)  $400.00

DISCOUNTED RATES FOR MORE THAN 1 ISSUE.
COMTACT THE OFFICE FOR DETAILS: 416.588.6444
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S8 NIAGARA CUSTOM LAB

MOTION PICTURE FILM PROCESSING

16 mm * 35mm * Super 16

Colour Negative » Colour Positive

Bleach By-pass * X-process
No order too small,

No charge for tests.

CALL NOW FOR PRICE QUOTES,
NEW SERVICES OR SHOP TALK

416.504.3927
ASK FOR SEBASTIAN

254 NIAGARA ST.
TORONTO, ONTARIO MéJ 218

Does your film need media attention?

Michelle Messina

STORY EDITOR FOR HIRE Media Copywriter
416-916-1311
. . Also a film director, Michelle can give you some
Having trouble with your latest opus? professional advice about copywrite advertssing
s a small cost for a big return, You've come
Experienced filmmaker and this far, take the final stretch to ensure your film
development executive will help gets the attention it deserves!

you improve your screenplay.

Reasonable rates for a variety NEWSLETTER NoTICE BOARD
of services.

INTERESTED IN WRITING FOR THE

For more information, please contact:

Shawn Goldberg _ <
(416) 588-7935 CALL DEANNA AT THE OFFICE OR EMAII
Garkcirc@interlug.mm ARISSA: FANBURKEWINTERLOG.COM

IJ| COMING ﬁnnum: S
SEPTEMBER 7, NOVEMBER 2




