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ANNUAL GENERAL MEETING

Members are reminded that our Annual General Meeting is fast approaching (Nov)
and so you should begin thinking about nominations for the 1991/92 Board of

Directors. A lot of hard work lies ahead to steer the co-op through the rocky 1990's
and lead us forward during these times of fiscal restraint. We need innovative
minds and tireless bodies to do this. Associate and Full members hold
voting privileges and are eligible for election to the Board.

As well, volunteers are needed from amongst our membership for the numerous
LIFT committees (equipment, fundraising, lobbying, newsletter, program-
ming, script development & workshop committees). Your year long committment
to a LIFT committee counts as your annual volunteer hours as well as providing
an important and much needed contribution to the running of LIFT.




LETTERS TO THE MINISTERS

September 5, 1991

The Honourable Michael Wilson (M.LN.T)
Tower B 5, 125 Sussex Drive
(Htawa, Ontario

Honourable Michael Wilson:

I am writing to you on behalf of the Board of Directors of the Liaison of
Independent Filmmakers of Toronto, which represents over 400 independ-
ent filmmakers, about the possible expansion of the free trade agreement to
include culture.

The independent filmmaking community strongly opposes any action by
the American government to bring culture back to the free trade talks.

In a world already dominated by the United States cultural product, we
feel we have a right to reflect and control our own cultural sovereignty. Yet
we hear US trade representative Carla Hill does not accept cultrual exemp-
tion, seeing it merely as a form of protection. She feels culture should be
included in the discussions on the trading scene. Is culture a trading com-
medity, we think not.

In a country so occupied by defining its culture how will it be possible to
continue our search of who we are, if culture is not ours to control?

The filmmaking community is strongly urging assurance from our federal
government that it will keep culture off the table in free trade talks.

Your attention to this matter is greatly appreciated. We look forward to
receiving a written response to our concerns.

Yours Sincerely,

Louise Lebeau
Secretary of the Board, LIFT

October 10, 1991
The Honourable Perrin Beatty
Minister of Communications
Journal Tower North
300 Slater St., Ottawa

Dear Minister,

During this time of constitutional reform I am truly excited about the
possibilities that lie ahead for a “new” Canada; a Canada that reflects
progressive and responsible ideals for a multicultural nation. I believe that
we live in a country abound in social, artistic and cultural richness and I
have every hope that our potential will continue to be explored and devel-
oped. Yet at the same time I know that these dreams are not easily come
by, not only as an individual, but also as a community and a nation.

It is too often the case that the most important issues of a political body
are the ones that are the least apparent, and for that matter, the least
popular. Without taking away from the importance of many other national
concerns, [ feel that the value of art and culture (to both individuals and
nations) is extremely underestimated. The arts of a nation is a reflection of
the aspirations of its people, Without art, a nation is weak in spirit, and
cold in the heart. The creative instinct is the most basic of all human
behavior and it should be nurtured and set free to soar.

Any federal policy that would dismantle a national cultural agency such
as the Canada Council has to be seen as regressive. The Canadian govern-
ment has played a important role in developing the arts in this country by
recognizing artists as a national resource and by fostering a system of
growth and creativity. Your support of this cultural agency is vital to the
future of our nation. Please do not let our spirit slip away.

Sincerely,

Wayne Snell
Editor, LIFT Newsletter
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Office update...

LIFT would like to take this

opportunity to welcome Michelle
Mohabeer to our staff.
Michelle began work with us on
October 3rd as our new Adminis-
trative Co-ordinator for the
Multicultural Dramatic Film
Fund.

You don't say?

If you're starting to develop a
new film project, we'd like to know!
If you're gearing up for produc-
tion, heading towards post, or just
completing a film, we'd like to
know that too...or...if you've re-
ceived a grant or an award, or one
of your films has recently been in
a festival or exhibition, we'd like
to pat you on the back and update
our records at the same time.

ALSO, a lot of this information
is important for LIFT; as support
material for grants; as resource
information to prove to funders
and policy makers the amount of
activity that goes on in the inde-
pendent film community; to up-
date our catalogue; to update your
file, and so on and so on.

Even if you move, we want to
know, so please forward a change
ofaddress notice to the office along
with your new telephone number
for the crew list.

DEDICATED VOLUNTEERS

Members are reminded that the
LIFT office is always in need of
your help. We are particularly anx-
ious to develop a roster of volun-
teers who are able to dedicate 1
day each week or 1 day each
month to the co-op. Equipment
maintenance, updating member-
ship records, invoicing, bookkeep-
ing, updating the festival data-
base, etc. If there are any mem-
bers who are available to commit
to a regular pattern ... contact the
LIFT office to discuss your sched-
ule of availability.
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LIFT filmmakers
win BIG at Festival
of Festivals

Congratulations o
UFT members:

John Greyson's

THE MAKING OF
*MOHSTERS®, won

the National Film
Board Award for Best
Short Film — $2,000
cash and $2,000 worth
of film processing from
the NFB,

Atom Egoyan's film,
THE ADJUSTER, won
The Toronte City Award
for Best Canadian
Feature — a cash prize
of $25,000 which
Atom turned over o
Voncouver filmmaker
John Pozer (THE
GROCER'S WIFE)

Bruce MacDonald's
film, HIGHWAY &1,
was runner up o THE
FISHER KING in the
Carlsberg Light
Peoples Choice Award.

In the December issue of the LIFT Newsletter, D M Owen will
reveal to us his views on Canadion feature films in this years
Festival of Festivals.



Multicultural films on the go

by Sandy Greer

Kal Ng and Kwoi Gin are LIFT
members and two of the recipients of
the Multicultural Dramatic Film
Fund grants for 1991, This fund is
made possible with the financial
participation of the Ontario Film
Development Corporation, and
administered through the Liaison of
Independent Filmmakers of Toronto.
Both filmmakers recently described
the current status of their projects to
me over the phone.

Kal Ng is working on a film titled
Stories of Chide the Wind; The
Soul Investigator. This film is part
of a 3-film series in which several
dramatic stories focus on the theme of
the end of the world. Ng describes The
Soul Investigator as storytelling by a
narrator combined with images to
persuade the viewer to consider the
different possible meanings of "world's
end”,

Ng's film project evolved out of a
quest for his own personal identity, as
a Chinese or foreigner, he says, in a
developed country. In searching for
his identity, Ng recognized the need
to see the bigger picture. This
expanded into a reflection upon the
future of the world and how humans
will express their identity within it.
At the same time, Ng felt compelled to
put his exploration in a theme that
would interest a large audience.

Mg observes that people's notion of
"world's end” usually relates to an
external event, such as a nuclear
meltdown. On the other hand, he
suggests that it relates to an internal
transformation of individuals, which
is more intangible and possibly in the
gpiritual realm.

Mg, who works as a freelance
architectural draughtsman, is now
fine-tuninghis completed script before
he begins to shoot The Soul
Investigator in early November,

Kwoi Gin's film, Dark Sun, Bright
Shade, was motivated by the
massacre in Tiennanmen Square two
summers ago. “I was involved in
student rallies after the massacre,”
says Gin, “and I met a lot of people
who were involved in it.”

Gin began to write his film seript
from a political point of view, and
then changed it into a more personal
piece. He does not consider himself a

political person. The massacre,
however, deeply touched him and
awakened his own Chinese identity
after living more than half his life in
Canada. “The people that were dying
were a part of me.”

The dramatic format focuses on
personal relationships in a story that
Gin hopes will engage the average
person. *I don't want people to forget
it,” he adds. The relationships will
provide insights to this particular
history and conflict.

The history of Tiennanmen Square
goes back to the early 1800s when
student demonstrations firstbegan to
take place there. Gin says that in the
film he mentions those people who
participated in these early
demonstrations, including ordinary
workers, whoare stillin prison. People
ouiside China are not aware of this
fact, he adds, because the 1989
massacre was the first time that the
wesiern media was able to film the
event and show it to the world.

A few documentary clips shot by one
of Gin's friends will be included in the
dramatic story that focuses on two
friends and the relationship that one
of them has with his traditional
Chinese father. “I'm using that
relationship as an allegory nbout the
relationship between the present
regime (in China) and the people. The
present regime, to me, represents
feudalism and all the old traditions
that haven’t changed. I'm using
images also from traditional Chinese
opera, and it deals in reality and
fantasy. Sometimes thefather appears
ns the first emperor who had the worst
reputation as a tyrant leader, just as
the father treats his son as somebody
who has to do what he wants.”

One thing holding up production,
says Gin, whose seript is complete, is
trying to find a cast of characters. He
had hoped to shoot the outdoor scenes
this past summer, but his posted
advertisements received few
responses. Jokingly, he says that only
kung fu experts seem to respond,
believing that the film would focus on
martial arts or Asian crime, Also, the
population of Asian actors in Toronto
islimited, and hisbudget is not enough
to be able to hire professional actors.

Next issue, Sandy will look at some
other activities of Multicultural grant
recipienis.

OAC'S
‘FIRST PROJECTS’
GRANT
HIGHLUGHTS

BIGGER BUDGET

The Film/Photography/Video
Office of the Ontario Arts Council
is boosting its funding to current |
Eam ms by $580,000. The new

nds stem from the $7.5 million
increase to base funding which the
OAC recently received from the
government of Ontario (ref June
1991 LIFT Newsletter), The Film/
Photography/Video Office re-
ceived an increase of 39% over its
previous base budget bringing the
new budget to just over $2 million.

FIRSTPROJECTSPILOT PRO-
GRAM

The office will be enlarging the
budgets of its existing grant pro-
grams as well as adding a new
program, called First Projects, in-
tended to assist emerging filmand
video artists. This pilot programis
provided to assist artists under-
taking their first film and video
projects.

“This new program is a reflec-
tion of recommendationsthat have
been made to the office from vari-
ous representatives of the media
arts community. We are very
pleased to have new funds that
will make it available,” says offi-
cer David Craig.

Anyone considering applying
should contact thestaff of the Film/
Photography/Video Office di-
rectly todisuss their project before
submitting anapplication. The first
deadline for applicaliuns is: De-
cember 2, 1991. Phone (416) 961-
1660 or toll free 1-800-367-0058 for
further information.

NOTE: Because this isa pilot project,
the results of the first competition will
be evaluated before further deadlines
are announced.

VT 3



"We look a roller coasler for len days, you and 1. Al first there wos just one of us but as the days wore on | hed Io
split off from you, you look it all to hearl, you were so impressionable. You became that which you identified with.®

There was o wave washed over the city and my life. At fitst the thought of so much oll at once... oll those films for free, it was o
gifi, and | was appropriclely ecslatic. But what it lakes out of one. Each film demanding in i's own fashion. Coercing, seduc-
ing, whispers info my psyche "bend your mind, your hean, this way, towards and oway from, twist the memory of your own
experience, see it my way, live my life with me, live bwo hours with me, live the moment with me, feel me, emole.” If was the
same all over the world; writers, direciors, producers, aclors, entire crews of film artists had gathered their resources onto this
slim medium lo bring me lo this vicarious siote. Days of Being Wild, The Body Beoutiful, Edward I, Elizabeth Smart: On the
Side of The Angels, Relax, Up The Junction, The Adjuster, Young Soul Rebels. .. It seemed, as | tumed 1o look of others in this
crowded room, that | was nol alone, they loo had been emationally defeated. We stick out our thumbs. We enter the vehicle of
a stranger. We do nol know where they are going. We like it that way. Somelimes we are sexually molested, or carressed.
Moast often we are manipulaled. But we leove the theatre with cur physical bedies intact, our mental fransformation causing us lo
view them from another angle, in a difficult light. Is this not virual reclity?

Filmic dialectic

"'monsters' challenges the formula

by Wk thomne

Many theorists have commented on the effect of namalive form on our lives.
Reading aboul it isn't the some as realising i,

When | wos sevenleen | began ‘reading’ fashion magazines, Vogue and Elle, Flare, Taxi...1 took them
into my bedroom, my wardrobe, my language and on occaision | would crilisise particular orficles or
mock frustration al their facile peffiness. Eventually | stopped looking. | spant my money on food, rent,
books and films and | never really missed them, Not long ago, an acquainiance had an issue of Vogue
on her desk. | hadn'l looked at one for five or six years. | scanned and sow wiith eyes open. Nearly all
the models are while, bulimic, with skin of a brond new plastic. Their poses are oulrageously submissive,
their dfress upwardly clossist and exclusionary whether in the office or in bed. The focus of the issve |
held in my hands was of haule coulure inspired by the cultural motifs of many first nations, and yet all
the models were of European descent. It was thefi. | was hit in the gul, Sudden. | couldn't believe | had
engaged with this shit for so mony years — loimalive years.

narralivity: conviction, addiction, condensation and resolution

| asked her what is the problem with o well constructed nanalive? She said “It's so persuasive. |i presents enough answers on o
continual basis that it subdues my desire lo analyse what I'm subjecfing myself lo. Eventually it ercdes my ability to question al
all. Then it's like a part of me doesn't exist and | don't even nolice ‘cos I'm experiencing this simulated Rullfiliment, Notice how
smokers can go without a cigarefie for two hours if the movie is enfertaining... A beautiful story will condense and resclve the
enchanted moments of a life inte hwo hours, It was so intimate, you come 1o know them, you fell in love with them, their cause
was your couse, you bum for them. Aflerwards you ore left alone os confused os ever about your own endless banality and you
wonder. [ you lived that lost, if you did those things, would it make o difference?
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Feoture Himmaking is an oddiction. Al the Festival you see a few filmmakers being lauded for their ability to spin a yam in an
hour and a half or so and it makes you think, what's so parficular about their story that it deserves ol this atlention. The scene is
50 hierarchically hyped up; it mckes me sick. | hate Entenainment Tonight. Why do | even core? There must be something that |
am attracled 1o Maybe i's the money. That's why the media pays aflention 1o you in the first ploce. For the most part, they
couldn't give a shit what your work is like. It iakes a kol of discipline not 1o be sucked inlo that form. | mean, | guess, for some
people it just comes naturally.®

*Wha! comes naturally, the discipline or the fermula?”

The power of narrative is partially created by the society it is accepled by. Il is invelved in @ public dialogue that makes me feel
as though making a feature film is the best way o voice concem. The lineups belfore, the discussions afterwards, all prove cur obsession
with this form. You forgot there was any other way lo speak, and when you remembered anCiher form, an intemal form, o ‘let's
not speck of II" social form, you realized that very few would listen and you ask yourself, which compromise huris more?

Woaiching all those big movies gave me o sugar high. | was wasted, shaking ond hyperoctive and all | wonled was more sweel
escopism ofier the buzz wore off. These fictional features made it easy for me to ingest information without eriticality, so much so
that | coukdn't eat knowledge any other way.

When they dragged me back 1o the experimenial films, the documentary colloges; | politely ofe with my eyes fixed on desser.
But as the festival wore en | bagan to relish a good savoury, a film in which | didn't have to relinquish my crifical faculties or
emotional dignity in order to be fullfilled, These films never numbed or seduced me. They like me as | am; aler, concious, part of
the viewing process.

Wiriter and filmmaker john Greyson's THE MAKING OF 'MONSTERS' utilised a myriod of distancing devices. This allowed me
lo continuously reconsider and keep track of my own reaction Io the film. The film, @ constant layering of ‘fact’ within fiction,
uncovers the precarious nature of narrative forms, THE MAKING OF ‘MONSTERS' by John Greyson is about o promotional
*making of* documeniary by Lotle lenyn, o black lesbian diteclor whose unyielding role leads the way for cur Gueer Nation.
She is documenting a fictional CBC musical directed by intellectual rivols Berolt Brecht and Georg Lukacs, MONSTERS' is about
the life and death of joe, a gay while high schoal teacher who was murdered by six while leenage boys In High Park, Teronio.
The made for TV film ‘MONSTERS', while focusing on the events surrounding the murder and the trial, lokes a lock of the
construction of various forms of masculinity; frem malignant war toys (in this case, Barbie and Ken) lo gay promiscuity and many
varsions In behween. Before | begin lo describe any one scene | think it's imporiant that you recognise the compact nature of this
film. Even though THE MAKING OF 'NAONSTERS' is only 30 minutes long It is dense with information. Greysen's technigues of
referencing and layering create conneclions which reverberate throughout the plece. When | focus on one Issue, | undermine the
meanings evoked by an examination of the whole.

Audiences
v

THE MAKING OF 'MONSTERS'
wilten and direcled by John Grevson, produced by Lourie lynd
slarring lee Maclougall as the aclor plarying Joe McGuire and
Stewan Arnald as the aclar playing his lever Vince

The Making of 'MOINSTERS'
A, [fictional] Promational Documentary by Lote Lemya [MNarrator
Tobora johnson

¥

MCHSTERS!
A fictional CBC movie of the week musical produced by secialist
raalis! Goong lukacs [David Garndner) anddirected by Baroll Bracht
|a catfish]

¥
On Juna 21, 1985, five leenoge boys afacked o goy man in
Teronto's High Park and kicked him lo death. Though they were

charged with first degree murder, they ware eveniually comvicled
onks of mansloughler, and wee out of jail less than three years laler.




In the park, afier lukacs and Brecht have hod an ideclogicalstdistic conflict, the set is wropped for the day and the octors
head home. Walking through High Park where the murder would have laken place, the 'real life’ aclers, playing Joe and his
lover Vince, have o songspiel about menogamy and premiscuity.

In Brecht -Weil siyle..,

Actor/Vince: Are you inlo park sex?

Aclor/ Joe:

| have olways kept my sex in the bedroom, porks and lea rooms are foreign lo me,
| have never had the need for odveniures, whot's the problem with monogomy?
Thera's @ iruth that we cught lo remember, the best sex always lokes the most work
I am always locking for a loyal lover, all | get are promiscuous jerks...

Chorus'

Actor/Vince:

| have hod several lovers in this lifetime, they didn’t comprehend the hwo types of sex
One is for the man you memorize, the other is for the ones you forget

A lover is the house that you live in, the tricks are the stores where you shop

A lover is the siafion that you're luned lo, but somelimes you will need lo channel hop!

In @ monogamous soclely, promiscuity is a bad word and there is very litle room for the idea of mixing the two. If indeed “your
lover is the house thal you live in”, then don't we shop in order to add wealth and warmth 1o cur house (given capitalist
complicity}? The fulfilment of fantasy through anonymity can stimulate unearthed areas of one's sexual and intellectual psyche.
Intimacy outside of @ monogamous relationship can lead to a breakdown of frust when both porties are riddled with fear of
loosing the other, of loosing their ‘seli’, or if fidelity is one of the few keys lo their commitment (or if one person can get dates
and the other has lo slay of home alone all the lime) or, or...

John Greyson is participaling in a discussion lowards brecking down the social trap that the monogamy-promiscuity polarity
defines.

In Britain, the wegkly Channel 4 programme OUT concems issues of
interest to several lesbion and goy communities. I've heard that of leas! a
couple of episodes have loken up the Monogamy - Polygomy - Promiscuily
debate. Filmmaker Derek jarman [EDWARD I, o brilliant film which took up
Queer Nafion's commilment in a very different way, played af the glevious
Uptown | this Festival of Festivals) suggesied that some of the altemative
structures of intimacy found within the gay community could be considered
lo sohve some of the problems inherent within contemporory helerosexual
relationships [not that this was their main concem). In Canada, it seems,
even though there is no need fo caler lo a sirail hegemony, mast relation-
ships fond our subconscious/constructed desires | are still based on that
corrup! heteromonogamous model, the nuclear family.

Given the ferbidden nature of gay pasitive sexualily (or any positive sex) on television; there is some twisted logic 1o the nolion
that homophebic adolescents pumped up on Terminalor would be altracted to the ‘park’ as o ploce fo agress their confused
and perhaps latent sexuality, The cast and crew of THE MAKING OF 'MONSTERS' challenge the violent yet prudish
homophobia of contemporary pop-image culluie by creafing two ‘rock videos' within o mock madeforTV movie [is this o big
encugh hint of how we could subvert what we ore seeing of home?], The Hockey Night in Canoda sequence is tough and
sexty, coniradiclory and a lolal lum on. If some men could admil 1o the infimote and sexualised noture of their play then perhaps
they wouldn't have lo spend hundreds on @ wooded retreat into archetypes and hankerchiefs.

Except for Lotte Lenya who is a wry narrater, historian and occasional crific, women don'l play a huge part in THE MAKING
OF 'MONSTERS', yet their Invelvement in the structure of Joe's life/story and Gueer Nation is integral, There is a scene where
Joe's mother is washing the dishes and speaking about hemophobic hypocrisy lo her friend and lo us. She specks of the way
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our scclely celebrates the ‘naturalness’ of young lovers having sex In the
field, but if the lovers are of the same sex, then by the slandards of ‘normal’
pecple and the couns, homosaxuals dasarve to die. Il was an emolional
scena for me, bul Greyson immedialely pulls back and focuses on Bedol
Brecht [the fish) who is openly disqusted by the sentimentality and refuses 1o
conlinue shooling the scene. It was somewhal of o shock to be drawn in by
the drama ond suddenly be reminded of how | hod been set up by the form.
How my buttons were 5o easy lo push and how cheap those emations really

s At

Clore Couler 03 Joa's modher are. Whalt pulls me from senliment lo cynicism and back is the necessity of
the scene. His mother was orficulale and honest. The facl that joe hod come
out 1o his mother and she had come o terms with his homaosexuality In relation to society and her own sexuality made it a
profoundly heartening moment. Greyson offers a ceraln amount of puritanical disapproval on the mather's part 1o maka her
position believable. But Il is obvious where her sympathies lie. The bitterness of her delivery speaks of a new found halred of
'normality’ and the systems which hold it firm.

But hold on a second. Is this ficion or documentary? Who wrote this seript? Was Joe's mother always this clear, is every mother
this understanding? What about the hundreds of lesbians and gays who are disowned by their parents when they come oul?
Within the two parent family, is the mother supposed o Igke on the responsibility for making peace between generations, for
creating the father's acceplance? How did she get 1o be 5o level headed when her enviroment is probably rife with

homophobia and misinformation?
By crealing o sirong dromatic moment, Greyson occesses o part of us that is most open lo change. By counlerocting il with immediote
critisism, ha employs us lo question our own opinions, our changing positions and the forms we wrop around cur body.

John Greyson is showing THE MAKING OF ‘MONSTERS' along with some of his favourite films as part of The Director’s Cante Blanch Sedes
of the Cinematheque Onlario at 7pm on Scturday November 23, 1991, This evening includes Ngozi Onwurah’s exquisite film THE BODY
BEAUTIFUL which pramiered of the Festival of Festivals and should not be missed

Thanks to John Greyson, Susan Morge!, The Festival of Festivals and Mehamaz Lentin at The Canadian Centre for Advanced Film Shudies.
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lote lemya (Toboroh johnson) sings Bash Back Baby for the conclusion of THE MAKING OF 'MONSTERS'



TALK 16 is a feature length
documentary co-directed by LIFT
members Janis Lundman and
Adrienne Mitchell. Response to
the film's premiere screenings at
the 1991 Festival of Festivals
was extremely enthusiastic.
Picked up for distribution by
Alliance, TALK 16 will open in
Toronto on Friday November 15,
1991, LIFTer Gail Mentlik
recently talked with Janis and
Adrienne and the following
interview was aired in part on
CKLNs FRAMELINE on
September 6th, 1991.

Gail Mentlik: Tell us your
objectives in making TALK 16.

Adrienne Mitchell: Talk 16 is
a movie, we don't want to call it
g documentary. It's a movie that
follows the lives of five teenage
girls for a year. They're from
completely different
backgrounds and they all turn
sixteen during the course of the
year. We got this idea basically
because, I think it was one day
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Adrienne Mitchell

SWEET 16

Janis Lundman

Janis and I were walking along
Yonge street and we walked past
this clump of very intimidating
looking teenagers hanging out in
front of this hostel who we
thought were making strange
comments to passers-by. This
made us think it's time we got to
know this group again. I mean
becoming an adult you sort of
close the doors to the world of

young people.
GM: Why was it important for

you to foeus exclusively on
women?

Janis Lundman: Partly
because we're women, we're
feminists. We found a lack of
coming of age films on young
women. That was something we
wanted to address as well in
Talk 16. There just wasn't a lot
out there on Adolescent females
when we started doing research.
The films that had been done
with young women were 10 to 15
years old. Most of the recent
films were all done with males.
Even a lot of the feature films
that you see now, the coming of

age films are with young boys,
and the girls that are in there
are the girlfriends, the
cheerleaders or something.
‘They're not the focus of the film.
And we felt that we didn’t know
what was happening with young
females.

GM: There are five women in
the film. Tell us about them.

JL: They come from very
different cultural, social and
economic backgrounds. We
wanted to get some sort of cross-
section, to get a sense of what
was out there in terms of young
females. We have a Korean girl,
Helen. She is a born-again
Christian and a straight-A
student who wants to be a
doctor. We also a have a girl
whose family is from Guyana,
Rhonda. She wants to be
Canada’s first black actress. We
have a girl, Astra, who at the
beginning of the film starts off at
home and then runs away, is on
the streets for a while and comes
home, moves out. The cycle she
moves in she’s trying to break,



trying to figure out who she is
and how to survive, The fourth
girl, Erin, attends private school
and a lot of her friends are quite
well off. And then we have a girl
who is our comic, Lena, our
stand-up comic. One minute in
the film you can be at a born-
again Christian retreat and the
next minute you can be with a
girl visiting her boyfriend in jail.
GM: Could you talk about the
process of finding the five girls
in the film.

AM: I think the whole research
process took about six months.
We interviewed about 350 girls
in metro Toronto. What we did
was videotape them. So we had
15 minute interview tapes of
each girl and we asked them
general questions (about)
hobbies ... boys, school,we
zeroed it down to about 20. What
we did was take the tapes of
these 20 girls and we began to
show them to various friends
and colleagues and people who
were not in film, What happened
was there was a group that kept
standing out, and we zeroed in
on about 7 or 8 of them,
following them around with
video cameras so they got a
sense of how it would be to be
followed around with a video
camera. Some didn't feel very
good about being followed
around with a video camera. The
parents of some of the girls did
not not want to become involved,
so it finally just narrowed itself
down to the five girls in the film
today.

GM: How did you get these girls
to be so comfortable and honest
with you in terms of revealing
very personal and intimate
matters? How was that trust
built up?

AM: Largely because we had
such a long research period. We
spent a couple of months before
we started filming on film,
filming the five girls on
videotape, hanging around them
with the video camera, getting
them used to us, getting them
used to the process of being

filmed. We largely choose young
women who would tell it like it
is. There are young women out
there who are shy, maybe can’t
communicate as effectively as
these five girls. It was important
that they were honest and they
could somehow get it out in the
open.

GM: Let’s talk about the
shooting schedule of the film,
because you shot this film over a
period of a year. In terms of you,
the filmmakers, and a crew
following the five girls around,
how did it work? It all seems
very logistically complicated.
JL: There were 55 shooting days
in all. We would shoot 3 or 4
times a month. We would call
the girls at least once a week,

“Teenagers are 8o
unpredictable and
...self-absorbed”

sometimes more to find out what
was happening with them. We
would try to plan shots as much
as possible, which would be easy
to do if we were going into
classrooms, because we could
plan a week in advance. But if
something happened that
afternoon or the next day we
would have to scramble and get
a crew together and be there to
shoot them, Their lives were not
going to be put on hold for us.
When Astra disappeared the
first time we spent a couple of
weeks trying to find her. When
we finally found her, we had to
run downtown and start
shooting her with her friend and
she gave us explicit instructions

not to go inside the coffee shop
with her because her friends
didn’t want to be filmed, They
were all wanted by the police.
Other things like that. We shot
fifty hours of footage. And
there's less than two hours. It's
very difficult, very hard choices
to make in the editing.

GM: You n{vaned this up earlier.
I would call Talk 16 a high risk
documentary...

AM: You see our grey hairs,
(laughing) well this is all
because of TALK 16...

GM: Because you're following
five subjects around for a year, it
seems you can do all the
research in the world,
completely prepare yourself, and
choose the right subjects and
still not be sure if you're going to
get what you want because
there's so many day to day
variables and uncertainties.

AM: There is no control, that's
what it is (laughing). We want to
do dramas now. Control,
control...

GM: How did you minimize and
deal with the unknown factors,
and take control of this high risk
situation?

AM: One of things we did was
keep a very close eye on the
girls. Even when we weren't
filming, we were phoning
constantly, talking to them,
finding out what was going on. If
any of them seemed a little, you
know, like they were going to
leave town, we would be there
and get a sense of what was
going on. So because we
maintained very intimate
contact with them, we sort of
minimized the risk to a certain
extent. If we lost touch with
them then the risk might
increase. We were really
concerned that some of them
might just drop out of the film.
That was our main concern.
Teenagers are so unpredictable
and very self-absorbed. To make
this sort of commitment is a very
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big deal. Don't be fooled, the
medium does not hold the
allure and glamour that it did
for young people. They easily
got bored of us after a short
while. So we had to constantly
stay in touch. And the thing
was that they liked us, it was
Jjust great, as Janis said, for
them to have someone to talk
to

GM: And they trusted you?

AM: Yah they trusted us, and
for some of the girls it was good
for their self-esteem to say they
were involved with a movie.
There was one girl, poor Lena—
no one would ever believe her.
She showed them photographs
and they still wouldn't believe
her. Even when we showed up
at her school they thought it
was for someone else, we were
walking around with the
camera and they couldn't
believe it was for her.

GM: High risk also in the sense
you don't know what's going on
in their lives...

JL: It was very scary in a sense
because we were choosing these
five girls and we had no idea
what would happen to them
during that year. Maybe
nothing would happen to any of
them.

AM: That's something we
couldn't control. We just choose
five girls who we thought would
be captivating to watch even in
an interview situation. Even if
things didn't happen to them
they would still hold the flm
because of their ideas and
thoughts, their outlooks. That
was the only thing we had to go
on.

GM: Looking back on the
experience of making a film
like TALK 16 what would you
say was the most difficult: the
planning, the shooting or the
editing?

AM: It's the post-production ...
JL: ...because we think that we
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just spent a almost a year
raising the money and doing the
research and then another year
shooting and six months of
editing and we finally have a
film and we think it's over, but
this is not the reality of the
situation. It's more technical
problems like getting the film
launched and finding a
distributor and doing publicity...

AM: .. .contracts, release forms,
all this sort of thing. It's
because the film was shot over a
period of a year. We have so
many different kinds of film
stocks that we used. This

“I think everyone
should see this
film so they can
get an insight and
a clue as to what’s
going on with that
generation...”

presents alot of difficulties Yor
labs, timing, incredible amount
of difficulties for the negative
cutter. And we had to
constantly deal with this hassle.
It's very hard to shoot over a
period of a year. All these
technical variables. We're
almost there, we just have to
get the 35 mm blow-up and
we're set.

GM: The two of you co-directed
TALK 16. How did this work?

AM: It worked out really well.
What happened was that each
of us had a D.D, Day,
Designated Director Day. And
we would alternate, one day
Janis would direct and talk to
the cinematographer, while we
would constantly consult. The
next day I would direct and
speak to the cinematographer
and consult with Janis. We just
alternated. It worked out really
well that way.

GM: Who do you see as the
audience for this film?

AM: I would say parents/adults
would really benefit. Female
teenagers and sensitive male
teenagers.

JL: I think everyone should see
this film so they can get an
insight and a clue as to what's
going on with that generation...
for young girls to know that
they're not alone, so they know
they are not the only people
going through this,

Janis Lundman is a film
graduate of York University and
a founding member of the
Liaison of Independent
Filmmakers of Toronto. She has
produced and directed a
number of short films and
videos including Las Aradas
for which she won the 1985
Canadian Short Film Showcase
award and Close your Eyes
and Think of England which
was purchased by First choice,
CBC and Channel Four in
Britain,

Adrienne Mitchell , a
graduate of the Ryerson film
program, has worked as a
producer, director, and
cinematographer on various
independent drama and
documentary projects. In 1988
she produced, co-directed and
co-wrote the children’s drama
Heart of the Forest, which
aired on CBC, and won an
honourable mention at the 1988
Adelaide Children's film festival
in Australia, In 1989 she was
associate producer for the CBC
Documentary series Ken
Dryden’s Home Game.
Adrienne was also the
Cinematographer on Janis’ film
Close Your Eves and Think
of England. In 1988 Adrienne
and Janis formed their own
production company Back Alley
Films and immediately started
working on TALK 16. Having
completed TALK 16, their first
feature film, Adrienne and
Janis currently have one
documentary and two dramatic
films in development.



by Andrew Munger

Regina filmmaker Richard
Kerr's new film “Cruel Rhythm”
is concerned with many of the
same themes Kerr developed in
his last film “Last Days of
Contrition.” Altlhough not as
finely honed as “...Contrition”,
“Cruel Rhythm" is a challenging
and provocative work.

With “Cruel Rythm”, Kerr
returns to the landscape of his
fascination; the desert of the
American southwest,
specifically the Mojave, and the
desert metropolises of Los
Angeles, and Las Vegas. Kerr
proves the adage that no one
knows and understands
American culture better than
Canadians. While
“...Contrition™ was about war
culture in general, “Cruel
Rhythm” is about the culture of
a specific war; “Operation
Desert Storm”,

Visually Kerr blends a
portraiture worthy of masters
Paul Strand and Robert Frank,
with a literal and figurative
layering of ideas, images and
sound to synthesize an
articulate, impassioned anti-
war message. Kerrisa
filmmaker who is always
“waiting for the light”.

Rather than documenting the
horrors of the war itself, Kerr
prefers to reference it in a
variety of aural and visual cues:
voices of television and radio
commentators (like Dan Rather
of CBS News) who (to quote
Chomsky) ‘manufacture
consent’ for American genocide;
a chilling pre-invasion pep talk
by Desert Shield’ commander
Norman Schwarzkopf;
dialogue from Kuberick's “Full
Metal Jacket” (“I love my rifle; I
am nothing without my rifle”):
and the isolated voices of anti-
war protesters. The film's
opening and closing images are

Cruel Rhy

W

e
s

From LAST DAYS OF CONTRITION

of exploding fireballs in a
tropical jungle; the aesthetic
beauty of destruction, as in
Coppola’s “Apocalypse Now”.
I have seen the face of horror,
and it is American foreign
policy.

Kerr's visual reference is
more Robert Frank than Paul
Strand. His documentation of
the banality of America is
insightful, and evokes
comparisons with some of
Frank’s best work. Two
sequences are particularly
noteworthy; a tableau featuring
an immense American flag
drapped above a decaying urban
storefront, pedestrians passing
in slow motion, oblivious to that
overloaded symbol of
nationhood; a collection of

thm

white, middle class Americans
drifting (on a moving walkway?)
past desert palms, as oblivious
as their urban counterparts. An
unquestioning nation of
followers, Nixon's “silent
majority”.

Kerr is perpetually fascinated
with the image of the American
flag. He overlays the “stars
and bars” with photographs,
live action and other elements
to replace its frightening, loaded
symbolism with a menacing
graphic qualitiy.

As with “...Contrition", the
sound collage Kerr employs is
stunning and meticulous. Ever
the perfectionist, he claimed
still not to be happy with the
sound mix, and is planning
further refinements to diminish
the specific reference to “Desert
Storm”. “Desert Storm” is of
course not the exception, but
the rule of American foreign
policy.

Despite his claims to the
contrary, Kerr is one of the
more openly political
filmmakers working in the
experimental mode. He
sacrifices none of the formal
rigour in his polemic. His use
and manipulation of sound and
image remains as challenging
as any in contemporary
Canadian cinema,

Although he was born and
spent many years making films
in Ontario, Richard Kerr has
truly come into his own since
his self imposed exile in
Saskatchewan. His too
infrequent visits to Toronto are
always welcome events, One is
scheduled for Thursday,
October 31, 7:00 PM at
Martin Heath’s “Cincecyle”,
where he will present a
program of three new films;
“Cruel Rhythms”, “The
Machine in the Garden”, and
“Plein Air Etude # 1™,
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CONGRATULATIONS

...t LIFTer Edie Steiner who re-
cantly received an Award of Excel-
lenee in Direction at the Atlantie
Film Festival for her experimental
documentary PLACES TO STAY.
Edie's film was also sold to CBC
Canadian Reflections and will be
nired sometime in the near future.

...to curntors Kika Thorne and
Marnie Parnell whose selection
of films from TOKEN AND
TABOO will be screened at
Hallwalls Gallery in Buffalo, N.Y.
on Saturday, November 30th.
Anyone interested in attending the
screening can call Laura at LIFT
for more information.

... to Don Halg of Film Arts, for
recently being nwarded the Peter
Hermdorf Medin Arts Award for
lifetime achiovmaent in the arts,
sponsorad by CFTO-TV Ltd., and
prosented on bahalf of The Arts

Foundation of Greater Toronto.

CONGRATULATIONS,
THANK YOU,ETC...

Summer Shorts, LIFT"s cutdoor
screening/bbg was held on
August 24th on Ward's Isiand.
LIFTers who took the Ferry over
to the Island had the pleasure of
eating barbequed corn, drinking
a fow beers and watching films
under the stars. A BIG thanks to
all the voluntesrs, especially
those of you who met at 8:30 am
on n Saturday morning for set-
up, to the filmmakers who kindly
let us sereen their films, to
Willinm for donating his services
a8 A projectionist, and most of all
to LIFT's Programming
Committee who worked so hard
to organize a fabulous event!
What about next year.....

Thanks also go out to all of you
who braved the TTC strike and
made it to LIFT"s Party of
Parties.
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UPCOMING FESTIVAL
DEADLINES

Black Maria Film & Video Festival
West Orange, New Jersey
Deadline: Dee. 15

Clermont-Ferrand It'l Short Film Festival
Clermoni, France
Dendline: Nov, 4

Cretell International Women's Film Festival
Creteil, France
Deadline: Dec, 15

Festival Tous Courts
Paris, France
Desdline: Nov, |

Local Heroes
Edmonton
Deadline: Nov. 22

Media Mix Super 8 Film Festival
New Brunswick, New Jersey
Deadline: Dec. 1

Miam| Fllm Festival
Miami, Florida
Deadline: Dec. 1
Montreal It'] Festlval of Films on Art

Montreal
Deadline: MNov. 1

Poetry Film and Video Festival
San Francisco
Deadling: Nov, 29

Sants Barbara 1t"] Film Festival
Santa Barbara, California
Deadline: Dec. |

Sundance Film Festival
Los Angeles
Now, |

Cinematsque Ontario is offering a
new ongoing series which, as the
title suggests, offers “carte blanche”
to Toronto filmmakers to
programme their own evening of
films at the Cinematheque. The
only rule being that their own work
must be included in the
programme. Inaugurating the
Carte Blanche series are two
contrasting programmes by lift
members ra Sternberg
(Thursday, November 14, 1991 at
7pm) and John Greyson (Saturday
November 23, 1991 at Tpm). For
details eall Cinematheque Ontario

at 967-7371 or check their fall

calendar.

Mark Alfano
Frank Baruce]
Laurance Bortnick
Emasto Camera
Andrew Chang
Maria Collins
Robent Deleskia
Paul Edwards
Mare S. Grean
Eric Harding
Halan Hatzls

Lisa Higham
Christena Kelsey
James MacSwain
Heather McKinnon
Mikkl Mikkalstrup
Tom Nicholsen
Julle Quallon
Carol Robinson
Elizabath Schroder
Graham Wabstar

Sheenah Andrews
Myroslav Bodnaruk
Robin Burgoyna
Michaal Carroll
Vea Christodoulon
Israsl Dazquez A.
Zoa Drukck
Thanos Gadanidis
Falica Gorica
Richard Hamrison
Arlana Hazzan-Green
Dan Hunter

Lisa Lightbourn
Carol Mark

Kari Measham
Jason Milus
Stephan O'Keafe
Alaxander Plata
Susan Rynard
Mark Tollefson
Raphael Worrick

Paul Vella
Warner Bros.
Library & Resource Centre

*



PERFORMANCE
NETWORK

TALENT THAT ACCOMODATES
YOUR BUDGET
place your next
Audition Notice

on the
Performance Network

FREE!

call now to reserve space

(416) 222-0951 (fax) 222-3786

NFT CLASSIFIEDS

images
o2

CALL FOR ENTRIES -

Deadline: January 15, 1992
Entries must be accompanied by an
Images 92 entry form

FESTIVAL OF INDEPENDENT
FILM & VIDEO

Direct enquiries & submissions to:
Northern Visions
E7A Portland Street, #3
Toronto, Ontario, Canada M5V 2m9
(416) 971-8405

Morthern Vislons is committed to screening work which Is
innovative, challenging and an the leading edge of production
in the Indepandent sector. Wa are also committed to the exhi-
bition of exprassions which rellect the broad range of races and
sexUal erientations within all communiieas of Canada.

JOB OPENING

COORDINATOR
Images Festival of Independ-
ent Film and Video requires a
Co-ordinator of Programming to
oversee all aspects of program-
ming and publicity. This posi-
tionisfull time for 6 monthe and
parttimefor 4-6months. Strong
orginizational, eommunication
and writing skills essential.
Mac literate and bilingualism
an asset. Previous knowledge of
film & video a must.

Salary range $16,000 - 18,000,
Apply in writing before October
24, 1991 to:

Hiring Committea
Images Fastival

67A Poriland St. Sulte 3,
Toranto M5V 2M9

FACULTY POSITION
Assistant Professor of film
and video at the University of
Massachusetts, Amherst,
beginning September 1992, Two
year non-tenure-track position
with preference given to video/
filmmakers experienced in
teaching theory and produection
with low-end technology. Send
letter of application, curriculum
vitae, three letters of reference
and sample syllabus for a course
you have taught or would like to

teach (no tapes or films please)
by December 1, 1991 to:

Catharine Portuges, Chalr
Flve College Flim Councll
Search Committea

Flva Collegas, Inc.

P.0. Box 740

Amhaerst, Massachusaetis

01004

ACTOR

Boomer the Clown available
for work on films and videos.
Magie, juggling and balloons.
Call Martin 633-3514.

CALL FOR SUBMISSIONS

The National Eduecational
Film and Video Festival is
now accepting documentaries,
dramatic features and shorts,
animation, film and video art,
student deeumentaries and
narratives and more for their
1992 festival. Send your
submission before December 2,
1991 to; National Educational
Film and Video Festival, 655
Thirteen Street, Oakland, CA
94612. Application forme are
available in the LIFT office.

WANTED

To buy a Fisher Price video
camera. Andrew 535-1476.

DEALS! DEALS! DEALS!

w FILMHOUSE is offcring
LIFT members a 209 dis-
count on COD orders upon
presentation of the LIFT
membership card.

= PATHE is offering a dis-
count of between 205 to25%
depending on the size of the
projeci 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 “bumpahble” basis.

w DISCOVERY PRODLUCT-
TIONS will offer a 15% dis-
count on audio post produc-
lion work.

w SOUND MIX will offer a
discount to LIFT mem-
bers,15% off their list price.

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

w SOUND TECHNIQUE
film & video sound finish-
ing for $80.00 per howr,
master mixs for 340.00 per
hour and customs by the
sound doctor,

w SPOT FILM AND
YIDEO INC. offer a dis-
count to LIFT members of
15%.

If you know of any other dis-

count affered to members, pive
Greg a call at LIFT,
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LIFT MONTHLY SCREENING
monday october 28th 8pm at cinecycle

¥ DanielO'Connor AllysonWoodroffe 4
THE JUGGLER THROUGH THE GREEN FUSE
8 min col 16mm sound black comedy/drama 10 min b/w &col cine-poem

Ashort drama about what happens whe a young A visual poem within a winter’'s journey, inspired by the words of
ouple returns home from the theatre to discover a Petrarch and set to music by Monteverdi
Juggler performing in their appartment

k MaraRavins *Vicky il *

INDUSTRY AND CONVENIENCE
VELVEETA AFTERNOON 7 min b/w sound narrative

30 min col sound black comedy A fairy tale about a two-headed monster serves as an allegory for
Martha, an older woman who runs a shoddy the discovery and exploitation of North Americans.

norther motel (and steals sexual items from her 1 DIDN'T ASK TO BE BORN S0 FUCK YOU .
lients to fight evil) invites her only guest, a young 25 min col sound pixilated film
city woman, fo lunch...

I A eomedic look at the existential situation,

M5 Adelaide Street West
Suite 506

Toronto, Ontario

M5V 1R5

416-596-8233
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