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editorial

“Common sense is the set of prejudices
acquired by age 18."
-Albert Einstein

ABOUT THIS [SSUE

We chose to make this our “Back to School” issue and Tina
Hahn, Sandra Danilovic and Marly Bennett have written about
their school experiences. Like many others who did not attend
Film School, my training has largely been through LIFT's excel-
lent workshops, and at Sheridan College’s Mount Forest
independent Images Filmmaking retreat which was magical, We
haven'l included it here because we're going to put it in the
October issue, which is "De it Yourself” - focusing on film-making
techniques and a genre that brings the impulse back to a per-
sonal, soul searched vision.
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Filmmaker Aleksandar Popovski says “Look Out!

Godzilla is coming back!" and Filmmaker Darko "
Mitrevski replies “No Problem , our boys from Wake
up Dead Man will gat him", 4
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upcoming festival deadlines:
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FESTIVAL /LOCATION /DATE: | ) (= @ WEBSJ'TE. LI 1"7 C‘.?;.L__j
Cabbagetown Film & Video Festival
Toronto, ON - 09/10/28 ar21/98 416-921-0857
349th Brno Sixteen
radicka 4 10/15-18/98 B8/25/98 +42 5 42214625
First Prize Of The Cinema Of Religions

10/15-18/98 8/25/98 0461/210288, 0461/210232

Casa De Las Ciencias Awards

La Coruna TBA Bl3n/9g 34 981 271828 domus @ casaciencias-lc.es

Festival Du Cinema International En Abitibi-Temiscamingue

Rouyn-Noranda, Pq 10/31/98-11/5/98 9f1/98 818-7e2-6212 fciat@fciat.gc.ca http/fwww fciat.gc.cal
International Festival Of Films On Energy

Lausanne 0311-14/99 9/1/98 41021 310 30 80 info@ filel.electricite.ch www.electricite.ch
Japan Prize Int'| Educational Program Contest
Tokyo 11/13-20/98 9/4/98 81- 3-0465-6199 japan-prize @media.nhk.orjp  www.nhk.orjp/jp-prize
Toulen Maritime & Exploration International Filim Feslival
Toulon 11/18-24/93 9798 (33) 9¢ 92 99 22 /98 20

Banff Festival Of Mountain Films

Banff, AB 11/6-8/98 9/11/98 (403) 762-6369 jodi_mecdonald @ banficentre.abea  www banficenine ab.calcme/
Rehoboth Beach Independent Film Festival

Rehaboth Beach, Del  11/12-15/98 ar12/9e beachrun@dmv.com  jelingsworlh @ yaheo.com waww.rehobothfilm.com
Golden Knight Festival

Valletta, Malla 9r15/98 00356 222345 / 236173 macc@globalnetmt  hitp:/ffred.net/malta
International Film Festival of Mountains and Adventure

Autrans, Fr 12/02-06/98 08/20/98 334 75853070 autrans@alpes.net.ir

CSIF 5100 Film Festival
Calpary, AB 1112-14/98 a/a0/ea (403) 277-1741 csif @ cadvision.com
Torino Film Festival - Features
Tering, Ital 11/20-28/98 10/1/98 39 011 5623309 infor@torinofilmfest.org  www.torinofilmfest.org
Torino Film Festival - Shorts
Toring, Ital 11/20-28/98 10/1/98 30 011 5623309 infor@torinofimfest.org  www.torinefilmfest.org
Cinequest 39
San Jose, Ca  01/28/99-02/03/99 10/2/98 408 955 5033 sjfilmfest@aol.com www.cinequest.org
Aix-en-Provence Festival Tous Courts
Aix-en-Provence 11/30/98 - 12/05/98 10/17/98 (33) 42 27 08 64 aixfilms & club-intermet.fr
Henri Langlois Int'l Film Festival
Paitiars 12/5-13/98 11/1/98 33549418000 festival-poitiers @ rihl.org
Festival International de Programmes Audiovisuels
Biarritz, Fr 01/15-24/99 11/13/98 330144809999 fipa @wanadeo.fr www.parso.wanadoo.fr/fipal
Festival International de Films de Femmes de Creteil et du Val de Marne
Creteil, Fr 03/12-21/98 12/10/98 33014980389 filmsfemmes @wanadoo.fr www.gdebussac.frfilmfem
Sig Festival 99
Grenoble, Fr - 03/05-08/99 12/20/98 330476953070 autrans @ alpes.net.ir

Guidslings and applicabon forms for his st of lestivals ane on fle and available for pholocopying (105 2 page) al the LIFT office. As much as we' ke to, LIFT sialf cannof Laka the fime aut fo fax fams i
members. Please do not ask. N you are unabie f make # inlo the LIFT ofice, you will have fo.cal the festival directly fo request an appiicabion fom.
Thi 199 edition of the AINF Guide fo Infernational Film & Videa Festivals Is an invaluable rescurce for planning your festival entries for the upcaming year. 1t's available al the office as an in-
house resource for all LIFT membsers.

Keith Cole wants you to
ramamber to save your

Save your Pennies!@u=Etiraii
coming in the first week

of September
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NEW FUNDING OPPORTUNITIES IN THE
HUMANITIES & THE ARTS

Todoy many scholars in the humanitios, writers,
fing artists and pardorming artists are giving lorm
ihrough language and image io the experiences
surrounding death, dying and bereavement In
America. The Project on Death in America (PDIA)
wishas 1o encourage individuals from the [erary,
wisual, fing ans and perdiorming arts lo use their cre-
atve skills and insights o identify and comvey
meaning in facing iliness, disability and death; and
fo evoke and deepen our understanding of the
diverse metaphors that shape the experences ol
sulfering, dying and bereavement. Three program
areas will be funded: 1) One-Year Fellowships in
the Humanities; 2) One-Year Fellowships in the
Ars; and 3) Two-Week Interdisciplinary Instilutes
on the Culture of Death in Amenca. For description
and application information please refer to the
PDIA websita: hitp:/iwww.soros.org/death.himl
Courasy GEN ART

CALL FOR PROPOSALS [San Francisco, CA)
New Langton Ars (MNLA) presents works in five
artishc disciplings: Visual Ars, Literature, Media
Arts, Music, and Perormance, as well as interdis-
ciplinary projects that combing two or moro of
these media, Works presented al NLA include
thosa which cross disciplines and challenge tradi-
tional formals; work centered on erilical contempo-
rary Issuss; work that is collaborative or
community-based; work with few funding sources
elsawhere; and work just beginning 1o find its audi-
ence. All presenled arisis are provided an hono-
cal and administrative supporl. NLA presents one-
persan and group exnibitons of wisual and maedia
projects by local, national and international anists
throughout the year, Proposals are reviewed by
curatorial committeas specific to NLA's five aristic
disciplines, These committees, compriging working
Bay Area arlists, meet al least every three months
{in the visual arls program, they meet monthly). All
propcsals must include a resume, SASE and doc-
umentation specific fo the discipline (reler fo sub-
misshon guidelings for these details). Please nole:
with a large volume of proposals it may Lake up to
st months for a propozal 1o be reviewed. Proposal
guidelings are available by contacting: MNew
Langtan Ans, 1246 Folsom Street, San Francisco,
CA 04103; Phone 4156265416, Fax
415.255.1453, email: nla ars@sirus.com
Duating: Ongoing. Counesy of ARC Resourca
Lattar

CALL FOR PROPOSALS (Chicago, IL) Founded
in 1973, N.AM.E. is a non-profit arfists’ organiza-

submissions:

ion that encourages the investigation of diverse
contemporary cultural issues through a program of
axhibitions, performance, video and educational
activities. All events at MAM.E. are preduced by
invitation or submission of wittan proposals juried
by committeas comprsed of prachicing artists.
MAME. i commilted to presenling innovative
work in sculpture, painting, photography and inter-
disciplnary, mult-media visual an. As a genersl
policy, The Exhibitions Committee does nol re-view
group proposats, traveling exiibiions o projecis
generaled by oulside curalors. For more informa-
fon please con-tact: The Exhibitions Commitiee,
tfo NLAME., 1255 5, Wabash, Suite 4A, Chicago,
L 60605 315.554.0671. Deadline: Ongoing.
Courtesy of ARC Resourco Laller

CALL FOR INDEPENDENT MEDIA WORKS
{Philadelphia, PA) DUTV-Cable 54 in Philadelphia
iz an educational cable access station broadcast-
g community, cuftural & educational programming
hil represents a diversity of viewpoints not found
o mainsiream, commarcial television. DUTV-
Cable 54 accepts independent work for broadcast
on an ongoing basis. All genres and lengths are
considered, All programs are promoted in a bi-
nonthly guide Crosscurrents, distribuled to sub-
seribers throughout the city. DUTY also produces
Unquote Television, a non-profit 1/2 hour program
cedicaled to exposing innovative Independant
short film and video. This program is currently seen
en over 60 cable systems throughout the U.S.,
reaching approx. 5 milion homes. Unguole TV is
now accepling tapes for iis 8th season of broad-
casl. Works submitied to Unquole TV should be
less than 28 min. and efther in 34" or 12" (VHS, 5-
VH3) larmals. Elgible submissions 1o either DUTV
or Unguote TV may include namative, expenmen-
tal, animation, performanca, documentary, ete, For
further information, please contacl: DUTY-Cable
54, 3141 Chestnut Stroat, Hulldlng 98, Room 4026,
Philadelphia, PA 19104; Phona 215885.2827, Fax
215.895.1054, Email; dulv @ post.drexel.edu
Ceadline: Ongoing. Courtesy of ARC Resource
Latier

CALL FOR ARTISTS (Mew York City) The Puffin
Room is a project of tha Puffin Foundation, a non-
pofit organization thal awards grants to artists, as
well as other practitioners in the field of assthetics
who have difficulty producing their work due o
gander, race, or social philosophy, All work exhibil-
ed through this venue relales 1o progressive pofiti-
cal and social issues. Some ol the preferred
ihemes for future exhibits include Mative American
culture, racism, human rights, statelessness, and
violanca in the media. No commission is placed on
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sales. With a few exceplions, this gallery doet nol
present solo exhibits. For information on whal to
include in & proposal, please confac! Carl
Rosenstein, Pulfin Room Director, Puftim Foom,
435 Brooma Streat, New York, NY 10013; Prona
212.343.2881. Deadling: Ongoing. Courlesy ol
ARC Resource Lalter

OPEN STUDIO is accepling submissions rom
arfist 1o realize a project in any prinimaking madia
with the assistance of our master paniers. The pro-
gram is open 1o professional artists with or without
printmaking expenence who wish to use any print
medium 1o create works from Iraditional to experi-
mental; one of a Kind or multiples; wall works,
installations or bookworks. The projects salacled
will be schoduled for between Sept. 1999 and May
2000, Banahls includa: Master printer assistance,
available and awarded on a project-by-preject
basis; up to two months free access to Open Studio
facilities, up to 5300 supply credit; 5100 honorar
um for artist lecture; participation in a group visting
artist axhibition in the OS Gallery - artist fees wil ba
paid; some Iravel assistance is available. To apply,
please submil a deiailed project proposal and
include whal technical assistance will be requited,
preferred dates, 15 slides, a cv and SASE to: The
Visiting Artist Commitlee, clo Open Studio, 468
King Streat West, Toronta, Gn, M5V 1L8, philax.
504-8238, email:  opstudio@intarlog.com.
Deadline: Sept. 15

SHAMELESS SHORTS, produced by WTN s
after your films & videos. SHAMELESS SHORTS
i5 an allematve 1/2 hour program dedicalec to
indepandent shor films from Canada and around
the world. Prelerence is for work 15 minuter or
less, There is no submission limit, nor is thers a
pre-buying of developmen! funding and license
lees will be negotialed upon acceplance. Send
your VHS copy of the work, along with any appro-
priate publicity matenal to: Liz Janzen, Producer,
SHAMELESS SHORTS, WTN, PO BOX 158,
Station L, Winnipeg, MB, R3H 0Z5, Ph.: 204 T83-
5116, Fax: 204 TT4-3227, emailllanzen@win.ca

FESTIVAL PROGRAM COORDINATOR - The
Inside Out Lesbian & Gay Film and Video Festval
of Toronlo I8 cumently seeking a Program
Coordinalor lor their 1998/99 festival. Applicants
mus! have previous experience in curaling and
soliciting works, and be aware of film byfrom/fabout
the queer community, A delailed job descripiion
can be oblained from their office at 401 Richmond
St. W, #456. You may fax your resuma lo 977-
8025. No phona calls please. The posiion nuns



Welcome new members
as of july 398:

John Aspey

Carl Bailey

Adam Basguill
Mark Benjamin
Dan Bergeron
Christina Bothwell
Michael Caines
Gayle Chapryk
Alezandria Coldevin
Barbie Cooper
Anthony Cristiano
Mark Da Valk
David Dobosi
Brian Dressler
NHada El-Yassir
Hathan Fleet
Marec Forand

Dave Fulton

Lily Graham
Robart Homsi
Melanie Jeffrey
Melanie Jeffrey
Brian EKatugampola
David Lloyd
Jennifer MacFarlane
Jeff Marshall
Michael Mills
Erystyne Mirzudlo
Lori Moggy

Mark Mutos
Endrew Hisker
John Wurae
Beatrice Ong
David Premi
Marciano Puppi
Ryan Rigby

Aubrey Singer
Shannon Skinner
Brendan Steacy
Peter Sumadh
Vito Tasgielli
Jon Thornton

Tom Tsamis
Dennis Tsamis
Fing Yeung
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calls or Su bmissions:

from Sept. 15, 1998 fo June 15, 1999 on a 344 time
basis. The salary is $15, 000

CREW WANTED FOR WOMEMN IN THE DIREC-
TOR'S CHAIR. This year's session will be lad by
Director Nomma Bailey, January 16-30, 1999 at the
Banfi Centre for the Arls, Banff, AB. Thay ane look-
ing for crewmembers thal are interested in working
to assist the paricipants in building their on-gel
skills and betler commun cation betwesan créw and
directors during the production perion of the
course. Two studios run simultansously, They are
looking to fill the following positions: DP X 2, CAM-
ERA OPERATOR X2, AD X 2, HAIR'MU X2, EDI-
TORS X 2, SOUND RECORDIST X 2, BOOM
QOPERATOR X 2, SCRIPT SUPERVISOR X 2,
GRIP X 2, ART DEFARTMENT X 2. Professional
crew will be offered a 75 stipend for the workshop
days they are required, plus retumn travel, shared
accommodation and meals at the Banff Cenire.
Volunteer position may be available. If you are
interest in this opportunity send you resume &
cover lefler 1o CREWAWOMEN IN THE DIREC-
TOR'S CHAIR, Attention Jed DeCaory, Associate
Director Production and Technical Training, The
Banff Centra for the Arls, Box 1020, Station 28, 107
Tunnel Mountain Drive, Banfi, Alberta TOL 0C0. For
mora info.: Carol Whiteman, Project coordinator,

(604) 313-0747, or cul2whit @ addax.be.ca OR Bill
Bulek, MVA Workshops Coordinator, The Banft
Centre for the Ars, (403) 762-6624 or
bill@banfi.org Deadline: November 20

ACTORS WANTED FOR WOMEMN IN THE DIREC-
TOR'S CHAIR. 10 actors are needed for this year's
session. All must be ACTRA members or appren-
tices in good standing. Actors participate in discus-
sions, improv., and on-camera scene study durning
this two-week intensive. They are kooking for a
broad representation of age, gender, geographic
reqion, race, elc. Actors will be paid a 575 per diem
lor the workshop days, plus room and board at The
Banff Centre. Travel 10 and from the Waorkshop will
also be covered. Il interested submil photo,
resume, VHS of your work & cover letter fo;
ACTORSWOMEN IN THE DIRECTOR'S CHAIR,
Attention: Carol Whiteman, cfo 400-856 Homer
Street, Vancouver, BC, V6B 2W5. For more info.:
Carol Whiteman, Project Coordinator, (604) 913-
0747, or cul2whit@addax.be.ca Deadling:
September 22

more news:

Join the NEWSLETTER Committee if you are inter-
estad in the disection of LIFT's Newsletter. Membears
receive 20 hrs for commitiee service. Call Deanna at
the office to RSVP Upcoming mestings (B:45pm
@LIFT): Sept, 1, Ocl. 6, & Now. 3.

LIFT'S PROGRAMMING COMMITTEE is looking for
new members! Looking for a way 16 make up your val-
unteer hours? Commiltee members receive 20 volun-
tear hours for committes service, Nesx! meetings are
Aug. 18, & Sepl. 15, (6:15pm @ Fuilure's Bakery on
Queen). Call Deanna to RSVF.
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SUBMIT your films for screening at the LIFT
Marithly Screening. For mara info, call Deanna.

| pg>6 ]

WORKSHOP INSTRUCTORS - LIFT is looking for
two experienced filmmakers to work as instructors!
mentors for a class of 12 people who have no film
experience. Tha workshop will cover all aspects of the
process of filmmaking, from traditional equipment and
practices o digital 1echnologies. The workshop will ba
held on vanous weekends from Seplember 12, 1998
1o April 17, 1999, The course cutline i1s available from
the LIFT affiee. For infa., ploace cantact Deborah at
{he ofice. Deadling: Friday, August 21,

WORK DAYS, NEED HOURS? Volunteer for the LIFT
Pary of Parly! Call Deanna & 588-8444

LIFT has purchased a Linotype-Hell JADE 2
Scanner, and extemal ZIP drive lor use in the office.
Mambers can come in and book computer lime o cra-
ate promotional materials for their fiims or otherwise.
The Macintosh 116 has been upgraded to 32MB ram
accommodate The scanner is accessed through
PHOTOSHOP 4, and is capable scanning documents
{colour or hiw) up 1o B.5% ¥ 14%.. The rental rate is
&7/r, pending Board approval. Also, another
Macintosh 11ci is available, loaded with Microsoft
Word 6.0 and Excel for all of your word processing
neads. There ks no rental rate for this compuler.
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by Ben Akbari

NATIONAL FILM BOARD

873-2235

FILMMAKER ASSISTANCE PROGRAM
(FAP)

09/01/98

ABORIGINAL FILMMAKER PROGRAM

ongoing

BELL BROADCAST AND NEW MEDIA
FUND

977-8154

beilfund @ istar.ca

www ball.ca

Novembar 1

ONTARIO ARTS COUNCIL
1-800-387-0058

961-1660

info@ars.on.ca

www.arls.on.ca

09/15/98

FJI'QRBST FROJECTS: FILM AND VIDEO
1

TORONTO ARTS COUNCIL
J92-6802

Grants to Visual Artists (including Fiim/Vigdeq)

SEPTEMBER 22

CANADA COUNCIL

(613) 566-4414

david poole®canadacouncil.ca

yasmin karm@canadacouncil.ca
MILLENNIUM FUND

10/01/98

GRANTS TO FILM ARTISTS

CREATIVE DEVELOPMENT/PRODUCTION
GRANTS

11/01/98

GRANTS TO VIDEO ARTISTS
CREATIVE DEVELOPMENT GRANTS
11/01/88

GRANTS TO NEW MEDIA AND AUDIO
ARTISTS

CREATIVE DEVELOPMENT/PRODUCTION
GRANTS

11/01/98

GRANTS FOR FIRST PRODUCTIONS IN
MEDIA ARTS

TBA

BBS/CJOH-TV CONCEPT AND SCRIPT
DEVELOPMENT FUND

(For all programming far TV)

Janat Sandeman, (613) 274-4213
NOVEMBER 1, FEBRUARY 1,

MAY 1.

funding & grant

BBS MCTV

(To produce pilats for primetime broadcas!
on MCTV)

Keith Campbell 487-3770, Monique Johnson
(705) 674-B301

Quarterly deadiine, apply anytime.

JOHN SIMON GUGGENHEIM MEMORIAL
FOUNDATION

80 Park Avenue, New York, NY

961-1660

hitpf207.86.8.66ndeax. himl

OCTOBER 1

BRAVOIFACT
591 7400 x5815
09/30/98, 12/21/98

HAROLD GREENEERG FUND
856 5431

hgfund @ tmn.ca

10/08/98, 01/14/99, 04/04/59

COGEGO INDEPENDENT PRODUCTION
FUND

416 977 BI66

ipf @ inforamp, net

www.ipf.ca

11/01/98, 02M15/99, 04/15/99

LA FILM COLLABORATIVE
PRODUCTION GRANT PROGRAM
213 960 9460

www laiff.com.pgp

0B/28/98

JOHN GUGGENHEIM MEMORIAL FOUN-
DATION FELLOWSHIPS TO ASSISTS
RESEARCH AND ARTISTIC CREATION
212 6BT 4470

fellowships &gf.org

10/01/89

COGEGO PROGRAM DEVELOPMENT
416 977 Bo66

ipl @inforamp.net

www.ipf.ca

10/15/98, 4/1/99

SOROS DOCUMENTARY FUND
WWW.SOMDS.0

PROJECTS IN PREPRODUCTION

SEED FUND

PROJECTS IN PRODUCTION OR POST-
PRODUCTION

THE PROJECT OM DEATH IN AMERICA
(PDIA)

<wWww.soros.org/himis

ongaing
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1ftgear & mac inations:

What ‘s new with eguipment @& LIFT:

IMPORTANT NOTICE

LIFT's insurance deductible has boen increased
to $3,000 effective immediately, Members are
slrongly encouraged to purchase additional insur-
ance in order 10 lower the deductible.

EQUIPMENT NEWS

AATON XTR PLUS SUPER 16 / 16 mm CAMERA
AVAILABLE FOR RENT:

LIFT members are now the proud owners of a
beautiful new Aaton XTR Pius Camera. The pack-
age currently contains: PL mount camera body with
adjustable gate for 16 mm or super 16; 3-400' mag-
azines; right hand grip; matte box wilh a two stage
4"x4” fitter holder; 2.5” rods with 4.5 extensions:
PL 1o Bayonetie adapler; 4-NP1 batteries: and bat-
tery charger. (Each NP1 battery will allow you to
shoot four of five 400' magazines.) We will be pur-
chasing a super 16 zoom lens very shortly, but unti
then, the package will be rented at a reduced rate
of $100/day for full members and $200/day for
astociale members, (Once the zoom lens is added
to the package, the rate will be: $120/day for full
members and 5240/day for associale members.)
The Zeiss Prime Lens Kit (9.5, 12, 16, 25, 50 mm)
with Bayoneile mounis, is compatible with the
Aafon, and can bo used for regular 16mm shoots,
allhough the wide angle lenses will not cover super
16.

We have recently completed a new Equipment
Price List which datails all the accessories includ-
odin a package and more. If you are working on a
budget, give us a call and we can lax you a copy.
We @also have a wondedul new Technical
Specifications Shoat for both the Media 100 &
ProTools Suites, 1o ensure that everyone gets the
correct VITC, LTC, bumm-ins, key code etc. Pick
ane up or ask us to fax it to you,

LIFT has recently acquired a pistol grip, filter set
and tripod for the Bolex camera. The pistol grip
and fiter set are included with the camera rental
and the Irpod Is available for $6/day (ul) &
§12/day (assoc),

=

The Milliken DBM44 Hi-Speed 16 mm camera (1 to
500 fps) now has a T2 17 - 85 mm z0om lens with
built in eyepiece and rents for $11/day (full) and
$22/day (assoc). Since this camera requires
some special cara, all those wishing to rent it must
take an orientation ($20hour). Pending the results
of some initial lesting. the camera is avaiable for
bookings.

Brand new dayliyhit bulanced lluorescent light kits
are available for rent for §7/day (full) and $14/day
(ass0c.).

The LIFT Store has fourd a new suppler for paper
& cloth tape, 50 we now have the lowest prices in
I,

1" Black or White Cloth Camera Tapa - $3/roll

2" White Cloth Camera ~ape - $16/rall

2" Grey Gaffer Taps - S&roll

/8" White Paper Tape - $3roll

% Fluorescent Orange Paper Tape - $3.75/roll
39" Colour Paper Tage (light blue, light pink,
arange, yellow, red, green) - 53.50/roll

Wao also carry Kodak 7272 Print Slock, Splicing
Tape, 2° & 3" Cores, Sharpies, Sync Boeps, Black
& White Leader, Grease Pencils, elc.

The LIFT Store is open Vionday 1o Friday, 10 am.
18 6 p.m., inside the Equipment Room.

The Crew List neods Media 100 Editors, After
Elfects / Photoshop Gurus, ProTeols Sound
Editors, and people whe can shool titles on LIFT's
Oxberry Stand. If you Fave these skills and might
be interested in using tham on other people’s fims
(for $55), pleasa lat us know.

The next Equipment Committee mooting will be
hald &l LIFT on Wednesday September 23 @ &
P.m. Help us evaluate the future equipment needs
for the co-op. (You will moaive volunteer hours for
attending the meeting.)

The next Workshep Committee mesting will be in
September 9 @ 6:00 p.m. in the LIFT. Those
interested in joining the committee can call Roberio
@ 588-6444. (You will receive 20 volunteer hours.)
If you have any suggestions for workshops or if you
have an interest in teaching a workshop please
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come lo this meeting or call Roberio. (Send sug-
gestions to the attention of Roberto: e-mail -
lift@ inforamp.net, fax - 588-7017)

LIFT is organizing Film Loop Shows and Peep
Shows that will run continuously al the LIFT's
Silent Auction (Sepl. 3 @ Theatre Passe Murielie),
We are planning to display work in Regular B,
Super 8 ,16mm and possibly in 35mm, If you are
nteresled in creating a loop or would like to help
oul wilh the show, please call Foberio & 588-6444
ASAR,

Did you know... when you pay for your Production
Equipment at the time of check-out that you receive
a 10% discount! You can also benefit from the 105
discount on Post-Praduction by paying in advance.
(You can either pay at the time of use or loave a
lump sum on file.] The maximum credd lmi for all
members i $300. Once this it is met, all access
to equipment will be suspended.

LIFT's orientalion sessions will be on Wed.,
Sept 16,11:30 a.m. - 1:00 p.m. for mem-
bers who havent yet familiarized them-
selves with the co-op. Call 588-8444 for

mare info.
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16mm Black & White Film Stocks:

Larissa Fan

lack and white !
B':rr-e:'nla: ioe and

m may leave somod

1 14 coniurine
people cold, conj

overwrought dramas, but a beautiful black and white image on
Goreen gets me every time. Hot only can B&W film be amazingly beautiful, but it's
gxtremely versatile in ics original state 1t can be stark or dreamy, clinlical or
dramatic, then it can be manipulated and affected in many ways through tinting, toning,
polarization and optical printing.
The look of black and white is not the only thing to recommend it for the budget-
ck and whice film stock is on average half pr ) oE
ping is about two thirds. In addition ol o I AL WOrr
ba Cox balancing. which can add up bot o5t 74 and Bxt =
i kes & [ fortunately, Delu<e has stopped p 7 1 ) g
1m lea ng BiW Film Factory as almost the nly game L fc W oI &
i c 5 and’ i 1ILing (Exclusive Film and Video does eve al)
E yo ave e led to shoot part or 11 of your £ilm hlack and white, there are
a number of stocks to choose from. I will be reviewing the most commonly used Kodak
negatlve and reversal acocks, as well as two Kedak laboratory stocks which can be used
in camera to achieve high-contrast effects. (I haven't tried the Ilford negative stocks
advertised at LIFT, but they are worth checking out as well.) 'he following is meant
ag a starting point for selecting a atock it 1lways a good idea teo do a few
tests before making your [imal decision.

MNegative Stocks:
31 and 7222

Kodak has two B&W negative slocks:
7231 Plus-X Negative and 7222 Double-X
Megative. Plus-X is a low speed stock rated
al G4 ASA for Tungsten and B0 ASA Daylight,
guitable for all-round use outdoors or In the
studio, Double-X is higher speed, 200 ASA
Tungsten ar 250 Daylight, useful for lower-
leval and difficult lighting conditions. Thay
cost $21.34 for a 100" roll or $79.42 for a
400" roll, with a 9% discount if you order
through LIFT.

Both slocks are relafively fine-grain
(Double-X will be slightly grainier), with a
wide exposure latitude (room for error is 2
stops over and 1.5 stops under, with expo-
sure correction in the printing stage). In
hand-processing, the emulsion is vary sensi-
tive to scratches and scrapes, and the film
must be processed in complele darknass
until after the fixer stage. You can check
your film for a few seconds with a dark green
sale light, but only after it's 50% developed.
W you wanl a positive with the negalive
stocks, you will have o get a prinl made at
the lab.

The negative stocks are quite low con-
trast, which for some subjects can result in a
look reminiscent of old documentary of
industrial films. If that's not the look you
want, you'll have 1o find ways to increase the
contrasl. |f you have control of the lighting,

you can bump up the lighting ratio - try 126
or 1:8 = but there isn't much you can do out-
doors with available light, Underexposing by
one or two stops and Jush processing at the
lab will increase the contrast (and grain) a lit-
lle,

You can also experiment with various
colour filters but their affect is really just to
help separate colors which are close in tonal
range. The theory behind filters is that using
a filter complementary in colour to the sub-
ject (e.g. an orange ot red filter with a blue
sky) will darken the subject. while using a fil-
ter of a similar colour will lighten it. You will
have 1o increase the exposung dapending on
the filter factor; if you don't know whal it is,
you can determine the exposure difference
by placing the filter over the flat face of your
light meter. Generally, for yellow and orange
filters you will need to open up 1 to 2 stops,
for green 2 stops. and for red 3 slops.

Reversal Stocks:
7276 and 7278

The reversal stocks are higher conlrast
than negative, closer 1o what you might be
used to from 35mm stil film, and they pro-
vide much more deptk in the blacks. Filters
can also be used, as with the negative
stocks above, to increase tha contrast, 7276
Plus-% reversal is rated at 40 ASA Tungsten,
50 Daylight; 7278 Tri-X reversal at 160

Tungsten and 200 Daylight. Reversal film is
only available in 100’ rolls, at a cosl of
§21.88 per roll, with a 9% discount if orderad
through LIFT,

Personally, | far prefer the look of B&W
reversal to negative, but it has some draw-
backs. Cne is that the exposure latitude (or
room lor arrar) Is smaller - 1/2 a stop over
and 1 stop under. The biggest problem,
however, Is il you want to make prints. One
option if you dont mind some scratches, and
especially if you are hand-processing and
getting them anyway, is lo process as posi-
tiva, edil directly with the positive foolage,
and have an internegative made from your
final edil, tape splices and all (double-spliced
of course). You can then make multiple
prints from your inlernegative, just make
sure that the wind of the optical soundirack
matches that of the internegative, Anolher
possibility would be to have an inlernegative
made from all your positive fectage, and
then a workprint made to edit with (and have
a final print made from your conformed
intemegative), but that gets expensive. Il
you're going straight 1o video, there's no
problem,

It is possible to process reversal siocks
as negative il you over-expose by 1 slop
when shooling, but BEW Film Factory
informs ma that this will resuit in a much fiat-
ter image, with less contrast even than the
negative stocks,



High Contrast Stocks:
7378 and 7363

7378 and 7363 are two laboratory stocks
that can be used to achieve very high-con-
frast images. 7378 is used for making opti-
cal sound lracks and 7363 is a print stock;
neither one is maeant 1o be used as a camera
stock, so exposure can be tricky and the
stocks don't always react pradictably. The
characteristics of both stocks are similar =
exiremaly high contrasl, fine grain and slow
spead, Both can be processed as either
negalive or positive, depending on your
neads, and both are well suiled 1o hand
processing and toning. (See Gary Popovich's
articla in Viol. 14, Issue 7 of the LIFT
newslaller lor more information on hand
processing )

When trying o decide between the two
stocks, the best thing to do is to test both
and see il you like one better, and if not,
choose the ona that is most convenient for
you in terms ol availability and edge num-
bars.

7378 Sound Stock:

Because 7378 is widely used for opfical
soundtracks, it 15 readily available either by
ordering through Kodak or at B&W Film
Factory. It only comes in orders of 2400'
from Kodak (in two rolls of 1200') at a total
cost ol $184.30 (which works out to 57.68
per 100, You'll have to break it down fo
your desired langths, so start saving exira
spools and cases!. You can do this at LIFT
in the Oxberry room in complele darkness,
or at home in a light tight room with
rewinders or a projecior. A dark red safe
light may ba used, as long as it is no more
than 15 walts and is placed al least 4 feet
away. To get the right wind on the roll-down
lengths, wind the film off onto a reel first, and
then rewind the desired length back onto
your camera core or daylight spool. If you're
using B&W Film Factory to process your film
{hey might roll it down for you, and they also
sall it relled down for $11 for a 100° rall.

The downside to tha 7378 is that it has
no edge (keycode) numbers, so if you're
planning to have a neg cut you'll have 1o gat
soma pul on. This can be done either at the
lab on your unexposed film, or you can have
your processed film (both neg and print)
edge coded at Numbers {90 Adelaide St E)
for $.015M. With either method there is
someé risk of scraiching or dirtying the neq.

7363 Print Stock:

The big benelit of the 7363 over the 7378
is thal it already has edge numbers. It is
available in 400° rolls for $48.04, orina
2400’ order for 5288.18, so although it is
mare expensive than the 7378, the advan-
tage is that you can arder smaller guantities,
Keep in mind whan planning your shoot that
as a speclal order from Kodak it can take a
week or longer to get, and you'll have Lo fol-
low the same roll-down procedure as with
the 7378 for the larger rolls, B&W Film
Factory often has some small quantities in
stock if you wan! to test a roll before placing
a larger order.

Exposure for hi-con stocks:

Because these films are so high contrast,
the highlights and shadows drop off into
white or black much sooner than lower con-
trast stocks. As a result, you must be espe-
cially careful in composing your shots and in
choosing whal to expose for, and there is
very little exposure latitude. In general, you
will gat mare datail and mid-1ones with lower
contrast subjects or lighting. Both stocks
have a variable ASA somewhere between 12
and 30, although the 7378 seems lo be
about 1/3 of a stop faster than the 7363, I
you are shooting in the studio with lights, you
should do some exposure tests first with var-
tous lighting ratios, and bracketing your
exposures, to see what works best. With a
controlled situation, you should be able to
get fairly consisten resulls.

When shooling with available light, things
gel a litle trickier. The lollowing are some
rough guidelines that | have developed from
shoating with the 7363 and having it
processed as naeg al the lab -- resuits may
be different with the 7378 or if you are hand-
processing.

Generally for closer shols it is easiest to
shoot on overcast days when the light is
mare difuse, The ASA lor overcast candi-
tions seems 1o be about 12 ASA. I the sub-
ject is fairly dark, you will need to open up
between 1/2 to 1 stop from the 12 ASA read-
ing. It it is quite light, you may need to close
down 1/2 slop. Ancther option which | have
also found gives fairy consistent resulls is to
expase for 25 ASA, bul use the reflecled
rather than inciden! readings with your light
meter. Il in doubt, bracket your exposures
(especially when you are just getting used to
a slock) and keep detailed shooling notes o
refer 1o later,

For wider shots with sky in them you'll
need to close down 1 or 2 stops, depending
how bright the sky is. The problem is that
this will usually result in the foreground being
campletely silhouatted. One way o deal
wilh this is to try o find conditions when the
sky is dark and cloudy bahind the subject,
but the subject itself has light on it. | have
alse found that using an orange filter in
those conditions seems 1o help darken the
sky, even whan thare are grey clouds (| used
an BSB filter). You will noad o open 2 stops
for the filter, then close 1/2 1o 1 stop for the
sky, depending on how much sky is in the
frame.

To film clouds only against a blue sky,
use an orange filler and open a total of 12
stop from the 12 ASA reading (which means
opening 2 stops for the filter, then closing 1
172 stops for the sky.) This will give you a
black sky with well-delined and very dramat-
ic clouds. Waming: Do nol attempl to use a
red filtar o darken the sky. The print films
are nol sensilive to red light and your film will
come back completely black.

| hope all of the above doesn't seem
unduly confusing. Working with unconven-
lional slocks can be extremealy frustrating,
but rewarding - just as warking with regular
camera slocks can be! So start looking at
the world in black and white, and happy film-
ing!

SOME USEFUL ADDRESSES:

Black & White Film Factory
40 Cawthra Ave.

(near Keele and Dundas W.)
Phone: 763-0750

Exclusive (for 16mm reversal)
50 Poriland St.
Phone; 598-2700

Mumbers
90 Adelaide 51, E.
Phone: 941-9412

Kodak Canada
3500 Eglinton Ave. W,
Phone: 766-8233

www.kodak.com

Kodak's website, which has technical
tips, info on film slocks, and answers to fre-
quently asked questions. You can also e-
mﬂqunﬁmandﬂmm!mpmum



Impressions from Macedoni
The Mystery of the Young

acedonia is a mysterious
for many by name

location, lat alone by

I will ery to provide some kind of i1llumi-
natlion of & region that is both my native
land and unfamiliar terrain. I viasaited the

reglon a f[ew months age on a

uncover the young and struggling

such as myself, striving to get

unigue visgions acknowledged in an

obscure country of the world.

Macedonia was known as a republic of the now delunct
Yugoslavia before the bloody war tore it apart. Now il is an
independent country thal has been plagued by political, eco-
nomic and cullural problems ever since its secession from
Yugoslavia in 1983, Fortunately, much like Siovenia in the north,
it has not been directly hit by the ravaging effecis of the Balkan
war. Unfartunately, the country is still seen as a potential pow-
der keg that could ignite depending on the situation in Kosova,
one of Serbia's provinces located just to the north, where
Albanians and Serbs siill duke il out on a daily basis.

Mevertheless, most of Macedonia's problems are with its
economy and when we speak of film and culture, identity.
Identity or recognition is something that has eluded Macedonia,
al leasl from a loreigner's point of view. Simply put, {but still
confusing) there are two Macedonias in the world now-- the
Republic of Macedonia, an independent country (which is what
this article is about), and the province of Macedonia located in
northern Greece, The distinction lies in the facl thal Greek
Macedonians are just thal, Greek, while those thal are now pan
of the country of Macedonia are Slavic, with the following ethnic
minorilies: Albanians, Greeks, Bulgarians, Turks, Serbs and
Gypsies (there always will be someone begging 1o differ).

A die-hard Macedonian patriot would have us believe that
Macedonians living in the independent country of the same
name are ethnically related neither to the Slavic nor the Greek,
but rather direct descendants of Alexander the Greal, A Graak
would have us believe that those living in the independent coun-
try of FYROM (The Former Yugoslav Republic of Macedonia)
are purely of Slavic descenl and have no relation to the Graal
One, who is Greek, So the name Macedonia is really copyright
Graek. Or is it?

You see, il's all vary complicaled; a big ball of knotted yamn
that can never be unsnarled, though many experts and ama-
teurs try in vain to untangle it. The Balkans have never proven
to be simple, they are puzzling and enigmatic lands; unraveling
their mysteries should be prioritized along the same line as find-
ing The Lost City of Atlantis and the truth about UFO's. Wars
and strile have plagued the hot-blooded Balkans throughout his-

place
and geograph:.:cal

Eilm art, B0

guast to
filmmakers
thalr

ctherwlse

Macedonian F

tory, and per-
haps they will
never subside
because the
area is at the crossroads of many cul-

luras, ethnic groups, races, religions and interests who have all
tought to dominate at some point in history. It is a big gumbo pot
but never a melting pot like Morth America. Mulli-culluralism has
always played a positive-negative force in molding the region;
mostly negative, because ethnic relations in this part of the world
are bogged down by centuries-old, unwavering grudges and
resentments. Like a house that has been buill on many jagged
and faulty stones and bricks; remove a stone from the middle
and it will crumble and crush to bits everything it shelters.

So, when | wen! for my usual visil this year, 1he mysleries ol
this region were no more deciphered for me, bul more jumbled
and illogical than before, 0 much that | folt | wae Alige in some
wonderland.

Politically, Macedonia is led by the Social Democratic Party
whose members are former Communists from the Yugoslavian
days. This is usually the case in Easlern Eurapean countries
where the conversion to damocracy has been mired by some-
thing that the West has forgotien only too soen -- the fact that
most new democrats are rather recycled commies,

Culturally and spiritually, Macedonia has been struggling to
redefine and rebuild its identity. However, mainstream film
preduction and/or alternative film production is not necessarily
mirroring that struggle. First of all, there is no such thing as
either mainsiream or alternative; what is present is an unusual
hybrid of the two that reflects the desires ol the privileged and
cushioned in this country.

[ |
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Sandra Danilov

Let me explain. This is by no means
100% absolute bul impressions
based on the interviews and
research | conducted while on my
Irip.
| was able to meel several
young, fresh filmmakers who are
making films today in Macedonia,
They are all in their twenties and
thirties, intelligent and fashionable,
very cerabral and hardly aver
cynical. They are after all
making films in a country of
two million people, hall the
population ol Toronio, where
independent film and video
production 18 anthusiastically
o Dead Man supported by the Ministry of
Culture (which is the governmeni
agency thal has an annual budget of approximately one millien
dollars) and the state-run Macaedonian Television, There are
others such as private television networks and production com-
panies that volunteer their services, as well as the state-run
production house Vardar Film

Ironically 1yen, in a place which is struggling 1o get up on its
two feet in Evrope and in the world, the means 1o finance a film
are there and the projects, which is usually a feature, bloom in
{ull technicolo’. However, how individuals secure that financing
lor their projects falls in a gray area and is nol easy to decode.
And what they express in that work is perhaps the only sign of
the contemporary state of Macedonian cinema -- one much like
the country itsell, also afflicted by an identity-crisis.

In a country where the gritty reality of survival hits the popu-
lation hard, where the gap belween the rich and poor has been
stretched to painful proportions, where ethnic animosities
between Macedonians and Albanians fester malignantly under
the skin, where barier is the name of the game in larger-valued
linancial transactions, where credit cards do not exist and for-
eign investment stops at McDonald's, where your leathery-laced
and wisa uncle is right in advising you 1o slash your cash in
your '78 edition of A Christmas Carol rather than deposit it in the
bank, where pyramid schemes have seduced those desperale lo
savour the new-found ‘democracy’, where the ascent of crime
and the mafia »egin to mimic that of 1920's Chicage, where
readily available drugs consume some of the young and naive,

where the (artilicial) Havor ol Western capitalism has only
arrived on the tip of the average person’s tongue, never having
been lully digested (or perhaps is jusl a mirage, a latent image
yeaming to be developed fully) where the Americanizalion of an
otherwise line and subtle culture is already medism-done --- this
is where young and struggling filmmakers are mzking their one
million dollar budget debut lilms.

5o, | have construed that some individuals or a circle of
young and struggling lilmmakers are nol hit by the daily realities
of pest-communist fallowl, and are suspiciously chipper and con-
fident given the circumstances. Why | can't ligure out for certain,
but | can deduce, perhaps baing slightly facetious in the
process.

Now o refurn to Macedonia's identily-crisis, which is rellect-
ed in that country’s contemporary cinematic production bul nat
necassarily in any way denoted in the films themselves. (Bul
then, | cannot say for cartain as | have nol seen thase films
mysell, only heard the opinions and statements of those Inler-
viewed).

The inlerviewees in guestion are five individuais who com-
pose the main circle of the ‘alternative-undarground’ Macedonian
film scena. | begin with Darko Mitrevski and Aleksandar
Popovski, on whom the maedia has bestowed the litle ‘today's
mast promising Macedonian filmmakers'. They are two idealistic
twenty-something chaps, a hip, odd-couple, sman and cocky
and very eloguent, making their debut feature Wake Up Dead
Man aller working in advertising and television aid graduating
from lilm school with Shadas of Gray, a lilm that has wen them
some forelgn festival recognition and awards,

Thair Lucasesgue debutl feature --Mad Max mests a
Macedonian folk tale set in the post-apocalyptic future -- is an
approximately one million dollar Macedonian/Yugesiav/ Greek
co-production partly financed by the Ministry of Celture, partly by
a few private produclion companies, nol to menticn (but | will}
the country's Ministry of Defense (clarification of this detail 1o be
supplied shortly).

This is how they characterize their struggle to make this film,
shot on 35mm with Dolby SR sound:

“In 1987, we had the backing to stilch together a 15 min,
short, so we wrote a screenplay which turned out to ba 30 min-
utes, And thal script was called just that{Wake Up Dead Man).
So we shot it and it turned out to be 50 minutes so then the gov-
ernment (the Ministry of Cullure and Defense no less) pitched in
and now the film' s length is one hour and thirty minutes and in
the meantime, a few other subplots also enlered the main narra-
tive of the film.*

Mr. Mitrevski and Mr. Popovski do not lail to mantion that
their film has garnered so0 much praise as to be czlled a lilm with
a 'break-through stylistic and aesthetic approach, a revolulionary
new style, that some people would call a new sensibility (in film-
making)." They themselves like to refer 1o this filmic style as
‘ethnogroovy'.

Thair cinematic vision, they elaborate, consists of the place-
ment of local Macedonian tales within a globally recognizable
framework -- films which will be acceptable to any audience,
anywhere around the world. They are alter all sick ol the status
quo Balkan cinema --the gritly kitchen-sink realisn and stereo-
types perpeiuated by the communist regime. So, they want to do
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something about “the disinlegration of the
world and the advent of civilization from
the interior, from the peopla themselves,
Irom us -- and we are not golng lo lreeze
over like the dinosaurs. Our film ends
with Santa Claus commilting a massacra -
- vary black, dark, abominable.”

Finally, not to omit the most unlikely
sUwice ol aid foe Lhis i, e Hl.nihl_;'.r of
Defense.

*The Macedonian Army is also this
liim's donatar -they cama in with heli-
copters, weapens, trucks, and special task
lorces that worked as stunimen, priceless
help. When you have the army behind
you, you also feel more powerful - this is
the first Macedonian film backed by the
Ministry of Defense.”

It Jean Chretien could be so kind as
lo provide us young Canadian struggling
lilmmakers some of those priceless heli-
coplers thal he purchased nol long ago,
and the Canadian Army as our exiras, we

would be very lucky indeed

'Ecologically subversive' Alaksandar
Stankovski, a painter-filmmaker, perhaps
tha eldes! in this film bunch, has just com-
pleted his leature film Maklabas, in
production for four years. Shot on
Betacam and transfeired to 35mm(includ-
ing a Dolby SR mix), the budgel is more
than £100,000, and dimbing. He atates
that he has tried to gve the illusion that
the lilm is big budget, and not an alterna-
tive or underground film, but that it was
made like an underground film, “We are
talking aboul a simulation,' he says. He
calls his lilm an ecological liclion story, a
new type of genre. He claims that the film
contains massive epiz-like scenes which
have transpired only because ol a phe-
nomenan he calls "ar terrarism’ or the act
of crealing the illusion of a big budget
film, in this case by gneaking incognito
and guarrilla-style inte a deamonstration
somewhare, with a camera and the princi-

Igor vanov-lzi

pal aclor, lo make the 10,000 participants
look like they are part of the narrative

This is how his principal actor explains
it:

"These people are unconsclous exiras,
police olficers are extras withoul prior
knowledge, they don't know who | am, |
give them orders and they comply. This
country g after all a country of wondere.
Wonders are an everyday occurrence.’

Makiabas was also green-lighted by
the Ministry of Culture, when tha Minister,
a former theatre director {in communist
Yugoslavia) who Mr. Stankovski boasts is
a very open and culturally-enlightened
man, recognized this project's potential
Or perhaps he was just a very good friend
(my own hunch).

Janela Vangeli is a lovely thirty-some-
thing arlist-lilmmaker who incidentally has
a starring role in Stankovski's Maklabas,
{along with Milche Manchevski, the direc-
tor of the Oscar-nominated Belore the

cont. on pg 22
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E;f{_@ttl nrh:n a Ryerson Experience %@

I have grown tired of people whining about
what a lousy school Ryerson is. | graduated a few
years ago, and have come to take the stance that
*Film school is what you make it." In other
words, you are mistress of your own destiny, and
you can't blame anyone else for what you take
awiy from any film schoal. Here are my observa-
tions about the realitics of flm school and the
*real world”,

First, you are paying for this. Either right now
with you own cash or with an OSAP loan that will
take you ten years to repay. Current tuition in the
Image Arts department at Ryerson (s around
$6,000 -~ times the four years it will take vou to
wak oot with a degree. (Many people end up tak-
inga fifih year to finish their liberal arts elec-
tives.) Then, you're going to need a least another
$3-5,000 a year in supplies like film, processing
and production materials. Ryerson fs in Toronto,
s0 3dd at least # months of living capenses ... and
even if you get maximum OSAP, you'll still need a
part-time job to make ends meet, Student loan
rules are changing all the time and perhaps you'll
benefit from Chretien's Millennium Scholarship
Fard. The cost of film schoal is the first thing to
weigh.

The second is what do you get out of it ar the
end! Most professionals out there don't care if
you have a degree, They will just look at your
credits. (Agencies like the NFB do look at educa-
tion, bat in proposals not job resumes. More
comments to follow.) So, make sure you graduate
wita something the industry will take notice of:
an imazing reel, a resume full of production
experience and some skills that will be useful to
sorcone else.

Everybody wants to be a director ... only 2 few
get the opportunity to make a living atit .. and
evervone necds to cat and live (don’t forget those
loan payments lurking in the background.) So,
develop a reel and a resume as a director, but also
focas on a craft like editing or sound that is still
creative and will pay you to live until you “make”
it. Bussing tables, while a noble occupation, does
not pad your resume in the film industry.

That said, how does one make the most of a
place like Image Arts (as it is now called) at
Ryerson? Let's put it in context with all the other
schaole ot there. Ryerson wsed 1o be a polytech-
nic institute, with 2 focus on practical, nuts &
baolts education. The Film programme developed
cra't people in direction, cinematography, sound,

lighting, editing, etc. The Media Arts programme
was a loosely structured dabbling of film, video,
siill photography and digital media. The Sl
Photography programme was just that - high ar
to commercial photography.

The school insell began as Photographic Arts
over 20 years ago. Some of the profs have been
there since the beginning and in the 1990°% their
knowledge can be a littke stale. However, some of
these same profs are really committed to teaching
{like Elving Sauro who just retired and Bill
Scanlion who still teaches a course or two here &
there). While | was there, the faculty and students
got together and devised a mew curriculum to
revamp the depariment and bring it into modern
times. Change is happening quickly with a few
bumps here and there, The faculty is becoming
younger, the equipment {especially the editing
and computer equipment] has left the poast-war
era und is approaching industry standard. And
the content flies at you fast and furions -- giving
the new student a greater bang for the buck than
I ever received, Industry partnerships and co-op
placements are being developed, and there are
probably a lot of new things I'm not even aware
of.

Now, let's return to my earlier premise: film
school is what you make it. My own personal
observation is that those who get the most out of
film school have already had a lot pumped in.
That is, mature students who have acquired life
experience through working, or traveling or
another degree have an edge.

Why? Because they have IDEAS, EXPERI-
ENCE and ENTHUSIASM. Let me explain. The
first year at Image Arts is called Foundation Year.
Everyane in all three programmes takes the same
courses, the information is diverse and dense anc
the workload is huge. People who walk in the
door with IDEAS are at an advantage, When
you're struggling with a multitude of creative and
technical assignments, having an idea, a concept
1o work with is paramount.

Every filmmaker should always carry a note-
book. If you don't already, start one before you
even apply for admission. Write down anything
you that inspires you, paste in any image that will
setve as inspiration later, jot down bits of dia-
loguc while you're on the streetcar. At the mid-

night hour with an assignment due the next day,
that notebook will be your best friend.

Next is EXPERIENCE -- not oaly what yen
bring in from before, but that of your classmates.
Foundation year it great because you're in cliss
with students from the other programmes, My
class in Media Arts was amazing - we had seme-
one who had been a still photographer and knew
the darkroom inside out, snother person whe had
made his own Super 8 and 16mm films, and et
another who had studied video in high schocl
and knew how to do all these cool video effects.
These are the people you want to hang out with.
When you're handed & dud of 2 teacher (which
happens at any school), these friends will be the
ones who see you through,

Finally, EKTHUSIASM, The film industry has
only ane type of person -- these who DO, whe
don't say no, who find a way to make things 1ap-
pen regardiess of the circumstances, This is the
attitude to take a1 film school too,
Procrastination and laginess get you nowhere,
Dirinking may be fun, but watching student film
after student film inspired by beer commerciils is
preuty tedious. Be original, be creative, be
resourceful, be the best.

| know that this article sounds a little lik: a
pep talk, but the decision to go to film school is a
hard one. A degree from Ryerson's Image Arts
will take you four years (a two-year programne is
on its way for mature students). There are werk-
shops at LIFT and other video coops like Trisity
Square, Charles Street and Ed Video, There ave
volunteer jobs on productions 1o build your C.V.
There is slugging away and just making a film.
Why bather with film school?

First, if you want to be a director, havinga
film school degree helps when you're applying 1o
get funding for your project. I'm not sure how
miuch it helps, but around the NFB the education
section of a CV is always looked at. Degrees in
journalism or areas related to the proposal tepic
{Environmental Science for an environmental
film) are also noted and can be seen as substitutes
for a film degree. Mind you, this is within the
WED, the arts councils have their own eriteriz.
With broadcasters, the main criteria is what have
you done that has been broadcast? What is your
track record?

Second, film school provides an environment
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where you can experiment ... without writing a
grant application or finding a producer or broad-
caster. You also have the benefit of working
quickly from concept io finished prodoct ina
ulu|'l!r monlhs o if you '.fJ'. ¢ il 1o 1|‘1¢ ]..-.-\1
Tmamine, a ..n:l-l.|p|r urckl i ;1.4:n. ||L l|'|v|_' 1{.:|| 'd.u-rld
of f1||'|:|1r'|.1|\.:||1:.:. 900 af the process is waiting for
funding and that wait can take years. Film school
also provided you with a background on how 1o
construct an image, a history on how images have
been constructed to refer 10 and o language to
describe vour image making to future funders and
to your audience, This is the stuff that vou need
1o know, and can only ger by taking courses and
r.,'.||||r|g hooks i.¢. going to ilm schoal
Ryersan still is a practical kind ol place with
& great deal of equipment, the best black and
white lémm lab in the country and stale-of-the-
art comiputer imaging equipment. USE IT, as
miach a5 you can. This is what vour tuition is
almost unlimited vse of the
tovs of the trade. This is where the IDEAS are so

vital. If you know what idea you want to explore,

really paving for

go as quickly as possilile, and do it before vour
classmates line wp around the corner 1o do it a1

INTERVIEW WITH JILL GIRLING RE: THE VANCOUVER FILM SCHOOL

the last minute. Do it quickly and well and then
h.'lp vour friends. They |l be more likely 1o help
Noa hhrﬁ Vil rln.'n.! 118 anld 1hlﬂk af all Ihc W
lines for vour resume. Renember what 1 said
about III'Il!II'I_H,J crafl ... wie your classmates to
explore what you like to do and what vou're good
at (unfortunately, not alwavs the same thing).
Owver your four years you should also develop
a “pecr group”
chums are often still working wogether. Bruce
MeDonald still uses Steve Monroe for his sound. 1

If you leok at the indusiry, school

know miy best jobs have come from the referral of
classmates, When you stast out, the film industry
is huge, and it is the people vou know that matter.
A class of 30-50 people will get to know a lot of
that indusiry,

You will also get to know your class. And this
is the difficuly pars abowt the Mm industry.
Everyane will have to gather a crew ... some of the
crew members will be doers and some ... well,
some will be people that vou may stay friends
with, may party with, bat would never trust a
camera with again. If you're teaching yourself
film independently, this can be traumatic, given
mast of theie people are relatives. But if you're in
film school, you're learning ... which people you
want to work with, and which you do not. Class

assignments often throw unlikely people together
and beautiful things can happen. The trick is to
be constantly open to new friendships, and again,
seek out the best and the brighteit. These are the
people who will become people to know

The statistics are pretty dismal. Only 5-10%
of graduates go on to be independent filmmakers,
i.c. directors. I'm not sure what the stats are for
those who go on in a [ilm crait. | do know that
Foundation Year begins with 150 students (50 in
each programme), OF thay 70-90 will graduate,
Others will leave early and still make ot ... like
John L'Ecuyer ... but they are exceptions 1o the
rule. Most will find a job in the industry, but if
yvou look ab the numbers only 5« 1000l the gradu-
ating class will become directors, OF my class of
30, I've directed my first short and two of my
classmates have or are directing their lirst docs.

It's a sobering thought, but reread my fourth
paragraph, and think of how many directors are
making a living wage in Canada. Film school is
what vou make it. It is an opportunity to find out
who you are, and express it in words, images, and
hopefully a path that will give you a roof over
your head and some satisfaction that the four
vears of stody were worth it alter all.

il Girling graduated from the

Foundation Film Program offered by the
Vancouver Film 5chool five years ago and has
worked continually since as an assistant director
on such films a8 Rumble s the Bronx, Losing
Chase, Legendi of the Fall and The Wrang Guy, and
on such televivion series 33 The Commush, X-Files,
Due South and FX = The Series. While at the
Vancouver Film School, she produced and direct-
ed Paul and Marlowe, a documentary which inves-
tigated the relationship between a gay, surrogate
father figure and a young fathcrlcas boy, Fawd
and Marlowe won numerous awards including
Best Owerall Award at the Yorkion Film Festival,
the Award of Merit at the Intercomm Festival in
Chicago and an Honorable Mention at the
Columbus Film Festival,

Heather Wilson spoke to her about

the schoaol,

HW: My complete-outsider impression of
the Vancouver Film School is that it's full of rich,
young kids.

JG: Sure, there's a certain amount of that.
It's a wery short program, which attracts kids who
don’t really know what they wani to do with their

lives but have to do something to please mummy
and daddy. And it is expensive so not everyone
can afford it. The school also attracts people
from around the world acd a lot of Americans

because it's got a pretiy grod reputation
HW: Why did you chosse the school?

JG: | went there precisely because it was
such a short program, [ was older than 2 lot of
my classmates, 1 was 27, and | wanted 1o learn as
much as possibele alsout tle Blin basicess in the
least amount of time. Had | made the decision
to become a ilmmmaker when | was younger, |
would have loved 1o have gone to Ryerson or York
or NYU or even UDCLA. 1 would have been great
to spend four years studying the theory and his-
tory of film, But | was 27, and [ just wanted o
get into the business. 5o VFS was great for me.

Unfortunately, what sttracted me most about
the program became the school's largest draw-
back. When [ went there, [ thought the program
was 3 year long. | didn't “ealize thar it lasted only
8 months. 8 months is far too short, especially
the way the course was sc. up when | weat there.

For example as part of the documentary
course, which was excellent by the way, we had to
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pair up and pitch an idea in front of our class-
mates and teachers. There were 24 of us in the
class and of the 12 pairs, only 4 ideas were picked
to be fully prodoced and then the other pairs had
Well, Paul and

Marlowe was picked and while myself and my

to work on the chosen films.

partner were finishing editing it on video, the
other people in the class were learning to edit
film. | would've loved to have learned how to
edit film, but we were too busy, | also didn't real-
Iy ever learn how to load a magazine properly.

again, we were Just oo busy doing other things.

HW: S0 I gather, with such a short time-line,
there's not too much emphasis on the academics
of filmmaking, but is there enough time to truly
learn the cralt of say, sound?

JG: Not really. 1§ you really want to be a
DOLE, you might want to study elsewhere |
think. It's a great school for learning the crafts of
writing and directing. And animation from whai
I hear, although | didn'i have much o do wiih
that program. The script-wiriting class was excel-
1 found
that the editing class left a lot to be desired.

lent and so was the documentary course

There was a producer's class olfered after the



Lou does SIF

aren Km!,: al the NFB and the Black Film
KE Video Metwork aiked me to write this
report aboot myv—na hlr|_.:|.'.ll ecem—Summer
Institute of Film & Television experience some-
time in July. It is now January. In defense [ can
only say that the rigors and confesion of father-
hood has drastically reduced my abiliiy o com-
plete a project within anything resembling a time
line. Here, Minally, is my SIFT experience.

In preparing for the Summer Institute of Film
& Television (SIFT) one should be aware of two
things. First, SIFT is in Ottawa=which is some-
where in Canada, The second is that you have 1o
leave our fair city-state to get there, This caused
me no little trawma in the weeks leading up to my
junket.

Generally I'm violently phobic towards anv-
thing outside the 416, vet there | was preparing to
depart the safe, culturally gated environs | know
and love to go Hi Ho-ing off to the Great White
Korth 1o sttend o Pan Canadian workshop. 1
briefly wondered whether my interest in this
|.'l‘|1r|.||l|||l1 {and that little twitch above my lefi
cyebrow)] was evidence of a dq.'q.'!'itr malaise,

A litile back history. In the summer of 1996, 1

“officiol” portion of our time was over which
lasted two months and was optional, although it
was included in the tuition we paid. 1 wish I'd
taken it but by then | was working.

HW: You mentioned earlier that it was

quile an expensve swchool 10 attend ...

JG: When | was there it cost $15,000 for
the cight months. 1t's more now. However, it
did cover all our film stock, the use of equip-
mend, processing and other stuflf,

You only had to pay mere if you wanied to
do something oulside the normal course of a
shoot, 5o it wasn't that bad o deal, There are
only 5 oul of my 24 classmates that still work in
the business so | don't know if it was o gl.'l-l:ld
deal for all of us, But it was worth it for me
because | haven't really been out of work since.

According to the Vancoover Film School
websile, the Foundation Film Program .:urr.:n:ly'
costs $17.655 and a new class starts op every two
The school also offers courses in 3D
Computer Animation, Multimedia, Classical

months

Amimation and ia Acting lor Film and
Television. For more information, surf to
www.multimedia.edu.

by Louis Taylor
wal appioad |‘1|:|.l:; i momenlows crossroads. | was
won 1o become a father. Anxious reflection made
the rocky hife of a actor in a conpntry with an
embryonic understanding ol inclusion scem 2 tad
quixatic. Coupled with an indigenous cultural
sector looking 1o become a road stai beneath the
smoking wheels of America’s monsicr media
truck, my chosen carcer path began to resemble
an arcane form of seppuku. In the delirium of the
moment, | decided w explore writing and direct-
ing for film as o possible career alternative. Call it
an inexorable affiniy tor road kill.

[ began sketching out ideas for a documen-
tary. One explored the myihology around Black
Male Sexuality, another documented my progress
and striving with the idea of fatherhood (titled
Esther, Baby & Me, presently in pre-production).
it was during this time that | received a promo-
tional package from SIF1

The institute advertises msclf as a week long,
moving picturcs extravaganza that includes: a
slew of intensive workshops geared towards all
levels of film & video makers, screenings of soon
ter be released Canadian and international films
and a mixed bag of imp rompiu seminars. The
brochure guarantees that for five days you would
eal, drink and excrete llm, Alterwards you would
be well on your way 1o joining the illustrious
ranks of Canada's peerless film & video establish-
ment (broad translation of brochure literature).

Being an inveterate ¢litist, | envisioned this to
be my dream film boot camp. | filled out the
application form and applied for a SIFT scholar-
ship.

You should note that SIFT has two borsaries
in place. A multiculturalism grant from the
Ministry of I!rr:!aF; and a SIFT bursary, which 1
first thought was for po” white folk.

At first | was loath to apply for the multi-
culti grant, To some degree | felt bursarics based
on otherness to be another insidious form of sub-
jugation. A tacit acknowledgment af an inability
to compete. Then | thought “Fool! Grab the
money!!”,

1 completed the bursary application but by
the time [ sent it | had missed the Ministry dead-
line. [ then applied for the po' white folk fund.
Guiltily, | filled out the form, all the time chastis-
ing miyselfl as an abuser of the new, improved
quota line, a manipulator of the all inclusive but
compartmentalized, national cultural platform
But then 1 thought “Shit, fool! Grab the money!!™.
I'd long ago concluded that current, conserv-

er Institute of Film & Television

ative nomenclature inlerprets equily a8 an addep-

tance of resirciions on oRe & J'ul"llJ[Il"!'.'i _"I'.I.1
access as a codde waord for privileged entry and
narrowly distributed enfranchisement. This lead
me o my often repeated, late 90's, afflirmation
statement, "Fuck, socie-ethical discourse, give me
the money!™.

Around the same time, the NFR's Karen King
was holding roundiable discussions on the stane
of the industry for colored (olk and how the NFB
could be of assistance, Alter pocketing my usual
cynicism, | and other participants talked with
Karen about what the NFB was doing behind all
the smoke and sirens. It turned out that the “B”
had recently activated 4 small fund for the folk 10
attend workshops, seminars and such on docu-
mentary making and that if | had anything on the
go | should fill out a request for Iumlmt: MNow,
baby vou know | was on it! Before vou could say
“Slash and Burn! l.'r|||11:‘ There gocs another
fund?”, | was on her with a budget, a proposal and
a scintillating smile. Well the NFE money came
l]ITIJ'l.IL.:h-. the |:-||' white folk fund was darker then
| []umgll‘ and | was off to Ottawa and SIFT to
attend the Documentary 101 workshop, taught by
Ric Bienstock.

What follows are the highs and lows
of my SIFT experience in (very)
loose chronological order.

Ottawa ThE first thing you'll notice
i that Ottawa is aol Toronto, s cleaner, prettier
and Whiter. The town is a posicard o confedera-
tion. A declaration that this s indeed the hub of
Canada. Here the conflicts are monolithic and
scarily simple. The palitical Goliaths are the
English and French Divide and the Balanced
Budget, with Western Wrath and Saber Rattling
weighing in as a steroid pumping, butt stomping
David. lssues of multiculturalism, immigration,
gender, race, sexual orientation, poverty, etc,, are
the dust kicked up as they siruggle and generally
accorded the same respect,

Ottawa is a lovely place to visit but I'd be on
a greyhound outa there in a minute if someone
tried 10 make me live there. Architecturally, it's
kind of like a swollen Oakville with historical
buildings.

Tom Shoebridge

SIFT is the brain child of madman, 50+,
Caucasian, scriptwriter Tom Shocbridge: a gung-
ho, overachiever whose old enough to know bet-
ter but doesn't really give a shii. | would learn
later that Tom's motte was, “Sleep! Won't you get
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@ enough when you're dead?”. By the
third day T wanted to rip open his
braincase and exorcise the section of his frontal
lobe responsible for his drog-free, carly morning
perkiness but I'm getting ahead of myself.

The Hostel The fisst thing | had o
deal with weee accommodations. SIFT hadn't
reserved enough hotel rooms, so [ was on my
own. They recommended the International Youth
Hostel. | thought I'd give it a shot. | hadn’t slept
in a hostel in 19 years. | would rue that decision.

The Ouawa International Youth Hostel is a
converted prison buill some time before the dis-
covery of eleciricity, It is also the site of Canada’s
last Federal execution. They still have the hanging
room marked out in the basement, by the washing
machines, That correlation brought up too many
macabre associations.

The “rooms” are barred cells with dark tarps
draped across the bars to give the illusion of pri-
vacy. The walls are chunks of boulders mortared
together and left rough. | suspect they were left
that way to prevent prisoners from ruining their
posture by leaning against them. Each “room” had
4 bunk beds and a plywood wardrobe. The wash:
room were al one end of the hall, the showers at
the other.

The first night was a fasco, There is some-
thing indescribably agonizing about trying to
sleep in a confined space with 7 strange men with
sinus problems, on a bunk bed bought from
ascetic monks who probably enjoyed hair shirts,
The only thing | can compare it to is a bad acid
trip | had in 71,

I knew it was over for me and the hosiel when
the next night, sametime in the wee hours, |
made a teip to the washroom and stepped
ih.owell lets just say some people really should
practice 4 more rigorous form of sphincter con-
trol, | was outa there the next morning, The rest
of the day went by in a haze. Between the sleep
deprivation amd what 1 had stepped in | was ren-
dered incapable of coherent thought. | became a
sombie desperately seeking a clean crypt. My
original impression of Ottawa as a pristine, little
hamlet was forever blemished. Lockily a friend
came through and I was able 1o spend the rest of
the trip in blissful comfort at the home of a
friend of theirs who was leaving town the next
day for 2 weeks, Nothing' to step on but broad-
loom and stained oak Moors, | was in heaven.

The OpeningTrhe dance performance at
the opening ceremony had to be seen 1o be
believed. In a tribute to The English Patient direc-
tor Anthony Minghella, the institote had hired a
local belly dancer to play on the film's North
African theme. It was [ike listening to a Nina

Simone standard covered >y the Partridge Family.

A friend from Toronte and | had to viciously
pinch each other to curb an urge 10 stand up on
our seats, point at the stage and guifaw like zoo
chimps, The rest of the avditorium rang with the
silence of embarrassment and suppressed mirth.
Neither of us had seen such a display of bad
cihno-politics in years. It made me realize there is
a reason why | don’t go et much,

The Classesal fun (and horror) aside
the SIFT week is not about questionable, live
performances or shoddy iccommaodations. Broken
down to the essentials the SIFT workshops are
about learning and actwarking on 1op of Jearning
and networking. The inteasity of the instruction
is fierce and unrelenting, Classes run from 9 to
almost 5 with a short, wsually non existent lunch
break (we usually brought our food back to the
class), Optional lunch seninars on a broad range
of topics are offered. Last years included: a panel
discussion on the state of Canadian documentary
making, featuring some of the fields leading film
makers and producers and a demonstration on
how 10 shoot 2 dramatic scene with a world class
director. The classes are top notch and worth
cvery penny.

After Class (Boozin' &
Schmoozin')i vagiely remember the late
night, after class scene. | know it involved unre-
pentant networking, invaluable exchanges of tech-
nical information, story dea honing and analysis,
card exchanges and late rights with my head
plunged in buckets of druft. These late night, bar
get-togethers were where | developed my extreme
envy and animosity towaid Tom. No matter how
late we babbled on or what quantities of ligeors
were drunk, Tom blithely sailed on, lucid long
past the time the rest of as were droaling in our
drinks. Not once did he kave a scene of drunken
prodigality before 1 did. The one time | tried to
outlast him...well 1 suppose | should try to retain
a shred of dignity here. And every morning he
had the unmitigated gall to cheerily bounce
through the hordes of red eyed groancrs, blearily
demanding 1o know if aryone remembered who
they were, tossing off boa mots and folksy hang
over remedies. However ac did i1, | fervently hope
it cost him. Many of the story ideas I'm presently
warking on probably had thelr beginnings at
these post class revels. A least 1 think so.

Instructorsiic Bienstock, my instructor
in Documentary Making 101, is representative of
the caliber of instruction found at the Institute. A
tenacious and determined documentary director,
she has directed and produced a number of award
winning films. Her practical knowledge of the

business, encouragement and penctrating criti-
cism of story ideas made the workshop an invalu-
able cxperience. | bieard similar comments about
the other workshop leaders.

Participantsanather unforgettable pari
of the SIFT experience is the interaction between
participants, Qur ¢lass was comprised of individ-
witls with a broad range of interests, film experi-
ence and carcer desires. It was in conversation
with class mates that | fully began to realize that |
couild and would be a film maker. The boading
and constant exchange of ideas is another SIFT
phus.

Informationkeams and reams of infor-
mation. Paper poured out like an engulling wave
of tactile comprehension, More then could be
immediately inputed. Well, if you avoided the
bars you might, but you'd miss out on ene of the
most important parts of the intensive. 1 think.

The FilmSFilms are screened in two
ways. At an off site theatre ar on video in class,
The film makers are there 1o discuss their films
and field audience questions. This is 2 marvelous
opportunity to ask the questions you sit on dur-
ing festival screening where technical questions
are asked by an audicnce slavering for set gossip
and star tales, The film makers are there to talk to
film makers, For newbies, the questions arc as
interesting and informative as the answers,

What | gﬂt Out of Itthe one huge
lesson | learned at SIFT is that 1 can be a film
maker. In one week | went from 2 novice with a
gilded, filmic facade, 10 a confirmed acolyte of
the medium. | lcarned that we all start some place
and from there the only direction is up. That
there is a community of novice, emerging and
established film makers out there who are sup-
portive amd interested in my progress, That all |
need is a good idea, perseverance and some peo-
ple to lend a hand,

The SIFT experience is so precious noi
becanse of the information disseminated or ¢on-
nections made or any onc particular reason. The
SIFT experiences value is in the aggregate, in the
beliel instilled in its alumni, that all gosls can be
accomplished.

In closing | have to say much thanx and
big applause to Karen King, Tom
Shoebridge, SIFT, and the NFB . Without the
opportunity 1o go 1o SIFT my conviction and
belial in my choice to become a film makar
would not be what it is today. | unreservedly
recommaend SIFT to all beginning and
emerging lilm makers. o



These are the images |
I'Et:all; | am five and my brother in law is

showing some typical home movie stull; their
wedding , our recent trip to Niagara falls, kids
playing in the snow goofing aroind for the cam-
era, Two images stand out. The lirst is of my sis-
ter. She was always the most reluctant to be pho
tographed. "Pictures always make me look old,”
she'd say, even at 21. Show her a photograph of
hersell and she'd rip it up. There s nothing
unusual about this image with the exception that
the projector is run in reverse, The audience is in
an uproar,

1 am also five when my sister takes me to the
movies., [t is my first movie and it is Mary
Puppins. With the exception of flying umbrellas |
don't remember much. 1 do remember leaving the
dark cinema and coming out into the daylight . 1
am holding my sister’s hand tight but 1 am fright-
ened and maybe even a little irritated. The scar is
permanent. My disdain for musicals 15 attributed
1o that day, Many years later | will make a futile
attempt at producing a short musical,

[ am five again, we are at that family screening
and this picture is of my father, a much more
somber image than my sister’s bul none less awk-
ward. This precious Super 8mm will play over and
over in my head , it is my memory of him. We are
in the living room. There is to be a family por-
trait, the only one in which my father and all the
children will ever be together at once. It is the
formality of the movement that intrigues me; old-
et to the youngest, boys standing, girls seated in
front, There are Gfteen of us, plus my parents. My
father walks into the room and he is holding me
in his arms. 1 am about three in this footage, my
face never turns 1o the camera but it is obwvious 1
am crying. His movement is slow and painful,
santy years my senior he is already an old man. He
will die a few short years later.

July 14: Well, after many years of procrasti-
nating I've made it to OCA. | am through my first
year and in spite of the boredom ['ve suffered I'm
still excited by the prospect of making films. I'm
glad 1 didn't go 1o film school afier all, | have lit-
the interest in participating in the follics of big
budget movie production. | just want to make
films. | like the creative energy here. $econd year
promises o be exciting.

Art school: Year 2. 1'm sitting in film 101,
there are ten boys in this class and they are all
taller than me. I am a little intimidated. Today's
bopic is intro. to camera and | fall asleep. When |
wake up ten Quentin Taranting's are starring at
me. | ask pod for forgivencs,

Assignment one: Shoot a short Super
gmm, 2 minutes or less on a topic of your choice,
1 choose memory. [ call my brother in law and ask

Marty goes to art school

him for the footage of my father, He tells me it is
in a state of decay. T beg him 10 send it anyway. [
ask my friend to shoot images of me running
|hr||1.1:{]| dan ahandoned old house, when it is
processed | intercut this with the old Super Smm
loen g of the {,l.mi:t:i '|,‘r'|'|l'lh'r sesspomn, 've made my
first film. We screen the films in class, There are
ten movies about guns,

October 1: 1'm feeling a bit disilusioned
right now,, My instructor said | shoiild consider
installation. I'll admit video is looking prety
promising. Tomorrow our flm class is going for
a tour of the Cinesphere.. I think 1'll stay home. |
will not get depressed.

October 31: 1 don't understand why there is
such i focus on Hollywood film structures, Except
for the Taramting brothers | don’t think anyone 15
really intercsted in making industry films howev-
er, we all seem forced to follow the hierarchy. I'm
not prepared to spend big 8's . | don't feel like
film is a viable creative tool.

Art school: Year 3. | am registered in all
possible film courses. Two months into the
school year and | have a snappy script - its about
a gay man studying to be a belly dancer, rewrite
after rewrite - 21 times, shooting schedule, shot
hreakdown, story board, cast af 12 and crew of 8
are booked, craft service will be there, budget of
54000 for a 5 minute film. All of my brilliance will
be captured in glorious 16 mm. | watch Citizen
Karie over and over for ingpiration. | search for
the line of axis which will not confuse the audi-
ence. Pencil and paper in hand | get a headache
trying to map it out. By February 1 am ready. The
day before the big shoot 1 eheck my account, After
a quick consultation with my producer we decide
to scale down the entire production and shoot on
Suprer B,

February 14: [ must remember 1o call Sara
tonight. She had a bit of a breakdown in class
today. The budget for her film is over 510,000
half of which is going toward costumes., Note 1o
mysell - never apply for a bank [oan for o student

film,

Shooting Day: the still photographer keeps
fighting with my camera person so | leave the
shoot in the hands of my trusty AD and go search
for the craft table. Cold coffee and cheesies. | feel
like a director. When 1 get back to set the shoot is
OVET,

April 1: 1 can't believe | made it through
that flasco. Never again. [ got my footage back

By Marty Bennett

today, incredibly the stull looks amazing, 1've
been thinking about blowing it up to 16mm but
that's just wishiul thinking.

May 1: Today | sat on the jury for the annual
student exhibition - Tl admit this only to mysel{
- even the movies about guns look good. There is
some kind of weird morphing going on between
video art, experimental film and Hollywood. In
looks great. Despite the odds we made it 1 won-
der how we'll survive 4th year.

May 24: Two things happened today. The
scholarship jury liked my film and | got a schol-
arship for $10,000 in William F. While equip-
ment rentals, Not sure what that has to do with
Super £mim - | guess Il Tight the shit outta my
next Super mm (ilm. 1 also heard back from the
TVO telefest competition -- “Your concept
showed promise but did not deliver technically.
16mm should not be so dark. Cralt needs atten-
tion. rating out of ten = 3.° What about Super
gmm to video!

Art school: Year 4. experimental film class:
I think I'm in danger of failing this course. | want
to make a personal documentary but 1 can’t
describe the project in one sentence, We're still
watching Citizen Kane. This time the instructor
provided the axis diagram.

Final Project: These are the parameters .
You must shoot on 16 mm, no found footage no
shooting before your seript is approved and you
must shoot from a schedule. Oh yes the Bolex ..
too archaic.

After 3 months struggling, | still cannot con-
dense my concept into one senfence, My instruc-
tor freaked out at me so [ submit some half assed
seript about Mary Poppins the guardian angel
who comes to tutor the belly dancer. He can only
dance backwards. It is a sequel to my previous
short and Julic Andrews turms down the lead. It is
a musical and will cost $12,000 if | expect to fin-
ish on film. My instructor approves it

February 28: | lost my cookies today and
dropped out of ar school. "Art school is what you
ke it.”

Tﬂda}': | 'm making films again. Trying
1o use it as a creative tool. [ looked at the footage
of my sister again. The audience is still in an
uproar.



iizen Kane is qiikte ]'uu:hh the afellosd film ever made. Omon

Wielles was a gemius. What a shame that his career ended the way

it dhid, He was reduced 10 doing TV commerncials at a time when
it wasn't yei chic and i was heart breaking to waich as his slim. handsome
stalufe was transfor |'|1||,'|1 LLi} ||!'||.'H'.' I\rli'P\'lf[ll.'lnL :'TIIJ & COMErsalinom w “h my
friend and communications professor progressed. But wait a minute | intes
rupted, pant Orson Welles black and he'd look exactly ke Barry White.
A we all kisow that Bar Ty 15 4 sexual jcon. Welles even sounids like Barry
White, My friend looked up, smiled, reconsidered and said, Sure your right!

Afer the conversation | began 1o think if there were other ways in which
Chrson Welles' master piece, Citizen Kane, could be talked about. Film mak
ers, critics, and [lm scholars constantly applaud the flm for its use of deep
focus, sound editing technigiies, ceiling shots, jump cuts ete, These tech-
I|i;|_L|¢~. .'|Itll.||llg_1'| nol \'.1I:I|.'|l||..l] 1o Welles' film were never -:||.IiI|.' |.'I|||1|n5.'|.1| mn
other films in the same way as they were in Citizen Kane.

So Cirizen Kare is a technical masterpicce. Nothing particularly new or
fresh about that observation, but what else is 17 Then | came across a state-
ment that triggered my creative engine. "The way to best understand Citizen
Kane is to stop worshipping it 23 a triumph of technique . . . The ghitter of
the film's stvle rellects a dark and serious theme: Kane's vizhon 15 as rich as s
virtwouly.” S0 | mused over my vision of the film and soon realined that it
too was dark. | mest admat that after my first vicwing of the filim | could
mod yonn in with the enthusizam of my fellow class mates a8 they, with smiles
and awe, struggled to figure out the meaning of Rose Bud. Nor could |
immediatcly share in their pleasure as they tned 1o determine which Kane
was the real Kane: the Kane recalled by Mr. Berstein, Jed Lecland, Susan
Alexander, the builer or the nevwsrecl? Instead 1 focused on Iy RO dis
comfort as | recalled the all too familiar images and portraval of black char
acters in one of the greatest film ever made.

As a black male spectaton, here in Morth America, [ bring with me into
the spectatorial space the baggage that comes along with such an identity. |
Have been born into a history of white superiority complexes that are largely
generated s a consequence of black inferiority complexes. The fight against
racism has come a long way, but in my opinion we have equally as far, if nol
further. to go. As we become maore and more sophisticated so do our bad
habats

Then, just when | thought mine was a lone voice crying out in the
wilderness | discovered Manthia Diawara. He suggests in his essay, Black
"ih'ch:hlnfrrp Problers of F..I'.-nn_ﬁ. altion ard Resistance, that “The Lomperrents
of ‘difference’ among elements of race. gender, and sexuality give rise to dif-
ferent readings of the same material.™ In order for me to tap into the plea-
surcs of the golden era of the Hollywood narrative not only am [ expecied 1o
permit the willing suspension of dishelief, | have to be willing and able 1o
suspend my sell, my identity, Consider this, Laura Mulvey points out in her

tor idemtifics with the main male protagomst, a he projects his look on to that

ol his like, his screen surmogate, so that the power of the male protagonist as be
contmdls eventy comncides with the active power o the ertic look, both giving a
satisfying sensc of omnipoicnce. ”

As a person of color the characters in Citizen Kane who looked like | do,
.J|||| ||1|;r1_'1n;|_' uud{' idcntﬁ—]._,]l_iun CARMIET, WiEie LaF less than [ erful. In Fach;
from my perspective they were quite the opposite. 1 found them o be weak
anil impotent. They filled me with frustration and sell loathing rather than a
"Satisfying semse of ommnipotence.” 1t would appear, then, thar Mulvey's article
an Yisual Pleasure . . . has Failed 1o take into account the nature of :1|'IL‘H.'I.'|11'II:'1hi.p
informed by an understanding of the politics of race,

| find support for my observation from Bell Hooks when she writes in Tlee
Opparsivional Gaze; Black Fernale Spectators that, "Many lfeminist film critics con-
tinue to structure their discourse as though it speaks about 'women’ when in
actuality it speaks only about white women.” 1 think the same holds true for
many white male film scholars and critics. Il come back to this theme of black
female spectatorship later. For now, however, | want to focus on Welles' trou-
bling depiction of black men as subservient, malevolent, melancholy or just
plain ndiculows.

The first images of black men are avociated with communism, decay and
death. Three suspicious looking black men, one of whom is on roller skates,
stand outsade a dﬁrﬂ"li.[ ]'vu:[.din-‘r_ described by the narrator of the Neows on The
March newsreel as the building of the decaying news paper daily: The Inquirer:
On the building, screen right, is the soviet symbaol of the hammer and sickle

In contrast, throughout the film Charles Foster Kane distances himself
from the shameful ‘.tib"l'll.l. of communism. He baldly pn.u].urru that he is and
always has becn one thing, an Amcricain. This despite the dispaagiing icmaiks
of his aging guardian, Walter P. Thatcher, that Charles Fosier Kane was a com-
munist. Almost immediately then, from the beginning of the film the black
man is coded not only as racial other but also ideological other.

Our next encounter ocours Later in the newsreel when a black man is seen
wheeling an aged, isolated and immobilized Kane around the vacant grounds of
Xanadu, This through the fence, paparazzi shot codes blackness as impotent
and decaying by linking the black male figure, not with s youthiul, vibram and
energetic Kane but rather with an old and dying Kane.

Ihe next time we see a black man, however, is associated with a youthful,
energetic Kane who has recently taken over and moved inio the building of the
MNew York |:|!L||.|.ir|;'|'. 'Id;lw'ph. however, unhke the YOUng. idealistic Jed Leeland,
Kane's best friend, or the young and loyval Mr. Berstein, is an old black servant
who is requested by Kane to bring him some food. Joseph leaves the frame and
the scene and never returns, not cven to bring Kane his dinner.

Our next encounter of color occurs during the celebration of the Inquirer’s
surpassing the circulation of their rival newspaper, The Chronscle. A band of
black trumpet players and drummers enter the hall playing the tune that cele-

clawic 11:im e, Visnal Plesmre and Narrative Cinerna that: “As the spectas bla[l:i the p-tmn.!lit}' and Eﬂif‘!l]\.it'_\' ol Rﬂlﬂd obd l:h.ll|r1_|' Kane. The band is

led by a grinning, ivory toothed bandleader whao revealing all his teeth, closes



his eves and grins directly into a disterting wide
angled lens. The only thing missing from this
stereotypical wonagraphy of racial inferiority was
the watermelon.

The grinning 'darky” is an image that became
populir during reconstruction as anti-abolitionists
soupght to prove abolitionists wrong, They smiled
all the time, pre-slavery camips argued, because they
didn't have 2 care in the world. Life was good an
the plantation because the master took care of
everything for the slave.

The final image of black masculinity is set in far
less cordial and pleasant circumstances. Kane has
taken his rather childlike second wile, Susan
Alexander, camping to the Florida Everglades, A
black man, surrounded by hovering bats, a roasting
pig on & spit, varous women in shadowy and scem-
ingly compromising positions, sings a disturbing
rewaorking of [t Must be Love set to the beats of the
ritualistic “jungle” drums. This coupled with an
anonymos, piercing scream and violent confronta-
tien between Kane and Alexander at the end of the
sequence creates a hellish picture rather than a
scene of happy camipers, The image of the black
man r.'.-.'.lfu'illg toe and e, mll:. for a maoment on
screen, while he sings a song that lacks harmony {in
the trachitional sense) and strikes nothing but dis-
cord, coupled with the voodoo type chythms in the
background create a lasting image of the low level
that Bane has been reduced to.

At this point in the flm Kane is a pathetic old
man, 1r:."u11.'; -.'h:.-.p-:r:ttu:ly 1o hold onto the power and
authority that he wielded with such case as a young
man. Kane is the stereptypical hen-pecked husband
who strugales to contain his wife. Since her suicide
attempt Alexander, a cross section of the American
public, has become increasingly irritable and
demanding. Kane, once married to a presidents
miece, the man who would be President, a man of
culiare, and the one time champion of the com-
mon man has been reduced 1o quite common <ir-
cumstances, Try as he might, the isolation of his
castle on a hill cannot prevent his descent into a
il\‘l"r:\'L'Il'Ii.ﬂ: hell, Gone are the loft Y- wcheals, the Fr.]s:.iﬂ“
and energy. Like so many working class men,
excluded from authority within the public sphere,
Kane, a man aceustomed (o public power and
authority, 2 man able to influence a nations foreign
policy [ Kane's agitation for the Spanish American
War) has become depemdent wpon the private,
domestic status of hushand as his toel of authority,
He resorts to exercising authority within the private
sphere of the home, albeit a pleasure dome perched
on a mountain, Alexander, however, reluses to be
the type of wite that is seem and not heard. She
inflicts the fnal blow that pulls the neg of self-con-
fidence from under Kane, Alexander’s abandon-
ment significs yet another loss of a Kane possession,
This toss, however, is one that he will not recover
from. Alexander, then is a strange mixture of
female power and infantilism. With a character like
Susan Alexander, what then is the nature of visual
|1]|.".'|.‘-Llrc that a black woman could |J|,L11_'||I:'i:,|.|'|}'
derive from a film like Citizen Kane?

Bell Hooks provides a possible answer. She
explains that, "Fvery black woman 1 spoke with who
waslis an ardent moviegoer, a lover of Hollvwood
film testified that to fully experience the pleasure of
mainstream cinema they had to close down cri-
tique, analysis; they had to forget racism. And
mostly they didn't think about sexisn.” She con-
tinues, “To experience pleasure ., [a black

woman| sitting in the dark, must imagine herseld
transformed, turned into the white woman por-
trayed on screen.”

If, like myself, a black woman is looking for a
point of entry, & familiar and identifiable source
through which she can vicariously experience the
pleasures of on-screen reality, unforiunately, in
Citizert Kane she will not find one. The world
according to Kane, the archetypal American, is a
workd where women of color simply do not exist. |
am not suggesting that Hollywood could have, or
should include African Americans simply for the
sake of including them. But a story abowt America
as the original title of the screenplay by Herman
Mankiewez suggests, is an incomplete one without a
ook at African Americans, both male and female.

This may be another paper but Native People,
also exscribed from the American landscape need to

voice their concerns. And this isn't a call for curb-
ing creative control but more a call for artist to take
a closer look at the ways in which they choose to
represent the world, In short an expectation to sec
something more than the stereotypical depiction of
African Americans in a film largely shout America
is not an unfair expectation.

My look at Citizen Kare, although not yet over,
has been one informed by an understanding and
awareness of the palitics of race and racism. Just as
there have been many black men who have refused
to identify with the celebrated male, white protago-
mist s0 prevalent in classical Hollvwood cinema, so
have many black women chosen not to identify
with Hellywood's representation of white woman-
hood, and resist the phallocentric gaze of desire and
POSSESST0N.

I do mot believe that black people are the only
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people resisting dominant images, | know many
people of diverse races who also engage in similar
forms of resistance, For the purposes of this paper,
however, 1 have narrowed my focus on
black/African Amecricans. For many, then, the will-
ing suspension of disbelicve is turned on s head.
Annette Kulin in The Power of The Image explains
that: The acts of analysis, of deconstruction and
reading "against the grain’ offer an additional plea-
sure - ithe pleasure of resistance, of saving nos nod o
unsophisticated enjoyment by ours selves and
others, of culturally dominant images, but to struc-
tures of power which ask us to consume them
uncriticallv and in highly circumscribed ways.

As [ have atternpted to point out, the sparse
and troubling images of black men in Cirezen Kaee,
coupled with the total invisibility of African
American women, has made my appreciation and

i
evaluation of the film somewhat different in focus
than the usual reading of the film. [ wonder about
the on-screen reality of loseph (the only black man
identifiable by name). What is his story? | wonder
about the black musicians. Where did they go after
performing for Kane and his entourage? Did they
have families? Where did they live? What did their
houses or apartments look like? What were their
dreams and aspirations?

As a black man [ ook for a point of idemtifica-
tien and [ find it not necessarily with the main
attraction {Chirles Foster Kane) but rather within
the back ground mise en scene. In this Hollywood
film, quite possibly the greatest film ever made, the
people that leok like [ do are simply two dimen-
siomal cardboard cut-outs and part of the lavish
scenery. In my imagination, however, they are given
a third dimension. Today the struggle w ereate

three dimensional characters who happen to be
cople of color continues.
ik -
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Rain). Her leatura is called The
Master of the Games, and when | had the
fortune of meeting this articulate woman,
she was in the middle ol digital post-
production, with an enviable editing
schedule that would probably alomize the
past-pro budgets of Western lilmmakers.

Ms. Vangeli's film, so far costing more
than $150,000, and ascending, was origi-
nally conceived as a shorl film which bal-
looned to something with a shooting ratio
af 25:1, and naturally was reborn into a
feature -a replay of tha circumstances sur-
rounding our we aarlier liimmakers, Mr,
Mitrevski and Mr. Popovski, This film
whose slyle |s inspired by post-modarnism
and by pop arl, is a play an the different
levels of domination within post-commu-
nist structures aof hierarchy in the spiritual
and material world. Ms. Vangeli has treat-
ed it like a painting, because of her previ-
ous experience with line art and video art,
and she claims il is unconvenlional narra-
tive with elemants of convention
Interestingly, Ms. Vangeli is a half-patriot,
gpending time both in Macedonia and in
Germany, her other adopled home. |
asked her about the dilferences of working
as a lilmmaker in the Wesl vis-a vis the
East.

"What Is good here in Macedonia is
that here aftairs unravel negating the
whole logic of circumstance, lor example,
there is a paradox, things thal are impos-
sible become possible.” Logical or illogi-
cal, Ms. Vangeli has also baen rescued by
the Ministry of Cullure.

| would like to complete this essay with
perhaps the most genuine lilmmaker of
the lot, in my view. Igor Ivanov-izi is a 25
year old experimantal lilmmaker whose
short film The Clock won at the
Strasbourg Film Feslival and whose work
tends to garner a lot of critical praise, at
home and abroad. He works solely in the
short film lormal and is the first one to
admil thal financing is nol an easy task in
Macedonia,

His films get backing from the various
television networks whose programming
mandates include art cinema and experi-
mental/altarnative shorts to Hill the gaps in
their schedules. Their charily is usually
manilested in the form of a generous
supply of equipment and production/post-
production facilities (there are no equip-
ment rental houses in Macedonia). Mr.
Ivanov's vision Is polilically-driven: ‘poli-
tics as a form of repression and as a cul-
ture of living.” He menlions an expression:
*the Macedonian romanlic terrorism®,
which is: "The only posilive lerrorism in



the world which should serve as an exam-
ple to everyong, (in other words), it is bet-
ter to kill yoursell than to plant a bomb in
a London double-decker and Kill 3 other
innocent paople.”

He further states that the Macedonian
socio-economic situation is serious and
reality is harsh, direct and ever-present.
He refuses to elaborate with examples
because he says he doesn'l want to con-
front this reality.

Mone of these filmmakers confront
reality an a daily basis, aither by excep-
tional circumstance or by inheritance, or
by both. They all make their films using
the saving grace of those that immediately
respond with a helping hand, a hand all
too familiar to those it helps,

Thal is my impression, although a
purely subjective one. Alter all, | looked
under rocks and cobblestones for young
strugnling filmmakers of the calibre of us
here at LIFT, but could nat find them for
the life of me. They probably exist but
their existence is not acknowledged and if
| had more time perhaps | could have
tracked them down.

Those putting up a struggle trying to
scrape up some antiquated equipment 1o
shool on expired film slock handed over
from the vaults of some firiend of a friend
of an uncle of a former commie propagan-
da cinematographer, are elusive and invis-
ible. Those whose diverse visions and
thoughts can never vitalize a frame, let
alone a feature film, remain voiceless for
the lime being.

As Mr. Aleksandar Stankovski put it:

*Whal is life in comparisen to eternity
but one moment, and we live that moment
fully and unconditionally.”

Sandra Danilovic is a slruggling
Canadian-Macedonian filmmakar living in
Toronto.

NEWSLETTER
NOTICE BOARD:

the LIFT Mewsletter accepls story ideas on an

ongoing basis! —]
Need volunteer hours? Have a great idea? Arant? A rave?
Email Barb at Barbara_Mainguy@ivo.org, or phone/fax LIFT.

The next issue:
“Do-lt-Yourself”
Email me at: Barbara_Mainguy@tvo.orE g

Night-times at Geoge Brown

College
Beginners and Intermediate

12 Weeks each/$152 per course

Starts mid-September
More info: 699-4209
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Tough Bananas
_ Keith Lock & Lestie Padorr

Thursday, August 27 - 8:00 p.m.

CineCycle, 129 Spadina Ave. (between Richmond & Adelaid,

\' ] ke l (5 admission by donation
| free for LIFT members
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