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RTHE LIFT STORE®*

NEW STUFF!

Super 8 Film Stocks
Thee LIFT stare is now selling
Super 8 Stockl

EKTACHROME 50° CARTRIDGE
§16

KODACHROME 50° CARTRIDGE
$23 {inchudes processing with
Kodak)

FLUS K 50° CARTRIDGE $ia

Tri % 50° carTRIDGE $14

More Super 8 supplies:
Surer B SPLICING TAPE
$3.50vrofl

Super 8 WHITE LEADER

(10° rolls) $0.60:10ft

SupPER B 400" TAKE UP REEL
$7ieal

Darkroom Chemistry

LIFT is beginning 1o keep limited
aupplies of chemisiry avalabla
for members processing moticn
pictwre film in our darkroom.
Chemicals on hand include
those needed for procesting
bath negative and reversal black

& white stocks: DEKTOL DEVEL-
OPER, FIX, HYPOCLEAR &
PHOTOFLO (prices TBD). Don't
forget, the LIFT store akso sells
REVERSAL BLEACH (at §7/1.25
litres of concentrate) for those
processing motion picture film
as reversal, Please give either
Christina or Roberto a call 1o
canfirm what items are in stock
before heading down to the
LIFT storal

16mm Film Stocks for
Sale at LIFT

Kopak 7359

LIFT recently receved a large
donation of colour print stock
{7399), Although out of date
{by 10 ar 15 years), the stock
still a great resource. We will be
making this stock avalable to
the LIFT membership at
50.05/foot {along with a 35 roll
dewn fee), Give us a call at the
office to view samples of this
stock.

Open Monday to Friday, 10am to 6pm.

KODAxK 3374

Unfortunately, Kodak is no
longer making Y378 (a record-
ing stock often used for hand-
processing). The LIFT store is
now selling Kodak's replace-
ment, estar based stock, 3374
at the same rales as 7378
150,118 for members &
$0.13#t for non-members). If
you have questions about this
new stock please contact either
Christina or Roberto at the LIFT
office.

Koopak 7234 sells for $0.27/t.
This ks an axcellent Ba&W
internegative idealty suited for
the optical printers at LIFT. it
can be used to blow up Super 8
to 1emm or create BEW 16mm
optical effects.

Kopax 7272 sells for $0.49/1
Don't forget that LIFT has a
supply of this low contrast
colour interneq available to
the membership. This stock is
specifically designed for colour
optical pnnting,

LIFT ARTIST TALK

Documentary

i you would like to see creative
examples of any of these stocks,
please sk Roberto or Chinsting,
Please rote: there is a roll down
fee of §5 per roll on all of these
stocks. 8l stocks sold in incre-
ments of 1007 with a minimum
order o 100", Please call in your
film stock orders in advance!

Other Stuff Available at
the LIFT Store

Production Supplies:

CAMERS TAPE, GAFFER TAFE,
14" AUNO TAPE, PAPER TAPEL.

Various Editing Supplies: Cores,
£pLICING TAPE (1Bmm, 35mm &
Super H), SHARPIES, GREASE
PENCILS, PAPER TAPE, TRACK
FILL, LEADER, ACADEMY LEADER
and o much more!

Lisad items; DATS, 1/4% Aupio
TAPES, YHS TAPES, BETA 5P
TAPES, HiGH 8 VIDEQTAPES.,

Featuring artists Brenda Longfellow, Ali Kazimi & Jonathan Culp

7pm Thursday, January 10, 2002

CFMDC Screening Room
37 Hanna Ave. #220, downstairs from the LIFT office

members pwyc / non-members $2
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HELEN AN

By CarRoLYNNE HEW

Longtime LIFT member and independent filmmaker Helen Lee recently premiered her first feature The
Art of Woo at the Toronto International Film Festival, Produced by Anita Lee, it was made through the
Canadian Film Centre’s Feature Film Project. The Art of Woo opened theatrically in three Canadian cities

in mid-December, 2007 {Odeon Films).

CaroLvnne Hew: The breadth of your body of
film work is impressive, from the experimental
Sally’s Beauty Spot to your more interior,
reflective dramas like My Niagara and Sub-
rosa. Prey and The Art of Woo are very dif-
ferent from the others—looser, laced with
comedy, overall more conventional as dramas.
They feel like the upbeat, extroverted funny
sisters in the group, part of the same family
of thematic concerns, but distinctly different.
Can you address this diversity of genre and
tone and the why/how of it? And generally,
how do you describe your artistic intentions
and sensibility?

Heien Lee: | just try to respond to the material.
The form finds itself. There hasn't been an
overall plan or pattern, although there have
been overriding concerns for sure—about
race and identity, the conditions of being an
Asian woman—and a desire to be formally
rigorous. |'ve always been partial to the
melancholy, which in industry terms means
maore art cinema than commercial movies, |
guess. After developing a feature script more
alang that vein, moodier, with subjective

qualities in the filmmaking (Priceless, which
never got made), | definitely wanted to do a
lighter, more bugyant piece. My life got pretty
dark a couple years ago, | was going through
a lot of changes, and Subrosa, which is
downnght abject, is a product of that. But
really, | think we should all be like John
Greyson and go from video art pieces to fea-
ture films to episodic tv gigs and back to per-
sonal work—what a great model he is, | think
the variety must be stimulating. I've never had
a "trajectory” towards feature filmmaking—
thats not what my short films were about. |
grew up in the film community, vs. the film
industry. In an ideal world we'd keep crossing
those boundaries.

CH: | understand you had been developing a
number of feature scripts the last few years,
bath in Canada and Eorea—waiting in
"development hell” for that bureaucratic,
financial green light from too many sources.
How did you retain your determination and
focus amidst these trying periods of waiting?

HL: You start with a gut feeling about a film,
and there's little choice but to keep gaing

Sl Soake-Yin Lee and Adam Beach in The Art of Weoo, photogeaahy by Carey Evans
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until you hit a major major red light. And
then you reassess. This creative kernel you
come up with—an idea or a certain character,
or it could be a cluster of images, sometimes
it starts with a piece of music that perfectly
encapsulates the film—it can keep you
hooked for years, because it represents some
essence of the film itself. It feeds you. Plus I'm
fairly persistent. | ran cross-country as a kid,
was never a sprinter, so | don't mind the dis-
tance. Of course you're constantly plagued by
self-doubt. At the start of every project you're
asking, is this going to be worth two or three
years of my life? In the end there's no choice.

CH: The feature film industry often subscribes
to a model of separating the roles of writer
and director, although many of Canada’s
notable filmmakers like Egoyan and Cronen-
berg remain auteurs. Why have you chosen to
work this way? And is there a clear point in
the production timeline when you retire the
“writer" and activate the “director”?

HL: | never supposed somebody would write a
script for me to direct. Now it’s starting to
happen, several screemwriter friends wha |
really want to work with, we're starting 1o
develop projects together. | know we share a
sensibility and they know my filmmaking, and
collaboration from the start is ideal. | find
writing so hard, | think any writer would tell
you that. A screenplay is, in my mind, such a
technical beast—it's the blueprint from which
averyone starts their work. | can easily labour
over a script for years, that part doesn't both-
er me, but it is such excruciating work.

If you're the writer/director on a project,
you effectively have three chances to write: at
the script stage, on sst, and in the editing
raom. 5o | like that carryover, you have a
longer timeline to conceptualize and design
the thing. With The Art of Woo, which was
a 95-page script, | was tweaking until the very
last moment. We'd lose a location and it'd
be, okay, we Qo 10 camera tomorrow and ['ve
got to rewrite this scene, because much of
the story was location-dependent. So it was
convenient in that respect. And also measur-
ing how actors would want to change or par-
aphrase their dialogue, although that was

rare on The Art of Woo, it's a highly written
film, That said, | really welcome the chance to
direct someone else’s script.

cH: Why did you choose to work in the genre
of romantic comedy for your first feature
film? It seems like an unexpected choice... |
mean, where have you been hiding your
comic sensibility all this time?

HL: | hope those films weren't without their
humour! | think every piece has its own hilari-
ty, or absurdity, at least those little moments.
Although you're right, The Art of Woo is an
putright comedy, though less hah-hah and
more in tone of a classical 50s romantic com-
edy, more sly and comedy of manners-like.
Simply, Anita and | wanted to make an enter-
taining film of substance. There are "issues”
in the movie—it's definitely about samething
—but we wanted a sleeker touch, we wanted
to make a film we would want to go out and
seg. The thing with comedy is you know if its
working or not. And combine that with sub-
ject matter like race and class, and if you're
hearing people laugh you know if they're get-
ting it or not. Because laughter's the sound of
understanding.

The fact that we had such a ball making it
was a bonus, It was so much fun to make.
We'd be in script sessions with Ross [Mckie,
the story editor], literally falling over with
laughter. Even on set there was a really good
vibe going. The project’s been charmed since
the beginning—it's taken a year from concep-
tion to premiere, which would have only been
possible making it threugh the Feature Film
Project at the Canadian Film Centre. That
momentum really worked for us and the film.

CH: The Art of Woo looks like its from
another galaxy of low budget filmmaking—
the wardrobe is impeccable, the production
design thoughtful, beautiful cinematography
and glam locations. Seems your co-produc-
tion designer Rick Gilbert's motio (*Rosedale
products at Parkdale prices”) worked well.
How did you and Anita achieve this, was it
Korean Mafia connections?

HL: The funny thing is we conceived it to be a
low-budget endeavour. It was written to be




made through the FFP very quickly. Anita
thought, "Great, a romantic comedy—two
characters in one room.” But it turned into a
cast of about two dozen speaking roles, a
sizeable number of principal characters, sever-
al crowd scenes, two bedrooms attached by
an adjoining bathroom which we had to
build, and locations you can't buy or are usu-
_alky very expensive (like The Power Plant and
the Royal York Hotel). I'll tell Sally [Lee, the
: costume designer, also former LIFT member-
| - ship coordinator and Helen's sister] what you
- said about wardrobe, she’ll be so tickled. Sally
= M. ‘convinced Canadian designers like Day
= Dixon, Catherine Curtis and_h
Alessa Woo's glamorous
badly needed Sally’s goa
We were very lucky, e
favours. And Anita's a

CH: How did the budge
choices? For example, il
notes you use the term
to describe the look you
cinematography.

HL: Given the#Cope of the fes a lot
of story 4 novie) it was esséntial to get
] ats or dramatic mnmemr. but
e e the overall arc, either. | was
t the script for purely budget
pse choices also have to
me down to style and
e went with a kind of
8ra barely moves,
gount—because
o hours to do
3'Zh had to be
Ell the film is
'S a strongly
t-ghtl;r
i a kind of
f"; filmmak-
fformanc-
Hoose, we
just 88
rmialism
g, It's not

femme and surpn
film. What was th
choice to work Wit
the lead?

bly charismatic and
could do it. In the f
waorking with non-actors, and my films have
often been a mix of pras with first-timers.
Sook-Yin came in with little dramatic experi-
ince, it’s true. But she did her homework, She
d basic groundwork s stuff with Jacqueline
McClintack, ﬂﬂm acting coach, learn-
g how to Insta‘i?ml'eme in a scene (vs.

S00k-Yin is recognize
work. | think celebrities, even
dian celebrities, tend to ¢

because they’ rajummm erglftie'.z W&shnurd be

celebrating the fact that there's such great tal-

here. Adam [Beach, who plays the male

Ben Crowchild], too, though he's doing
t of work stateside [such as the title role
pmm:ng John Woo movie, Wind-

, opposite Nicholas Cage] is proudly

Beach’s on-screen intelligence and
sexiness are remarkable. Has he changed as
an actor since you worked with him on Prey?

HL: Adam’s a star, Super nova, He is amazing
to have on set, his energy’s just infectious.
He's incredibly hard-working, quite diligent as
an actor, and serious about his work. In the
past five years he's matured a lﬂh f;il’s nﬂwa

father of two very rambun

\




have to remember he was coming off Wind-
talkers, with the big Hollywood treatment,
on to our little movie and it'd be like, uh,
Adam, would you mind changing your ward-
robe behind the curtain in the basement? He's
the best.

_CH: Taronto functions like a central character in
the film, showing off its best landmarks and
“sharing its in-jokes. Making the references so
5ped% and local, were you ever concerned
that deing so would limit its appeal, or that
the film would feel small or cliquey?

HL: A film like Annie Hall is so Manhattan,
and how is Breathless imaginable without it
being set in Paris? | think a big part of the
pleasure is sharing with these characters their
special haunts and the nooks of the city they
live in. | quess the Scarborough bits are a bit
mystifying for an outsider. It's true those jokes
didn't travel as well in a place like Saskatoon
(where we recently showed the film at the dig-
ital festival, MextFest), but that doesn't matter,
you know the jokes are there. And Simone’s
remarks about Mative reserves and black
moods, they're plays on language, and maybe
won't fly as well in non-English-speaking
places. It's not that we don't care, but it's so
much better to be specific than general. Any-
way, the insiderish aspect didn't occur to me,
maybe I'm too inside! But | don't think the
mavie’s exclusionary, | hope it's the opposite.

CH: | love the songs of Ron Sexsmith—so full
of longing and displacement, his music fits the
tone of your film so well. How did you get
Ron on board, as |'ve never heard of him scor-
ing films before? And what about the always
prolific Kurt Swinghammer?

HL: Am | not the luckiest person in the world?
I'm a huge Ron Sexsmith fan—but then, Ron
doesn’t have casual fans, does he? We had a
chance meeting in a café last December, we
talked about films (he's a big movie buff} and
found we both adored Rushmore. | showed
him my shorts and gave him the script, he
came to our script reading and saw the whole
movie unfold with actors. He had a bit of time
off before launching Blue Boy and it just
worked. Knowing he'd be busy touring when

we'd need him, he wrote and recorded the
three songs that appear in the film before we
even shot a frame. Ron brought Kurt on
board, which is amazing because not only is
he one of Ron's closest creative collaborators
(he trusted him implicitly with his music), Kurt
is an amazing instrumentalist and has exten-
sive experience scoring for film. Plus he’s a
great guy to boot. We had the best of both
wiorlds.

CH: The international premiere of The Art of
Woo was in mid-November at the Pusan Inter-
national Film Festival. Was it particularly excit-
ing, with Korea being your cultural homeland,
and also where you lived for a few years
recently?

HL: Incredibly exciting. Korea's an important
place for me. The film industry there is compa-
rable in size and output to Canada, but there
is @ huge domestic audience for the films they
make. And the films are good. Anita and |
were hugely excited about being part of Pusan
this year. | hope the film finds a home there.

CH: \What are your working on now?

HL: Various things: The Electrical Field; a
Native casino story; bebop jazz and murder
in 50s Toronto; Anna May Wong; a transna-
tional love story set in contemporary Seoul;
and yes, a low-budget Dogme film starring a
notable Asian actress, | hope. Also there's a
video installation with Mike Hoolboom. In
the next little while I'll be spending time in
Berlin where I'll be researching and writing a
screenplay set during the Korean War based
on my aunt In-50ck Kim's memoirs—it's a
story about a family divided by the war. It's the

story of my family.
T
L '-‘r l:.

Saills (eft to rightl: Adam Beach is Ben Crowchild in Helen Lee's The Art of Woo, Sook-Yin Lee i Alessa Woo, photography by Carey Evans




PRODUCER INTERNSHIP PROGRAM AT THE

OMDC & ruex suoon

‘ve been told many times that you're either in
ar out of the film circle. For maost of my
career I've been seen as being outside of it
and, for the most part, | believed it. | have no
farmal training in film except for a two-
month stint at New York University, But to
date, I've made eleven short films and two
features. My shorts were all funded by a full
time-job, a job | lost as a result of working
too much on them. | received small grants for
the two features, but | ran into debt finishing
my latest film, Unsettled. Although the
shorts have been accepted in over 200 film
festivals and have received critical acclaim, the

two features weren't as successful as | had
hoped they would be. | felt burnt out and
tired of pouring so much into my habit. 5o |
took a step back, and started thinking what |
was doing wrong. | had made these films
with the resources that were available to mie,
but that was no longer encugh. | decided
that | had to make a movie with some real
financing.

5o in the spring | applied to a program
called The Producer Internship Program, run
by the Ontano Media Development Corpora-
tign. The Producer Internship Program is an
intensive work-study program that places six
emerging Ontario producers in active compa-
nies in the areas of development, funding,
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production and distribution, for a 24-week
placement. During their placements the par-
ticipants are mentored by a Host Company
representative, and attend a comprehensive
series of master class workshops—organized
by the OMDC—aon the business and legal
issues of producing, with input from an array
of industry professionals. The experience
offers a practical, hands-on range of produc-
ing skills and insights designed to help emerg-
ing producers anticipate industry
requirements.

At the time | decided to apply to the
OMDC program, | had had several job offers,

all in the film business, but all would have
taken my time away from making films. 501
put my package together for the OMDC, sub-
mitted it and waited. The OMDC went
through the entries and came up with a
shortlist of fourteen people, of which | was
one. We interviewsed with six production come-
panies, so only six of the fourteen would
eventually be placed. At the end of the inter-
view section, the applicants and the produc-
tion companies each list their top three
choices. After my interviews | had several
affers and was finally placed with a company
called Sarrazin Couture Entertainment. They
produce primarily television shows and movies
of the week such as The City, The Sheldon



Kennedy Story and After the Harvest. |
was very excited and happy 1o have been
accepted into this program; | guess | felt it
was a way for me to become more a part of
the film industry.

Because it s such an intense program, we,
the six producers, immediately bonded. lames
Broadley is at Kensington Communications,
which does documentary style shows. Kirstie
Smith s with Nomad Fims, who have made
some award winning docs. Elissa McBride is
with AJE Proguchons and Rob Esposito &
mierning with MDF Productions. It just so
happened this year that | was the only one
placed at a company which produces drama
As a producer intern you work with the pro-
duction company from Monday to Thursday
On Fridays, you have a whole day

ol workshops in which people from the
industry come in t0 discuss all aspects of film
Tina Goldiist, the coordinator, organizes the
workshops. The Fridays, we all soon found
out, were really the best thing about this pro-
gram, It introduced us to the top people in
distribution, financing, crew and so forth, and
made these people aware of who we are
Participating in this program has been one
of the best decisions I've made in the past
few years. | got expenence working at a pro-
duction company and it enabled me 1o meeat
mportant people in the industry I'd been
harassing for awhile—either through inces-
sant phone calis, or by faxing press releases
every few weeks. Just some of the people

STl (left to nghtl Tna Coddit; Elissa MoBnde, Kirstie Smath, Ruba Nadda, lames Broadley, Tina Goldlist, Mirake Ermery

who came o see us on Fridays were greais
like Charlotte Mickie and Jan Mathanson from
Alliance, Carrie Paupst Shaughnessy from the
Development House, Marguerite Pigott from
Odeon Films, many people from the CBC,
Robin Cook, Jim Murphy, Hussein Amarshi
and many, many more, Another great advan-
tage to the program was being able to attend
all the fun and exciting parties held by the
Toronto Film Festival. What's better than good
food, free drinks, getting all dressed up and
mingling? It was my first ume going 1o events
like the Norman Jewison barbeque and City
TV shindig

This is @ program all filmmakers should con-
sider if they feel they are ready to move on
from making low/no budget films. | wish |
could depend and live on Council grants to
make my films, but | know how difficult that
is. At the moment, | have hooked up with
Lisa Hayes, a good friend and a prolific and
distinguished filmmaker, who went through
the OMDC program last year (and who used
to be the beloved Technical Coordinator at
LIFT). We bath realized that expenenced pro-
QUCETs Were nol gony W spermd lime produc-
g newcomers like ourselves, but | believe
that both of us possess enough business and
creative savwy 10 make it work in this insanely
difficult and competitive industry. Currently,
Lisa iz acting as producer while | am taking a
step back and concentrating on writing and
directing. The project we are working on is a
feature film called Coldwater. So far Telefilm
Canaga has come on board for Development
Funding. With the combination of everything
| have learned from this terrific program at
OMDC, and the skills that |1 obtained making
my films, | know Lisa and | will be able to
make Coldwater a success.



PRODULCTION COMPANIES
FILM, VIDEQ & S0OUND EQUIFMERNT
PROPS & SETS

STURIOS & SPACE

he Internet is a powerful resource for film-
rmakers. | first began using the Internet for
research during film school as a producer,
director and cinematographer. Since I've been
out of school, I've focused on a career in cin-
ematography, and continue to use the ‘net all
the time 1o prepare for jobs or just keep cur-
rent on what is happening in the film produc-
tion world, & high bandwidth connection
such as cable or ADSL isn't a must, but | rec-
ommend it for best use of what |'ll be
describing here.

There are three main ways to use the ‘net
for film research:

= LIsers can view and/or download digital
video such as commercials or short films to
study and analyze (or simply enjoy).

» [nteractive discussion boards and forums
provide a virtual “bulletin board™ on which to
post questions and converse with profession-
als in the film industry.

* Databases and directories can be used to
search for specific information and resources
related to film production.

THE "NET AS A LIBRARY OF SHORT
FILMS AND COMMERCIALS:

As high bandwidth has become mainstream
over the past year, there have been huge
changes in the reality of actually watching
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film over the ‘net. Quality has become accept-
able for viewing media at a reasonable resolu-
tion with no'loss of colour or frame rate.
There are several file formats for digital video
to be transmitted over the Internet; some are
better then others for quality. The main video
formats you'll run into on the ‘net are:
Windows media (.avi, .asf or .mpg };
QuickTime (.mov or .qt); and RealPlayer (.rm)
Windows media will be played by Media
Player, which is a windows component.
QuickTime and RealPlayer are bath third party
plug-ins. That means that they are made by
companies other than Microsoft and must be
specifically downloaded and installed on your
computer. These players can be downloaded
for free from the following sites:
apple.com/quicktime and realplayer.com
In terms of quality, the onus is on the per-
son whao initially compresses a file. if the file
has a huge amount of compression, quality
will be terrible regardless of the format.
Compression of video can be achieved by
reducing resolution (number of pixels),
decreasing number of colours or by remaving
frames. Compression is a necessary evil
because it reduces file size, making download
time shorter. Personally, | find QuickTime
{.mov) files compress well—| think they have
the best quality and least amount of dropped
frames, while maintaining a reascnable file
size. A thirty second chip will be around 5




MB—downioad time may vary from under
one minute on a cable connection, to about
20 minutes on a dial-up modem,

Windows media is usually all right as well,
but in my experience RealPlayer has horrible
sound and bad frame rate. You also generally
have to “stream” the file (meaning watch it
as it is downloaded), which creates two prob-
lems. First, if there is congestion on the ‘net
during the download, playback will stop and
start, or be choppy. Second,
streamed files cannot usually be saved. Once
you close the application you viewed the file
with, it is gone; you have to download it again
to watch it again. RealPlayer is fine for things
like interviews, where you don't care about
quality, but is generally useless for something
that you want to really see and study, such as
a fast-paced spot with quick cuts and snappy
camera moves. There are some RealPlayer
lovers out there, though—keep in mind that
these are just my opinions.

Windows Media and QuickTime files often
have the option to stream. | prefer not to
watch video as it is streaming. Instead, | leave
the player window paused until the file is
completely stored in cache (temporary storage
on your hard drive). Sometimes | click on the
file link and use the “save as” option to
download the file to my hard drive. Once the
file is saved to my hard drive | can watch it at
my leisure, as often as | like, in the best quali-
ty the file will allow. | don't mind waiting for
a download; I'll generally read articles on
another site while | wait for the file to finish
downloading. To accomplish this you can
open a new window on your Internet browser
without disturbing what you are download-
ing. With QuickTime, you may need to have a
registered version of the player in order to
access the option to save files; mine is regis-
tered 50 | can't confirm that the unregi
version doesn't allow saving. If this is the
case, it is worth registering QuickTime to gain
access to this option,

The following are examples of sites for
viewing and downloading film:

apple.com/trailers

This site houses major studso film trailers in QuickTime
{.mav) format. I've found trailers mone than a year old,
50 they might continue to archive from this paint for-

wand. Traders are a good reference for shot composi-
tion and dynamic editing. (Even bad films often have
good traders.)

ifilm.com

"Ifilm™ is a huge collection of independent films and
shorts from all over the world, This is not only a great
resource for reference and inapiration, it & ako a way
to get your film seen. The site explains how to submit
filrms. Files are in several formats—the user may choose
from Windows media, QuickTime or RealPlayer.
adcritic.oom

This site prowades ads from all over
the world, The files are QuickTime {.mov) format.
Commercials are becoming increasangly artistic as the
audience becomes more sophisticated, In fact, televi-
sion commercials often forecast new trends in film
style—for example, the now famous “Bullet Time"
effect (where the action freezes or ramps down to a
siop and the camera dolles sround ith. Used in The
Matrix and now being copied by many action and
sci-fi filma, early exarnples of this effect were seen in
GAP ads.

THE *NET AS A RESOURCE FOR ADVICE
AND COUNSELING:

“Discussion boards” are another great
Internet resource. Users may post questions
on a virtual bulletin board, and have them
answered by others in the industry. You can
also read the questions, answers and discus-
sion strings of other users. Whether you have
artistic or technical concerns, discussion
boards and their archives are an unbeatable
source of sound information.

I had a job that entailed shooting in an ele-
vator set; the scene called for the elevator to
stop unexpectedly as the power failed. The
shot had to be locked on sticks, then shake as
the actors reacted to the elevator stopping,
then return to a locked tripod shot as the
actors looked at each other puzzled. While |
was exploring different options for this effect,
| posted a question on a ci
forum. Within twelve hours | had several
responses. A cinematographer from LA sug-
gested | use a piece of gear called a "vibra-
tion isolator,” a device used on a car rig to
soften the forces on the camera from acceler-
ation. When used “improperly” on a tripod,
the camera floats on a rig that allows for a
very stable shot... stable until the camera is




suddenly jarred. The “wibration solator”
helped me to create the effect | wanted.
This was the first time | ever used an on-line
forum, and | had several great responses
within hours of posting—I've been hooked
ever since!

Two of my favourite cinematography relat-
ed forums are:

cinematographer.com

This i the main site for American Cinematographer
magazine. There are My Qreat resources on this site,
inchuding an excelient dacussion fonsm which allows
anyone 10 post tDPICS 0N Cinemalograpiny.

cinematography.net

This Cinematography Mailing List provides a great
forum for camera crews and related professionals to
participate in the discussions specific to many issies
related to cineratography. You can read archived dis-
cussion strings on-line, Registration to enable you to
post is free.

FiLm-RELATED DATABASES AND
DIRECTORIES:

exist. Everything from where to rent what, and
who worked on a certain film can be found
using these types of sites. Some examples:

imdb.com

This s the “Intarnet Movie Database.” It is a great tool
for checking the resume of anyone and everyone
working in film. This database can be used to cross
reference cast and crews of almost every film or telew-
sion senes ever made. I'd ke to see something ke
this for commercials and music videos—if it exists, |
haven't found it yet

filmtoronto.com

When | was prepping 1or & progect (a5 a producer) |
used to have several text files open on my deskiop.
As | made calls, | would cut and paste numbers and
info for rental houses and prog houses as | compided
info. Filmtoranto.com s an awesome resource for pro-
ducers. It has a massive directory for every imaginable
thirg you might need to shoat a film in Toronto, The
directory has info on everything from rental houses, 10
animal wranglers and catering—thers is even a local
weather forecast on the main page. You will no longer
nieed to open a phone book when prepping a ob.
cyberfilmschool.com

An excellent starting point whin using the intermet for
fitm research. This site has artiches, links and lots of
discussion boards 10 fefer (o, and you Can view inter-
views with major directors, ediors, cinematographers,
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ete. in QuickTime ( mov) format.

| have often needed info on the specifica-
tions of a certain camera or film stock. This
information could probably be ascertained
from a discussion forum, but it can be even
faster to go straight to a company's web site.
Often technical specifications can be down-
loaded for free from the manufacturer. Rental
houses often supply on-line catalogues and
specifications of gear available for rent.

Iif the information is not directly online in
HTML format, it is usually a PDF file. You wall
need Adobe Acrobat to read files in pdf for-
mat, Acrobat Readers for all platforms can be
downloaded for free from the Adobe web site
at www.adobe.com.

Examples of manufacturers and rental hous-
es with great websites to reference:

whites.com

William F. White is one of the biggest rental houses in
Torontn, This site & very comprehensive, with lnks to
manufacturers and specifications for their rental gear

kodak com/US/enfmotion/products/films. shtml
This is a sub-link on the Kodak page—it takis you
straaght 1o the motion picture stock information. | use
this sitee all the time when deciding on a stock 10 use
far a film,

Titfen.com

A | wark wiriting this article | thought, “what would |
do if | was thinking of trying a new filter on a job?"
Without even searching in a major Net search engine
like yahoo.com or altavista.com, | simply typed
Tiffen.com. Sure enough, theme s a site with informa-
tion, links, and photographs demonstrating the effects
of various filers.

There is almost no limit to the power of the
Internet as a resource, and it is only getting
bigger, better, and faster. The links | have pro-
vided may change, but the information will
always be there and as long as you know
how to find it and use it, the Internet will be
a great source of information and ideas.



FALL FILM FESTIVALS BY KATHLEEN MULLEN

utumn is a great time to go for a walk to the
movies; the fall film festivals kick off with the
Toronto International Film Festival in Septem-
ber, followed by an eclectic collection of other
festivals throughout September, October, and
November, Mext year get your films and
videos ready to submit early!

Planat in Focus: Toronto International
Environmental Film & Video Festival is
Canada’s first annual, international environ-
mental film and video festival directed by
Mark Haslam. This year it ran September 28-
30 with films, videos, and panel discussions
focusing on a variety of issues related to the
social and ecological health of the planet.
The festival seeks to promote reflection, dis-
cussion, and calls for action on environmental
issues,

Planet Indie (Seplember 7-15) is a festival of
independent films founded in 1998 by a
group of filmmakers who share a common
belief that small films have an audience. It
operates independently without government
funding, existing with the assistance of spon-
sors, volunteers, and audience. It takes place
at the Bloor Cinema and has a whaole award
section, juried and all.

Si-Si-Cine had its 9th annual festival of
films from the Spanish speaking world at the
Bloor Cinema, October 12-16. Organized by
CCIE (Cultural Celebration of the Spanish Lan-
guage) and programmed by Raul Galvez, Si-
5i-Cine was created in 1992 to promote
Spanish films from around the world.

The 10th Moving Pictures Festival of
Dance on Film and Video took place Octo-
ber 29-November 3. Started in 1992 by Marc
Glassman and Kathleen M. Smith, the festival
explores the link between dance and the
media arts. Its international touring compo-
nent brings artists, presenters and audience
members together to explore links between
dance and media of all kinds, particularly film
and video. | went to see the Canadian pro-
gram of dance on film and video sponsored
by Bravo!, which was a diverse collection of
shorts from gypsy music and dance to a
dance music video from Calgary. The Royal
was packed with lots of Canadian bigwigs
and filmmakers.

Toronto Reel Asian International Film ~
Festival (November 15-25) explores the diversity % .
of Asian Canadian and diasporic film culture
and promotes emerging filmmakers, both
Canadian and international. This year the fes-
tival featured a spotlight on local filmmaker
Midi Onodera and her varied and diverse
career. Other highlights included Heroes in
Love tfrom Hong Kong, which was a hit at
this year's Vancouver International Film Festi-
val, and the Canadian-made documentary
Obaachan‘s Garden directed by Linda
Ohama.

Rendezvous with Madness Film Festival
{Movember 14-18, 2001) presents features and
shorts focusing on mental health and addic-
tiqn. This year _f:::r the first time Rendezvous .. Daap by Mk Oricdera
with Madness included a shorts program screened at Toronto Reed dsia
focusing on queers and mental health. High- ';':JE:;!LT}:; Fl'c'amm =
lights of this program curated by Cassandra g e cue with Madness Fil
Hanrahan are Thirza Cuthand's Anhedonia  Festival
and Shawn Postoff's Coming to Terms. Ren-
dezvous with Madness is produced by the
Workman Theatre Project, a non-profit, chari-
table performing arts company linking pecple
who have experienced the mental beallh sys-
tem with training and employment in Toron-
to's arts community.

The first annual Female Eye Film Festival
ran November 15-18 at the Bloor Cinema.

Founded by Festival Director Leslie Ann Coles,
the Female Eye is dedicated to contemporary
women filmmakers and works to promate
women's independent filmmaking locally and
internationally.

Organized by the Centre for Aboriginal
Media (CAM) and V tape, ImagineNATIVE
Media Arts Festival (November 21-25) provides
an international forum for Canadian Aborigi-
nal artists. Screening films, videos, and multi-
media installations by Aboriginal artists and
indigenous people worldwide, ImagineMative
seeks to foster both emerging talent and
established artists. The Centre for Aboriginal
Media (CAM) was formed in Novemnber, 1998
and is dedicated to preserving and developing
Aboriginally produced film/electronic/digital
media, This year's festival included a video bus
tour to the Woodland Cultural Centre with
historian Tom Hill.
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Stils (top 10 botiom): .

Find them on the web: www planetinfocus ong; weaaoreelasian. com; wwecplanetindie.oom; weew: femaleeyefilmfestrval.com;
W rendevouswith matiness oom; wew monnapciuresfestival oom; waw. abarginalmedia, o
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: namely Gordan's and David Best's revelations
=1 of the alarming degree of both pre- and post-

i summit media influence on the public’s senti-

ment of the protestors and the event, not 10

menton the coverage of the event as it hap-

pened. Two works showcased the entertain-

ith a rousing .n,n__,d iction by " The Radical ingly intellectual potential of the videos
Cheerleaders,” and a closing gas mask giftte ~ Malcolm Rogge's Like a Nice Rubber Gas
screening and tape organiser Gistle Gordon, Mask creates a striking juxtaposition between
there was little doubt that m{, fourteen filme highthearted intérviews regarding protestors’
screened at the October 21 “Blah Biah Blah protectve clothing and an actual senous
relViewing Québec” screening and tape threat to geénéral safety; and John Greyson's
release (with proceeds to the Québec Legal Packin' offered a unique, persanal, and
Defence Fund) had the sole intent of examin- humourous view of the events through, at its
ing the Summit of the Americas in Québec most basic level, an examination of the

City in April, 2001 from a personal level of crotches of law enforcement officers. And
resistance. Fourteen artsts (including Al while the program may have been uneven
Kazimi, Kevin McMahan, Charles Officer, Julie overall, the inspired desire to resist and inform
Fox and b.h, Yael) traveiled to Quebec (or often emerges in, at the very least, the unde-
stayed home) and recorded their reaction to niably shocking footage of the events ignored
the Summit protest, providing an alternative by the mainstream media, but caught and

10 the mainstream media’s coverage displayed by this collectve

nefe Wwene some miefeshing cinematc and
media Critigues |"=I'{'fl-;,:I;|‘:"-Du1 the projects,

By Evas NOTe

For more inforemation wurd to nitpahsvesL urbannation. oomyah ftm. The "giah glah Bk wides compilation & datnbted thigugh W Laps
with proceeds froem saled going 1o the Quibec Legal Die

| Saills (et 1o nighid. (of) fences by b h¥sel, Girks with Oplnlons by Giele Gomon, Packin® by John Greysor
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he three-day conference on experimental film
and video took its title from George Darwin's
comment in praise of “purposeless” experi-
ments for the mere sake of seeing what
would happen. Too bad, then, that the week-
end proceeded according to an implicitly
assumed set of parameters; it quickly became
apparent that the social/political context was
the only warthy context in which to make or
discuss films, In the first panel, Abigail Child
lamented the continued existence of an
expenmental film canon, and no one (on the
panel or in the audience) suggested that a
canon might possibly have some use
Similarly, “art for art’s sake,” "romantic indi-
vidualism,™ and “auteunsm” were only ever
mentioned {and received) with a figurative
wink acknowledging their assumed obsoles-
cence. Though a proponent of all those glori-
ously old-fashioned camps, | do allow that
they may be outmoded; however, | sank fur-
ther into my seat the maore | realized that this
was not a topic for debate but a collective
assumption

There were, happily, some attempts 1o
broaden the discourse’s scope. Carfton grad
student and panelist James Missen suggested
that the personal sphere is the first stop on
the road to social change, and Chris Kennedy
reminded everyone that one of art’s fabulous
effects is its bringing together of people from
all political and apolitical milieus for possible
dialogue. | was itching to take it further and
pipe up with the idea that, even admitting
politics’ universal influence, an apolitical art-
work or discussion is still valid (and can still be
of political relevance, if one wishes 1o so con-
textualize it). But | chickened out, certain that
my alien viewpoint would get turned back at
thie discussion’s border

The "Capitalism” panel on Saturday morn-

CAPITAL*SM A.T 10 AM (AM DuTsiDER REPORT

ing, and the “Money™ panel that afterncon,
featured panelists who staked out personal
territory in the field of social discourse. lahn
Greyson's poem aboul Pasolini's guilty lust for
state police gave nifty context to his video
Packin’ (from the Blah Blah Blah program), an
eroticization of Quebec riot squad cop crotch-
es. Montieth McCollum, director of the doc
feature Hybrid, spoke engagingly about how
his limited funds stretched production over
seven years and gave the film a unigue style
born of necessity. And Mike Hoolboom deliv-
ered a sort of monologue from beyond the
grave which both acknowledged and decried
the need for artists to act as advertisers and
self-branding agents in pursuit of the *suc-
cess” chimera. At least these speakers admit-
ted to the fact that artists and audiences,
enmired in the social web though they may
be, are individuals with libidos, bank
accounts, and egos. But Greyson committed
the unpardonable sin of leaving Jack Smith
off a list of leftist filmmakers, and the room
exploded in hilarious indignation; the ensuing
heated how-left-was-Jack discussion feit like a
roomful of closet auteunsts justitying their
hero-worship with political affiliation.

The truest and most invigoratingly "use-
less” experimentation came as a footnote to
Saturday night, in the form of post-dinner
activities (slamdancing in an ATM kiosk,
cathartically parodic academiababble) cap-
tured by Kika Thornes ubiguitous video cam-
era. My saying that that might of impromptu
shooting with Thorne, Hoolboom, and Steve
Reinke contained more play and receptivity
than the rest of the weekend must of course
be taken with a grain of salt on which are
microscopically inscribed the words *apaoliti-
cism,” "anti-intellectualism,” and " cult of
celebrity” ("Lock at me mommy, I'm making
a moooovie with these people!™). Obviously,
my reaction to the conference is tempered by
my personal tastes, biases, and blinders, But
at least, unlike some, I'm willing—what's
more, feel obliged—to admit it.

gY DamiEl CoCxBunn

Blowang the Trumpet o the Tullps: An Exchange on
Experimental Media, Queen's Univerity, Kingston,
October 19-21, 2001




MESSAGE FROM THE EXECUTIVE DIRECTOR

Running steady at 24 fps...

The fall has been an exciting time for LIFT. We have
acquired new equpment over the last two months (on
this, see the repors from our technical coomdinators);
our workshops continue 1o sell out and draw large
numbers of people 1o the co-op; we have increased
the print run of our newsletter 1o meet higher
demand for the publication; and our spedial events
committee is coordinating a number of special screen-
ings and artist talks for the fall and winter. And... LIFT
is on track to come in on budget at year-end.

In October, LIFT hosted a special workshop with five
students from Linden School, a Toronto feminist alter-
native high schoal lar girk. With lhl!piﬂifwu‘:ﬂ'lq:
under aur belt, LIFT is now in discussions with the
Women's Telewision Netwark (WTN) Foundation about
hosting a two-week Girls Film Camp next year. The
Film Camp concept, developed by the WTN, combines
education in the tachnical, creative, and theoretical
aspects of fimmacing and medka literacy. One of the
main goak of the Film Camp program i 1o celebrate
social and cultural diversity. If it flies, the Camp wll
bring a group of young people to the co-op, and it
will provide opportunities for LIFT members to gain
experience in tralning and teaching high schoal stu-
dents in filmmaking and media lleracy,

In November LFT mopened negatiations with
ACTRA to strike a deal to provide LIFT members with
access to ACTRA members at super-discount rates.
Under the proposad framework, UFT members wall
also be able 1o amess ACTRA'S on-line database of
thonmands of ACTRA membar in Tnnin. ACTRA
rrmt-mslmduhmhuul.mﬂqﬂhu

ment 10 their union,

Of special note: The LIFT 2001-2002 Canada Tour
Celluloid: Celebrating 20 Years of Independent Film-
making kicked off on Novemnber 30th at the Manitaba
Cinematheque (co-presented with the Winnipeg Film
Group). From Winnipeg, the tour moves westward to
Vancouver kland, before heading to the East Coast in
the Mew 'ear.

It & safe to s3y that every member of LIFT wants to
se€ our co-op continue to be & healthy and dynamic
artist-run centre_ in the summey, the LIFT Board of
Directors embarked on an omganizational review. 50
far, the followang goals for thee next year have been
identified: 1o ensire thal oul production and post-pro-
duction facilities continue 1o meet the needs of our

Lt voLume 31 issul & MovEMBERDECERRER 3001

members; to clarify and imareve our core governing
palicies; 10 increase and diversify our member base
and continue to show appeeciation and interest in the
work of our volunteers; 1o create a respectiul, sup-
porive, ﬂmmmhﬂ
members; 10 inCredse our presence in the Toronto film
community; 1o stabilize our finances and nNCrease
funding from grants, fundmsing actrities, and foun-
dations; to share creative and technical resources. with
other likeminded film organizations and artst-fun cen-
tres; and 1o continue to create new opporiunities for
inchependent filmmakers 1o learn new skills and to col-
Iahewratie with sach ather.

I"d ik to invite our members to share their ideas
and views about the co-op at committes mestings, in
the newsletter, and simply by calling us to talk about
your ideas. i you aren't abeady an active member at
LIFT, | would like o encousage you 10 become one.
mmwwmmmm
aspirations. . and occasionally even our neuroses. The
co-0p B structured democatically: all membens may
vote at the annual general meeting where the polcies

that govern the organization are ratified, all members
mmmmmummmma
members may join LFT committees and have a direct
waice in the operation of e co-op, You don't get
ihose apportunities with cable TV

MaLcoum ROGEE



Crstina AlCnear
Zargham Alj
lnrdan Alkison
Sarah Armenia
Billy Austin
Paulette Bourgeois
Cranilel Brennan
Sarah Brown
Jerome Canon
Chanda Chevannes
Jayme Courtney
Amber Davie
Robert Deleskie
Jochen Detscher
Tyson Erb
Patrick Faubert
Resie Fernandez
Richard Fitzgerakd
Paxton Francis
Jason Glleno
Alvin Griffith
Jamies Grist
Pater Gusnalor
Kevin lakubec
Stacey Jennings
Loutse King
Vanessa Lam
Lrarrin Lapoanie
Kate Leclernc
Ajdan Leroux
Greg Loan
Bruno Marsala
Kelsey Matheson
‘Walter Melrose
Emmanuel Mutsune
Antonio Mucaro
Aygade i Crtifi
Andrev Cndey
Charity Pankratz
Dan Rayrment
Kieran Rayment
Mike Richardson
Simone RioL
David Sansam
Kathryn Song
Madine 51 Louis
Robert Sternbeng
Ho Tam
Emily Thacker
Micole Tarok

Andreas Trauttmansdorti

Paclo Visentin
Ieff Watson
Marni Zatzrman
Eatherine ion
Luigla Zuwcaro

VOLUNTEER NOTICE BOARD

There are a variety of ways to fulfill your volunteer
hours, including helping out in the office and at spe-
cial events, writing for the newsletter, or sitting on a
committes. Call Jesse at 416588 6444 for more Infor-
miation

Thanks to all the members that have volunieened
recenthy:
Andrew Chisbov
lerame Canon
Mancy Carlson
Mathan Moles
Tyson Erb

Simana Maolinals
Michelle Power
Mama Rapon|
Andrew Lennox
Iker Compean
Dougal Thoms
Pater Creegan
Richard Fitzgerald
Ryan 1. Maoth
Mike Sieffer
Jasan Gilena
Vanessa Lam
James Grist
Kieran Rayment
Kieran Wilson
Zoe Johnson
Diogo Galhane Jr.
Emmanuel Mulsune
Allana Kraayevekd
Paulatte Simclair
Robernt Debeskie
Jonas Crawley
Yale Massey
Topaz Hasfal
Paolo Visentin
Anftonio Mucars
Emily Thacker
Daniel Brennan

Stlls (left 1o night); Christina Battle, Christing Zeidler, Roberto Ariganello, Madi Riler at a screening of handmade films at Christina Zesdler's fasm




Terrencoe Krarmer
Laurence Gresn
Kristiing Szabo
tarah Beck
Johin Kneller
Murat Asker
Kim Hamilton
lgor Rados
Mike Richardson
Michaei Filice
Sarah Sharkey-Pearce
Angele Morgan

ANNOUNCEMENTS

HoLipay CLOSING

Please note that the LIFT office will be chased for the
holidays from December 21-January 7. Members wisi-
Ing to use the facilities during the holidays must boak
time and sign out keys bafane December 21

LIFT ORIENTATION

LIFT's arientation sessians are an introdecton 1o the
co-0p for those wishing to familiarize themselves with
LIFT's facilities and resources, The onentation will cover
rental procedures and policies as well as membership
structure, The Office Coordnator will give a short towr
of the LEFT facilites and answer any QuUESHons new
members may have about the co-op. Oneniations are
held the third Wednesday of each month at 11;30am
Call the office at 416,588 6444 for moare mfarmation
Mext orientation date: January 16.

LIFT's MEMBERS' LIBRARY

Drop off a copy of your latest opus for your fellow LIFT
filmmakers 1o view. This 5 a great way to get your
riame and your visian out there for the rest of us (o
soe, What are you waiting for7! Drop off your VHS
copy today!

COMMITTEES

NEWSLETTER COMMITTEE

Ioin the Nevwsdettor Committes if you are infanested n
contributing to the LIFT Newsletter, Members receive
20 valunteer hours for cumiudative committee service
The committes meats the first Tuesday of every monin
at B:15pm in the LIFT office; call Deanna o RSVE
Mext meeting: January B, 6:15pm
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PROGRAMMING & SPECIAL EVENTS

COMMITTEE

LIFT's Programming & Special Events Commattes i
looking for new members! Join the committee if you
are interested in shaping the diwection of LIFT's Artist
Talks and upcoming events, Mambers receive volun-
teer hours for each meeting they attend. Contact Jesse
or Deanna at the office for the next meeting date

WorksHor COMMITTEE

The Warkshop Committee is looking for new members
to help design and promote the Winter 2002 work-
shaps hosled by UFT. Committee members recene 20
wolunteer hours for participating in this endeavaur, if
you are interested in joining the commitiee or want
mone information, call Roberto at 416 588 6444, If you
have any ideas or suggestions for anmy kind of work-
shop, let us know by email at Iifi_tech@an aibn.com
MNext meetings: January 17 & February 21, 6pm
(Pirase call before heading down to the officel)

Eﬂ_UiPMENT REsoURCE COMMITTEE
Members are strongly encouraged to participate in
the decision-making process concerning LIFTS egquip-
ment acquisitions and facilities upgrades. The Equip-
ment resqurce mestings directly atfect the direction
that LIFT will take in the coming years. All members
are welcome 1o express their views, For those unable
to attend a meeting, please put Your suggestions in
writtng and send them to Roberto by e-mail
{lifi_tech@cn.albn.com) or by fax 416.588.7017. This
way they can be presented 1o the group and dis-
cussed. Volunteer hours will be given for the time
spent at meetings.

HNext meeting: February 12, 6pm

EQUIPMENT NEWS

ReCeNT EQUIPMENT PURCHASES

NeEw PROTOOLS SUITE = 5.1.

The upgrade of our Protools Digital Sound Editing
Suite i complete, Now, with the latest version, 5.1.1;
this suite i a great resource for filmmakers working
an sound designs. The new system also includes an
upgrade of wdeo slave hardware that reads different
types of VITC time-code. & number of pleg-ins
(EQDynamicaReverb) are aled new 1o the sulte



MNEwW STUFF!

SuPer & CAmMERAS:

We have recently purchased two new Super 8 cam-
Elds.

(1) Canon 514XL-5 is & sound camera that includes a
9-45 mm macro zoom shoots at 18 or 24 frames per
second and single frame as well. The Canon comes
wath a cable release, lens hood, lens cap and is in mint
condition.

{2} Minoita XL 401 & 5-34 macro zoom lens with sin-
gle frame capability, a built in intervalometes, and self-
timer and includes a lens hood and lens cap.

Each camera rents for $4fday for full members and
$&day for associates.

SUPER B INTERVALOMETER

Cur Canon 814 intervalometer is now available for
rental as a stand alone item. The intervalometer rents
at a rate of $1/day & $2/day for Full and Associate
members respactively.

ProcessinG Tank

We have recently acquired a second-hand processing
tank which is able to handle regular B, Super 8,
1&mm, and 35mm film, This new tank, ideal for
colour handprocessing, remts at the same rate as LIFTs
other 3 processing tanks (35/day for Full members &

% 10vday fior Associates),

Nosopy's FooL: THE $99 FiLm

FESTIVAL!

Have you've ever attended a film festival and thauwght
to yourself *| CAM DO BETTER THAN THAT!™ Perhaps
you're just tired of getting rejected by festivals that
don’t appreciate your style! Well, here's your chance
to stand up and shout out that you're NCBODY™S
FOOLI

For 399 {accessing LIFT members only: $99 for Full
members; 5169 for Assocates) we will give you all the
toals necessary to make a short b8w film and create a
soundtrack in our newly upgraded Protools suite. All
completed films will screen at the Mobody's Fool Film
Festival on April 15t at Cinecycle.

Don't forget, the Mobody's Fool ($949) Film Festival is
only open to Accessing LIFT members—sn start getting
in those valunteer hours and be sure to upgrade your
membership before registratson day in Januwary 2002,

LiFT’s WINTER 2002 WORKSHOPS ARE
JusT AROUND THE CORNER!

The new year is a perfect time to foows on leaming.
Our exciting new senies of workshops wall begin the
January 2002, Upcoming classes include: Acting In
Front of the Camera; Introduction 10 Assistant Direct-
ing on Independent Films; Evenything You Wanted to
Enow About Filmmaking (But Were Afraid to Askl);
Sound Recording and Transferring; The Shoestring Anj-
mator: Traditional 3-0 ClayObject Animation; The
Cxberry Animation Camera; Digital Sound Editing with
Protools; and MANY, MANY MORE! See LIFTs Winter
Woarkshop 2002 brochure (along with this mailing) for
more details!

JUST A REMINDER...

Equipment returns are from 10am to 12pm
Equipment pick-ups are from 2 pm o 5 pm.

Keys and Swape Cards can be signed out between
10am and Spm. This schedule isin place 1o ansure
that Roberto & Christina have ample time 1o deal wath
their many other responsshilifies.

CALLS FOR SUBMISSIONS

YORK UNWER51T"|", TORONTO:

FacuLty ofF FINE ARTS, DEPARTMENT
OF VisuaL ARTs

ork Unnersity: The Depariment of Visual Arts, Faculty
of Fine Arts, invites applications for two tenure-track
positions at the Assistant Professor level: ane in Cana-
dian Art HistondStudies and ong in Contemporany
Painting/Studies 1o commence July 1, 2002, Positions
are subgect to budgetary approval by the University,

CANADIAN ART HISTORY/STUDIES
The successiul applicant will have teaching and
research expertise in histoncal and contemporary
Canadian art history, which may encompass aboriginal
and/or First Nations cultures, Additional strengtihs in
curatorial studies ane desired

Apphcants will have the capacily 1o teach at all lev-
els of the undergraduate and graduate programs. The
position requires strong commitments to graduate
supenvision in the kA, Art History Program and the
{ﬂrthmmlng Diploma in Curatonal Studies, and admin-
strative duties and responsabilities including depart-
mental, faculty and university committess. Applicants




must have completed a Ph.D, in a relevant fisld,
Applications will include a detaded curviculum vitae,
a statemznt of teaching philosophy and recent course
outlines, one or two recent publecations, the namaes,
email, ard addresses of three referees. Applicants may
consult the York Fine Arts web page for details of pro-
gram and course offerings at www.yorku.caffinearts’

CONTEMPORARY PAINTING/STUDIES

The successful candidate will be a practicing artist with
an active eahibition record and expertise in Contempo-
rary painting practices, including knowledge of theo-
refical maees, The candidate will have a capacity 1o
teach panting and critical studies at all levels of the
undergraduate and graduate programs. The position
requires a strong commitment to graduate supenvision
in the MEA. Studio Program and admimstrative duties
and responsibilities including departmental, faculty ard
unmversity committess. Applicants must have complet-
e an MEA. in a relevant fisld

Applications will include a detailed curniculum vitag,
slides or suitable documentation of current waork, a
statement of teaching philosophy and recent course
gutlines, one or two recent publicabionsicatalogues,
ihe names, email, and addresses of three referees,
Applicarts may consult the Yark Fine Arls web page
for detals of program and course offenngs at
weawyorku.caffinearts/

Please address applications to: Yvonne Singer, Chair
of Search Committes, Department of Visual Arts, York
University, 4700 Keele Street, Morth York, Ontanio,
M3l 1F3. Email; ysinger@yorku.ca
Applicaton deadline: February 15, 2002

SELECTED IFVA NEWS:
Tedetilm Canada launches Pilol Propect suppocting
regional distribution of “Films d"auteur.”

Montreal — Telefilm’s Quebec office announces the
establiskment of a new program designed to help
accelerate and expand the distnbution of “films d'au-
teur” funded by Telefilm Canada. Telefilm will provide
financial assistance to enable exhibitors to purchase
filrn prints and run premotional campaigns tailored to
their respective regions
Details i the Canada Feawre Film Fund section of
wwaw teefilm.ge.ca

REMINDER:

Tedefilm Canada has made changes to the Soreenwrit-
ing Assntance Program tar the January 14, 2002
deadline. Now eligible: 1, Writers and writers-tdirecto’s
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credited with twa short dramas. 2. Whiters and writer-
directors with screemesniiing credits tor one o mone
POV feature documentanes.

Details: Danielle Dansereau, Director, and keaning
Basile, Senior Attache at Basilef@telefilm.go.ca,
514,283 6363, todl-free 1.800.567.0890

LAUSANNE UNDERGROUND FILM
FESTIVAL (SWITZERLAND)

Some of you heard about the Undergound Film Festi-
val which took place in the city of Vievey, Switzerand,
last year. Their festival moved to the city of Lausanne,
which & bigger, and nicer. The Lausanne Underground
Film Festival takes place June 5-9, 2002 Detalls and
entry form available at: wowee |lutt.ch

Deadline for entries: May 1, 2002

NOW 2002 CONTEMPORARY FiLMm &
VipEO AT THE Museum oF THE CiTY
OoF NEW YORK waill survey works [rom 1995 to
the present. Our goal is 1o get in louc with as many
film and video artists as possble to see the broadest
spectrum of work produced In, or about, New York
City, We will be looking at work in all formats and
intend 1o Include, if appropriate, eventhing from
avant-garde and independent films to commercial fea-
tures and documentanss,

If you have done or know of work that may be
appropriate for this series, or for further details, please
rontact Stephen Turtell, Manager, Adult & Aradame
Learning, Museum of the City of New Yark, 1220 5th
Avenue, New York, MY 10029
Tel: 212.534.1672 ext. 207;

Fax: 212,369 8449; Email: sturtell@mdmiorg

SNACONTT ARTS
A weekly video art TV program featunng animation,
performance, documentanes, moving web art, atc. A
non-profit TV ant program, focusing mainly on moving
pictures, created by young and old emerging artists
Snacontt Arts was founded in Mew York City in
1997 by Constant, a multimedia artist in search af an
alternative venue, The program is broadcast on Timse
Warner Cable (pubdic access T, NYC) It's a waskhy
chevw with pach epinde schadded to air at least four
times, Rating 15 not our concern, an &. 50 please, we
nead your work to keep the show on the air. Submit!
And tell a fiend
Contact: Snacontt Arts, PO Box 050050, Brookhm, NY
11.205; Email: Snaconti@acl .com; W mcmy.org



Insipe QuT ToroNTO LESBIAN & GAY

FiLm & Vibeo FEsTIVAL

Mowy i its 12th year, the Inside Out Festival (May 16-

26, 2002) is an exciting and important venue far

queer filmmakers from around the world, Inside O

hosts the largest gueer film festival in Canada and onae
of the largest in the world, Our 2001 festival screened
mare than 290 works from 30 countries, with sold-out

Soneenings daily,

Ear more information and to download a submission
form go to waww.insideout.on.ca of email program-

mer@insidacul.on.ca
Deadling: Jlanuary 15, 2002

JPcOMING FUNDING DEADLINES

CanaDA COUNCIL
1,800,263 5588, wwaw.canadacouncl ca

Grants 1o Fidm and Video Artests

Craative Development Grants' March 1, 2002
Production Grants: March 1, 2002

Granis to New Media and Audio Artists
Research and Production Grants: March 1, 2002
New Media Residencies: March 1, 2002
Aboriginal Media Arts Program: April 1, 2002
Travel Grants to Media Arfists: Any time

OnTARIO ARTS COUNCIL
416,961, 1660; wasnwv.arts.on.ca

Visual Arts and Media Arts:
Artists” Fidm and Video: April 15, 2002
Abariginal Arts Projects: March 1, 2002

ToroNTO ARTS COUNCIL
416.392 6200; www lorontoariscounce.or

Call the Council for upcoming deadlines

UpcoMING FESTIVAL DEADLINES

SaM FRAMCISCO INTERNATIONAL FiLm FESTIVAL
MARRATIVE FEATURES

San Francisco, CA, USA

Festival Dates:  April 18-May 2, 2002

Tel: 415.561.5026

Email: djones@sffs.ong

wiwiv sliff.org

Deadline: January 4, 2002

Los ANGELES AstaN PAciFIiC Fium & ViDED FESTIVAL
Los Angedes, CA, LISA

Festival Dates: May 16-23, 2002

Tel: 213.680.4462 X568

Emall: wiscomd@@apanet.ong

whnaeveonline orgfilmfest

Deadline: January 11, 2002

YorK INDEFENDENT FiILM FESTIVAL
York, LK

Festival Dates: February 23-24,2002
Ernail: info@yorkfilmfestival org
wasnn yorkfilmifestival .org

Deadline: January 11, 2002




INTERNATIONAL WILDLIFE MEDIA CENTER AND FiLM
FESTIVAL

Missoula, Montanag, USA

Festival Dates: April 20-27, 2002

Tel: 406.728.9380

Email: hwif@wildifefilms.org

www wildisfefilms.ong

Deadline: January 15, 2002

InsioE QuT LEssian & GAY Fium aMD ViDED FESTIVAL

OF TORDNTO

Toronto, Ointano

Festival Dates: May 16-26, 2002
Tel: 4164977.6847

Emaill: programmer@insidecut.on.ca
www insdeout.an.ca

Deadline: January 15, 2002

MEDIAWAVE INTERNATIONAL FESTIVAL OF ViSUAL ARTS

Gyor, Hungary

Festival Dates: Apnl 27-May 4, 2002
Tel: +(36-96) 328 888

Email;: mail@mediawaveiestval com,
hartyand@-arrabonet gyorhu

wisnw mediawasefestival com
Deadline: January 20, 2002

HasSHYILLE |MDEPENDENT Fium FEsTivaL
Mashville, TN, USA

Festival Dates: June 5-9, 20032

Tel: B15.742.2500

Email: niffilm@bellsouth.net

weew, nashwilbefilmfestival org
Deadline; February 1, 2002

Hew Yore LEssian B Gay FiLm FESTIVAL
Mew York, MY, US4

Festival Dates; June 6-June 16, 2002
Tel: 212.254.7228

Email: newfest@idt net

www newestival.org

Deadline: February 18, 2002

Camapian Fiim CENTRE'S WORLDWIDE SHORT FiLM
FESTIVAL

Toranto, Cintario

Festnval Dates: June &9, 2002

Tel: 4164451446

Email: shortfilmiesi@cdnfilmcentre.com
wwaw.cdnfilmeentre.com

Deadline: March 4, 2002
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COLOGNE CONFEREMCE: INTERNATIONAL TELEVISION AND
FiLms FESTIVAL

Koln, Germany

Festival Dates: June 22-27, 2002

Tel: 49-221 454 3280

Email: nfo@cologne-conference.de

www, cologne-conference.de

Deadline: March 15, 2002

HirosHima 2000: THE STH INTERRATIONAL ANIMATION
FESTIVAL 1M |aPAN

Hiroshima, Japan

Festival Dates: August 22-26, 2002

Tel: 81 82 245 0245

Email: hiroanim@urban.ne jp

Deadline: April 10, 2002

GUIDELIMES AND APPLICATION FORMS FOR THIS LIST OF
FESTIVALS ARE OM FILE AND AVAILABLE FOR PHOTD-
coPYING (10 CENTS A PAGE) AT THE LIFT OFFICE. AS
MUCH AS WE'D LIKE 7O, LIFT STAFF CANNOT TAXE THE
TIME OUT TO FAX FORMS TO MEMBERS. PLEASE DD NOT
ASKE, IF YOU ARE UNABLE TO MAKE IT INTO THE LIFT
OFFICE, YOU WILL HAVE TO CALL THE FESTIVAL DIRECTLY
TO REQUEST AN APPLICATION FORML THE 1996 EDITION
oF THE AIVF GuiDE TO [NTERNATIONAL Fium anD ViDeED
FESTIWALS IS AN INVALUABLE RESDURCE FOR PLANNING
YOUR FESTIVAL ENTRIES FOR THE UPCOMING YEAR, IT's
AVAILABLE AT THE OFFICE AS AN IM-HOUSE RESOURCE TO
ALL LIFT memBeRs.



MOTION

NIAGARA CUSTOM LAB

Colour Negative * Colour Positive

CALL NOW FOR PRICE QUOTES,
NEW SERVICES OR SHOP TALK

PICTURE FILM PROCESSING

16 mm * 35mm * Super 16

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

No charge for tests.

416.504.3927
ASK FOR SEBASTJAN

254 NIAGARA ST.
TORONTO, ONTARIO MeéJ 218

New ADVERTISING RaTes (PER ISSUE)

Advertising in the LIFT Mewsletter is an excellent
way to target-market to independent filmmakers,
wiriters, actors, artists and arts organizations. The
Newsletter goes out six times a year to approxi-

mately 1,000 members and member organizations

including film production centres, galleries, media
festivals, schoals, and hibrarnies.

CLASSIFIED ADS [APPROX, 30 WORDS):

LIFT memBERS $ 5.00
MON-MEMBERS 4 25.00
ADs:

1/8 paGe (2 7/8" x 1 15/167) % &0.00
1/4 pace (2 7/8% X 4 1)8%) $110.00

1/? PaGE VERTICAL (2 7/8" x 8 1/2") $180.00

1/2 PAGE HORIZONTAL (6™ X & 1/8™) $180.00
FULL PAGE (6" X B 1/27) £240.00
INSIDE BACK COVER (7" % 10) $360.00
OUTSIDE BACK COVER (7" x 107) $400.00

DISCOUNTED RATES FOR MORE THAN 1 ISSUE.
CONMTACT THE OFFICE FOR DETAILS: 416.588 6444

NEWSLETTER
NOTICE BOARD

DITOR NEEDED

A GUEST EDITOR FOR THE

EST E

EEKING

MORE INFORMATION

SUBMIT

WRITING FOR THE NEWSLETTER 15 A

GREAT WA
TO GET YOUR VO ! HOURS. YWE ARE ALS
LODKING
STILLS, STORY RD
CaLL DEANNA AT THE OFFICE OR
AT FANBURKEDINTERLOG.COM

UepcominG DEADLINES: |aNUARY 11, MARCH 8




