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HoLIDAY CLOSING

The LIFT office will close for the holidays on Friday, December 20 at 6pm and re-
open on Monday, January 6 at 10am. Members planning to book equipment or
facilities for that time period should make arrangements with the technical coor-
dinators in advance.

ATTENTION ALL ACCESSING MEMBERS

The building management has decided to lock all entrance doors to 37 Hanna
Ave. at 6pm during the week and on weekends. This means that all LIFT members
who wish to use the facilities outside of regular business hours must sign out a
key to the building with the technical coordinators in advance of their booking.
For ALL members who have signed out keys to the edit suites, you must return
the key sets, so that we can add a building key to your set.

LIFT MEMBERSHIP

The Liaison of Imdependent Filmmakers of Toronto (LIFT) is a not-for-profit, artist-
run film co-op which supports and encourages independent filmmaking through
the exchange of information and access to equipment and facilities. Membership
is open to anyone interested in the co-op and its activities.

LIFT has a three-level membership structure. All new members start at the
Affiliate level.

AFFILIATE MEMBERSHIP: $50/year (no rental privileges)
ASSOCIATE MEMBERSHIP: $60/year + volunteer hours
FULL MEMBERSHIP: $120/year + volunteer hours

For more information or to become a member, contact the office at 416.588.6444
or visit www.lift.on.ca.



05
08

1]

1
1

2
4

1

ONTENTS

YIN YIN/JADE LOVE: AN INTERVIEW WITH CAROLYN WONG
GLEN MILLER

PHOTOGRAMS AND FIREFLIES:

AN INTERVIEW WITH |ZABELLA PRUSKA-OLDENHOF
LarissA FAN

IMAGINENATIVE LEADS THE WAy
CuTHBERT DUNCAN

TEN YEARS OF RENDEZVOUS WITH MADNESS
SHANNON BROWNLEE

REVIEWS: THE FiLMS OF JAck CHAMBERS, BRUCE ELDER

16 LIFT News
21 FesTivaL DEADLINES
22 FunNDING DEADLINES

O Teie Cover:Yin YilJane Love By Camoiyi Wone Bruow: Hast or Lowoon BY [ACK CHAMBERS Back COVER: |LLUMINATED TEXTS iy Beuce Euois
PagL DWX1: SomG oF v FerEFLY &Y IZaBELLA Pruska-DLDENHOF

LT The Lissen of independent filmmakers of fomnin NoverbeuDecsmber 7002 Velume 12, Na §

ELITOR. Laehias Fan

DESEN: F Duran Procucior, Frands Didas

WWRITERS THES BSUE Sadsh Armenia, Sharnon Brovarikss, Cuthiert Duncain, Lieass Fan, Chit Keniedy, Glers ilier

MEWSLETTER COMMIETTEE: Sarah Surmenia, Shanren Broemies, Wicky Chaney Gagnon, Dunes] Cockbaam ihosed s |, Andisa Hamadlon, W Kochan, krion MadDssmoti (chaed, Kaie
Btk horhaat ], Glen bl Glen Wl (secreiarny

LIFT 5TASF: Malooim Rogoe (esecuthes direcior], Deannus Biin [COMmunstsion oooninitoe), 'Yarneya Lam [laiheidl coanbnaton, Robes Aiganells (echrcal conrdeaion, felf
it ot Cocedruason]

BOARD OF DRECTORS: Scoit Barry, Dassed Cacicbawn tvre-chan), Arthar Comveny, Elara Frsdench, Sars Madean {uecreaeyl, Adeu dands, Dwed ManoolT, Mohn Price (leaseer, abells
Pruska-Oicerhol, Masd Qured, hule Saragora ihair)

The Ligrign ol indedsnden] Fimmaken of Torordo & a ron-profil co-operaihe wiach PR and enooarsges independent Smmaling Seough the eschages of shomaton and

SUOE 1y el and Latkbes. LFT hoiki a jpeogram of workiFops snd sowsnngs and provdes aooes 10 alcrss on gty heding e, lestwal and grant
eacihied aid] orlher splifed] muthen,

LIFT i soppodted by it membership, the Conada Courcll (Meda Arts Secton), the Orsano Arts Counal, arad the City of Tormnio thimagh the Todonio Aty Ceaned

Aurtachr pbidstad o e LIFT newndetier 3G nol nedesaily rellect the wews of fhe sdvion, the Co=op smemiben of the Board ol Deegion.

Lettets. 10 the edBor cin be wend cho UFT, 37 Harna Averue, Sute 301, Tornin, Oniacis MSK 1A, 1ol 810 SER G400 Taw 416 588 TOE7; wwwa bitton ca; el allios@ii on L
durpore wath mgies o OF e, pledin call 1Be LT olfite of emad neveleSier@iit on o

2 A

Fha Camsialls Commral | L Comundl dlen Aain turﬂntﬂﬂrtibﬂuﬂﬂil

EIRAID AT COUSTR
bt nbe bem | Canals o miem'n imegih wady o The Cilg 8f Torpnip CTHAH. DL AN, S (YRR




Do You DREAM IN 35MMm?

The other night | had a dream that | was fhying—
| fleww over the rooftops and past the highways,
past the farmiand that formed a patchwork of
yellows and greens below me. | kept heading
north, over woods and rocky outcroppings, until
the trees and rocks dropped away and it was just
beautiful blue water for miles ahead. It wasn't a
Super 8 dream, or even 16mm. No, it was defi-
nitely 35mm, and technicolour at that.

For all of those who have dreamed of one day
working in glonious 35mm, that dream may now
be one step closer to reality. No longer only the
domain of big-budget feature filmmakers and
commercial directors, 35mm is now available to
you, the humble LIFT membser. LIFTS most recent
purchase, the Arm 3C 35mm camera, together
with the Oxberry 35mm animation camera, has
put 35mm within your grasp. (5ee the
Equipment News for more information on these
items and upcoming 35mm workshops.)

The first and most obviows reason 10 use
35mim is the improved image quality. A 35mm
frame is roughly four limes the size of a 16mm
frame; given that the image s magnified as
much as 300,000 timeg in penpection, that extra
resolution can make a big difference. 35mm also
has a wider aspect ratio (screen width in relation
to height): typically 1:1,66 or 1:1.85, as com-
pared to 16mm'%s 1:1.33,

But image isn't the only thing that benefits
from a larger film format—anyone who has
heard their gorgeous, sublly modulated sound-
track reduced to a tinfy, mono optical track on
16mm will appreciate the benefits of 35mm
sound. Take a look at the sound area on a
16mm print, and you will see what short shrift
the sound gets. For a projection print, sound is
converted into an optical track (in which the
sound waves are represented by a pattern of
dark and light, then re-converted by the projec-
tor) and must be compressed to fit into the
small space available along the side of the
image. That means you lose the higher and
lower frequencies, in effect flattening out your
soundirack. The larger 35mm picture area also
means a langer sound areéa, enabling not only
greatly improved range and quality, but also a
STEreq mi.

Distnbution is another consideration when
choosing your shooting andfor finishing format.
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Most commercial theatres, incuding the rep cin-
emas, do not screen 16mm—just one of the
many factors which keeps shorts out of come
mercial distribution. (if more short filmmakers
shot in 35mm, maybe there would be a chance
of seeling shorts screened before features again.)
Some festivals don't screen 16mm (and even
maorne won't screen Super B), so 35mm can
broaden your exposure opportunites. On the
other hand, of you are shooting an expenmental
film, 35mm may in fact provide limitations, so
you need to think about what your most ikely
scrpening venues are. In Europe, 35mm & the
norm for short films, but in Morth Amenca,
many alternative venues can't support 35mm
{you won't see it showing up in a bar or alley-
way, for example).

Cost, of course, can be a prohibitive factor in
shoating on 35mm. Mot only s the equipment
rental more expensive (even at LIFT!), but you'll
likely need a bigger crew for the larger, heavier
equipment—and 35mm film and processing ane
pretty much double the cost of 16mm. Even
when the film is done, 35mm can continue 10
eat away at your pocket book—consider ship-
ping costs of those heavy 35mm prints. But for
the resourceful filmmaker, there are less axpen:
sive ways of warking with 35mm, Shooting on
16mm or even Super 8, then cutting on video
and transferring 1o 35mm for the final print, is
oné oplion—you don't even necessarnily have to
shool on Super 16 if you're not concerned
about a wider aspect ratio (See this ssue’s inter-
wiew with Carolyn Wong for one example)
Camera-less techmiques such as scratch anima-
tion, drawing and painting on film, or pho-
tograms offer other even more affordable possi-
bilities {(see this issue’s interview with lzabella
Pruska-Oldenhof for a discussion about her pho-
togram films). And a short and well-planned ani-
mation using the 35mm animation stand will
help keep your costs under control

Each format has its pros and cons, 50 consider
your options and nclude 35mm amang them
Supeér B, 16mm, 35mm—you may not have a
choice about what you dream in, but now you
delinitely have a choice about which you shoot
with

Lamissa Fan



Carolyn Wong is a Toronto-based cinematographer who works on many indepen-
dent shorts, documentaries, and half-hour dramas/comedies for local filmmakers.
Carolyn has been a director/DOP on art videos for Bravo! and VideoFACT, and has
produced a number of shorts. Her latest project, Yin Yin/Jade Love, is her first foray
into a longer format as director. Glen Miller interviewed Carolyn Wong in October,
as she was finishing the film.

YIN YIN/JADE LOVE

AN INTERVIEW WITH CAROLYN WONG

GLEN MILLER

Guew Micter: How would you describe Yin
¥intlade Love to someone who hasn't seen the
film? And, what does the title mean?

Camouyn Wons: The film s about my discovery of
my grangdmather after she died. It's an unconven-
tional documentary with no interviews; it could
be classified as an experimental doc. Yin Yin
means my fathers mother. Jade Love is the
English translation of my grandmothers name,
Yuk Oy, The title represents both the grandmoth-
er | knew, and the woman | discoverad.

GM: | felt while watching it that it was very much
a heartfelt remembrance, as much as it was a
documentary about the life of your grandmother.

cw: Thats wonderiul. | honestly haven't really
spoken in-depth 1o a lot of people about what
they get from my film, Its nice to hear you felt
that.

GM: It's a really interesting documentary, but | also
cried at the end, which is perhaps unusual for a
documentary. It's a wonderful portrait of your
grandmuother. She hiad a complex life—how much
of it did you know before you started the film,
and how much did you discover as you were
making it?

CW: I'd say | knew about half of what is in the
film, though there is a blurred edge between
what | did and didn't know. Some of the events
in her life that | grew up with were samewhat dis-
torted by time and perspective and family
lorefexagoeration. For example, the part about
my uncles being abandoned in China. It was
rarely spoken about, and no one would dare ask
the Aunts and Uncles about the truth. 5o the
cousins, in hushed tones, would just be left won-
dering. When | was deing my research | inter-
viewed all her children, my Aunts and Uncles. [n




the process of transcribing the interviews (nine
hours, | might add!) | pieced together the facts,
and followed up to confirm things that were
inconsistent.

GM: You use a lot of different formats and types
of media in the film. | understand that the final
version i an 35mm film,

CW: There are several different formats wsed in the
film. During research, my cousins brought to my
attention this 1589 VH5 footage that they had
taken at ¥in ¥in's house, while she still lived
there. They asked if | could wse it somehow. It
was a visual goldmine for me; the VHS footage
became the main visual structure. It was natural,
since almost all my memories of Yin Yin are in
and around her house, | shot 16mm present-day
footage to bridge the VHS when it became no
good, 8Bmm home movies that my father took are
memory visuals, and | shot Super 8 to recreate
some childhood memories. Then there are also
documents and archival stills. | edited digitally
and the film is transferred from a master BetaSP
to 35mm. | made this decision from the get-go. |
wanted lnh&veasafemedmlnwﬂmmmlb
it the film, since 16mm exhibition is not always
reliable. It had nothing to do with trying to fake
it being shot in 35mm [ﬂum ratio is still
1.33:1), it was always abcl.lty'tqu'ﬂtm::n medi-
um, Actually, now | have 1h|'eafrmﬂw}u exhibi-
tion media: Betasp, hﬂnmand 35mm. Alsg,
doing a neg cut on my film would be impossible,
with all the effects and bits an&pie:es it would
be a nightmare.

Gm: Everything blends together beautifully, and
you've kept a very pleasing sense of movement,
both with the moving camerawork and the edit-
ing. What method did you use to edit the film?

ﬂ‘l: I did the rough cut in Vancouver last fall (at
\I‘H&:llﬂ'm an AVID Xpress 2.1-2. 2. That caused
nﬁnw down when | picked up for the fine cut in
the beginning of 2002, at Theatre D on an AVID
Compaoser 7. The two Ayid systems have different
I'IEII:IH'I'EIE, 50 all | could get out was the OMFEDL
list. Re-building the effects became a major time
mﬂmiﬁtmm what an effect is, but
not how to do it. The edit list only tells you where

m-iﬁ!hmn:e material i.e. the tapes your rush-
es are on etc. | had to put that all back in, which
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is fairly normal, but having to rebuild the effects
from scratch takes a long time, then you have to
render them to even see them properly.

GM: How did you approach editing together the
variety of material?

OW: The script was entirely written when | went
into production (that is, nafration and matching
visuals). | was very clear from the start on how |
wanted the visuals and narration to work togeth-
er, but the transition techniques were largely dis-
covered during the rough cut. | basically started
the edit to the script, but | found that | had too
many words for the visuals: | had a few areas that
| had to really massage in the visual department,
and | was also tightening up the namation io
make space. It was difficult because there is only
=0 much one can cut out of tha narration without
cutting out some of Yin Yin's life.

Ght: How long did it take to edit?

cw: The editor, Winston Xin in Vancouver, was
perfect for my project. His background with video
art, installations, documentanes and dramas was
a good fit. The rough cut toek about five weeks;
| could have used another week, but | fan out of
time. The tweaking of the fine cut took about
three, so a total of eight weeks. But almost two

~weeks of the fine cut was just putting the project

back into the system.

L GM: Is the transfer from '.I!i_dé_h to 35mm expen-

sive?
€w: Yes. The Digital Film Group transfer is more
than the process in Montreal at Vision Globale,

‘but the processes are different.

&M: What's the cast?

CW: Hmm, they gave me a deal. But the list price
for my 27:57 minute film was about $20,000.

GM: Do you have any tips for filmmakers thinking
of going the same route?

cw: If you are even remotely thinking of getting a
35mm print from your finished Beta, decide who
is going to do it {get quotes from a few different
places) and consult with them as early into pro-
duction as you can, and include your editor. Ask
questions, see samples of their work that are sim-
ilar to your project, and make sure they preview




your matenal thoroughly for analyss (it's best if
this is done before your project is dumped from
the editing system). This way any potential prob-
lematic areas can be discussed and perhaps pre-
vented or fixed before the print process has
begun. Also, there are delivery requirements
when you are going from tape to the facility
(both for the picture and sound tracks) such as
breaking your film into appropnate segments. If
you know you are going this route, you can save
some money by preparing the materal at the
same time you are finishing your film. Il cost
you some extra tapes and a bit of time, but it's
probably cheaper than going back in at a later
date to do it and having to rent an edit suite
again.

GM: Are there any other things that could have
helped if you had known them ahead of time?

ow: Well, if you have any photographic stills or
documents in your project, shoot them on film or
tape, whichever your medium . | navely thought
that scanning them at a decent resolution would
suffice. For the edit yes, but once the photos/doc-
iments ane locked in, | highly fecommand shinot-
ing them. Briefly. the problem with my stills was
that once put through a 24fps film recorder they
became these horible jittering images, If | had
known this prior | would have saved mysell an
additional §1,800 for fixes, It was no fault of DFG
{although it was seen on my VHS preview tape,
and no one felt the urge to discuss it with me
until the first MOS print, at which point | freaked),
it was how | had put them inlo my project. Other
than that it was a good experence.

GM: Do you mind talking about funding?
COW: Not at all,

GM: How much do you foresee the total film cost-
ing?

Cw: Oh, | think it's about $47,000 Canadian.

GM: How did you raise the financing for your
film?

Ow: All my funding came from grants. That's wiy
it took 50 long, ha!

GM: How easy is it to get a grant?
CW: No grant is easy. | received funds from the

National Film Board of Canada, Canada Counail,
Ontario Arts Coundl, and Toronto Arts Coundil,
The competition is stiff, and the | ]I.H‘Dﬁ are dI‘HIH'-
mtmﬂm_ i :

GnLHnw long cHdthamIepmceﬁ take?

m.EmmwhH.granthnm nine Fm.ﬂu%
it wasn't like | was living the film for that long. |
had a back-burner period of about five of those
years working on my caneer

GM: What career were you working on?

OW: macmmt&mmamma
shooter,

GM: You're a DOF?

CW: Yes, last time | looked. | can add filmmaker
o0 NowW.

GM: An artist and a technigian!
cw: That's a nice thing 10 say.

GM: What will you do with Yin Yin/Jade Love
now that'’s it's finished?

ow: Since it wad finished ‘in the spring 've been
submitting to festivals in Canada. | don’t have a
tight game plan yet. 5o farit has screened at the
Antimatter Film Festival in Victoria, the Vancouver
International Festival, the Salon des Refusés in
Toronto, and in the fall it's screening at the Reel
Asian Film Festival. Eventually some broadcast
sales would be nice.

GM: I've only seen the wvideo copy. but | think it
wolsld be really fascinating to see all those differ-
ent media—8mm, 16mm, video, still pho-
tographs—all blown up 1o 35mm on a big screen.
| hope | get to see it. What's next for you? Are you
planning another film?

cw: At the moment I'm hoping that ¥Yin Yin/lade
Love takes on a bit of a life of its own, until | can
start on another project. Which will be either a
drama or another memory-doc.

GM: A feature, for sure. Thank you, Carolyn.
Ow: Thank you, Glen, for your time.
To CONTACT CAROLYN ABOUT THE FILM, OR WITH

QUESTIOMS ABOUT THE TRANSFER PROCESS, YOU
CAN EMAIL HER AT KAROLYNWEINTERLOG.COM,
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Lasrssa Far: I'd e to talk about both your latest
film, Song of the Firefly, and your previous film,
Light Magic. Both of these films were made
using the photogram technique. Can you
descnbe this technique and what the results look
liker

lZangiia Pruska-Choemvar:  The 1echmgue 15 actu-
ally very simple. All Fm doing is placing objects
onto & hight-sensitree surface—in this case, the
filmstrip—and I'm exposing the film to lght. | use
a flash, but you can also use a flashlight. There
arg different ways of obtaining the exposure,
some people use a photographic enlarger. For
both Light Magic and Song of the Firefly | used
a flash, Whatever light penetrated the object was
recorded on the surface of the film, o all the
colours that you s in both of thase films are the
actual colours of the objects, but in inverse. I'm
actually using a negative film, it% the stock that
labs use for making release pnints, o0 that | don't
have to work in complele darkness. Its
orthochromatic film, therelome iUs nol sensitive 1o
red light, and my results are always in negative
So i | have a red obiect, it will come out a cyan-
ish, blue-ish colour against a black backgrouwnd
And wheére the bght 5 (olally blacked by the
obyect, that part of the object will be white

LF: 50 you then have a negative film, which you
take to a lab and get processed, and you use that
as il it Is a positive_..

IP: That's nght, its my original. 5o from that |
have to make an inter-negative in order to make
further prints, such as release prints

LF: Once you have the footage, do you do any
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kind of optical printing 1o dow it down of manip-
ulate in?

iP: With Light Magic | used the optical printer 1o
slow dewn certain sechions and superimpose
them on others, For example, | repeat the part
with the Insects and | supenmpase it on differant
surfaces. | show it down, sa that the movement in
the background is faster than the movement of
the msacls

With Song of the Firefly | didn't use an opti-
cal printer, | just pretty much cut it. | wasn't work-
ing on & flatbed when | edited the film, | had it
transferred to video and | edited on a computer. |
didn't really want the interference of the optical
printer, | wanted to make it as pure as possible. |
wanted the least amount of mechancal invohie-
ment. When | made Light Magic | had a bat of a
moral dilemma a5 to whether | should be using
the optical prenter or not. in the end | decded to
use if, but for Song | deaded to stay away from
ft and see what the footage would look like
riwthmically without my mechanical interferance.
It's actually quite amazing 1o see how on a larger
film surface all the objects are more visible, and
appear less abstract. And the rhythm changes, so
that captivated me

LF: Light Magic was on 1&6mm. What made you
decide to do S5ong of the Firefly on 35mm?

1P Basically the larger surface area, and | also
wanted (o test the difference in the rhythms, how
the rhythm of the object changes with a larger
surface area. Does it siow down or speed up, and
how do we percene these objects—ane they
more recognizable for us when you can see more
of the object as opposed to just a lragment? it
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was not so much an aesthetic choice, it was primarily an experiman-
tation for me. I'm still feeling out the method, getting lo know it
better, seeing what | can achieve with what gauge.

LF: How did you get your video cut onto film?

iP: | matched up every video frame with every film frame, and | cut
it myself. Anothes reason | didn't want to use a flatbed was that with
Light Magic | was editing on a flatbed, and unfortunately some sec-
tians of the film got scratched, so | didn't want to nsk that again.
And if you're making an interneg, it's so expensive, | just couldn't
afford to make an interneg of 600 feet of 35mm footage.

LF: What kinds of objects were you putting on the film?

IP: For Light Magic | used objects that | found pretty much around
my apariment. The insects | found on my windowsill and in the lamp
on the celling—! found moths and other insects. | made the film in
the winter, so there was not much vegetation available. | used bits
of fern and other plants that | had at home. | work with stained glass
aswell, so | laid some of the leftover pieces on top. S0 in the second
half of Light Mapgic you see these coloured sections which are very
textured, that's from the glass. | also used some Super 8 filmstrips

In Song of the Firefly | brought in a bunch of vegetation from
the field. It was fiom one section of the field in the Don valley, theme
wiare vines and they were just blooming, so laid those on top, | like
that simplicity, the way you can take just one little thing and how it
can be transformed through the whole process.. It opens up all
these possibilities that you wouldn't see otherwise. | decided to use
just the very simgle vegetation of the vines, and there were a couple
of other pieces of grass and dried flowers from the field, . | put that
material towards the end of the film and | purposefuly did not
expose it as long so you see more of the texture, whereas the begin-
rripmg and Uhe mnididle is mone about the colours that are present in the
richness of the vegetation... The interesting thing is that I didn’t real-
ly think that it would look the way it ended up looking. It wasn't
until | actually saw it when it was projected, when the idea of fire-
flies hit me—the notion of experiencing the field at night and see-
ing it perhaps th'augh the eyes of a firefly.

LF: So the process of making a work is a combination of getting an
initial idea, and working with certain materials, then seeing what
you get from that and developing the film from there...

I®: It's like a weaving process, where | don't start out with a rigid
concept—instead I'm preity open for accidents or chance to enter
the process... That's one thing that | find very compelling about the
whnle process of making art, the fact that if you leave yourself open
there are these iwcredible things that end up happening on film, or
whatever medium you're working with, As long as you allow your-
self to stay open and you don't confine your project, you see things
that you normally wouldn't. For some people it may be ezsier to start
out with a specfic concept, but for me it newer seems to have




worked. | like the weave of having a rough idea
of what I'm going to do, but then allowing the
artwork itsetf to direct me.

LF: In both of those films you are using natural
elemnents with the film. Is there something in par-
ticular that draws you 1o using those elements
rather than something more constructed?

iP: | think that echoes ry interest in this whole
idea of chance and accident. In nature, nothing 15
identical, everything is different... Before | would
move on to manmade objects | want o see what
is already out there for us, and how | can see it
another way. When | used to shoot with a stil
camera, | was fascinated with being able to shoot
extreme close-ups and seeing the invisible, the
unseen, 50 by using a photogram, | was able 1o
do that, to see in nature what is normally not vis-
ite.

LF: Was Light Magic your first film?

I7; | made two films when | was in school, and
after | finished school | made a 22-minute piece
all done in After Effects, | had 80 layers all going
at once. Light Magic was my response to wiork-
ing with this type of hybrid film, and my detach-
ment from the final product. | went through a
period of depression when | finished that film, it
was called Vibrant Marvels, because | found |
was very disconnected from it, precisely because |
didn't work with the material itself. | spent over
six months editing every single day, just staring at
the screen and using the mouse and the key-
board, When the film was finished and was trans-
ferred to 16mm | couldn't relate to it I've com-
pared it before to having a child, but growing it
in a test tube and not going through the process
of pregnancy.

That's why | wanted to starl working in a way
in which | was more engaged with the materials
themselves. | started experimenting with strips of
35mm film. Sebastjan at Miagara was helping me
out—| approached him with this idea and said |
want to make photograms, how do | do it in
colour?”™ He suggested | try the Vision Premiere
stock, 3383, the release print stock. When the
opportunity to make a film for LIFT arose |
thought, “This is so perfect...” Because | was
going through it. | already had my response 1o
the future of film, For me it was such a lived expe-
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rience. | still like working with computers, but |
have to do it in small doses.

LF: We've been talking a lot about the images—
can you talk about the sound design and how
that developed, and its relationship to the
images?

IP: Greg Boa did the sound for both Light Magic
and Song of the Firefly. When | work with Greg
| give him free hand. First | talk about the imagery
and explain what the visuals are all about, but
then | want him to interpret it. And with Song
Greq took it in a direction | wasn't expecting. It
was quite amazing, because before we were only
talking about the field and all of a sudden he
brought in these water sounds... If'l had known
he was going to use water sounds, | probably
would have changed the title and taken it in a dif-
ferent direction, so I'm glad | didn't know. Its
armazing when you can collaborate with someone
and this other person can take your work a step
further by re-interpreting it their own way. | think
Greg enriched it in that sense. He takes the view-
er on an auditory journey, starting in the field and
then taking you into the water and then bringing
yau back to the field again. | like the fact that the
sound and the image from time to time are in
perfect sync, but then they separate and come
back together again. | like that fluctuation.

LF: Is there anything you've gotten out of the
experience of making the work that you'd like to
pass on?

IP; The one thing that | wiould like to say is that
you can make films without having to resort to
very expensive equipment—you can make films
al your own kitchen table and share them with
others... When | was moderating the LIFT Hand-
made Filmmaking artist talk, it was wonderful to
see that people are just doing it. People who have
never had exposure 1o even Using a camera are
rmaking films. The photogram progess is some-
thing that is so simple, so personal, and so acces-
sible, that anyone can make a film and share it
with others... Theres nothing better, it’s just like
being a painter when you can go to your canvas
and you're not dependent on others, and you can
work a bit at a time. It's like quilting.



Once referred to by film critic Cameron Bailey as
Toronto’s *nerveest film festival,” the imagine-
NATIVE Media Arts Festival continues to give sig-
nals that indicate it's well on its way to achieving
the status of "must see” festival in a city full of
festivals. With the Centre for Aboriginal Media
firmly at the contrals, this year's festival, the
third edition, took place in Toronto from
Octaber 24 to 27. Approdimately 60 projects oul
of 120 entries were exhibited from local, nation-
al and international indigenous artists.

Continuing on last year's success, most of the
presentations that | took in left me with the dis-
tinct feeling that they were stonies told simply
because they had 1o be told. Content wize, its
hard to find a more dverse and emotionally
honest selection of works in any festival in
Toranto, Local, national, international, narrative,
documentary, animation, radiafaudio, television
productions, film, live performance, installations,
young, old and recently departed were all well
represented at the festival;

The special focus this year was on film, video,
multimedia and radio works by Aboriginal media
artists from the Russian Federation. The Time
Where Dreams Melt, The Birds of Maukan
and The Island are all films belonging to Aleksei
Vakhushev's trilegy The Seabird's Flight
Against the Wind, which i devoted to the fate
of the Inuit in Russia. Aleksei is an Inuk docu-
mentary filmmaker from Chukotka, Russia,

whose work stands out for its visual depth, and
the documentation of the spintual relationship
between the land and a people who are almost
no longer there, According to Vahushey, only
1,600 aboriginal people remain in Russia,
"Aboriginal community” and the Russian
Federation &5 not 8 connection that most people
would make. In fact, according to Cynthia
Lickers {Artistic Director for the festival) the
screening of Vakhushev's films in Canada s a
first fior an Aboriginal media artist of the Russian
Federation. It is this ability to show you realities
amd tell you stories that are right in front of and
all around you, yet you've continually managed
to miss, that helps imagineMATIVE to stand out
What may really set the festival apart from the
other festivals, outside of its outstanding con-
tent, is the leading role it has taken in its com-
munity. With virtually no developmental support,
the imagineNATIVE Media Arts Festival was
launched three years ago by the then newly-
formed Centre for Aboriginal Media (CAM).
CAMS focus is to train members of Abariginal
communities wanting to get involved in the film
and television industry. Through her relationships
wiith V tape, Canada’s largest independent video
distributor, and the Aboriginal Television
Metwork (ATM), Cynthia was able to farm
enough contacts and collect enough works from
filrn, tedevision, radio, and video artists from
anound the world to put together the first festi-

Sl Laurel
bry Lanera Milliken




val. As a direct result of the festival’s success, the
level of interest and participation of local and
national Aboriginal media artists appears to have
dramatically increased, and the role of CAM is
becoming pivetal for young Aborigingl filmmak-
ers and video artists

Laura Milliken of Big Soul Productions and
producer of Laurel, a slick and psychological
thriller that was a festival hit, is definitely some-
one who appreciates the forum that the festival
provides, Big Soul Productions is & young and
ambitious company dedicated to producing pro-
fessional projects primarily for the television
market. With an eye on feature-length projects
in the near future, and with the security that
comes along with knowing your community
members are committed to supporting your
efforts, the future looks bnght for Laura and
other emerging Aboriginal artists. Now Laura
and Big Soul Productions can do what she says
she prefers to do, “lead by example.®

The festival still has challenges ahead to tack-
le. Launching a festival the same time as the
Toronto Film Festival may be effective if you
want o earn the title of “nerviest film festival, "
but it may not be the best way 10 ensure an
audience outside the Aboriginal community,
Although the festival no fonger directly com-
petes with TIFF, it 15 still difficult to gain atten-
tion in a fall season full of festivals such as
Moving Pictures and Reel Asian, But if this year’s
festival is any indication, the Aboriginal media
arts community is getting stronger, with CAM
and the imagineMATIVE Media Arts Festival play-
ing a pivotal rale. | definitely look forward to the
wonderful stories yet 1o come.

CutHRERT DUNCAN

TEN YEARS OF RENDE
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The Rendezvous with Madness Film Festival is an
extraordinary event at the intersection of mental
iliness and art. Presented by the Workman
Theatre Project at the Centre for Addiction and
Mental Health, the festival was inaugurated ten
years ago with a strong mandate to raise aware-
ness about mental health ssues through screen-
ings and through discussions of the work
shown, This year, thirty-seven films and videos—
documentary, narrative and expenmental—werne
presented over the course of ten days. Coming
fram the local area and far-flung pednts of the
globe, they reflected the experiences of con-
sumers of mantal health services and survivors
of mental illness, brought out the emotion of
medical discourses around mental iliness, and
offered images 1o speak for that which often
feals ineffabla

Far more than a dispassionate catalogue of
different types of behaviour, the festival was a
true rendezvous, a meeting of diverse view-
points, Whether in calour or black and white,
silent or accompanied by a multi-layered sound-
scape, the images and sounds that gave face
and voice to mental illness blasted the label of
otherness affixed to it. Rather than projecting
madness and sanity in an eitherfor scenario,
many invited us to think of mental health as a
sliding scale on which we all figure,

LIFT members Daniel Cockburn and Ed Gass-
Donnelly were amongst the artists whose work
was presented In the programme entitled The
Madness of Canadian Filmmaking/Makers. In
Cockburn's exceptional Metronome, a musically
rambling voiceover is punctuated by rhythms the
character drums with obsessive and uncanny
consistency, Multiptying multi-screen effects and
a barrage of clips plundered from cinema history
give the work both the visual richness and the
aesthetic cohesiveness of a collage. Confusion
and intensely nervous precision are justaposed
ingeniously to conjure a disarmingly personable
character whose contradictions are, from a cer-

Stilts {rop left to rightk The Birds of Naukan by Aleksei Vakfwshey; Daniel Cockbunn’s Metronome; Ed Gass-Donneihy’'s Polished; Vincente Aranda’s
Jusna la Loca {Mad Love), ich Helss Sabina Splielrein (My Name Was Sabina Spielrein) by Elisabeth Marton; Seuls Ensemble by Paul Emée
d'Entremont; Maangamizi—The Anchent One by Martin Mhando and Ron Mubahill; (botiom) Laurel by Laura Kdliken
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'VOUS WITH MADNESS

tain point of view, infinitely rational,

On a completely different note, a beautiful
iriptych by Gass-Donnelly, which featuned
Polished, Dying Like Ophelia and Pony, was
united by the films" sensitive attention 1o desply
troubled characlers moving towards the brink of
self-annihilation. The three moments could be
different aspects of one person's experience. The
almaost languid atmosphere of mystification in
Palished reflects a mind just entering a period
of severe confusion, while the dizziness of
Dying Like Ophelia shows a woman con-
fronting a life-altenng crisis and searching for
solace in artifice and death. Finally, the projected
images that ficker across actress Karen Dwyers
face in Pony seem like ghosts or hallucinations
of a mind that has been lost.

The opening night screening of Vincente
Aranda’s Juana de Loca started the festival by
raising questions of how we identify and classify
mental linesses. It relates the story of the
“mad" passion of Juana of Castile for her phi-
landenng husband, Philip of Flanders. Amid the
oye-pleasing comventions of luscious costurme
drama was a revisionist claim that Queen Juana
was not insane, but menely reacting with reason-
able passion to the unreasonable constrants hes
society placed upon hes, The usefulness of his-
torical revisionism notwithstanding, panedist and
jsychiatrist Dr. Federico Allod| noted the disser-
vice of denying the real possibility of mental il-
nets, However, the discussion highlighted the
difficulty of addressing an histarical iInsdtance of
(alleged) mental illness when history 1S written
by the winners on the battleground of reason
and unreason, a field tightly bound 1o political
power. It also imphicitly challenged us to reflect
on the way we arrive at our own definitions.

This ssue is astutely confranted in Martin
Mhando and Ron Muhihill's Maangazimi—The
Ancient One, the story of a Tanzanian woman
robbed of speech by childhood trauma. When
an Amernican doctor begins to work with hier,

Westermn psy-
chotherapy and
the patient’s tradi-
tional beliels and
talents meet and
create a cross-cul-
tural healing
process for bath
women. Reactions
from the audi-
ence, from con-
SUMETS, SUMAoTs,
heslers, artists and
those with hybnd
viewpoints, indi-
catad that the journey on screen resonated pro-
foundly with Individuals” experiences. Elisabeth
Mérton's lyrical documentary, My Name Was
Sabina Splelrein, also tells the story of a
wornan who crossed the boundary between
healer and consumer: Spielrein was Jung's
patent, bul took a complicated set of steps 10
ultmately become his colleague in psychoanaly-
si5. Othier documentary works mcluded Mark
Pander and David Hoffert's compelling OCD:
The War Inside, a collection of portraits of
peophe whi endure severe obsessive-compulsive
disorder, and the means they use to try to con-
tral it

Debates from the audience after the screening
Queer Madness Il further demaonstrated the
irstabifity of labels of mental liness. Since we
are (hopefully) well beyvond the days when
quesrness itsell was defined as such, the
wirks—awhich dealt wath frustration and dis-
trets, but nothing approaching cinical diness—
seamied only anachronistically related 1o the fes-
tival's educational mandate. Howewver, the inclu-
sion of the programme camied its own message.
It snifted attontion away from difference in the
indvidual towards, as artist Jim Lemoire stated,
the societal role in the development of anxieties
that can come from not fitting into accepted
categories

Which leads us right back to our seat in the
audience, questioning labels—looking for mone
precision, of throwing out obsolete concepts
altogether—and looking for compassion in com-
prehension

SHAMNON BROWNLEE




THE FILMS OF JACK CHAMBERS

Sl (el to gl
Iack Chamibery
Thee Hart of
London by Leck

L raminery
Absminatod Teats
Ery Bruce Elder

| first became aware of Jack Chambers when |
came across a review of The Hart of London

last year. Both the reviewers descriptive praise,
and the popular resurgence of interest in the
London, Oniario art scene of the sidies—which
teatured Chambers, Greg Curnoe and the
Mihilist Spasm Band—made me curious to see
Chambers’ films. 50 | was happily surprised 1o
hear about the Cinematheque Ontario’s recent
lack Chambers retrospective and the accompa-
nying hook

One of the Cinematheque’s strong points is its
commitment 1o publishing a filmmaker mono-
graph roughly once a year. These monographs
tend to focus on relatively obscure filmmakers
and serve as a good resource for increasing the
visibility and polential appreciation of these film-
makers. Thraugh the efforts of Kathryn Elder
and Susan Oxtoby, two of the five monographs
have featured Canadian experimental filmmak-
ers, Joyce Wieland was the subject of the first,
and this new book about lack Chambers marks
the second

Jack Chambers shares a lot in common with
Wieland. Both were visual artists who began to
work seniously in film as pant of their practice
Despite the general success of their non-filmic
work (mainly paintings for Chambers and quilts
for Wieland), their film work was much less
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known. in both cases, the Cinematheque’s
monographs sene 1o address this problem

Chambers anly made films for a little less then
a decade, but the films reward the attention
now alfarded them. By the time he had died of
leukiemia in the late seventies, he had made four
complete short films and one long film, Of the
shorts, R34 and Gircle stand out as especially
strong works. R34 is a cul-up montage of Greg
Lurnce painting and collaging in his studio, The
energy of the visual and audio montage echo
Curnoe’s colourful pop art sensibulities in a play-
ful and intimate way. For Circle, Chambers
drilled a hole in the wall of his house and set up
a little window for his camera, from which he
filmed for a few seconds a day. The resull s a
gorgeous structural film which follows the daily
change af Chambers' back yard over the course
of a year

The Hart of London, at B0 minutes long, fs
rightly considered his masterpiece. Finished in
1970 and mfluenced strongly by his leukemia
diagnoss, The Hart of London is a sprawiing
and strange, but ultimately very moving, film. ki
starts with footage from a news story about a
deer that stumbled into downtown London,
Ontano, and continues with coflected foatage
showing the claily life of Londoners, The shots in
these sequences are supenimposed over sach
other almost to the paint of llegibility, while
making frustrating wviewing, this effect highlights
Chambers' interest in'what he calls perceptual-
sm, YWhen images do emerge oul of the while,
they burst forth ke the nitial moment when an
image is caught out of the corner of one's eye

The centerpiece of the film 5 a sequence
Chambers shat of his son being born, inter-
spersed with images of a lamb being slaugh-
lered, The |uxtaposition of the two encourages a
religious reading, but it also overwhelms with its
pure visceral power, When the film returns o
footage from daily life in London (this time with-
out the supenimpositions), its amazing 10 note
the transformation of feeling towards images
that were prewiously urwemarkable, it seems
sirange 1o overlay a romanticized epsc about the
struggles of life and death upon the deepy town
of London, Ontano, but Chambers manages to
magnily his thematic concerns through this clash
of tones



As my descriptions may suggest, lack
Chambers’ films are difficult to approach without
context, so the publication is a welcome com-
panion to viewing his work. Edited by Kathryn
Elder, The Films of Jack Chambers provides a
strang overview of Chambers as a fiimmaker in
the context of his paintings and his daily life in
London. The essays, whose authors range from
academics 1o artists to aoqguaintances, build upon
each other 1o develop an impressively lucid por-
trait of Chambers’ filmmaking. The essays con-
verse with each other and expand on the range
of interpretations that the work inapires. The sec-
tion on The Hart of Londan works particularly
well, as the various interpretations culminate in a
very lucid overview of the film by Bart Testa.

Because of the various authors’ ability 1o con-
textualize the films through Jack Chambers® life,
writings and paintings, a reader need not be
familiar with the films in order to benefit from
reading the essays. The biographical elements of
Chambers’ life, his study of traditional art-mak-
ing and refigious art in Spain, his theories of
“perceptualism,” and his active battle with
leukemia through non-traditional medicines are
all well documented. There is also a strong focus
an his paintings, highlighted by coplous repro-
ductions and eight colour pages of paintings and
film stills. As someone who had known very littie
aboul Chambers, | came away with a lot more
knowledge about his films and his life, and a
heightened interest in his work, especially in his
dility to make very experimental films at some-
thing of 3 remove from the standard schools and

DSCOUres
CHEIS KENNEDY

Tue Fiums or Jack CHAMBERS 15 OM SALE NOW.
CINEMATHEQUE ONTARID PLANS TO TOUR THE RETROSPEC-

TIVE TO A FEW STOPS AROUND CAMADA EANLY WEXT YEAR

LIFT Direcror Series: BRUCE ELDER

On November 19, LIFTS Director Series
presented an evening with celebrated (and
wonderfully loguacious) experimental
filmmaker Bruce Elder. The evening was
packed with clips from Elder’s films and
much interesting discussion,

First, Elder showed an early shart film,
1857 Fool's Gold, a work highlighting
Ezra Pound's Cantos. Short is the operative
word here, if one considers this within
Elder's ceuvre and his forty-two hour cydle,
The Book of the Dead, based on Dante’s
Divine Comedy and Pound's Cantos.
Elder explained the film uses “mathermati-
cal structures.. a5 a kind of Fools Gold—it
keeps leading you 1o a dead end. "
Interdisplinary in scope, the visual, audio
and mathematical ruminations of this sen-
sory hybrid continually challenged my per-
ceptions. | struggled to pay attention to the lumi-
nous images flitting on the screen, while at the
same hime Itening to the text read by Elder and
the constantly changing, interweaving sound-
track—a sublime sensory drowning. Elder
explained that he was interasted in “<equential
processing ™ and what happens to the percep-
tions of the "viewer, reader, listener.”

Elder spoke of the "emerging interface of film
and video,” and the aesthetic and technical rea-
sons he began working with video graphics,
which stemmed from his earfier work with the
optical printer. As an example, he showed a clip
from Illuminated Texts, in which optical printing
was used 1o achieve the visual effects. Drenched
in hght, voice, words over image and a demand-
ng soundtrack, this cerebral massage was beauts-
ful to experience but difficult to interpret without
seging it in its entirety. The last work screened
was Crack, Brutal, Grief, a project started after a
close friend committed suicide, Looking for a par-
allel to his grief, Elder began looking through the
internet for images. He then used video and com-
puter technology to digitize the frames, which
were re-photographed, one by one, from the
computer. Brutal images are now luminous and
richly textured and, as Elder expressed it, “gref
gives way to dance and music.”

The event was over three hours long, but
could have easity gone on longer, as Elders com-
ments provided mich food for thought.

SARAH ARMEMIA




LIFT NEWS

MEeSSAGE FROM THE EXECUTIVE DIRECTOR

Dezar LIFT members,

A | write this, our new (usad) 35mm Am 3C camerd
sits unpacked, ready o be inspected by a team of LIFT
expertst If everything checks out ok, we will be the
proud owners of a 35mm camera, a set of Zeiss prime
lenses, a new tnpod, and other accessonies. We hope
10 be able to offer new workshops in the Winter and
SpringSummer session for LIFT mambers who want 1o
shoot using the 35mm camera. Keep your eyes and
ears open for opportunities 1o learm how o use our
A5MM animanon camera and the A 30

LIFT has been a very busy place over the last few
months, We have a steady stream af volunteers at the
office, often two or threa a day. The volunisers maka
a much needed economec contnbution to LIFT by
doing jobs that would otherwise be done by paid
staff. For example, over the past couple of manths,
LIFT yalunteers have helped out with organizing our
lates1 artist talk. crganinng the Bruce Elder event,
teaching workshops, inspecting donated Super 8 and
Tamm equipment (cameras, progectors, editing view-
ers, darkroom equipment, etc.), keeping the office
comfortable, preparing our 900+ mail-outs, answering
phone calls, designing posters, painting the UFT logo
on our sandwich board, painting the editing suites,
and much more.., Of course, the LIFT Newsletter Com-
mittee and the CINEphile Commities continue fo da
an amazing job!

On behalf of the staff, | would Bke 1o sy goodbye
1o aur long-term stafl member Deanna Bawen, whe
will be moving on 10 a new job in January, 2003
Deanna has been a dedicated LIFT staff member since
1996. She worked a8 the Membership Coordinator or
several years, and, more recently, & LIFTs Communiza-
tions Coordinator. Deannaswas also the staff kaison for
the Newsletter Committee and the recently formed
Website Committes. | wish her the best of luck'in her
new position and hope that she s able o further her
caress goals,

Last, but not least, | hope you had a chance to
makie it oul 1o our Chrstmas party and just kick-back,
have a good time, mest new members, and perhaps
auin 16 make contacts for wour nast film project)

Happy filmmaking|

MaLcoim ROGGE

REPORT FROM THE BOARD

Thie Board of Directors had another retreat on the

16th of Novernber 1o discuss same new fundraising
ideas for LIFT, such as applying for mone grants, moe
film screenings or bigger events, and holding noa-fim
related events like & charity. casing. If you have any
ideas, you're welcome to present them to the boarg or
a committes. Our vision statement is almaost ready, and
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with the assistance of our consuliant we'll son final-
ize it a5 wall a5 some of the policies we've been
wiorking or.

As you'ne reading this, we are in the middle of the
consultation process thanks to the funding we
recaived from the OAC Compass Frogram, and we'd
fike your input as a member, If you're interested in
talking with someone about your ideas for LIFT, con-
tact me or another board member—it can be amything
from starting up a new club, establishing a reading
group, or passing on an idea for a specal event.

On another note, Deanna Bowen, our lovely and
talentod Communications Coordinatar, is leaving us
after six years of hand work and commitment. Thanks
50 much Deanna—we-wish you well in your new posi-
tiant

JuLiE SARAGOSA, CHAIR

MESSAGE FROM THE COMMUMNICATIONS
COORDINATOR

Dear, dear LIFTers,
After six years with the co-op, I've decided to move on
1o pursue other aspects of my art and professional
carper. Effective Docember 2002, 1l assume the posi-
tion of Adminstrative and Development Director at
Interaccess Electronic Media Arts Centre

There are 50 many people to thank for my axperi.
ences at LIFT that | suspect there Bn‘t enoegh room to
mention everyane. 5o, I'll make a paint of thanking all
of you when Fsee you. Indeed, it will take some time
to fully understand and exgress all that | have learned
fram your all. For now, suffice it to say, thank you for
allowing me to share, create, keamn, and mature with
ol

My time with you has been a deeply profound
expenence that | will never forget,
Besl wishes,
Deanna Bowen
ps. M you want to know more about interacoess,
wisit wiwwinteraccessiong. They're nice folks...you'd
like 'em,




VOLUNTEER NOTICE BOARD

LIFT is looking for volunieets with carpentry, paint-
g, and restoring skils 1o help us f up our office
antd buildrebulld new furniture. Please contac Jorii
of Roberto at the office for more mio

Thianks o our voluntsers in October and November

Anna Belenkova
Paul Bosak
Robert Budreau
Cruz Correa
Sara Craig
Ruth Crammond
Anurag Dhir
John Dowler
Eduardo Dutra
Garth Hewitt
Jason Kim
Maria Kochan
Patrick Mcbrearty
Jeff McCann
Trevor Mctavish-Smith
Antonia Miovska
Luke Mistruzzi
Paul Murphy
Omar Odeh
John Porter
Bob Rouse
Haider Shah
Erin Shaw
Paulette Sinclair
Oleh Skirko
Rick Smilsky
Dani Solhdoust
Phillip Sportel
Dahlia Steinberg
Thomas Tapley
Matt Toffolo
Mark Venturi
Ben Williams
James Wong
Gary Zavitz
Karim Zouak

LIFT’s NEWEST MEMBERS

{Since September 21, 2002]

Murat Akser
Devon Burns
Luke Champion
Dale Chapman
Jennifer Chung
Simla Civelek
Paul Cornwall
Sara Craig
Nelson Da Rocha
Anurag Dhir
Matthew Flugger
Jauhara Jivanji
Jeff Kopas
Monique Lahey
Shawnda Loney
Brent Marrale
Jetf Mccann
Luke Mistruzzi
Juan Carlos Montalvo
Alan Moy
Paul Murphy
Joe Pert
Stephen Roberts
Bob Rouse
Jason Rovito

Augustina Saygnavong

Rob Scarborough
Betty Shin
Marta Soltys
Gary Zavitz
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Stills {from top:
Goldirocks by Lisa
Hayes and Paula
Tiberus, Mammogram
by Lisa Hayes; Fluff Me
by Steve Hutton

ALEx) MANIS i in pre-pro-duction on a short, 16mm
personal documentary exploring the ephemeral natune
of things that appear stabfe and secure. The Finite
combines Super 8 home movies, astronamy and pao-
Jections to trace the slow but sure evaporation of a
parents’ marriage, a childhood home and the planet
itsedf, Abexi’s film Luminouws screened in Toronto &t the
Loop Collectve’s Field of Light show at the Ryerson
Gallery in November and at Niagara Custom Lab on
December 7, and is travelling to the International Film
Festival Rotterdam at the end of lanuary,

Lisa Haves is editing her new shart film, Mammo-
gram-—a quirky view of a young woman's anieetios
durning a mammogram screening for breast cancer,
Jana’s anxiethes take her to an alternate world where
the other patients perform a mtuad dance and nvite
her to join in. Based on a story by Michelle Smith, and
written and directed by Lisa, Mammogram stars
Megan Dunlop and featunes ariginal music by hMary
Margaretl O'Hara, with chorepgraphy by Andrea Mann
Goldirocks, produced by Lisa and directed by PauLa
TIBERIUS, is in the final stages of post-production
Shot on miniDV, it is being blown up to 35mm at
CineByte in Toronto and will be completed in January
2003,

YALE Massey and his brother HART have formed
Massay Bros, Films. Self Portrait, a short about a pho-
tographer named Guy Roby wha takes photographs of
little girls and sells them, premiered at The Montreal
World Filrm Festival in September 2002, Currently the
Massey Bros. are working ©on an improv-based comedy
show entitled Annex Scape. They have put together a
rough cut of a first pilot episode, and are in the
pracess of working on a sacond episode

Hawing produced, directed and edited one progect in
January of this year, BRENDA DARLING is now in post-
production an another, Cootie Freak, a 23-minute
video drama about a lonely and desperate 10-year-old
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girl who is bultied at school, was shot by Togy PROC-
TER and writters by ALEXA GiLMOUR. TV or Not TV, a
12-minute black comedy about a hypnotic television
and a group of evil-doers who drive a loving couple to
madness, was shot on film and video by DURAID
Musajim and written by SUZANNE COURTNEY with
BrenDa DARLING,

GLEN WYLIE is polishing the script for his 30-minute
dramatic shart My Only Friend (working tithe) with

producer Lisa PERONE, and will be locking for pro-
duction funding in the new year

Tony ARNOLD has almost finished shooting Blue
Moon, a 16mm short about a guy who finds a dis-
carded sex doll on a beach, and what happens during
a full moan.

DanieL CockBurN's | Hate Video and CHRIS
MacLEaNS 2001 Dedications—Episode 3: In Space
No One Can Hear—{WHATT} screened in September
at the Cinematexas Fastival. Daniels video
Metronome is proving to be a very versatile work,
screening at both the Rendezvous with Madness Festi-
val and the Mowing Picture Festval of Dance on Film
and Videa

Also screening at Mowing Pictures were KEITH COLES
Coyote, beautiful and GREGORY MIXONT | can
almost, a cinematic exploration af the physicality of
desire and temptation shich was adapted from a
langer piece choreographed by Malgorzata Nowacka
for the stage.

LIFT-ers at Reel Asian: CHRISTOPHER CHONG'S Let Me
Start by Saying and CaroLYN WonGs Yin Yinllade
Lowe (don't miss the interview with Casolyn this ssue)
scregned at the Toronto Reel Asian Festival in Novem-
ber. Chiis couldn’t make the screening, though,
because he was off in Malaysia, collecting footage for
another film with his Balex.

STEVE HutTom and the cast and crew of Fluff (65
minutes, DV) hald a screening at the Bloor Cinema in
Nevernber, Fluff is a sex comedy about an avant-garde
gay theatre group who decide 1o make a porn film

For more information, visit www.greekchones.com fMuff.

LIFT-ars {or at l2ast their work) in Mew York at the WD
Festival: ScoTr BerrY with strip.film and fagtactics;
CHRISTINA ZEIDLER with Sssesgs and Traces; [OHN
GREYSON with Packin'; CHRISTOPHER CHONG with
Let Me Start By Saying; KARYN SAaNDLOS with Still
Here; Mike HooLBOOM with Jack and Tom;
ALLysod MITCHELL & LEX VauGHN with Pink Eyed
Pet; Roy MITCHELL with Friend



ANNOUNCEMENTS

SEEKING MEMBERS' WEBSITES

Got a personal website, want to promote your films?)
Deanna wall be adding members” websites to LIFT's links
page as 4 long overdue feature to LIFT'S site! Send an
emall to communications@|ift.on.ca o add your link o
chieck out wwwlift.on.ca under links to see existing links
(tons of info. re: funding, festivals, film co-ops, and pro-
duiction support).

LIFT*s MeEmBERS' FILMS LIBRARY

Drop off a copy of your past and present film gems for
other LIFT members to view, The library is another great
way 1o show your works to other keen filmmakers in
Toronto. Your works are secure in the ILIFT office. What
are you waiting for? Drop off your copy today!

LIFT ORIENTATION

LIFT's orientation sessions are for individuals who are
thinking aboul joining LIFT and members who haven't
familiarized themsahees with the co-op's facilities and
resources, The orientation & a great place 1o gain more
information about LIFT and s policies. Space is Imited,
50 call to reserve a spot: 416,588 6444,

Mext orientations: January 15, February 19

GET INVOLVED

Joining a committee is a great way to get involved,
meet new people, gain experience and at the same
time earn those precious volunteer hours, Please
call the office (416.588 6444) to confirm meeting
dates before heading down to LIFT.

MEWSLETTER COMMITTEE

Ioin the Newsletter Committea if you ate interested in
the direction of LIFT's Newsletter or in writing for the
Mewsletter. Members recetve 20 volunteer hours for
committee service. Meetings are held the first Tuesday
af the monih at the LIFT office; call the office to RSVP
Mext meetings: January 7, February 4, 6:15pm

SPECIAL EVENTS COMMITTEE

The Special Events Commitiee s loaking for new mem-
bers to help organize upcoming events, as well as our
bi-monthly Artist Talks. Committes members receqve 20
hours for participating in this endeavour, if you're intor-
ested in joining the commitiee or wani mose informa-
fion, call 416.588 6444 or email office@lift.on.ca,

Mext meeting: January 30, 6:30pm

LIFT Rapio COMMITTEE

LIFT Radio is broadcast every Wednasday from noon 1o
1pm on CIUT 89.5fm (wabcast on wwwociul fm). The
Radio Committes invites you to join the production
team 1o help prodice intervievws, rediews, announce-
ments and features. Committes meatings are held on

the last Tuesday of every month,
Next meeting: January 28, &:15pm

WorksHor COMMITTEE

The Warkshop Cammittee is looking for new members
to help design and promate the 2003 workshops hosted
by LIFT. Committee members receive 20 volunteer hours
for participating in this endeavour. If you are interested
in joining the committee or want more informaticn, call
us at 416,588 6444, If you have suggestions for any
kind of film workshop, et us know by email at work-
shops@ift.on.ca

Mext meeting: January 16, 6pm

New! WeBSITE COMMITTEE

Seeking members with web design/scripting skills for the
newly formed LIFT Website Committee. Members
receive 20 hours for commitiee service. Designers, pro-
grammers and other “techies” are welcomal Interested
members should contact the office at 416588 6444 or
via emall at communications@lifi.on.ca

Next meeting: January 14, B:30pm

New! LIFT Surer B CiNE CLua

LIFT"s new club meets the last Friday of each month to
screen Super B films that have been shot and edited by
fellow LIFT members. The screenings will take place at
LIFT er other casual settings downtown. The purpase of
thiz club is to talk about our work and to give feedback
to other Super 8 filmmakers. If you're interested in join-
ing, please call Chrstine at 416,408 4273,

Next meeting: January 31, 6:30pm

EQuiPMENT NEWS

ATTENTION ALL ACCESSING MEMBERS
The building management has decided 1o lock all
entrance doors to 37 Hanna Ave. at Bpm during the
week and on weekends, This means that all LIFT mam-
bers who wish 1o use the facilities outside of requiar
business hours must sign out a key to the buslding with
the technical coordinators in advance of their booking.
For ALL members who have signed out kieys to the edit
suites, you must return the key sets sa that we can add
a bullding key to your set,

JUST A REMINDER...
Equipment returns are from 10am to 12pm,
Equipment pick-ups are from 2pm to Spm,
Keys and swipe cards cam be signed out between 10am
and Spm,

This schedube s in place to ensure that we have
ampla time to deal with our many other responsibiities.

NEW STUFF IN THE EQUIPMENT ROOM!

35MM ARRI 3C

Thee camera has finally arrived, and it s more than just
your average cameral The Am 3C is the ndustry stan-
dard in 35mm film produwction. The package includes




three 400ft, magazines, a colour IV video assist, a set
of frve Zaiss prime lenses, a follow focus, a fourstage
matte box, and so much more! The Ami 3C has a
bwilt-in varable speed motor and can shoot from s
frames per second 1o 120 (fonwdnd and in reversel).
Tha camera will be available 1o the membership in the
new year, Call Roberto for information abaut the price
of the package as well as the palicy around member
usage,

SATCHLER 7X7 WITH TITANIUM LEGS, BABY
LEGS AND HI HAT!

We abko picked up a 7X7 Satchler tripod 1o compli-
miit our new 35mm camera, The standard legs and
baby legs are made from lightweight titanium, and
there is also a hi hat to complete the package. Drop
by and check it out,

SONY LAPEL MICROPHOMNE

We actually found this microphone in storage and it
wirks extremely well. This mono lapel mike comes
with interchangeable mdni and 174 inch jacks and fits
nicely with the Sharp mini-disk recorder, The micno-
phone separataly rents for $5/day for Full members
and §10¢day for Associates.

PROTOOLS SOUND EFFECTS LIBRARY UPGRADE
We recently identified a number of missing COs from
three sets (1000, 2000 and 3000 seres) that were
danated 1o LIFT earlier this year. Wa boughi missing
CDs to complate the sets. We hope to have a digital
catalogue of the all the sound effect CDs on the com-
puter after Chrzstmas, which will make finding sound
effacts a lot easier

OXBERRY 16/35MM CAMERA

We have conducted a nismber of tests recently and
the animation camera works extraordinanily well. The
16/35mm Oxberny i both complex and fragile, so we
will be offering thorough mini-animation courses star-
ing in the spring to train members wha are interestad
in using the camera, We ane also investigating the pos-
sibdlity of adapting the 35mm animation camera to
optically print blow-ups from Super 8, 16mm and
Super 16mm. There will be maome news about building
an optical printer for the animation camera in the new
ear,

$99 NO EXCUSES FILM FESTIVAL

IT'S BACK AND BIGGER THAN EVER]

The second annual $99 Mo Excuses Film Fastival will
biegin registration in the new year, This festival (s
directed at Full members ($99) and Assaciate members
{$169) who abways seem 1o have an excuse about not
making a film. The $39 Film Festival is intended to cal-
ebrate the simplicity and ease of working mfilm. It &
also a great opportunity to make something and have
a screening ] Films will be screening atl Cinecycle in
early Apni. Call Roberto for more info.

s wesasker V1 e & Mramssrafiercasco 50007

OTHER STUFF TO LOOK OUT FOR IN THE NEW
YEAR

Apart from the 99 Mo Excuses Film Festival, there are
a number of events that we are planning in the new
year. There will be couwrses in:

= How to Make a Film in 35mm

* The One-Minute Animation Film Course in
35mm

= The Handmade Film Course in Super 8 & 16mm
= The Regular 8 Film Festival

Let us knowy if any of these upcoming courses and
events appeal to you.

EQUIPMENT ORIENTATIONS

Wanting to use a piece of LIFT equipment but don't
have time 1o take a warkshop? Cantact Roberto 1o set
up a one-on-one onentation with another skilled LIFT
member. This is a gréat way to gain practice with vari-
ous cameras, sound equipment and editing suites. Ori-
entations can be sel up for $20/Mour with a8 minimum
of two hours.

CALLS FOR SUBMISSIONS

PLAMET IN Focus “WaTer WoRrks”™
Planet in Focus is pleased 10 announce that it has boan
invited to curate a mink-lestival of water-themed films
and videos for the third World Water Summit in Kyoto;
Japan {March 20-24, 2003) in conjunction with Execu-
tive Producer Martin Robertson (ideas m Motion) and
his Japan-based partner David Simpson (Aguarius 21),
Planet in Focus invites submissions of films and
videos, In all genres, that explore issues around water
{e.q. resources, culture, spirituality, health, art, politics,
watersheds, atc ), We are particularly inferested m
works that are inngvative in form and approach, and
wiorks that will have their world premiere at Water
Warks, Submissions to Water Warks will autamatically
be considerad for Planet in Focus 2003, Titles previ-
ously submitted to Planet in Focus will be considerad
for Water Works and do not need to be re-submiattad.
For guidelines and entry form visit wwaw planetinfo-
cus.ong, email piffest@hotmail.com, or call
416,531,1769
Deadline; December 31, 2002 —No exceptions

INSIDE OuT ToRONTO LESBIAN & GAY
FiLm & ViDEo FESTIVAL

May 15:25, 2003 :

In its 13th year, Inside Out & an exciting and important
exhibitor of queer film and video from Canada and
around the world, Inside Out hosts ane of the quintes-
sential queer film festivals in Canada and is a key festi-
val internationatly. Qur 2002 festival screened more
than 290 works from 30 countries, with 100 films and



videas from Toronto and over 150 from the rest of
Canada. We have an extensive awards program hon-
ouring film and video makers in eight different cate-
gories. Full entry guiddines and forms are available at
winiwinsidecut.on.ca, emall kemullen@insidecut.on.ca
of phone 416.977.6847.

Deadline: January 13, 2003

CFC FEATURE FiLM PrROJECT

An initiative of the Casadian Film Centre, the FFP
offers the unigue opperiunity for emerging writers,
directors and producers to develop and produce their
low-budget featune with the benefit of mentarship in
all areas and the opponunity for 100% production
financing, The FFP is designed for dramatic feature
fitms a1 both the $250,000 (Ultra-low budget) and
$500,000 {Low budgel) range, In its 10-year existence,
the FFP has produced 12 leature films and lauriched
the careers af numeraus writers, directors and produc-
ers. FFP films include: Elood & Donuts, Rude, Cube,
The Uncles, Khaled and 19 Months. Guidelines &
application packages are avallable for download from:
www.cdnfilmeentre.com by emailing Hp@cdnfimcen-
tre.com or by calling 416.445 2800,

Deadline: lanuary 15 2003

Kansas City JusiLee 2003

The Kansas City Filmmakers Jubilee wants your SHORT
films, videos or media works (30 minutes or less).
Enter our US /f International Open Division—narrative,
animation, documentary or experimental subdivisions;
or Undergratnd Division. This is a juried festival. Cver
$85,000 in cash and przes have been awarded over
the last six years. Our saventh celebration of indepen-
dent filmmaking will be held on April 1-6, 2003, Enjoy
screenings, seminars, receptions, jazz and BBQ,

Kansas City offers a laid-back environment where film-
makers.can mix, share and celebrate their hard work
and ereativity. For subrrission forms and mare nfo visit
wiww kcjubilee.org, call 913.649.0244 or email
kcjub@kcjubilee,org.

Final Deadline: January 15, 2003

POW! Fest

The Portland Wamen's Flm Festival (aka POW! Fest)
will showcase films and videos directed by women
from around the US and beyand, POW! Fest is open
to all subject matter and production formats. The goal
of POW!| Fest is to provide @ uniquse screening oppor-
tunity for emerging formake filmmakers. The festival

wwill b hield an MISMESS in Portland, Cregan USA from
May 29 1o June 1, 2003,

For full entry informetion please go to www.zonker-
filews.com or email your reguest 1o
POW@zonkerfilms.com For infarmation regarding
IMISNESS, visit wiww.itisness,com,

Deadline: March 31, 1003; Late: April 15, 2003

UpcomING FESTIVAL DEADLINES

Brack PoinT FiLMm & Vioeo FESTIVAL
Location: Lake Geneva, Wi

Dates: April 23-27, 2003

Tel: 2629035908

waww blackpaintfilmfestival.com
Deadline: December 31, 2002

PANAFRICAN FiLM & TV FESTIVAL OF
DuaGADOUGOU

Location: Quagadougou, Burkina Faso
Dates: February 22 - March 1, 2003
Tel: 226,30,7538

wiww fespaco. bf

Deadline: December 31, 2002

San FrRanciSco INTERNATIONAL FiLm FESTIVAL
Location: San Francsco, CA

Dates: April 24 - May 8, 2003

Tel: 415,561, 5000

wnw sTiff.org

Deadline: December 31, 2002

InsioE OuT LESBIAN & GAY FiLM & ViDED
FESTIVAL

Location: Toronto, ON

Dates: May 15-25, 2003

Tel: 416.977.6847

WL insideout.on.ca

Deadline: January 13, 2003

WoRLDFEST HOUSTON INTERNATIONAL FiLs
& Vioeo FesTivaL

Location: Houston, TX

Dates: April 4-13, 2003

Tel: ¥13,965,9955

woww.worldiest.org

Deadline: January 15, 2002 (late fee)

IRD ANNUAL MAGNOLIA INDEPENDENT Fium
FesTIvAL

Location; West Point, M5

Dates: February 5-8, 2003

Tel: 662 494 836

wiww magfilmifest com

Deadline: lanuary 17, 2003

Dawson City SHORT FiLm FESTIVAL
Location: Dawson City, Yukon

Dates; Aprl 18-20, 2003

Tel: BA7.993 5005

Wy kiac.ong

Deadline: February 1, 2003

YORKTON SHORT FiLM & VIDEO FESTIVALGOLDEN
SHEAF AWARDS

Location: Yorkton, SK

Dates: May 22-25, 2003

Tel: 306.782. 7077

wiaw yarktanshortfilm.ong

Deadline: February 15, 2003

GUPDILINES AND
AFPLICATION FORMS
FOE THIS LIST OF
FESTIVALS ARL ON FILE
AND AVAILABLE FOR
FHOTOCOPYING (10
CEMTS A PAGE) AT THE
LIFT garic. As mucy
A5 WE'D LikE T, LIFT
STAFF CANMOT TAKE THE
TIME OUT TO FAK FORMS
TO WMEMBERS, PLEASE
00 ROT ASK, IF YOU ARE
UMADLE TO MAKE 1T
iNTa THE LIFT ofFice,
YOU WILL WANE TO CALL
THE FESTIVAL DIRECTLY
TO REGUEST AN
APPLICATION FORM.




UPCOMING FUNDING DEADLINES LIFT CLASSIFIEDS

CanaDa COuNCIL Actor wanted: A female nesded to play the part of a
]Em_zﬁa‘ﬁiﬂ_ W canadacouncl.ca doctor in short 16mm drﬂl“a. st bE' ad-aplﬂblﬂ
Grants to Film and Video Artists: March 1, 2003 Please reply 1o casasancta@yahoo.ca

Grants 1o New Media and Audio Articts: ROOMMATE WANTED

March 1, 2003 . To share 3-bedroom house with flmmaker/arts profes-
Aboniginal Media Arts Program: sional, North of Beaches at Main subway, dose to 24-
Call the Council fﬂ,deaﬁ‘""_ﬁ hour grocery, shopping, fitness clbs. Bright, hardwood
Travel Grants to Media Amists) Any time floors, yard, laundry, parking. $700/mo (neg) incl.

Phone Larssa a1 416.691.3275.
ONTARIO ARTS COUNCIL

416961, 1660; wwaw arls.on.ca

Artists’ Film & Video: April 15, 2003

Aboriginal Arts; Mareh 1, 2003

Chalmers Arts Fellowships, Chalmers Professional
Development Grants (call ‘OAC for detals):
January 15, 2003

ToroNTO ARTS COUNCIL
416.392.6800; www torontoartscouncil.org

Media Arts; November 20, 2003

INDEPENDENT PRODUCTION FUND
A16.977 8366, wwwipf.ca

February 15, 2003; April 15, 2003 & October 1,
20032

HarOLD GREEMBERG FUND
416.956.5431; www imn.caho_popuphg_D1_en.asp
Equity Investment Program: no deadline

UIFT voqume 22 1550t & NovisnesTecimnes 202



There

are

better
ways to
take a bite
out of your
budget

AlLLIFT
members
receive g

251discoUnt -

off trancfer

Plus no PS.T

Satisfied clients inciugde:

Disney Alllance Atlantis, Paramount

Pictures and Mind's Ege Plctures

You'll find wa're large enough to
handle any praject. but small
enough to work within your
budget and still give you the

personal service you'll remember.

Film Labs

For more information call
Cean Langille 1 B00 341 747
dean.langille@studiopost.com

video salon

call for entries

entries from canadian video
artists will be considered for

this month-long programme.

gach vidao chosen will be
screenead for three weeks in
march 2003 and artists will
be paid a library screening
rate
submissions should include:
-- current cv i
-- artist statement
-- copy of the work for
consideration
(vhs or mini-dv only)
- S.4.5.e

faucet media arts & struts gallery
7 lorne st, sackville, nb edl 3z6
struts @nb.sympatico.ca
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