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 WANTED

New and used equipment for
purchase by LIFT

1. A NagraIV-2 or IV-S tape recorder.
2. A good quality open-faced lighting kit
3. A used Arrl SR or Aaton 16 mm camera in good condition.
4, An Eclalr NPR motor and/or other accessorles for the NPR.
If you have any information leading to the
purchase of the above ...

call Greg Woodbury at LIFT (1-416-596-8233).

The sympesium will present a series of lectures, a week of wor

Visiting Foreign Artists program, will conduct the symposium,

place at Inter/Access, 1179A King St. W. Sult 001. Tel: 535-85601.

Wednesday, June 26, 8:00 - 9:00 p.m.,
Thursday, June 27, §:00 - 9:00 p.m.
ficial Ingelli Cognitive Sci { Machine Lisieni
Friday, June 28, 8:00 - 9:00 p.m.
The Imgast of Computers on Music Theory and Performance

and details, contact Dale at 535-8601

St W. Suit 001 Toronto, Ontario MEK 3C5. Tel: 535-8601

LIFT's 2nd Annual

GARAGE SALE
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Coming to a garage near you
some time In August....
Your donatlons are essential to assist In ralsing $15,000

Funds are needed for the purchase of an ARRI R 16mm
camera ($15,000), so start rifling through your closets and
cupboards -- books, furniture, Jewellery and all-around
good gquality stuff needed. And remember, donztions will
be credited loward volunteer hours |

For more information call Laura at LIFT 596-8233

In connection with the recent installation of our MID] workstation,
Inter/Accessis hosting atwo week digital audio production sympesium,

tutorials ard an interactive music performance on Satrday, July 6, atthe
MUSIC GALLERY. Robert Rowe, a visiting artist-in-residence from
Boston whose residency is being sponsored by the Canada Council

The following free lectures, focusing on the artist’s development of
interactive computer music program software are scheduled o take

Mr. Rowe will also direct a week of hands-on computer music
witorials. On Sunday, June 30, from 2:00 - 4:00 p.m. the artist will rmeet
with tutorial participants to discuss the practical workings and thecreti-
cal basis behind using and composing with computer software, Forcosts

Robert Rowe on Saturday, July &, 8:00 p.m. at the MUSIC GAL-
LERY, 1087 Queen Strect West, Toronto. Tickets to this event are
55,00, They may be purchased [rom InterfAccess by mail, in person, and
at the door the evening of the performance. Inter/Access, 1179A King

Main Film

presents:
4 Feature Film and 2 short Packages

July 25-28

John Spotton Cinema, NFB

Main Film is an independant film
production co-op in Montréal. Started
in 1982, it now has over 100 members

producing in both official languages.
Rick Raxlen and Claude Ouellet, both
members of the co-op, curated the
package and will be present to
introduce the work and discuss
independent filmmaking in the present
Quebecois climate.




Letter draws defense of LIFT equipment

Re: Letter o the Editor, April LIFT
Newsletter,

Perfecticn is something to which we
constantly aspire in our line of work. For
some of us, perfection is synonymous with
happiness. And yet, perfection eludes us
most of the time. As we scramble from one
imperfection to the next, we must be
content with our resolutions to do better
next time, And we do occassionly learn
from past mistakes; we develop foresight
wilhi regard Lo problems and build a reper-
toire of devices for avoiding or solving
these problems.

When we start to think of ourselves as
perfect, however, we are entering danger-
ous territory. Deluded as to our own
infallibility, we begin to demand that the
rest of the world match our level. Instead
of improving conditions around us a little
bit each day, we focus on the gap between
ourselves and the ignorant multitude.

What then, awaits a self-deluded
individual working in the film industry?
In our line of work, artistic vision is
constantly in negotiation with the physi-
cal world, The outcome of such a negotia-
tion dpends more upon our skill and
patience (our fechnigue - unfashionable
word) than upon some capricious conspir-
acy of matter. So how does one reconcile
shabby results with sophisticated dreams?
I must consider myself favoured by for-
tune that throughout my recent produc-
tion the cameras worked, the lights lit,
the stands stood, the extension cords
extended, and the ND filters filtered.
What procigious luck!

And suprisingly most of the equipment
I used belengs to LIFT. So, it is actually
possible te use it and obtain good results.
But remember to check your horoscope
before you shoot.

Richard Piatek

I am writing in response to the Letter
to the Editor which appeared in the April
1991 issue of the LIFT Newsletter. LIFT
is a fast-growing, viable organization re-
sponsive to its membership. There are
growing pains that are undeniable and
we do have problems with our equipment.
Hopefully, this letter can provide a bal-
anced understanding of what LIFT has
been doing to improve equipment re-
sources and how the membership in
general can maximize the potential of
this resource.

The present recession is hitting all
artist-run centres hard and LIFT is no
exception. The purpose of LIFT as a co-

operative is to aid filmmakers like you to
make films, and to put it simply “what
goes around comes around”. Any ex-
perienced filmmaker will tell you that
bad things happen on a shoot, even
Panavision ecuipment has been known to
break down. Hence insurance and guar-
antors which lead to inflated budgets and
other nastiness ad infinitum. Qur only
safeguard as filmmakers is vigilance, by
which | mean taking responsibility for
what happens when you walk out the
door with equipment; and awareness of
the best ways to handle yourself, equip-
ment and erew. No matter where you go
to obtain equipment it will always be the
filmmakers' responsibility to test and
prepare equipment for whatever you in-
tend to put it through.

Of course there is little anyone can do
about internal failures — machines
break. An intzrnal failure can happen to
anyone but what you must keep in mind
is that LIFT equipment is as well main-
tained, given our limited resources, as
our overworked stafl and shrinking
budget can manage. Greg is very careful
that the equipment leaves technically
sound for any shoot, The filmmaker is ex-
pected to ensure that all equipment is in
good order st the e of buoking and Lo
report any problems on their return so as
to avoid passing a failure on to another
filmmaker and thus ruining their shoot.
Considering the amount of use the equip-
ment gets there have been in reality very
few problems.

The equipment is not only maintained
but improved as often as there is money
to do so. The organization's priority is to
provide good equipment at rates inde-
pendents can afford. Recent or imminent
upgrades include: a new lens for the
Arriflex BL - a new motor for the Eclair
NPR - another Nagra IVs - a complete

confinued on next page
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Letters lo the editor cont'd

overhaul for the Bolex H-16 - new padding for all cases -
and raising money for a used Arriflex SR or an Aaton. On
an ongoing basis, LIFT re-evaluates its maintenance and
booking policy with the aim of constant improvement.

This is in light of council funding caps and cutbacks,
staggering staff overtime and the Board investing weaks
of volunteer time. Informed discussion and eriticism of
LIFT as an organization is encouraged, as an artist-run
co-operative it is essential in order for LIFT to remain
healthy. The equipment is at present at the heart of LIFT
and a number of people are having to work very hard to
hang on to just that. It is because some people work to
keep LIFT alive that members can continue to make filmea.
The large majority get their film done and are happy with
the results. Discussion is important and necessary, but to
imply that equipment problems are pandemic isn't well
considered. LIFT's equipment is inexpensive and avail-
able, filling a huge gap in the infrastructure and making
Toronto, in the ten year's of LIFTs existence, a vastly
more prodactive city. Twelve years ago independent
equipmeni access was non-existent.

LIFT's existence makes possible independent films of all
kinds - animation, documentary, experimental, narrative,
you name it, We are privileged to have media access at all.
Artists are vulnerable to cutbacks, cost of living increases
and rampant neglect; we will have to fight tooth and nail
for anything we get. The anger and frustration that occurs
when equipment breaks down is understandable but it's
the "unenlightened and misinformed” powars-that-be we
should be gunning for, not underfed filmmakers who actu-
ally sympathize with your difficulties and really would
like to see you produce a dynamite film.

Sincerely, P. Lionel McGowan

An industry standard
camera could be ours ...

The Canada Council has recently offered LIFT a match-
ing grart of up to $15,000.00 toward the acquisition of an
industry-standard camera (Arri SR or Aaton LTR).

This is an opportunity to revitalize the mandate of LIFT
by providing reliuble low-cost equipment and to be ablo te
continue fulfilling this funetion into the 90's.

Does 'he prospect of having accesss to a really versatile,
industry standard LIFT camera at a fraction of industry
prices have a powerful appeal o you?

We are currently exploring various options for raising
our share of the money for this important acquisition:
prominent among them is a system of pre-paid bookings
such aswas recently (and successfully) employed to help us
acquire the Oxberry. IF YOU ARE SHOOTING A FILM
THIS YEAR and are interested in having access to an
industry-standard Arri SR or Aaton at a fraction of com-
mercialrates, please DO NOT DELAY, phone Gregat LIFT
for more details...
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Hello's and good byes
from the LIFT office!

A tearful adieu from the Board, staff and membership
of LIFT to S8usan Norget our former Events Co-ordi-
nator/Publicist. Susan has pulled up stakes at the LIFT
lodge and has accepted a position at the Festival of Festi-
vals, It goes without saying that she will be greatly
missed but nevertheless, we will be brave and wish her
all the best. Susan is still a LIFT member however and
will continue on as a member of both the Newsletter and
Programming Committees. Thank you and all the best.
We'll see you at the Festival!

For those of you who haven't been in the office recently
we would like to introduce you to Laura McGough who
began at LIFT on May 21 as our new Events Co-ordina-
tor/Publicist.

Laura, whe
has recently
moved to
Toronto for the
second time,
comes to us
from Buffalo
where she was
involved with
Squeaky Wheel
Buffalo Media

Resources, and = :
Hallwalls and Laura McGough and Adrian Callender

i*
studying for her Masters at the Department of Media
Studies, State University of New York in Buffalo. Laura,
welcome back to Toronto and welcome to LIFT. We look
forward to a lot of new programming ideas and collabora-
tions.

The smooth voice that's calling members these days to
line up volunteers or ask you what films you're working
on, belongs to Adrian Callender. Adrian began at LIFT
back on May 6th under the Futures program as our
Membership Co-ordinator. Like a fish takes to water
we have taken to Adrian, Call up some time ... he really
does have a smooth voice.

8o long to Cynthia Roberts who has retired as Co-
Editor of the LIFT Newsletter in order to devote more
time to her filmmaking. We thank Cynthia for a year of
exciting and provocative
newsletter reading, and
wish her luck with her
future film projects. The
special effort and energy
that Cynthia brought to the
newsletter as will be
greatly missed. Wayne
Snell will continue as solo
Editor and Cynthia will
still be a member of the
Mewsletter Committee.




On June 4, Perrin Beatty, Minister
of Communications, informed film-
makers hat he had terminated the
Non-Theatrical Film Fund. Eight
days before, on May 27, his assistant
and deputy ministers had promised
the fund’s advisory council that the
fund was to be reinstated. The newly
resurrected fund was to be financed
with mongy from Telefilm and the
National Film Board. The new fund
was to be administered by the NFB.
The advisery council was not happy
with the NFB as administrator, but
they continued a dialogue with the
Department and both sides agreed to
meet again in three weeks. In the
light of promises made by his deputy
and assistant ministers, the
minister's capricious decision is scan-
dalous and deceitful.

This comparatively small fund ($2
million per year) has made an impact
on the production of short films that
exceeds its size. It has made grants
to over 197 films and has lead to the
creation of the OFDC’s Non-Theatri-
cal Fund, as well as non-theatrical
policies in British Columbia and Nova
Scotia.

There is great support for this fund
from audiences and filmmakers in
every corner of this country. It has
funded movies by and for the Inuit
and examined the plight of everyone
from Turkish refugees to illiterate
prisoners,

It exerzises absolutely no editorial
control and makes grants to all
genres, including experimental films,
At a time when our national destiny
isin question, the government is
eliminating this fund which effi-
ciently reflects Canada to Canadians.
Don't stand for it.

The Minister might think he has
heard the last of this; he is wrong.
There is & strategy forming. We have
identified new financial resources
outside the Department of Communi-
cations. If we relinguish this fund
the Canada Council and Telefilm will
be the next victims,

Ask your childrens' teachers if they
have ANY Canadian films to show.

They will tell you they don't and that
they have been looking for decent
films for years. If you are involved in
ANY community groups ask them if
they have any Canadian films (or
videos). Tell them about this fund
and how it was creating really great
films and how, just when there is
hope on the horizon, all hope is shat-
tered. Get these people to write and to
fax. As filmmakers, we have self-
interest in this fund but when regular
people write, the politicians start
counting votes.

GENERIC LETTER:

Hon. Perrin Bentty,
Minister of Communication,
Htawa, Ontario, K14 008
{no postage mecessary).
Fax: (613) 952 - 2429,

Dear Mr. Beatty:

Iam writing to expreas my concern that the De-
partment of Communications hasdecided to ter-
minate the Mon-Theairieal Film Fund. It is my
understanding that this important fund has two
years left in its mandate,

In its short tenure, this fund has proven to be
an essential element 'n communicating Canada
to Canadians. Pleascensune that this fond con.
tinues becanse:

1. Moet ol the 197 Mlma aro dostinod for schools
and community groups. The fund provides a Ca-
nadian perspective tomilliona of school children,
cultural erganization: and community groups.

2. The fund has generated over $21 million
dollara of production from less than %5 million
dollars of investments in 197 films.

3, It funds every kind of filmmaker and all
gonres. It has achieved great success through
simple and effective sdministration.

4, Ifthe fund iseliminated thevoid will be filled
by American companies who currently dominate
this market.

Please respond to this letter and inform me of
the reasons for your decision.

Sincercly,

Your Name, Title end Organization

OAC receives
more funds

The Ontario Arts Couneil recently
received an additional $7.5 millionin a
recent Ontario Government budget
announcement. Nalini Stewart, Chair
of the OAC, acknowledged with pleas-
ure the allocation of additional funds to
the base operating grant. This increase
was announced in the budget speech on
April 29, 1991 by Floyd Laughren,
Treasurer of Ontario.

The OAC recently received a cost of
livingincrease of $1.5 million, or 4.2 per
cent, bringing its base from $34 million
in 1990/91 to $36 million in 1981/92,
The additional $7.5 millior brings OAC's
base up to $43.5 million for 1991/92.

The OAC, artists and arts organiza-
tions have been campaigning vigorously
for a significant increase to the base
funding of the arts in the province for
several years, Most recently, OAC made
a bid for an $11 million increase to their
budget for the 1991/02 fiscal year in its
revised 3 year strategie plan, Moving
Forward - Next Steps.

"This base increase is a sipnal from
the government that the arts are inte-
gral to the quality of life in Ontario,"
says Ms. Stewart. "It is not just the
money which we are delighted to re-
ceive, it is the symbolic importance of
this allocation at a time of serious eco-
nomic pressures,”

Norman Walford, OAC's Executive
Director, reported that the increased
base funding will assist greatly with
the financial erises being experienced
hy many groups already receiving
grants, and by those waiting to be
funded. The new funds will be allocated
to the five priorities outlined in Moving
Forward - Next Steps and will allow
OAC to meet those goals as quickly as
possible in the current fiscal year.

Copies of Moving Forward - Next
Steps can be obtained by calling the
Communications Department of the
Ontario Arts Council. Centact Eleanor
Goldhar, Director of Communications
at (416) 961-1660 or 1-300-387-0058

(toll free in Ontario). l‘FT 3



NEW 8mm Club
starting at LIFT

Interest in 8mm film around town has taken a
sharp rise recently. The success of Token &Taboo, a
LIFT anc CFMDC 8mm series, and a number of
PLEASURE DOME screenings has generated
a lot of attention to this largely understated
format. In response to the growing 8mm
activities of its members, LIFT has been
accumulating 8Bmm cameras, projectors
and editing equipment, and later this
month will be hosting the first meeting
of its new 8mm Club.

Greg Woodbury, LIFT's Technical Co-
ordinator, began buying and asking for

donations of 8mm equipment about a
year ago and has managed to gather

the following: 5 Super 8 cameras, 1 Super
B Steenbeck (motorized flatbed), 2 Dual 8

Portable Editor Viewers and four projectors
(2 Super 8, 1 Dual 8 and 1Regular 8).

Since most of the cameras and projectors are
second hand, Greg is waiting until they are tested
before he goes ahead and rents them out. He is also
waiting for the first meeting of the 8mm Club in
order to get input from the members on determining
rental rates as well as future equipment needs.

This is an opportunity for 8mm filmmakers to get
together and share information about getting prints
made, alternatives to optical printing, hand develop-
ing and much, much more. Whether you are a LIFT
member or an 8mm filmmaker who might join LIFT
to use the Bmm equipment, this meeting is a chance

for you to help define the direction of 8mm produc-
tion at :he co-op.

m

The 8mm Club will meet on
Monday, July 8 at 7p.m.
in the LIFT office.

Bad NEWS for
Smm filmmakers

by Gwendolyn
Bad news for Super 8 filmmakers. Exclusive Labs
has run out of 7399 print stock and has stopped
their 8mm printing service. Now there is nowhere
in Ontario where we can make prints.
We either have to ship our originals to
Carrick in Montreal or cross the
border and get stuff copied in the
States. Greg Miller at Exclusive
says very few people actually used
the service anyway. "When Kodak
stopped distributing Super 8
stock, we bought two cans —
48,000 feet. That supply
lasted for two and a half years.
Besides, Exclusive will have a
really good blow up printer in Au
gust '1991."
But not everyone working in Super 8
wants to traansfer to 16mm. "Ii’s ex
pensive!” says Chris Gehman. "It will be
harder for people with almost no money
to make films and distribute them. People doing
serious work in Super 8 will have to shew originals.”
LIFT member John Porter thinks this limitation
may make for some creative solutions, like making
several versions of one film. People could use several
cameras or just make more copies out of different
takes. "And for certain films it would be alright to
make your own print by re-shooting off the wall.”
Johnathon Pollard wonders if Kodak has stopped
manufacturing the print stock or just stopped dis-
tributing it in North America. "I guess ['ll get my
prints made in Berlin and leave the originals in
Germany. It's too bad about Exclusive. They went to
quite a bit of trouble to try and get a good print.”
Damn right it's too bad! Whenever I send a film
out of the country, I sit and sweat: will Canada
Customs let my film come home?
Say good bye Lo one more service in this town and
to working with people you know you can trust.
Kika Thorne reacted just like me when she heard
the news. She stopped dead in her tracks and
gasped "Oh MY GOD!"

m

Overheard during the Token & Taboo 8mm Series Pt 2 at the Rivoli on May 23

"If you move your head, and the shadow moves ..." Marnie Parrell (projectisnist)
"Could you get that guy to move his head?" Marnio Parrell (Later that night)
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PUBLIC SCREENING

While Puablic Screening: The Batile
for Cineple: Odeon by Jaimie Hubbard
isonly incidentally an important part of
Canadian cinema history, it offers fasci-
nating insight into the world of enter-
tainment corporations by looking at
Cineplex Odeon. It's the ironic story of
Canadian entrepreneurship run afoul
of conservative American mega-corpo-
ration MCA.

Of courss this is no cultural critigue,
thisis a businessbiography, a corporate
history by a business writer who covers
media anc entertainment companies
for The Financial Post. The story of Who
owned whet, Take over bids, Short sell-
ers, The Bronfmans, number of shares,
year-end reports, The Board Of Direc-
tors ete. and the requisite character
sketches of the powerful personalities
behind it £]l. The principle in this cast
being a man named Garth Drabinsky.

Hubbard gives us the essential facts;
born October 27 1948, Toronto, the
traumatic effects of polio at age 3, high
school president in the late 60's at
Toronto Collegiate Institute, in the
1970's graduates law school, specializes
in entertainment law and never really
practises, In 1977 he produced his first
film The Disappearance. The other
films he produced between 1976 and
1982 along with his Hollywood partner
Joel Michaels are The gﬁm Partner,
Changeling, Tribute, The Amateur,(for
which Jac< Lemmon was nominated for
an Academy Award), and Losing It...
Drabinsky's movies were on the whole
glossy and well produced, but they had

the stamp of Hollywood North just
F.rhan Huﬁywuud North was sinking
ast.”

Small native independent films these
were not. As a filmmaker, Drabinsky's
contribution to Canadian cinema was
as negligible as Norman Jewison's, Ul-
timately, his true talent was not in pro-
ducing, or even distribution, but in ex-
hibition,

In 1972 Drabinsky met Nat Taylor
{one time owner of the Twentieth Cen-
tury chain which had long since sold to
Famous Players). Drabin fk_v worked on
Taylor's trade paper Canadian Film Di-
gest, and learned a great deal from the
exhibition veteran Taylor.

Taylor had an idea — from his own
experience of dividing the Elgin theatre
in Ottawa — that was to prove seminal
in Drabingky's career. The idea was
simple: a multiple screen cinema.
Having several different size cinemas
in the same location allows the distribu.-
tor to maximize the return. A show

A book review by D.M.Owen

that's no longer profitable in a big audi-
torium can still turn a profit in an adja-
cent smaller one. This was Taylor's
dream; Cineplex.

Drabinsky took Taylor's idea to
heart. With an investment of 2.5 mil-
lion, Drabinsky and Taylor built 18
small theatres in the Eaton Centre and
showed second run American and for-
eign films. They broke even in their first

year,

And so the legend goes. In two years
there were 15 locations and 127
screens. But by 1982 (the year Garth’s

career as producerended) Cineplex was
in trouble. Martin Knelman's descrip-
tion of the situation is useful:

“For decades, the showing of Holly-
been gov-

wood movies in Canada h

With the-
atresin the country (he) could

have been a great boon to the
Canadian feature indusiry

erned b{. a family compact made up of
the two big chains (Famous and Odeon)
and the Canadian branches of the big
Hollywood movie companies, Almost
automatically Famous Players (owned
by Gulf & Western, the corporate giant
that owned Parzmount Pictures) got
the first run of all films from Para-
mount, Warner brothers and MGM/UA
aswellas two-thirds of the product from
20th Century Fox. Odeon was content
with Columbia, Universal and one-
third of Fox. Small chains and inde-
pendents pot leftovers.”

While the exhibitors were not really
breaking any laws with their booking
practices, the position of the distribu-
tors (the six American majors listed
above) was far more dubious. Since
Drabinsky had no access to the big
American pictures which the Canadian

public (like the rest of the world’s film-
going public) flocked to in large num-
bers, his profit potential was being
severely minimized.

Cineplex n lobbying the govern-
ment to force the studios tochange their
distribution practices. They supplied
abundant documentation to support
their case and as Hubbard tells us the
“Ottawa Combines Investigation
branch filed a restrictive trade prac-
tices complaint against the major dis-
tributors. " Then, in a dramatic turn
around in June of 1983, just before the
restrictive trade practices tribunal was
to begin, the six comparies gave in.
Rather than face the tribunal they
agreed to chnnga their evil ways. Drab-
insky (in those days of course abetted by
a government that occasionally acted
like it believed in Canada) had hel
bring about a virtual revolution in
exhibition .

In the wake of the new deal, Famous,
Odeon and Cineplex bid on each new
movie. Competition was intense and
the distributors actually ended up
doing better as a result, but almost as
soon as it had happened, it was over. In
early 1983 Odeon, which had passed
hands from the British Rank Corpora-
tion to Mike Zahorchak, a Canadian,
was up for sale. Drabinsky backed now
by the Bronfman family, who had be-
come major shareholders after Novem-
ber1983, bid for and successfully
bought the Odeon chain. By 1887 Cin-
eplex-Odeon and Famous Players were
being supplied exclusively by the
American majors and there was no
longer any bidding.

Hubbard's concern in Public Screen-
ing is not with the gquestion of
Cineplex’s potential as a Canadian dis-
tributor and investor in Canadian film,
Still one wonders, did Drabinsky have
any interest in dfatrihuting Canadian
film or was it just a historie moment toe
soon? When he made distribution deals
it seems to have been with Americans.
Consider this item from Home Movies
about the film Glass Menagerie: “Drab-
insky paid $2.3 million(U.8.) for
worldwide distribution rights of a new
version of the Tennessee Williams play
starring Joanne Woodward and di-
rected by Paul Newman...he then re-
covered the entire amount by sellin
video rights to MCA™ A savvy den
indeed, but not much Canadian about
it. To be fair Drabinsky did promote Ca-
nadian art through his personal patron-

see Drabinski on page 13 l\FI' 5
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LIFT's new monthly screening facility is a unique, hybrid hangout for bicycle and film enthusiasts

d LIFT reels

Spinning wheels ar

by Hank Wright

hen you first walk into

LIFT's new monthly screen-
ing venue, you might think you've
stumbled into a bicycle repair
shop by mistake. But make no
mistake, for you have arrived at
Cinecycie: bicycle repair shop by
day and movie theatre by night.
That's right, behind all those
bicycles is a film screen, a stage,
projectars, a second-hand seating
arrangement and a large library
of films

Cinecycle is the latest pet
project of bicycle and film enthu-
siast Martin Heath. This funky
junky hanger-style garage,
tucked away in an alley behind
Spadina Avenue, is no Euclid or
Bloor theatre — but in a lot of
ways it's better, It's better be-
cause of it's size, atmosphere, and
style of operation. In all, it is the
perfect setting for LIFT filmmak-
ers; not too large and threatening
like some theatres; not preten-
tious like others; and not uncom-
fortable or inadequate like the
LIFT offices were.

The agreement between LIFT
and Cinecycle is mutally bene-
fitial. While LIFT gains a screen-
ing venue, Cinecycle taps into the
city’ largest independent film
network, It's also more than LIFT
ever hoped for,

“It's a match made in heaven,”
says Robin Eecloo, LIFT coordi-
nator, * it's the best thing that
ever could have happened to us.”
For the stafl and Board of Direc-
tors at LIFT it's a welcome sigh of
relief that's been a long time
coming.

A “too good to be true” atmos-
phere was prevalent during the
inaugural LIFT/Cinecycle screen-
ing on May 27, which ran TWO,
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Martin Heath at the helm of Cinecycie

by Kika Thorre and Mike Hool-
boom and MARY MARY, by Anna
Gronau, Those in attendance
(approximately 50 people) and es-
pecially those who hadn't been to
Cinecycle before, were evidently
thrilled with the facility and
LIFT's new arrangement.

“Wow,” was all that LIFT board
member Kip Spidell could say as
he sipped on cne of Martin's
select home-made beverages after
the show.

“Everybody likes it ... it's ...
groovy,” offored outgoing LIFT
staffer Susan Norget as her eyes
wandered from the milling crowd
to the hanging bicycles .

Paul McGowan, the LIFT board
member responsible for match-
making Cinecycle and LIFT
summed up the beauty behind
Cinecycle: “It's an honest place as
opposed to a political place ... it's
really grass roots.”

The charm that radiates in the
room is also reflected by the soft-
spoken presence of Heath. His
modesty and unpretentious |

Photos by Tom Kin

nature seems to be the key ingre-
dient to this truly unique, hybrid
hangout. Between rewinding the
films, serving expresso and min-
gling with his guests, Heath still
found time to talk with me about
Cinecyle. “l1 wanted to create an
environment that is relatively
neutral where people won't get
each others back up,” he says.

While “neutral” may not be the
best word to describe it, Cinecycle
does have a special at-home-in-
the-garage feeling te it: the ce-
ment floors, the cats at your feet,
the bicycles and the smell of
coffee all add up to a very com-
fortable environment. Most of all,
however, it's the make-yourself-
at-home attitude of Heath and
his handful of “helpers”. Congeni-
ality goes a long way towards
respect.

The question on most peoples’
lips when they first hear about
Cinecycle is ‘why bicycles and
films?” Aside from the connection
between bicycle wheels and film
reels, the similarities between
bicycles and film seem rather



elusive. When asked, Heath
simply explains: “They are my
two favourite hobbies,” No other
explanation seems necessary
when it's put that way,

However for Heath, they are
more than just hobbies; they are
obsessions. An avid film collector,
Heath has a library that includes
over 100 feature length films and
150 shorts. He's got everything
from classic Betty Boop to works
by Polish director Andrej Wadja
and a large collection of films by
his favourite director Alan
Resnais,

He is also an avid cyclist and
has been involved with commu-
nity eyeling organizations for a
number of years. Cinecycle re-
cently held 3 screenings of bicycle
films in coordination with the
Metro City Cycling Committee's
annual Bike-to-Work-Week. . (Tn-
cluded in the program was a
Super 8 film by Paul McGowan
entitled Loose Affilliation, shot
while he was on a bike rally with
the group Bikes Not Cars.)

“Films help the plight of the
bicycle pelitically,” says Heath,
who will go to great lengths to
help make Toronto a more bicycle
friendly city.

“He's been very generous to
us,” said Sue Zeilinski, who is
head of the cycling committee,
“Last year he donated a lot of
bikes to us.” This year, with
Cinecycle gearing up, Heath will
be able to offer better support to
the political cycling groups as
well as the independent film
community,

Cinecydle officially began in
March when Heath hosted an
“Open House” for the month of
Saturdays. These events, which
were run more like an after hours
club, were to promote interest
and awareness and to sign up
members to the new cycle and
cinema club. But Heath wants to
avoid Cinecycle being categorized
as a ‘'speakeasy’. He sees it as
more than just a place for people
to party, but a place for people
who are genuinely interested in
films and bicycles.

During the day, Cinecycle

Bicmsbmmrﬁaﬂuﬁm

operates as a bicycle repair shop
where you can crop in to have
your bike repaired by one of the 2
freelance mechanics. You can also
use the tools available to fix it
yourself.

When he speaks about the
possibilities of Cinecycle, his eyes
gleam with the kind of hope that
comes when someone is on the
threshold of realizing a long time
dream. A few more seats, a pro-
jection booth, some more net-
working and a little wiring is all
that is needed. That may seem
like a lot, but for Heath, who has
come a long way already to get
where he is, it is precious little.

Everything seems to be in place
for Cinecycle to come into it’s
own, however, “all these things
take time,” explains Heath. “With
a gradual distillation of con-
sciousness, there will be quality
stufl guing on here. There are
people out there who are inter-
ested ..."

Interested indeed. Already
slated for later this month is an
upcoming Pleasure Dome series
that includes a not-to-be-missed
film/performancs by LIFT mem-
ber Gwendolyn. In the future,
Heath and his programmer Luna
hope to attract enough interest to
run events six nights a week: live
musical film scores, cabarets and
performance art are all part of
the scenario. The floor seems to.

be wide open to possibilities.
Heath knows how badly the
city is in need of a truly inde-
pendent film screening facility.
For ten years he operzted a
screening and performance facil-
ity out of his own studio mount-
ing shows in cooperation with A
Space, The Last of the Red Hot
Dadas and a host of other groups,
But the location wasn't right.
With Cinecycle, Heath hopes to
not only realize his long term
goal of starting a grass roots
fucility, but to also incorporate
his love for bicycles and do it in a
fashion unlike anywhere else.

Certainly the place is right,
and for independent filmmakers
and environmentalists alike, the
timing couldn't be better. This
city is desperate for more bicycle
lanes as well as better support of
the arts.

With the inspiring and colour-
ful charm of Cinecyle, comes a
realization that there are people
out there who are capable of pro-
moting and supporting a heafthr
and creative lifestyle within the
community. Is it possible that
politics will stay backstage of the
arts and that cars will move over
for bicycles?

Like a beacon in the midst of
an economic and environmental
gloom, Cinecycle provides us with
at least a glimmer of hope that
our wildest and wackiest dreams
can come true,




by Kika Thorne

This was my first opportunity to
participate in the Images Festival De
La Video Et Du Film Indépendent. I
had a great time, met some lovely
people and got the rare opportunity to
discuss work in depth, which doesn’t
pecur enough after regular screen-
ings. It was good to see the same
faces, develop a rapore, nsk some
important questions surrounding
imagemaking, language, relation-
ships. pornography, violence and
responsibility, One of the real pleas-
ures of the festival was the program-
mers' decision to curate experimental
or personal work alongside documen-
tary and drama. As a viewer I am
drawn to work of an experimental or
sexunl nature so I was happy to catch
up on some exciting shifls in other
genresfinterests of contemporary
production.

The trend towards hybrid forms is
making the experimental/documen-
tary/drama definition shaky. This
was most shvious in the powerful
documentary 'EXTINCT... BUT
GOING HOMFE'. The 10 year struggle
by the Kamu to recover their land
title in Nerthern Australia, is retold

BATTLE OF TRAFALGAR by De-
spite TV Co-op. The Cooperative
superimposed the profiles of evewit-
nesses telling their version of the
British anti-Poll Tax demonstration
over a backdrop of multi-source video

Rob Teteruck in SOLEILS COUCHANTS by Andrew Warl

proved as eye opening though defi-
nitely more personal. My absolute fa-
vourite piece of the festival was
JOLLIES, Sadie Bennings Fisher
Price sextalk diary. Sadie, a seven-
teen year old lesbian from Milwaukee

IMAGES

an immediate response

in narrative sequence by one of the
Eamu pesple, Rhonda Foster (with
co-director Mick Barker). The inti-
mule moments of family stery telling
replaces The Interview' of traditional
documentary form. "Narration' be-
comes a personal expression of the
internal hope of an individual whose
tribe was labelled extinct because an
anthropclogist forgot to look in the in-
ternment camps where they had been
imprisoned by British educators, This
tape is an exciting example of what
can happen when the people whose
lives and culture are at stake produce
their own stories.

Another important testiment in the
fight for civil liberties was the

o LT

footage of the stete organized attack.
Witnesses were interviewed three
days after the "rist’, so their telling is
frosh and anpgry and extremely articu-
late. The Co-op makes no pretense at
showing both sides of the story,
though they do include the undenia-
bly biased media coverage as it aired
on British television. (The media
forgot to include images of police
trucks charging into the middle of the
crowd at 40 miles an hour without
any warning.) The actions of the dem-
onstrators were no more violent or
celebratory thar the Toronto parades
I've participated in. This video iz a
definite lesson in the prepared will-
ingness of a police force to incite riot
as a political maneouver,

There wors ather pieces which

is smilin' and witty in her mockery of
those first sexual encounters with
menboys. It appears that the only
reason she ever had anything to do
with guys is so she could tell her girl-
lover (and us) a good stery. Bennings
occasional use of text as image is
formally consistant with the 'warm’
appeal of the low tech Fisher Price
camera and her intimate visual style.

The opening night of Images
revealed consistantly strong work,
though I can't really comprehend why
these films and videos were pro-
grammed together. They almost all
took place in summer in natural
locales but this seemed a thin connec-
tion. For instance, | could have seen
Lori Spring's BEACH STORY coupled



with TO TELL YOUR DAUGHTER
by Mary Alicz and Claire Maxwell, I
think that the intricate ideosyncra-
cies of mother daughter relationships
is the predominant theme of these
two pieces and that this subject is of
particular importance after such
condoned mcther slamming as is
featured in that eultural delicacy,
‘Wild At Hezrt' by David Lynch (to
name but one example).

Lori Spring's BEACH STORY was
an edgy experience for me. Perhaps
because I coald identify, My mother
also likes to get really tanned and
read trashy novels every summer
while I cover myself with SPF 32 and
read poetic white girl confessions of
interracial desire,

What is most disturbing about this
film is being witness to such a lack of
tenderness between mother and
daughter. Told from the persective of
Alex, the deughter, we are invited
into her memories as she attempts to
both escape and comprehend her
emotions. (n a sparsely populated
but symbelically loaded beach, Alex
(Victoria Snow) sitting beside her
mother, Sylvia (Micki Moare) notices
to her right 2 man sunbathing alone
who cranes his neck to ‘check out’ the
two women. To her left she watches a
young mother and baby remembers
her own alienation as an only child
among the laughter of women.

It seems that the emotional chasm
between Alex and Sylvia was solidi-
fied in the early years. The young
Alex enters the circle of terror, a
slowed down depiction of her mother
and a bunch of friends talking and
laughing, having a great time. She
seeks refuge at the legs of another
woman as though her mother was
maore horrnfying than the rest. Alex's
paranoia makes piss run down her leg
and they only laugh harder. By this
point, the adult Alex has left her
mother's side to swim into a montage
of underwater eamera, and the
memory of those women.

Her grim expression and fervent
swimming leads up to a melodramatic
pitch, sustains it and then pushes
beyond it. Similar to an explanation
of despair which takes time to con-
vince; at first I am in disbelief of this
intensity of feeling. But the camera
stays with her until I am past scepti-

cism, connected to my own current
childhood sensation of loss.

As the older Alex leaves the water
there seems to be some softening in
her previously harsh look of judge-
ment of her mother, as though the
near suicidal swim has taken her to
another level of undsrstanding. This
brief moment of compassion is
coupled with a fantasy/fear that her
mother is being strangled by the man
from down the beach. By the end I am
still uneasy — the film positions the
mother as a fool, oblivious to her
daughter's trauma as if Sylvia was
without complexities and hereditary
hurt of her own. The position of the
daughter is too easy, guilty by being
guiltless, above reproach. 1 think in
our culture there is room for this rare
dialogue, between mother and daugh-
ter. I think Lori Spring presents her
story, in essence a monologue, wait-
ing for 'the mother' to come forward
with some explanation. I too look
forward to hearing the voice of the
mother, the voice of the most misun-
derstood.

Sylvia (Micki Moore) in BEACH STORY

I recognise that festival program-
mers have a huge task before them
not only chosing work but also mak-
ing it 'fit' by providing a site for the
work to co-exist and compliment each
other, I think some programmes
worked a lot better than others. I felt
that Ultra-hi Freguency’ was
thoughtfully connected, each peice
stood separate, articulate and in
conversation with the others. Part of
the success of this show for me was
the quality of work, a similar rigour,
ending with Luc Bourdon's most
beautiful tape LENTREVUE.

‘Cultural Blues was to be a celebra-
tion of cultural diversity, while it was
indeed culturally diverse, it seemed to

lack a thread, a consistency that
would create that celebratory charge
that comes from seeing work that
comlpliments rather than distracts.
But some of the individual pieces
were terrific, most notably FADE TO
BLACK by Tony Cokes, a layered
multidimensional, rap eritique of
popular eulture. I mean whose popu-
lar culture is it anyway and how'd it
get to be so popular? It was hard to be
a white woman during this third
degree.

Another strong peice from this se-
lection wae LIFT member, Andrew
Watt's SOLEIL COUCHANTS.
SOLEILS COUCHANTS begins with
the layered rumblings of a poem by
Paul Verlaine spoken in its original
tongue by Frangoise Vallée; her voice
gliding over the walls of a city. Next,
the image of a skinhead, looking
happy, eating fast food on the street
is revealed to be a projection onto the
t-shirt of another young white man.
What follows are a series of projec-
tions onto his face and body.

The music of Canteloube’s La
Delaissado from Chants d'Auvergne
and the slow grain of the emulsion
serve to mythologise these projections
of a decaying capitalism. I experi-
enced intense satisfaction witnessing
the evolution of 7-11, MacDonalds,
and the billboards of Calvin Klein
into a romantic nostalgia — as do all
things which come to pass. To realise
this vision while these mega corpora-
tions still have a firm hold on our
lives is the most elegant revenge.

The man whose body is a screen
stares blank faced into the light as if
he is not responsible or respongive to
these images; as if he could have no
reaction, would not be allowed a
reaction and so he is most reactive by
presenting a face which kovers
between indifference and shock. It is
intriguing that the only time he closes
his eyes is when the still of Joan of
Arc's face (appealing to the judges
from The Passion of Joan of Are by
Carl-Theodor Dreyer 1928) sweeps
over his own. As though her passion
will speak for him. As though he
would be persecuted by contemporary
judges if he revealed his visions, The
short scenes fade in and out of black,
in a delicate balance of lyricism and

cynicism... l\I‘T 9



Filmmakers across the globe unite!
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CONGRATULATIONS! 4

LIFT MEMBERS ARE GRANT RECIPIENTS

orantfo hr i Misgtaeg Aa e I
e oS
3::: mgi;lggﬂ;ﬂ!—'ﬂﬂ Production Grant for his

Donna Preece - OFDC ;
lim Chitdren of Wammn Grant for her

Kalll Paakspuu - OFDC Producti
film Suicide - A Love uction Grant for her

LIFT has recently received notice from the Ministry of Cul-
ture and Communications that our application for aon: year
trainee under the Arts Management Training Program has
been approved. The job description for this position will be
available at the beginning of July, deadline for application es-
tablished for August ?nd, and the start date slated for Sepiem-
ber 3rd.
And more great news! Our application o the Ministry of
Culture and Communications for another computer, 2 hard
drives, a LASER PRINTER (Yeah), nctworking cables, mem-
ory upgrades and design software has been approved for a
maiching grant through the Ministry’s Resource Material/
Equipment program. Bit by slow bit LIFT comes of age

We thank and acknowledge the Government of Ontario
through the Ministry of Culture and Communications for

tkis much needed support.
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.50 we got the donation from Atlan-
tis but all we had 1o pick it up with
was a Toyota truck. We wouldn't
have got half the swff we did if PS.
didn"1 1oan us one of their cube vans
for a day. Bagels o P.5.

Tardy Flatbed users beware!
Several members have been show-
ing up laic or not atall for their book-
ings. This behavior is unfair o mem-
bers who are trying 1o get flatbed
time. To deal with this problem the
following rule has been passed by
the board:

Any Associate or Full member who
wants to use the flabeds has the
right to ‘bump’ any members wha
are more than iwo howrs late for
their booking. In addition, the late
members will be fined for the full
cost of their booking. The member
using the last member’'s lime must
also pay for the time they used.
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Drabinski continued from page 5

age of art, and the many murals in its Canadian and U.5.
theatres, all done by Canadian artists.

Drabinsky, with nearly half of the theatres in the coun-
try, could have been a great boon to the Canadian feature
industry. He could have provided major release across Can-
ada {and in his later expansion, into the U.S. as well) thus

iving Canadian producers guarantees and money for pro-

uction that no American major would ever do. Butifhe did,
Hubbard never mentions it. Rather he documents
Drabinsky’'s rapid expansion into the states backed by the
Bronfman money and his final ill-fated relationship with
MCA in 1936, MCA bought 50 percent of Cineplex for a
price of $151 Million U.S. and allowed him the capital to

Did Drabinsky have any inferest in
distributing Canadian film or was it
Just a historic moment too soon?

build the empire that Cineplex Odeon quickly became,

Then, of course there arethe final scenesin this corporate
thriller. MCA owned halfthe company butbecause of Cana-
dian laws had only a third of the voting shares. When
Drabinsky's relationship with them soured (over how much
he payed for acquisitions, how much his personal jet cost,
how much debt?'le had driven the company into rcfutive to
its assets) he decided to buy back the Bronfman shares and
thus take effective control of the board of the directors and
the company. However he did so without seeking MCA's ap-
proval. When Sid Sheinberg, MCA’s president found out, it
was the beginning of the end for Drabinsky. The concluding
chapters follow Drabinsky, the headlong cutsider, ranning
afoul of the jingoist MCA who eventually force his hand.

Hubbard quotes David Putnam, the famous British pro-
ducer, who was briefly head of Columbia, on Drabinsky's re-
lationship with MCA “I think that U.S. business in general,
and the entertainment business in particular, are grap-
pling with adapting to a post-imperialist environment,” he
says. “You have people who are used to dominating a field
suddenly presented with people from other countries as-
serting themselves. There's a built-in conflict.”

In this conflict with the declining American Empire,
however, the Canadian with the moxy was sent packing
witha golden parachute(a bigbusiness enforced retirement
package) znd with the live-theatre division of Cineplex,
including the refurbished Pantages and the whole Cana-
dian Phantom of the Opera Production. In the final chapter,
Drabinsky leaves the film world behind and turns his atten-
tions towards live theatre while Cineplex pets turned over
to be run by less flamboyant corporate managers.

As a book, Public Screening is too much of a hodgepodge,
and a collection of research and facts without any synthesis
by the author. It carries the reader along in a headlong rush
of events without the satisfying pause of reflection and
anaylsis. What happens is well documented but what it
means, in particular what it means to Canada and the Ca-
nadian film business, is not discussed.

Hubbard says in hisintroduction that he realized that his
book is alsc about “the fragile nature of Canadian culture,
and the dichotomous sense Canadians have always had of
wanting tobe both a part of, and vet hold themselves apart
from, the enormous cultural influence that America exerts
-Hollywood, in particular.” Yet he seems to have realized
more his expressed intention of “telling a good business
yarn". Hubbard's Public Sereening is more a casebook for
the study of Canadian culture than a commentary on it.

The final irony of this book is that it was published just
last fall by Lester & Orpen Dennys, a great Canadian
publisher that has just recently gone out of business.

JOB OPENINGS

CANADIAN FILMMAKERS
DISTRIBUTION CENTRE

Administrator responsible for
managing day-to-day and long-
term operations of CFDC. In-
cludes budgeting, grant-writ-
ing, coordinating special proj-
ecta and publications.
{Education Film Officer re-
sponsible for non-theatrieal film
sales and rentals. Involves ex-
tensive contact with filmmakers
|and clients, coordination of
| events and screenings.

| Deadline: June 28, 1991

| CFDC

| &7 Portland Street
| Toronto, Ont. M5V 2M8

INFT CLASSIFIEDS

HELP WANTED

ELDRITCHFILM

An independent film company
based in Buffalo, NY is looking
for both crew and cast for an
npeoming feature flm. There is
pay for crew and all major roles.
We are looking for a camera
crew, sound man, boom opera-
tor, driver, grips ete. The shootis
slated for mid-September to mid
Oetober of 1991, Interested par-
ties should send resume to:

ELDRITCHFILM

P.O. Box 82,

Buffalo, New York 14212
Attention: Kathi

POST PRODUGTION

EQUIPMENT FOR SALE

TRIM BINS = EDITING BENCHS
GANGS SYNCRONIZERS * SPLICERS
YOU NAME IT!

CALL GREG AT LIFT FOR DETAILS (416)596-8233

w FILMHOUSE is offering
LIFT members a 20% dis-
count on COD orders upon
presentation of the LIFT
membership card.

w PATHEisofferingadiscount
of between 20% w 25% de-
pending on the size of Lhe
praject and other terms. They
can also provide package
prices for an entire project.

w SOUNDHOUSE will offer a
25% discount for services and
10% for materials. Payments
must be made on a COD basis
and sessions will be booked
on a “bumpable™ basis.

= DISCOVERY PRODUCT-
IONS will offer a 15% dis-
count on audio post produc-

Deals! Deals! Deals!

tion work.

w SOUND MIX will offeradis-
count to LIFT members,15%
off their list price.

w P.F.A will offer a 15% dis-
count to LIFT members on
C.0.D. orders.

w SOUND TECHNIQUE film
& video sound Onishing for
$R0,00 per hour, masier mixs
for $40.00 per hour and cus-
toms by the sound doctor.

w SPOT FILM AND VIDEO
INC. offer a discount 1o LIFT
members of 15%.

If you know of any other discount
offered to members, give Greg a

call at LIFT. I.‘Fr 1 3
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A Package of Fear
by Bruce Lyne

It used to be your parenis thal iold you what to do
Mow it's your brolher (18 min. drama)

CYCLE

7 Spadina Ave. (in alley behind liquor store)

PREMIERE

. =g~ Roll Out The Barrel —%=

by Thom Hounsell
A portrail of a Niagara Falls daredevil. (13 min. documentary)

-%Yonge n safe Harbour g

by Thom Hounsell
:'l':l A porirait of an eldery couple from a Newfoundiand fishing village
living at Yonge & Eglinton.(8 min. experimental documentary)

345 Adelaide Street West
Suite 505

Toronto, Ontario

M5V 1R5

416-596-8233
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