


THE BLACK FILM & VIDEO
INERESTE VYISO TR R

isinviting applications fora unique workshop, designed specifically
for aspiring Canadian Black filmmakers inferesied in direcling
documentary film. Documenting... The Black Story, is a
delailed six-day workshop, to be conducted by awardwinning
documentary filmmaker St. Clair Bourne.

U.5. independent producer/director/wriler of the acclaimed
Making "Do The Right Thing", 5t. Clair Bourne has spent
over twenty years documenting the lives of Black people on film

| and video.

The Network seeks applicants who are concerned with The Black
Story, crealing it and complefing it for the screen. Applicants are
required fo provide evidence of previous documentary work,
whether it be in film, television, or print. Student productions will
be considered. In addition, each applicant must submit a resume,
an idea for a documentary film which they would like o develop
over the coursa of the workshop along with 250 words outlining
their inferest in directing documentary films. All submissions will
undergo an adjudication process.

Documenting... The Black Story will be held May 1621,
1992 in Toronto. The workshop will be limited 1o 12 participants.
Fees for Metwork members are $175 and $250 for non-members.
Interested directors should submit opplications and o $25.00
application depesit by April 21 to The Black Film & Video
Metwork, Suite 341-67 Mowat Avenve, Toronto, M&K 3E3. Fer
more information, call (416) 534.9148,

RACIAL EQUITY FUND

(FORMERLY THE
MULTI-CULTURAL
DRAMATIC FILM
FUND)

The Multi-Cultural Dramatic Film Fund is now being called the
Racial Equity Fund. The name change came about at the
recent community meeting on February 25. Community
members fell they wanted to have a more representative name
for the Fund; as an equity program specifically targeted for
filmmakers of colour and First Nation producers.

The call for submissions for 1992 applications to the Fund will
probably not occur until early June 1992. As of yet, LIFT has
not been given a firm confirmation of funding form the Ontario
Film Development Corporation for the 1992-93 program.

LIFT Racial Equity Fund Co-ordinator:
Michelle Mohabeer

SPRING CLEANING?
<,

LIFT's 3rd Annual Garage Sale

is coming In June & your donatlons are
essentlal! Books, furniture, jewellery and all-
around good quality stull needed. And
remember, donations will be credited toward
volunteer hours!
Watch for more details in the May mail-out.

ATTENTION

ARTISTS & DESIGNERS

LIFT ANNOUNCES A CONTEST OF
NIBS TO DETERMINE A NEW LOOK
FOR THE LIFT T-SHIRT

We're looking fora , {; \
funky/sexy/ S\
rhythmic/filmic
design which may
or may notinclude
LIFT's own logo

To enter, please send us your design on a plain picce
of paper (8 1/2 X 117} along with one loonie. Include
your name, address and phone ¥ on reverse side.

CGHTEST DEADLINE: MAY 11, 1992




MNOTE: LFT's Super 8 Open Screening has been changed fo Bpm Sat April 18 - CineCycle

It's here ... Images '92
Nerthern Visions' annual festival of
Independent film and video is just
around the corner with the dates
this year set for April 23 to April
28th. LIFT is very proud to be
sponsoring fwo programs at Images
92: TELLING TALES on April 25 at
4pm and HISTORICAL DIVISIONS/
FAMILY CONMNECTIONS on April 26
at 9pm, Both programs will be
screened at the Euclid Theatre. We extend our congrafulations once again to
Nerthern Visions and to all the filmmalkcers and video artists participating in the
Images 92 festival. Errata; Ardele Lister's video still on pg. & hos been incorrectly identified os
"See Under: CANADIAN MATIONALISM® — it should read "Beyond the Promised lond”.

Zoé Druick talks to Northern Visions on Pg 7.

B is for Bread, by Justin Stephenson

"They have their identity in their heads while we have ours on
our sleeves." Glace Lawrence returns from West Africa and
speaks stories to Andrew Davis. See pg. 2 for his retelling.

Lesbian & Gay Film and Video Festival of Toronto

The Inside/OUT Collective is
presenting the 2nd Annual Lesbian
and Gay Film and Video Festival of
Toronto from April 30 to May 10 at
The Euclid Theatre. This international
festival will present 32 screenings of
film and video works from around
the world over the course of its 11
day run. LIFT is very pleased to offer
our support and encouragement for

this important event by providing a

program sponsorship fer this year's Badiesin Trouble; by Marusia Bociurkiv

festival. More on page 9.
In an interview by Francisca Duran, Marjorie Beaucage talks
about scarcity, conflict and making films from the inside out. p 4

New media arts officers at the Canada Council
In June 1992, Martine Sauvageau will begin work as the new film officer in the
Media Arts Section of The Canada Council. Martine is the former co-ordinator of the
Independent Film and Video Alliance. Until that time, Ress Turnbull will centinue in
his capacity as Interim Officer.

lan Reid has alse been hired to the Media Arts Section as interim video officer. We
understand this is @ temperary nine month placement. For more information on the
Canada Council, see commentary by Rebin Eecleo on page 9.

Cover photo by Uncle Albert
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THE LIAISOMN OF IMDEPEMDEMNT
FILMMAKERS OF TOROMTO is o non-
profit co-op which supparts and encour-
ages independent filmmaking through
the exchange of informalisn and occess
to aquipment and facilifies. LFT hosis o
program of workshops ond manfhily
screenings, and il provides aceess bo
infermahicn regarding funding sources,
fastival and gront deadlines and other
relaled matter,

LIFT is supported by its membership,
Tha Conada Council [media arts sacfion],
Tha COntarie Arts Council, Matre Tarenlo
Culiural Affgirs Divisien, Tha City of
Taronio thraugh the Taronto Arts Council,
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Telafilm, The Ontario Film Devalopmant
Corparation, The Government of On
tario through the Ministry of Culture and
Cammunicotions.
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senl c/o UFT, 345 Adelaids St W.,
Taronta, Onbaric M5V 1RS. Phone: 596
8233. Fax: 5968413,
the
49,
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LIFT member Glace Lawrence tours West Africa
with the work of African Canadian filmmakers

QOut of Canada

by Andrew Davis

Faced with the task of reclaiming the
traditions of her Africon ancesiry and
Irying to harmonize them with the identity
she has forged for herself as a Canadian,
Glace Lawrence's frip ko West Africa
helped her measure the value of her own
experience. She hos recently returned
from @ two month, three country tour of
West Africa, which was funded in part by
the Canadian University Services
Overseas [CUSO), the Canadian Arfists
MNetwork - Block Artists in Action ([CAN -
BAIA) as well as personal financing. The
Irip was organized to secure Ousmane
Sembene for an exhibition of his work,

“The professional objectives were clear,
but the perscnal experiences forced me
to confront my issues and polifics... The
experience forced me to change my point
of view.”

The coast of Wast Africa is populated
with castles that were later used by slave
traders to warehouse Africans unfil a ship
was ready for their passage fo the ‘New
World’. Gloce visited one such castle at
Cape Coast. “l went inlo one of these
rooms where they had stored Africans.
When you enter these rooms you feel this
incredible weight pushing in all over your
body ... If's hard to lift your chest to
breath ... Thousands of people died in

which Is o be screened at Harbourfront
Studio Theatre July 9th - 12th, as part of the upcoming
CELAFI, @ multidisciplinary internalional conference/festival
hosted by CAN - BAIA.

Gloce was also in West Africa fo research and target other
African filmmakers and films for similar appearances in
Conada. Exhibiting work by African Canadian filmmakers
was also on her agenda. She secured Sembene and she will
be discussing some of the work she largetted in an upcoming
arlicle for Fuse magazine.

The first destination was Accra, Ghana. During her stay in
Accra, Gloce did a stint at the National Film and Televison
Institute (NAFTI) and had the opporiunily Io initiate the
selection of films for exhibition in Canada. Ouogadougou
[pronounced woga dugu), Burkina Faso was her second
destination and while there Gloce was assisted by the Pan
African Film Festival, FESPACO, which is held every two
years. She was able fo screen Canadion films at both NAFT
and FESPACO. Her final stop was Dakar, Senegal where she
spent lime with Sembene on the set of his latest production
"GUELWAAR*,

The people Gloce worked with were generous with their
fime and help. It was through them that she was able 1o
experience some of the history of West Africa first hand.
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them and the people that live around that castle today say
that the weight is the souls of the people that died in them.”
The weight also could have been the unfolding of Glace's
confusion and fear in regards to the reclaiming of her
heritage and harmonizing it with her Canadian identity — or
perhaps it was her growing awareness of how much of her
fate is determined by other people.

Glace wanted to go on this Irip without any preconceived
notions about the peoples or the counlries she was going to
visit, but in preparing for the frip she began to realize how
difficult o task that was going to be. “If's ironic that | hed 1o
be protected against the environmaent that my ancestors came
frem.” The Canadian Medical Association [CMA)
recommends that travellers to West Alfrica undergo
innoculations for Polio, Tetanus, Diphtheria, Typhoid,
Maningitis, Yellow fever and the Flu. Malaria pills must clso
be taken before, during and after the trip and an Immune
Serum Globulin sample is taken to determine how effectively
your body fights infection. A beok which lists the series of
injections is supplied to the traveller and it must be certified
by one of the clinics that administers these innoculations
before one can go.

In the West an ugly picture of Alrica is painted. We are
told about famine and the AIDS epidemic and cbout a host of



other diseoses that have beset the people of Africa. The
media presents the waest as having on benevolent relationship
with Africa. It has reported en campaigns funded by western
organisations throughout Africa that provide food, information
and medicine to fight hunger ond diseases such os AIDS,
Malaria and Yellow Fever, from which many people have
benefitted. It has also disseminated the notion that AIDS
originated in Africa. Whether or not one needs the level of
immunity that the CMA recommends or if AIDS started in
Alrica is not what | want to highlight, but rather that our
assumpticns about Africa were made a long fime ogo and
they continue to provide the frame for how we view the
continent and its people today.

When the Eurcpean first encountered the African, the
african was considered to be the antithesis of the eurcpean.

is not limited to hair, but extends to all things European.
When one examines this phrase more clasely its lotent
meaning is revealed; “good” hair alse means that African
biclegical attributes and cullure are undesirable.

The veneration of African biclogical attributes and culture
is an important method of raising the community’s level of
awareness around the issue of worth. It has provided a way
of articulating the values and traditions of the dispersed
African community, but it has also become a popular
standard upon which a persen's Africanness is measured. In
drawing o comparison between the values of the African
Canadian community and the African people with whom
Glace interacted, she observed that “they have their icentity
in their heads, while we have ours on our sleeves”.

Her impression of her friends and acquaintances in Africa
is that they are very

The African was the savage and the
European was the cullured. When
the 'new world' was being
colenised the african was valued
as a source of cheap labour,
hence a division of lobour based
on skin colour was organised.
These events informed o biased
ideclogy of race. The Canadion
films screened In West Africa by
Glace, represented the influence
that these assumptions have had
on the dispersed African

histories, cullures, genders and sexualilies. The films included
were: Home fo Buxfon, by Claire Prieto and Roger McTair;
Black Mother, Black Dﬂugh?ﬂr by Claire and Sﬂviu Hamilton:
Preilo’s Older, Stronger, Wiser; Dionne Brand and Ginny
Stikeman's Sisters in Struggle; Christene Browne's Brothers in
Music; Gloce lowrence's DE-SHR-E; and my own good hair
pretty hair, curly hair.

In many African countries, Canada Is r|1nught to have no
histery of oppression. Alter one of the screenings, an
oudience member said, “l didn"t know there was racism in
Cancdo.” By elaborating on the role rocism haos played in
shaping the values and traditions of the Canadian
community, the Canadian films deconsiructed the romantic
notions of our couniry that some of the African viewers held.

We should pay particuler attention to this question of value
because it helps us to understand the paternclistic relationship
between Africa, Europe and the West. It also helps us to see
how this relationship has revecled itself in the dispersed
African community. The term “geod” hair , for example, is a
well intended phrase in the dispersed African community
which is used 1o instill selfconfidence. It means Eurcpean
quality hair which is straight or curly. This idea of the “good”

-,

Gloce Lawrenca (far right] with studants from NAFTI in Ghana.

familiar with their values
and tradilions and
consequently — they de
not feel a strong need fo
measure that fomiliarity
with the products of their
community. The dispersed
Alfrican experience is that
of o greater level of
assimilation and the
products of the communily
become imporiant as a
means of maintaining the communities integrity. As a result of
this the values and traditions of the nec-African community
remain uncelebrated.

Gloces' lotest film project looks beyond the products to the
values of the dispersed African community. Her project is
called Hold on Sistch. It examines the resident assumpfions in
black female - male relationships, such as, are black men the
property of block women? They are not, just as black women
are not the property of black men, but how will this effect the
black com munity when its integrity depends on this type of
ownership? The film features two women who walk back into
their past relafionships. The younger of the two explores
some of these questions through the 80°s and into the 90's
while the clder one provides the perspective by exploring the
assumplions of her relationships in the 1970's.

Hold on Sisiah needs lo ask these guestions becouse so
many of us are finding that we do not fit into the categories
that have been imposed on us by history and that even the
marginalized communities have centres. | asked Glace what
the Sisioh is holding? She told me thet it could be her African
identity and/or her Canadian idenfity — or it could be
something else enfirely. ‘-? nﬂ' 3
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francisca durﬁn

Francisca Duran: Can you tell me
how BINGO evolved... what gave you
the idea and how you went about
cchieving thot?

Marjorie Beaucage: II's been on my
mind for o long time lo explore that

*binge mind.” | know Tomson Highway

had done it in the ploy The Rez Sisters.
| was in a theatre group, and I'd been
exploring it then log, but it wasn't
satisfying me. | was working out my
own personal issues, | guess, through
that form. | chose binge because it
does for me contain all the aspects of a
victim mind that | know very well.
Inside out. So that's why | did it, to
work it through in myself.

F2 In terms of going out and cctually
making the film#

M: Well, | was a student ot Ryerson
when | started on it in my documenicry

Really, the
exciting part for
me in making my

film, was the
sound, the
layering ... |
suppose it's
directly connected
with having a
voice.

interviews marjorie beaucage

F: Sometimes it's best to have less.

M: That's what | say. If you know, if you
are clear gbout what you need, then you
don't have io icke @ whole lot.

F: What did you shoot it on?

M: Scoopic. Like | said, it wasn't even
a sound camera. It was just a plain

litle Scoopic.

FF: That would have been good in a
hectic environment like the Binge Hall.

M: No lighting, just available light. |
shot it in the alterncon fo take
advantage of the available light. There
are a lot of windows.

F: Where was the Master Bingo game?

M: At the Knights of Columbus Hall ot
Sherbourne and Bloor. | chose the hell
because of its architecture. My first
idea when | chose that hall was to relate

of winning and losing and chance ...

CFRCOICE

year. The Binge Hall foctage was part
of my werk os a student. You know,
documentary, cinema verité.

F: | noliced there’s a very big shylisfic
transifion between the personal siuff and
the Bingo Hall, just in terms of
cinematogrophy. | was going fo ask you
about that, actually.

M: | was Irying to explore and fo create
my own form of decumentary — a
creative documentary, not just a talking
heads documentary and nol just cinema
verité-type documentary. Also with
sound, which | love. | wanted to use
sound in a different way to layer things.
Woe weren't sheoling in sync at Ryerson
at the time and that was kind of an
advontage. | did it partly lo iry fo see
how | could do it, baing my first film in
a documentary situation where you only
have cne tcke or one moment like on
event like the Monster Bingo. twas a
three-hour shoot. | had to plan it really,
really well. It had to be organized so
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that | would gel the shots that | needed
for my film. | planned it all belore, in o
sense, in terms of the types of shots, |
tock stills and did all that stulf to see.
But at the same lime, because | knew
the subject intimately, in terms of the
research component, | knew what would
happen. | knew all the pecple, the
regulars, the ones that were in the film.
| had those relationships and everything
set up, so it wasn't hard to get what |
needed.

F: Did you shoot it yourself?

M: No, net that particular time,
because | knew the game. | had two
comeras: ene roving comera ond one
camera on stage. So | was calling it as
it was happening.

F: It locks reclly good. Se you had cll
this foolage, ond you were at Ryerson...

M: All what footage? 2:1. My film is 2:1
F: So you had some footage.
M: Sixteen hundred foet total.

it to church stuff, that whole sense of
ritual, and clso the fact that it was
invented by the Romen Catholic Church
and that it is an institution in that
organizafion. My first structure for the
Film waos a Reman Cathelic mass, but |
thought it was too limifing. | wanted to
use that for the ritual elements for some
of the shots. You know, Ged on the
stage, looking down on the assembly
controlling the game...and the money.

F: What about the first part? | guess
when | saw BINGO, | divided the film
into the two parts: the more ‘stylized’ but
more pﬂrsnnu| first part, and the stuff that

shot while you were at Ryerson.
How did you decide to do that?

M: My original plan was to include my
own experience in there. | thought that
the Bingo players would have the same
scripts, and they do, but ir's not as
CONSCIous...

F: What do you mean by: “the same
scripts?”



M: In terms of thet ‘victim mind.” But
they didn’t have the analysis. After my
interactions with them during those six
months, by the end they were
questioning some of those things also. |
didn't have a way of gelting that in the
film because 1 could enly talk to them: at
intermission, and | didn’t want to
seporate them from the context. So then
| thought | hod 1o put in these things.
Also, | believe that the personal is
universal, so | used these ideas to set up
ihe metaphor for the Bingo game.
Actually, the Bingo players really liked
that. | was worried when | showed it at
the Bingo Hall. | premiered it there. |
didn't know if they would like it. They
were my first critics, my real crifics as
for s | wos concerned. It really made
sense to them. | tried fo intercut that
stuff with the Bingo gome, but it didn’t
work. | hed ta leave it at the top.
Again, | didn’t want recreations in
terms of dramatizations, just essentials.
| used the “silent movie.” A shylized
dromalization.

F: Was that done of the NFB?

M: Ne that was done with a friend.
She has her own sudie. She let me use
it and she shot it for me.

F: | don't know why | think this, maybe
somebody told me, that there had been
some contoct with Studio *1” of the NFB.

M: Mo, it was Studic “D". When | hod
my Bingo footoge ond | wos ot o
workshop colled New Initiatives in Film
[NIF] in Montreal, | wanted lo see if
they weuld help me finish my film,
because up until that time | had only the
Bingo Hall stuff. They said it wasn't @
woman's film.

F: ‘I'I'Ilri"l':f was that?

M: Because it wasn't just obout women
and there were men in my film ond their
voices were heard os well as women's
voices. They have a very narrow
delinition, as far as I'm cencerned,
about what @ woman's film is. I'ma
woman. It's my film. It's my
perspective. To me, poverty offects a lot
of women, especially in that scene.
Scarcity and that whole mind, it's what
woman know. But they said no, so |
figured I'll do it anyway. | went to the
Cniario office and through PAFPS got
some editing fime and through wemen's
equity | got a couple of days
consultation with o sound editor to help

me set up for my mix. | hod never
worked with sound at school. | did oll
my soundiracks one by one. | knew
how to do that, but | didn't know hew o
set it up for a mix and interlock. |
needed someone fo teach me, so |
asked for @ teacher for a few days.

F: How did you feel about New
Initiatives in Film?

M: Well, it's certainly not working. |
don’t think the Film Board is a very
goed Iraining institution because it's a
very bureaucratic operation and, in
tarms of difference, it doesn't deal very
well with that. They have their set ways
of doing things and often ir's very
potronizing. It doesn’t recognize other

values, | have a lot of difficully locking
at that.

F: It's hord 1o set up more collective-
type programs within institutions.

M: Not even that. Even meeling recl
needs or understonding differences.
Mot everyone wanis to make films the
way the Film Board does. Mot
everyone wants to jump through their
hoops.

F: What are you working on now?

M: Lots of things on many different
levels. Mostly video because i's
accessible right now. I'm still working
on a few ideas for future films because |
really want to work in film, but it takes
a long time to get something togather.

| have two projects. GOOD GRIEF is
about my fomily and the grieving
process. Thot'll be video. My next film
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is going lo be FIRE IN THE BELLY. If's
about menopause. I's going fo take
some lime o get that together. | want it
to be an affirmation of that gatharing of
power in @ woman's life, not the
Western medical model ... alse,
because i's a time that I'm entering,
and | want o use it as part of my
exploration ... I'm more effective s o
filmmaker if | don't know the answer
before | stort out. It is an exploration
and o precess rather than a product.
I'm into the process rather than the
product. It's a hard thing for me to see
my film as o product. It is now, end it
has a life of its own. In one sense I've
outgrewn it already. So I'm trying to
bolance all those things.

F: What about the REEL ABORIGINAL
FESTIVAL? How did you get involved
with that and what did you think cbout if?

M: Oh, the REEL ABORIGINAL... it's
one of those things. Harbeurfrent had
some money left over in their fiscal year
and people thought it was a good idea,
but they never talked to the community
about it fill late in December. |
hoppened to be called into an advisory
meeling because I'm one of the few
filmmakers around that's known, |
suppose. After the first meeling, one of
the programmers, Marc Glassman,
came over and asked me fo go to lunch
and said, “| guess | really shouldn’t be

?nslivni.' And | said, "no, |
guess you shouldn’t.” It's trve. There
are people who can do it. So he said,
“well, would you consider curating it
with us?" And | said, “ckay.” But then
again, there was the time frame and
dealing with the big "M" marketing at
Harbourfront. | had worked out a lot of
issues there to make it more cccessible
and communitybased. | think it worked.
It was successful. It was very well
attended. It was sald out lots of times,
both weekends. | think they olso learned
a few things in the process that will make
it easier for other communities fo...

F: “They,” meaning Harbourfront?

M: Yes ... to moke changes in the way
that they work with People of Colour
and First Nations and how they invelve
communifies from the start. | feel good
about having contributed to it, but | alse
know that it could have been a lot better
and o lot different with more time and

planning. lln E

continued on page 11



he Images Festival of Independent Film and Video is
fer mevie makers what the Cameron Public House is fo musicians:
a mecca for arty/indie types like myself. And Images 92, coming
to the Euclid Theatre later this menth, is proof positive that
independent film and video productien is flourishing despite the
greedy American distributors who confinue to cast a shadow en

our individual rights to freedom of expression.
As if to spite these
gloating Hollywood giants,
Morthern Visions presents
this annueal fesfival to prove

that Mickey Mouse doesn’t

a movie make. For me, this
is the opportunity lo see
what is hailed as the best of the independent film and video scene. Although
independent screenings can be somewhat of a scraich 'n' sniff experience, they are siill

far more veluable than what you can find ot mainsiream festivals and theatres simply
because they are not run by big shots. The peint is, that this kind of festival is not a test of

cne's creative judgement. It's mere like o test of one's humilily and ocpen-mindedness. In
short, it's a rejection of the skotus quo ... and being o white, middleclassed heterasexual,
| anficipate giving my prejudices a |nﬂg cold shower. See you in the dork ... Wayne
checkitout « MNunavut Narratives, work from the Inuit Broadcasting Corporation
including Super Shamau [the first Inuk super hero) * Premieres by LIFT filmmakers, Brendo
Joy Lem and Keith H|udy * Marlon Riggs' Anthem... an amazing lape - wild energy - hot AN Pk Ie Ovias h"’ !;umn Oxtoby
politics ® The tough and beautiful video History and Memory: For Akike and Takashige

by Rea Tajiri ® A refrospective of sireel- Drawing The Line By Larna Boschman

smart/history-smart videos by Ardele
Lister ® Both Tajiri and Lister will be in
lown fo give a workshop investigating tha
contemporary and personal use of
archival footage (Visual Archeclogy) *
New British animation ® The fobulous S8
films of Marnie Parrell and Jchn Porter

[and more and more) K.T.

1 Sh'l'nllr.l‘l'n.l.l;glll {Portrait of the
as a Young Waman)
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regrammer Marc Glassman and filmmaker Annefte

Mangaord were having a discussion aboard the

Queen streetcar in 1987 when they resclved to make
their conception of an independent film and video festival in
Toronto o reclity. The immediate result of their decision was
the formation of Northern Visions, an ad hoc collective of
arlists, critics, educaters and programmers interested in
gefting the project off the ground. What followed was the
growth of an annual festival of independent film and video.
This year Marthern Visions celebrates Images 92, its fifth and
largest festival to date.

Aside from Glassmaon and Mangaard, the original group was

compased of Richard Fung, Janine Marchessault, Rob Pazdro,

Tha Tth Fire: Elders Teoching by Judith Doyls
Right: Danny and the Alrship by Dennis Mehr

Paulette Phillips, Kim Tomczak, and Ross Tumbull. Over the
years a series of people have held positions on the board. As
it stands today, the original group minus Marchessault, Pazdro
and Phillips perseveres with new members Lynn Fernie, Ali
Kazami, Marg Moore, and b. h. Yael. The lengterm stability
of the membership specks not only for the board members'
dedication as individuals, but also for the success of the festival
which results from their efforts.

Up until the emergence of Images, exposure for
independently preduced Canadion work hod been limited in
Toronto. Mot only does video fall cutside the scope of the
Festival of Festivals, but its Perspective Canada programme is
always tight for space and short works are usually given the
last pricrity, “The feeling was that a festival which
concentrated on shorter films and videos would give a new
context lo those works which were gefting buried in the
Festival of Festivals,” Glassman recalls. “Beyond that, there
seamed 1o be a general lack of exposure for independent
work made both in the community here ond in the rest of
Caonoda. 'We wanted o create a consistent option of
clternative film progremming.”

The decision to nome the festival Imcaes come about bath

as a iribute to the then recently defunct Canedian Images
Festival in Peterborough, ond because of its expedience as o
bilingual tile. “From the beginning we determined that it was
impaortant for this ic be a completely bilingucl endeaver. Our
catalogue and posier have always been in both English and
French and over the years we have hod some really strong
programmes from Quebec.” Last year's comprehensive Jean-
Pierre Lefebvre refrospective is a good example of the
magnitude of the board’s commitment to showeasing
francophone work.

Concentrating predeminantly on Canadian work since its
inception, the Narthern Visions board s satisfied to be
currently programming approximately 20% of its festival from
abroad. “We may lock into programming mere internafional
works in the future, but our priorily remains Canadien work
above all,” Glossman says.

It seemed auspicious fo create a showcase which would not

images

only intersperse film and video in the
same programmes, but also provide
baoth with equal image size and
quality. “Up until that time it had
been the custom to separate film and
video,” notes Kim Tomezak,
Naorthern Visions board member and
codirector of V-Tape. "Images 'B8
was the first festival in Toronto done
entirely with large screen film and
video screenings. The oudience
could finclly assess work based on its
metit and not the restrictions placed
on its medium by the theaire’s
facilities.”

Integrating the two media also arose out of a curaterial
recognilion of the continuum of ideas and concerns within the
independent scene which franscended the technolegies being
employed in their preduction. “Film and video groups are
merging at this r;:nirl.t," says Mangoard. “There's a cross-
over, and people are interested in walching each others’
work.”

Thae first festival, which ran for four nights ot the Fectory
Theaire, generated c great deal of excitement within the
community — among organizers and cudiences clike.
Bolstered by the overwhelmingly posifive response, the board
decided to make the event an annual one. In 1989, Images
found its perfect venue in the Euclid Theatre. The festival was,
in fact, the theaire’s first event. With the exception of Images
20, which experimented with multiple venues helding some
events at Harbourfront, the Euclid has consistently provided
Images’ main screen.

Governed as it is by o “feisty” board which is infricctely
entwined with the film and video community, Northern Visions
is directly responsive fo the community at large. This

translates inle a pregromming mandate of new works and
- nre -



refrospectives — featuring, in alternate
years, either o film or a video artist — on
the cutfing edge both aesthetically and
politicelly.

Each year the board chooses a jury of
three people known to be familiar with
contemporary issues in the realm of film
and video production. They ore also
chosen on the basis of their knowledge of
the work produced in particular regions
and other specific realms of experiise.

“There seems to be a perception that
we favor politically-oriented wark, but |
think we actually show a very wide range
of expression. Every year is vastly
different,” says b. h. Yael, board member
and past Programming Coordinator for
the festival. Expanding on that fopic,
Mangaard says, “We were the first
Toronto festival to concentrate on political
work, but in @ way | think its time fo get
back to art for art’s soke.”

Images is supportive of other
independent festivals which have been
inaugurated in Toronto in the last few
years. Yoel puts it this way: “Other
testivols may have more specific subject
mandates within the independent media
communily, like work by women or gay
and lesbian film and videomakers.
Although it is definitely an important
function for those groups to have o
specific focus, our scope is wide and our
progroammes are mixed which allows for
a great diversity of voices.”

Mangaard doesn't see the various
festivals as competing either, “There's no
shortage of high-quality work being
produced. Iis oll about getting it fo an
audience,” she says.

One of the elements which makes
Images unique among independent
festivals is its emphasis on publishing a
catalogue ecch year. Written in wo
languages, the catalogue persisis beyond
the ectual screenings as both &
“comprehensive record of contemporary
work and os a resource guide for
progrommers, researchers and
distributors,” says Goldskein, the festival’s
Executive Director. The caralogue’s
growth over the past five years mirrors the
mounting number of programmed works.
Karen Tisch, the Images 92 Programming
Coordinator, has been overseeing the
most ambitious catalogue to date. *Diana
Bryden [this year's calologue editor] and |
worked on making it as crossveferenticl
and readily occessible to the user as
possible,” she says.
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As for the future, Glossman believes
that the board has accomplished many
of the objectives they set out for the
festival five years ago. “At this point,
we have succeeded in placing
independent film and video work in a
larger public context. We have, | think,
helped 1o validate thot sort of production
in Canada by providing a place for it
and bringing it to pﬂdp?l’s aftention in @
fairly cohesive way. The work fo be
done at Images now is deciding where
we should go from here.”

Yael projects that further intoods info the
filmgoing public sfill have to be made.

Plsading Art by John Porter

“Many people who love going to films
just aren’t used lo going fo see indepen-
dent work and shorts,® she observes,
“but the appetite for film is there.”

Yoel also predicts that as a response to
the kind of work being made by the
independent image-producing community,
a growing number of independent
fectures will appecr of Images. The
accommedation of longer works will most
likely require the length of the festival o
be expanded in future years.

Although the festival dates have been
shifted this year into April from June,
board members seem loirly
unconcerned about the move. “We are
experimenting this year with cudience
response ot the end of the school
session, but i's not a fixed thing. Our
dates have varied from festival to
festival,” says Glassman.

According to Mongaard, the fexibility
inherent in the festival was built into its
initial design. “The board is always
prepared to change the festival and
we're always locking for input and
suggestions. | think that wa're very
open that way. We have to adept and
change and go with the flow. That's
whal wa're aboul.”

by Zo® Druick

I.\Fl.members

participating at
Images 92

AN INTELUGENT WOMAN

Kim Derko

T:mnh* ON, 16mm, 65:00

This stylish, exquisitely phetographed shon
fecture peys equal to film noir,
"women's pictures” and feminist thearies of
subjecivity.

THE SEVENTH FIRE: ELDERS TEACHING
Judith

Terente, ON, Video, 17:30

Eight elders speak obout herbal healing,
creation slories, the appropriotion of Motive
culture and by Europeons ond the
prophecy of the Seventh Fire,

CUENTOS de Ml NIMNEZ [TALES FROM MY
CHILDHOOD)

Francisca Duran

Torenio, OM, 1émm, 9:00 :

A gratifying journey into the artist’s past; she

ond her family fled Chile ofter Pinochel's
1973 coup.

EFRAM

Keith Hlady

Teronle, ON, 16mm, 23:00

Set in tha Arizona desert during the last
"recession” |1979-84); Efram, his fomily ond
their impoverished homestead reflect an

imoge of America that evokes the Greal
Deprassion,

OPEM LETTER: GRASP THE BIRD"S TAIL
Brenda Joy Lem

Toronte, ON, 16mm, 15:00

Through memory, dream and mataphor (the
woman conlortionist]), Sylvester exomines her
feelings of contoinment and vulnerability,

SOMMAMBUUST

James MacSwain

Halifox, NS, Video, 12:00

A young girl witnesses her parents’ murder/
suicide in this lyrical, beautifullymade piece
which ambodies both the surrealism of the
event ond the lerror of the everyday.

DANNY IN THE AIRSHIP

Dennis Mohr

Toronlo, OM, 146mm, 6:00

Boys sporting creweuts find their imaginotive
world invaded by rocketships ond aliens.

PLEADING ART

John Perter

Torento, OM, Super B, 2:30

Porter continues his fight for freedom of
expression and ogainst the infervention of
the siote in the exhibition of film ond video
in Canada,
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"From loronto to Berlin to New York. ..

QUEER

the word is out —

OENSATION

A New Gay cinema is here." 8. Ruby Rich

Romy Schneider (lafi)
and Lilli Palmer in
MADCHEM

M UNIFORM

by Gora Radvanyi 1958

by Kika Thorne

A thrill went through me, o kind of secret joy, when | read B. Ruby Rich's article in the o dt
cAll spa
VILLAGE VOICE. It was the second paragraph that caught my breath.......oocoovicieeee. Lf:;ifw% ftg:d&;n“ T ;'ﬂ_lo' o -!h.e.{f'? s
i What wos this rush of sweet surprise? Ii's no m;uf:ﬁ trends, I‘.?n;"mﬂ- ﬁgﬁﬂf
g WeTe o " WCTE D
é_ revelation thet lesbion and goy films are o turn on. !:i?h gcn’:;: fﬂl"_ oug ngmwﬂ: ?me[}fmm
H T awpy s Simgche. . e B
£ Mo, what actually produced this coy intensity was ::I“ﬂ'.l'lr ’:d ’mﬂgc;:zﬂ ]?l-!;tﬁr'ﬂ ;';“%? | _:..;“
H 5 clegpp e the, TOUgh Za i
4 ihe embarrassed hoppiness | felt for my city [my :g:lﬂs:re:mq pr;m!; hEEE"ﬂTm :." ,_1..'
3"' ; self) vpon receiving Mew York's autharitative {I:‘HHE on :‘;]EEF}I ﬁfm; i’ﬂ: ﬂ:}’; .m.n.".i'h
to 1 T 17 R S e ;
u stamp of spproval: Torento is famous, famous ave be :n'-aﬂdﬂmu“ ‘;‘] %E—'E‘ B
: Partjer2 New' ponlo to py =5
; :_ { for being queer ond cinemotic. So, if Toronio's Lo N el d frr;;‘;ﬁru;jh'
THE SLUTS AND GODDESSES Festival of Festivals is famous for it's queer films, shouldn't the meost e “.f
TRAMSFORMATIONAL SALOM
by Maria Bazmy and Asnis Sprinkla 1997 fameus testival be Inside/Out Collective's Lesbion and Goy Film and

Video Festival of Torenfo? Compared 1o the intensity of audience/artist specific festivals which have
proliferated in the lost few years, the Festival of Festivals feels like o musical medley, o random sampling,
as it's title implies. Inside/OUT offers the oppeortunity to focus on the cencerns ond coniradictions specific to

leshion and gay lives, Mot unhr dees this festival “redress the murginnh'zn!l'nn of leshian and gay i 2
Aiklin

Carlos
Aparico
A 1990

representations” in film and videa, it olso crectes o ploce for other experiences,

In The Salt Mines o community of transvestite prosfitutes have created homes out
of abondoned sanilstion trucks only 1o be fenced out by the cify. Their stery intertextualizes poverty, homelessness,

oddiclien, social and sexual choice. Some of the mast relevent, conlemporary stories are being told on vides, Whyt

Aesthetics, economics, occessibility [your mem has a video camers]. lnside/OUT progroms video and film

R.SV.P
b Lonia 192} together, as it should be, when form end confent connect. Without video, the Festival of Festivals will never ses the

likes of Sodie Benning or this years wondergirl Cheryl Dunye, directer of Jonine and She Don't Fade.

She Don't Fade is a totally engaging story obout the direcior Dunye, who ploys the character of Shae Clark in her quest for chemical aftraction,
We get to hang out with "Shae’, her friends end lovers, and nat unlike George Kuchar, she creotes a fiction out of her life with spontanecus
noturalism. You'll have the opportunity to meet Cheryl Dunye and see her work along with 11 days of smart and sexy screenings at the Second

Annual lesbian and Gay Film ond Video Festival of Toronio at the Euclid Theatre from April 30 to Maw 10. l-“‘]:.[ 9



OPINION

SUPER AGENCY=®

by Robin Eecloo

If you read the Globe & Mail on February 26, 1992 you
may have read the headline, "Canada council to become
super-agency.” Now don't get all excited and fake this to
mean that our federal cultural funding agency has been
cllocated @ much needed and long overdue cash infusion
from the Tories. The foct remains that the feds’ last budget
was cimed at their deficit vendetta [and | emphasize the
words their deficit]. Wherever public opinion and platform
promises had limited their ability lo eradicate entire federal
agencies, they instead shoved their lower pricrities inte neat
compacted piles.

The eompacted pile which eamed the Globe headline
represents the omalgomation of the Canada Council with the
Social Sciences and Humanilies Research Council
[SSHRC), as well as the internafional cultural ®,

rograms previously administered by the g
Eapurhnﬂnt of External Affairs, Although ot
one time in our history the Canada Council
and SSHRC (which funds ocodemic research
in the creas of the orts, humanities and
socicl sciences] were one, the foct that we
are returning to this former model
represents a backward motion rather
than a forword advancement. Onthe .
other hand, with the cullural programs SQ
from External Affairs now mov e
within the walls of the Canada 7

3

Council we will hope to see greater .=
imogination and diversity in the

7 A y
angaCy

Although Beatty announced a commitment lo significantly
increase the funding of the Social Sciences and Humanities
Research arm over the next four years by a tolal of $40 millien,
we are nof aware of any comparable commitment towards the
cultural activities of the Cmucr::a?mil. In his press
announcement, the minister did state that the tradifional arm’s
length funding relationship will remain in the newly formed
council and that “present levels of service and funding support
fo the arts and ccademic communifies” would be sustained.
So while we are contemplating the relationship and role of
the new Canada Ceouncil to Canadian culture and artists, we
must also question what's afoot within the Media Arts and
Visual Arts sections. Back in the fall of 1991, the Canada
Council colled together the ANNPAC, CARFAC, and the
Independent Film and Video Alliance (IFVA/AVCI) for what
was eriginally understood to be an epportunity for
these three national advocacy organizations
My, to meet and discuss sirategies for
collaborating on issves of
common concern. A great idea.
The meefing itself, however, which
included representatives from these
three organizations along with Visual
Arts head Edythe Geodridge, Media
Arts heod Susan Ditta, as well as Clive
Robertson [who was contracted by
Council to undericke g study of the
histories, structure, and activities of the
three groups), clearly indicated that a very

number and range of arfists and Of . YU . 5 S[Aypes different agenda was ot issue. The original

work that get prngmnl'ad abroad, ..+ ‘."'E's 'hkeo uqﬂus source of this guarded agenda remains a

This would be o welcome . ap " ' C t’e;- - matter of ncu?nticn, but the crux of it seems
- =0 to be aimed ct yet another amalgamation.

chonge from the dozen or so
tried and frue nomes which
comprised External’s former
repericire.

This some budget anncuncement
included the amalgamation of the Copyright
Board, Patent Appeal Board, and Trade Marks
Opposition B-mnf into a single structure to be nomed the
Intellecheal Pr Tribunal. As the cultural community
confinues its efforts lo introduce and protect the rights of the
individual creator in reform of current copyright legislation,
there is a wariness that within this combined structure the
concerns of the individual artist may be overshadowed by the
trademark and patent interests of the corporate sector, Ti:a
budget also stated that a portion of the revenues generated by
Teletilm Canada, the Culiural Industries Development Fund,
and the NFB’s Independent Production Fund be reallecated.
Rather than being redirected into the programs of these
agencies, the estimated $55 million (over o five year period)
would be fed lo the federal coffers.

The impact that the new Canada Council superstructure will
have on the cultural community, and where cultural issues will
be positioned within its new structure, remains unclear.
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Rather than have ANNPAC ing on
behalf of artist-run centres, CARFAC
fighting on behalf of the individual artist,
and the Alliance striving for recognition

oy

and support for ind ent film and
video, why not collapse all of these inte o single
supersiructure?

On the surfoce this appears to address the limitations of
these organizations, considering the paliry budgets and
resources of each, and provide a solution to the current
resiructuring demands placed on ANNPAC o maintain
national representation and relevance [an issue which looms
at the deor of every national organization as we await the
outcome of the constitutional debate, the Quebec referendum,
and develution). Certainly there are common issues the three
orgonizations should confront in concert, but likewise there are
endless issues which are specific to the particular medium of
expression, type of activily, or communily represented by
each. With amalgomatien, you can be sure that issues such
as free Irade, devolution, status of the artist, copyright, and
censorship would be at the lop of the agenda, just as they are
as the three groups exist separately today. Butin an
omalgamated structure where would the effort 1o lobby cgainst



the cancellation of the DSS Nen-
theatrical Fund have been situated?
Similarly, how would the Alliance’s
concerns with the NFB's co-production
program, or copyright reform as it
specifically relates to audiovisual
material, or broadeast
legislation...and on and on?¥ An
amalgamated vaice would find itself
diluted of its strength and potential;
limited to and consumed by the “top
10 hits” amongst the broad range of
cullural issues affecting us. In the
long run, we would be relinguishi

the hard won ground we have eac
fought so hard to gain, and we would
ultimately be weakening our voice
and our influence.

The three organizations are by no
means redundant, nor do they work in
opposition to one another. Rather,
they can and do support and
supplement each ofther’s efforts and
interests. The goal we are currently
striving towards is fo expand upon the
collaberative potential of these national
structures. Al the same fime, we should
ensure that ecch is equi with the
resources necessary fo effectively
represent and support the needs
specific to its mandated community.

The merger of the Canada Council
and SSHRC, the amalgamation of the
three separate boards governin
intellectual property rig%h into the
Intellectual Property Tribunal, and the
ml'sguidad noticn of cc:||upsing our
national service organizafions has
sensitized the communily to a number
of chungﬂs that have been
implemented — and others thatare
rumoured. Tongues are wagging and
bits and pieces of information are
flying. What ather changes and upsels
lie around tha corner? Cem:lirﬂy, ara
have been a number of incidents
recently in the Media Arts section and
the Visual Arts section of Council which
only add to our current uneasiness.
Given the current climate of “cut and
collapse,” we can't help but be
concerned that ancother backward step
may be looming in our future.

What does all this mean? It means
that it is time we speak out against the
government policies that are
regressive fo the development of
Canadian arts and culture. You can
be sure that if you don't speak up
now, more roadblocks, pitfalls, and
hairpin curves will lie ahead in the
cultural landscape of this ethically and
spiritually bankrupt Canada. B

Beaucage conlinved from page 5
Fz How did you go about selecting the
material?

M: Again, it was what was aveilable with
the time and who could be found. There
is no Native distributer..

F: Would you like to see one?
M: Yes. I'll have to set one up, | guess.

Scena from BINGO, by Marjorie Beaucage

That's what I'll have ta do. I¥'s reall
hard to find the work. | know there's
lots of work that's never been seen
because it's just not in the systems. |'m
working on sefting up a directory. |
find that all this organizing takes my
energy away from creating. I'm kind of
geffing tired of it. |ve been organizing
cultural work for over twenty years. |
keep thinking, ckay, now I'm moving
into the arts, but with community-based
things it's the same thing. | don’t want
to do this anymore. | just want to work.
Do my work. But all these things have
to be dene in order to do my werk
because there's no room in the
mainsiream for it. I¥'s frustraling. Even
the artistrun outlets don’t have racial
equily policies, most of them. They
don't know how to deal with it. They've
dealt lo some extent with gender issues,
but they haven't dealt with race yet.

F: | quess it's not unc:ugh to just set up
funds.

M: No. We're still in @ marginalized
place. Or it becomes a hot and sexy
thing that one or two people can
access. They can only allew so many
“racy” things a year. Harbourfront can
do it this year because it's 1992, but it's
not an engoing priority for them.

Fz | like "subjective” filmmaking. So
the kinds of things | like to find out
qbnut filmmakers are what paﬂph':
thought processes were when they
started and how their films changed
and how it ended up at the “fina
product.” | want fo ask you questions

about that,

M: Really, the exciting part for me in
making my film was the sound, the
layering. | find that sound, particularly in
documentaries, is often something that ‘s
more or less neglected, and | wanted to
see what | ccu]g do. | suppose i's
directly connected with having a voice.
Literally. Creating the socundscapes
creates a_feeling of what bingo is like for
le who have never been fo a game:
the last game, the tension, the excitement,
the possibility, the disappointment for
most dy except one. | changed
my ending, you know. When | shot the
Bingo Huﬁ, n:im& the exit in slow motion,
backs and feet. It was really depressing
because | was still in that place myself.
But by the time | was editing | couldn’t do
that anymore, focus in on just the losers.
So that's why | end with the final
statement about the process I'd been
through because that's what it was. | just
couldn’t go back there anymore because
| had changed. | was going te do all
audio credits at the an:?, but | sort of
chickened out. And then different people
sald, “no don‘t do that.” So | did them
by hand. Things like that you work out as
you go along. ?hutwnm'! planned
ahead of time. And then you have to
look at the resources ave. That was
cheap. Cheapest film that I'll ever make.

F: How much did the film cost in tolal?

M: In dellars and cents? Four thousand
dollars. And it's eighteen minutes long.

Fz That's good.

M: Yes, but then | had all this free help. |
didn’t pay anycne, | did all the editing
myself, and | had the cameras from
Ryerson.

F: One of the things that | really like
about it is that you can feel that there’s o
process of gmwﬂ'l that went on. All the
stuff that we've been talking about is, for
ma anyway, evidentin the film, but the
film is also really witty.

M: | didn't set out fo use humour. | didn'l
even think about it. It's just my own way
of surviving in this war!cl.

F: Well, it's very accessible.

M: | think if you make films from the
inside out, there's some element of truth
that most peaple can identify with at
some point, Everybody can identify with
chance and luck and fate and winning
and losing. | mean we've all been there
at one point or other in our lives, whether
it's in a relationship where you lose or
gain something...or work...or a job...your
own affitude Io life. So | don't think it's
just about bingo. It's a metaphor for a
whole world view of winning and losing

and chance... choice. H l\n 11
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OTHER FESTIVALS WITH LPCOMNG DEADLNES

Intl Market for Scemtific Films, May |
Feazival lat1 da Film Sur L' An Fifan Suise, May |
40th Film Fesuval of San Schastisn, May §
Cinerna Jove 1952, May I

Film Festival der Nationen, May J§

International Film Featival For Young People,
May ]

16eme Festival Internstional do Film &°An s
FUNESCO, May 31

The Int'l Feat.of Films on Energy Lamanne
Switzeriend, May 1

Chicago Int'l Children's Fim Festival, Jeae |
Shanghai Intl Ammaton Fidm Festival, June 30
Canacian Inil Arseal Filem Festival, Jaly |
Alexandria fih Annual In'l Film Festival, July 13
Festival Int du Cinema Francophons en Acadie,

[12 1 N




INFT CLASSIFIEDS

SERVICES

2 bedroom apartment with
STEENBECK for rent May-June,
S600/mo (or weekly)., Call Steve
Sanguedolee 260-2183

Short Takesis apubhcaton that “hits
the streets” April 13th. Twice amonth
it will provide information on what's
shooting, markets/festivals, book
rights available, box office news, cvent
listings, personality profiles, service
listings, projects in development,
distribaor listings, and guest columns,
It will also include a "barter” section
which is a list of goods and services
people are willing to exchange. This
listing is frec of charge. For more
information, call Debbie Nightingale
or Margo at 638-5423,

The Canadian Soclety of
Cinematopraphers will be holding
their Video & Film Equipment
Fleamarket on Sunday, May 24th at
Wallace Avenue Studios, 258 Wallace
Avenee from 10am (o 4pm.

CALL FOR ENTRIES

Roundup is an annual, non-curated,
non-juried exhibition for artss (o
display their work fto the public in
their studios, living environments and
other non-traditional spaces. Roundup

IMPORTANT
REMINDER!

Please, please, please don't
forget about the member
survey you received with
the last mailing - the one

asking you to name the
companics you use whilst
making your films. Fill it
in NOW!
We really need o know
where you are spending
your money.

&

And for those of you that
have completed it, thanks
alot for your time.

secures medincoverage through press,
radio, television and adventizing. The
Roundup Crganizing Committee also
publiches a catalogue, a map of the
sites, (-shirts and the event poster.
The Committee will provide a verue
for film, videaand performance artists.
The participation fee is $35.00. The
deadline is May 15, 1992. For more
informaton call 532-6296 or B68-

0115,

Current Works is a new gallery of
electric/eclectic arts, opening on
Queen Swreet West. The gallery is
issuing anopencall to all independent
film and video producers interested
in distributing their work on a home-
rental basis through the gallery.
Tapes will be rented throwgh the
gallery onacommission basis, strictly
for home viewing only. The tapes
will rent m the five-dollar or less
range. For more information contact
Jeff Mann at 338-6346,

TO SELL

Complete 16/35mm EDITING
SUITE. Intercine & plate 35mm wy
l16mm heads included, 2-16, 2-35
synes (886 gang), 2 tape splicers, &
tewinds, 20rolls ape, leader, spacing,
ete. not used for 3 years. Locally
serviced by Clark Media, Delivered
and imstalled. Best offer, Danicl
White 540-9899

WANTED

A 200" magazine for R16 Beauliew
camers. Phone (613) 389-1126.

Sheryl Trachter, a new member,
would like experience in filmmaking
and 15 available to volunteer on your
production as a P.A. T37-5T11

POSITION AVAILABLE

ADMINISTRATIVE COORDINATOR
Full Screen is a non-profit
organization of Asian, Midle Eastern,
African, Canibbean, Central and
South American, First Nations and
Mixed Race Film and Video arists.
Dhaties include promotion, lobbying,
and artist linison. Experience an asset.
Deadline fof appolication i@ Apil
21, 1992,

Write 1o FULLSCREEN, 394 Euclid
Ave, Toronto, Ontanio, M&G 259,

are[ACCes-

1992 Artists-In-Residence
Call for Proposals

Deadline: May 30, 1932

Inter/Accessis now accepting proposalsfor its 1992 Artists-In-
Residence program. This year's program will assist five
artists in the production of computer integrated or
communications-based artworks. Selected participants will
receive a $300.00 honorarium, technical assistance and
training, up to 60 hours of free computer access time, £150.00
of inhouse materials, and a one year membership.

The centre is equipped with Macintosh computer systems and
related software, and an Apple Unix-based telecommunications
network (MATRIX). Artists use this equipment to produce
computer man-ipulatedimagery, text-based artwork, computer
controlled inatallations and sculpture, computer-based music
and audio works, and telecommunications and computer
network projects.

All artists are invited to submit propesals to the program.
Submissions should include a deseription of the artistic and
technical components of the project; a timeline; a budget
outline;alist of equipment and seftware to be used or explored;
a curriculum vitae; and documentation of recent wark. All
submissions will be re viewed by a committes of artists who are
members of Inter/Access. Applicants will be notified of the
committee’s decision, by mail, the week of June 8, 1992, The
deadline for the receipt of applications is May, 30, 1952,

For more information contact Dale Barrett at InterfAccess,
1179A King Streat West, Toronto, Ontario, MK 3C5. Telephone:

(416) 535-8601.

DEALS! DEALS! DEALS!

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

wr PATHE is offering a discount of
between 20% w 2596 depending
on the size of the project and
other terms, They can also pro-
vide package prices for an entire
project.

o SOUNDHOUSE will offer a
25% discount for services and
10% for materials.  Paymenis
must be made on 2 COD basis
and sessions will be booked on a
“bumpable™ basis.

= DISCOVERY PRODUCT-
TONS will offer a 15% discount
on audio post production work.

w SOUND MIX will offer a dis-

count to LIFT membrs, 15% of f
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 [nishing for
580,00 per hour, master mixs
for 54000 per hour and cus-
toms by the sound docior.

w SPOT FILM AND YVIDEO
INC, offeradiscount to LIFT
members af 153%.

w THE HOLLYWOOD
CANTEEN. 1516 Danforth
Ave, offers adiscount o LIFT
members of 1lo%.

If you know of any other discount
affered to members, pive Greg a
call ar LIFT,
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Monthly screening

st

of all

on evening of first films by old and new LIFT members including:
DEAN HANMNAS
PAUL McGOWARN
IKALI PAAKSPUU
JOHN PORTER
PATRICIA ROZEMA
DANIELA SAIONI
KiIKAaA THORNMNE

NANCY WINSOR

Thursday, thats right, Thursday, April 30,

1992 8pm at Cinecycle 317 Spadina rear
[between D'arcy and Baldwin)



