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- editorial

cmething old, something new something bormowed and something

Elue, Mot weddings, soundtracks, those elliptical referends, bril-
liant juxtapositions -- those beats that a good soundtrack lays under the
material. Too bad you have to pay for it. Tips to a young sound scorer:
13 "Public Domain® -- this means work that was written long ago, so that
no one gets the rovalties any more. You can record it yoursell and not
have to think about rights clearances. 2) Not that happy birthday -- the
tune is owned by the notorious blackjack gueens Mabel and Millicent
Hill, dear little old lady marketing geniuses, alleged to have run a foeat-
ing crap game and ‘birthday party’ service (I said alleged) for which they
composed the ditty, thus spawning both a financial empire and the tacky
personalized gift industry that now includes family photos on (-shirts,
your-name-here coffee mugs and 'my own' computer-generated story-
books. Clearly, they were on to something, and they still are, looking
down from heaven and smiling every time someone so much as hums the
Mever steal from U-2 -- they get nasty. Always check to see who owns
the rights unless you are effecting a subversive political action that cen-
tres around appropriated images and tunes, in which case, good luck,
don't forget to duck. As Peter Dwyer points out in his article, original
tunes are best.

Sound doesn’t have to be expensive — LIFT has great equipment that
will help you -- hum a few bars straight into the mic' on the media 100!
Use the LIFT fx library in the protools suite and save a bundle on your
mix! Iknow someone who recorded a jazz band on one mic plugged
into a video editing deck and got a great soundtrack. Truly, digital has
caused a sound revolution -- no more lugging around piles of celluloid.

It used to require a forklift to move the elements of a mix, now you can
throw them into your knapsack. (There is of course contention -- Julia
Petrocar discusses DAT vs Analog in her article).

Alsc i this issue: Mare LaFoy guides you through After Effects,
Jason Romilly meditates on music, 5iSi Penaloza covers Images and
Bobby Nijjar Inside/Out. Chris Chong talks about fruit and film and
why you should mix the two, Peter Hasek reviews an After Effects man-
ual and David McCallum rants about the city. And, just because Rock
and Roll never dies and style is part of film, we have included pictures by
Roy Margues of the Andy Warhol exhibit .
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he board is hopping toward summer, with dancing visions of

sunny skies and production grants, Not only have we gol the
good old serivices-in-kind and cash money, but we are also unveiling e s e A o e ]
our shiny new, harrowingly awesome How to Make a Film course!
This is a comprehensive workshop for first-time Glmmakers who
want to mine LIFT's collective wealth of crafl, technical expertise
and gray matter. The June 19 deadline is, of course, appraoching
fast; details are available at LIFT - and elsewhere for all 1 know,

Of course, we are all slaves to capital, so how about giving it up
fior our loyal accoutnams, who have prepared an audit to maje us all
happy? One advamtage of having money as well as principles is that
you get to buy swil -- and we're dead on it, sialking a shiny newish
Super 16mm camera as well as other digial delights. it is one of the
pleasures of Boand membership to play patron to such worthy pur-
suits. Hope you can afford the insurance!

Another pleasure is going to all kinds of Commitiee mmeetings --
no, seriously. So let's strike up another one, ¢h? The Workshop
Committee has risen from the mothballs, allowing you member types
the chance to put your two cents in, and Shay Schwartzman is our
Board ambassador. You should probably join in.

And speaking of workshops, we're undentaking an experiment in
workshop partnership, joining forces with what's lefi of the OFDC 1o
present a Pitching and Packaging thingy, We figure these skills
which our embattled membership can put 10 good use, and on which
the embattled QFDC has the low-down -- so we'll see how it goes,
This one rolls into town on June 27 and 28,

Some good discussion hos been provoked by the recent sub-
dividing of certain equipment packages. Obviously we're look-
ing out for the members, and dont want to start nickel and dim-
ing for accessories. On the other hand, when extras are thrown
in with the package that aren’t always used by the filmmaker,
they are prone to neglect, as well as using up a lot of inspection
time for the Equipment Co-ordinators. So, with the proviso tha
we huard against knee-jerk for extras in the ulure, we approved
the following: the prime lenses will now be rented separately
from the camera, at $50/5100 a day; the high-hat and baby legs
will now be a separate package from the standard tripod at
S3/86 per day, and the filter set will be rented scparately at
51/52 a day. Hope everybody's OK with this,

Finally, some Board members are so damn active that they
haven't got time for the Board, harrumph!  Keith Cole, upon
stepping into LIFT's Special Events Co-ordinator shores, has
joined Chnsty Garland in leave-of-absence land and removed
one more chair in our game of musical quorum. See you soon,

EUyS.

On the Cover: Erin and Jay from
Kelly O'Brien’s First Comes Love.
Dg>3 kick off our big sound issue




upcoming festival deadlines:

s Sk . G15] O =
FESTIVAL /LOCATION /DATE: | DEADLINE: . TELEPHONE: [ E-WAIL: - (O.WEBSITE: JLiI/ES)

Canadian International Annual Film/Video Festival Barrie, Ontario TBA  06/15/1998 7057338232 ciaff @ iname.com
Locarno Int'l Film Festival  Locarno B/5-15/98 B/15/08 +41/91-751 02 32 pardo@tinet.ch  www.pardo.ch

Lucas International Festival for Children's & Young People’s Films Frankfurt am Main Sept 21-27/98  6/15/98 +49/69/212 333
69 or +49/69/620 167 filmmuseum @ stadi-frankfurt.de

Montreal International Festival Of Cinema And New Media Montreal (Quebec) 10/15-25/98 615/98 514-B43-4725  monfre-
altest &femm.com www.femm.com

Poprad 6th International Festival of Mountain Films Propad Oct. 12-18, 1998 6/15/98 421 92 721 060

St. John's Women's Film & Video Festival St John's, NF  Ocl. 12-18, 1998 61598 (709) 754-3141  filmfest@thezone.net
Festival Telescience Monlreal, Quebec Mov 15-17/98 6/16/98 514 849 1612 telescience@artech.org

Certamen Interacional De Video Veterinario (International Veterinary Contest) S0012-Zaragoza 1098 6/30/98

+34 976 76 16 17
Columbus International Film And Video Festival Worthingtan, Chio Oct 19-22 1998 7/1/98  (614) B41-1666
chrisawd @infinet.com

Menigoute International Festival of the Ornithological Film Menigoute 10/27/98-11/01/38 71/98 0549693009
Mature Film Festival Valvert Bruxelles, Brussel Oct 16-24/98  7/1/98 322203 4363

Reeling "98 ; Chicayu Lesbian & Gay International Film Festival Chicago, || 11/6-19/98 T/1/98 773 384 5533

reeling @ chicagofimmakers.org /fwww.chicagofimmakers org/reeling

Hawaii International Film Festival Honolulu, Hawaii Mov 6-13/98 & Nov 13-19/938 7/3/98 800 752 8193 (US) or 808 528
J456 (intl.) hiffinfo@hiff.org

Festival International Du Cinema Francophone En Acadie  Moncton, New Brunswick Sept 11-17/88  7M10/98 506-855-6050
filmzone @istar.ca

Vancouver International Film Festival Vancouver Bc 9/25/98-10/11/98 7/12/98 604-685-0260  viff@viff.org http:fiviff.org
15th bogata film festival sanlafe de bogota 09/15-23/98  7/15/98 282 5196

International Emmy Awards MNew York, New York  November 23 998  7/17/98 212 489 6969 www.intlemmys.org

New York Lesbian & Gay Experimental Film/Video Festival (Mix)  New York, Ny 11/88  7/18/98 212 501 2309
mix @ echonyc.com www.echonyc.com/~mix

Venice Mosltra International d'Arte Cinematografica, Biennale de Venszia Venezia 8/3-13/58 7/20/98 39 41/5218711
attivita.istituto @ labiennale.it
Venice Mostra International d'Arte Cinematografica, Biennale de Venezia, critics weekvenezia 9/3-13/98 TI30/96 39/41/5201959

International Videoart Competion Palmerma Oct2-10/98  7/31/9839 091 696 17 40 / 390 330 96 82 48
00253aaa@mbox.infeom.it [ imm.legg@imprese.com

Unesco Web Prize Paris Cedex 7/31/98 33 1 45 68 44 57 a.plathe @unesco.org

www.unesco.orgiwebworld'webprize

Cinanima '98 - International Animated Film Festival  Espinho Codex nov 10-15 /98  B/1/38 02 734 6015 cinanima & mail telepac.pt
Mostra Internacional De Cinema Sao Paulo International Film Festival Sao Paulo Sp Oecl 16-30/98  8/15/98 55 11 8B3 5137
or 55 11 3064 5819  info@mostra.org

Cabbagetown Film & Video Festival Toronto, OM  Sept 10, 1998 8/21/98 416-921-0857

39th Brno Sixteen Radicka 4 10/15-18/98  B/25/98 +42 5 42214625

First Prize Of The Cinema Of Religions 10/115-18/98  B/25/98 Contact 0461/210288, 0461/210232

Casa De Las Ciencias AwardsLa Coruna Tba  8/31/98 34 981 271828 domus@casaciencias-lc.es

Festival Du Cinema International En Abitibi-Temiscamingue Rouyn-Neranda (Quebec) 10/31/98-11/5/98 91/98 B19-762-6212
feiat @fciat.gc.ca htip:/fwww.fciat.qc.ca/

International Festival Of Films On Energy  Lausanne 03/11-14/98  91/88 410213103090 info @ fifel.electricite.ch
www.elactricita.ch

Toulon Maritime & Exploration International Film Festival Toulon Mov. 18-24, 1998 9f7e8  (33)94 929922 /98 20

Banff Festival Of Mountain Films Banfi, AB 11/6-8/98 911/98 (403) 762-6369  jodi_mcdonald @ BANFFCENTRE.AB.CA
http:iwww.banffcentre.ab.ca/CMC/

Rehoboth Beach Independent Film Festival Rehoboth Beach, Delaware  11/12-15/98 9112/98 beachrun@dmv.com or
jellingsworth @ yahoo.com www.rehobothfilm.com

Aix-en-Provence Festival Tous Courts Alx-en-Provence 30 Mov - 5 Dec /98 10M17/98(33) 42 27 0B 64 aixfilms @club-
internet.ir

Henri Langlois Int'l Film Festival Poitiers December 5 - 13, 1998 11/1/98 33 5 49 41 80 00 festival-poitiers @rihl.org

Guidslines and application forms for ths st of lestivals are on fla and available for photocopying (102 a page) al the LIFT olfice. As much a5 we'd e fa, LIFT st cannof take the fime out i fax fomms i membars.
Pinage do not ask. I you arg unabie i mtka i info e LIET office, rou wdll have o call the fesfival diractly 4o request an applcation fom.
The 199 edition of the AIVF Giside 1o Intemational Film & Videa Festivals is &n WMMHL%MMWMMNMW hmthuMumhhum
Megourge




Tha LIFT Programming Commiltaa is currently
accopting warks for considaration for the annual
Ward's Island Screening in July. Films should be
undar 15 mins, with 16mm prinis available for
scragning. Call Deanna for mors details.

For SYNC il the Second Annual screening of local
independent film & video shors. Students are wel-
com, $5.00 for 2 entries (screened on YHS video
projection). Proposals for Video installation are
accepted as well. Send of drop ol VHS Tape & fee
(statamant, bio‘cv) wSASE to SYNC |l c/o V tape,
401 Richmond Streol West, Suile ¥452, Toronto,
ON, M5V 348,

LIBRARY AND RESEARCH CENTER ARCHIVES
ON WOMEN ARTISTS - The Library and Research
Center ol the National Museum of Women in the
Aris in Washingion, DC mainiains files on women
anists who have had at least one solo exhibition in
a museum or gallery, (This requirement does niol
apply to women of previous centurles or to book
arlists.) Thie artists' files are available to museum
prolessionals, scholars, and students for research.
The liles may include the following material:
rasume, artisi's statement, clippings of newspaper
or magarnne articles, exhibiion catalogues and
brochures, reproductions of work. (max. 20 shdas,
transparencies or pholographs) To establish a file,

fuﬂding & grant

NATIONAL FILM BOARD
973-2235

FAP PROGRAM

Saptember 1

REEL DIVERSITY SHORT DOC APPLICA-
TION

July 31

CO-PRODUCTION AND FULL NFB
PRODUCTION PROPOSALS

June 26

APPRENTICESHIP APPLICATION
Juna 28

BELL BROADCAST AND NEW MEDIA
FUND

977-8154

balllund @istar.ca

www.bell.ca

August 1, November 1

ONTARIO ARTS COUNCIL
1-800-387-0058

8961-1660

info@arts.on.ca
www.ans.on.ca

Artists Film and Video
October 15t

hay charge a tee of 510.00 which covers the costs
al archival materials necessary 1o insure the prop-
ar prosorvation of documants for use by scholars
and studenls. Howeves, for those who cannot
afford ihis expensa, the fea may bo waived. Details
on submission on malerals to Archives of Women
Artists B available al
hitpeifwrarw.nmwa. orgfbranyfarchives/archgins. him

THE ANGEL ORENSANZ FOUNDATION SEC-
OND INTERMNATIONAL INSTALLATION ART
AWARD - Giving artists from all ower the world an
oppariunity to craate and presant thair work in a
unigue space in Manhattan. Located in a neogoth-
ic tampla at 172 Mool Street, buill in 1850 within
the Gérman Romanbc movemeénl. Proposals must
include a narrative and other miormprethve materials
of ideas o be developed specifically in two areas of
the space; one is 31" x 20" and 10" high, the olher
is 31" x 20" and 20 high. Both ovarlook the interior
of the templa and the skyline ol downlown
Manhatian, The winner will be given frea accom-
modation, workspace, basic tools and matenials for
o weeks in New York to build his/her installation.
An exhibition of the worlk will take place with a les-
tive opaning. A jury of distinguishad New York ari
critics will pick the first and second awards. All
interestad should send their proposals through
emall 1o award@orensanz.org o through postal

TORONTO ARTS COUNCIL

392-6802

Grants lo Visual Arisis (including Film/Video)
SEFTEMBER 22

CANADA COUNCIL

(613) 566-4414

david, poole @ canadacouncil.ca
yasmin.karim & canadacouncil.ca
Granis lo Film

NOVEMBER 1

Granis 1o Video Artists

NOVEMBER 1

Granis lor Mew Media and Audio Arls
NOVEMBER 1

Travel Grants

NO DEADLINE

contact karen.tisch@canadacouncil.ca

BBS/CJOH-TV CONCEPT AND SCRIPT
DEVELOPMENT FUND

(For all programming for TV)

Janel Sandeman, (613) 274-4213

AUG, 1, NOVEMBER 1, FEBRUARY 1,
MAY 1,

o ==1 0
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mail 16: The Orensanz Foundation 172 Morloll
Street New York, NY 10002 USA. Telephone
212.780.0175, fax:212.529.1864 The deadline i
July 1, 1998

TheatreFix Arts Festival anncunces is first eve
indepandent film compefiion. For the last tex
years, Iheir motio "Giving artists the chance i
shing®, has been directed al singers, aclors anc
musicians. In this, their third season, thay wish &
include Canada’s many young and axciling film
makers in this endeavour.

Tha Fostival is looking for indapendant fiimmakars
from across Canada io submil their works by June
22nd [llexible deadiine, kids. . .). Submissions wil
be viewed by the Festival Film Committee and the
winning directors will ba notified several waaeks
later, The winning fims will be presented at a gak
screening on Satunday, July 25 1908 at one o
Toronio's Festival cinemas.

All films should ba: Maximum length ol 15 minutas
Submitted on videotape for the commitles (il can-
diclates wish Ihe videotape reurmed (hay musl
send a sell addressed envelope with appropriate
postage).

Send to: 253 College Street, Suite 395, Toronto,
ON, M5T 1R5 N there are any questions, please
feel free 1o call Kevin A. Janus at (416) 825-8357.

Keith Cole wants you to
remember to save your

money for the fabulous

LIFT AUCTION

coming in the first yeek

of September

BBS MCTV

(To produce pilots for primetime broadcast
on MCTV)

Keith Campball 487-3770, Monigue
Johnson (705) 674-8301

Quaterly deadline, apply anytime.

JOHN SIMON GUGGENHEIM MEMORI-
AL FOUNDATION

80 Park Avenue, New York, NY
961-1660

hitp:/f207.86.8.66ndex. html

OCTOBER 1
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Welcome new members
as of May 98:

Christine

Andrecpoulos

Frank Bennett

Brian Chapman

Jerad Cordova

Andrea Cousins

Peter Dwyer

Saman Farazdaghi

David R. Foster

Jason Friedman

Drew Gauley

David Grant

Barbara Inoriliunas

Snow

Michal EKapral

Tammy Kenward

Amanda Lee

David Lilly

Anna Malkin

Simon Marcroft

Rudi Martell

Susana Molinolo

Jonathan O'connor

Miguel Morris Overton

81 8i Penaloza

Brad Peyton

Sylvia Schmidt

8tefan Oteen

Aron Tanny

Bonnie Whitehall

Heather D. Wilson

1ftgear & mac inations:

what ‘s new with equipment @ LIFT?

IMPORTANT NOTICE

LIFTs insurance deductible has been increased fo
53,000 effective immediaaly. Members are strong-
Iy encouraged lo purchase addiional insurance in
arder 1o lower the deducible.

EQUIPMENT NEWS

* LIFT will be purchasing an Aaton XTR Plus super
16 f 16 mm Camera. The . with zoom lens
and accessories, will rent for $1200day for ful
members and $240/day for associate members.
The Zeiss Prime Lens Kii (8.5, 12, 16, 25, 50 mm)
with Bayone! mounts, is compatible with the Aaton,
and can be used for regular 16mm shoots,
although the wide angle lnses will nol cover super
16, Until the complate Anlon package is available,
the camara will rent for $100.00Vday and $200/day
for associales, LIFT expects o have delivery of the
camara in Juna.

* The Studio Follow Focus kit and sliding base
plate, which was praviously included in the Zeiss
Prima Lens Kit, is now renting separately for
§26/day (full) and $50/day (assoc.)

* Wea purchased a used O'Connar 50 - 150 mm ball
fluid haad and Ronford legs. It is compatible with
the baby legs and hi-hat that LIFT currently has.
SGiday (Iull), $12/day (assoc.)

* LIFT has a 150 mm bell high-hat and baby legs
which can be used with the new O'Connor 50 or
the Sachiler & Wolle friction head. S3/day (full)
S6/day (assoc.)

« LIFT rents 3 x 3 Tiffen fiters (85, ND3, ND&, ND3,
B5N3, fog fters, eic.) for $1/day (full) and $2/day
{assoc.)

* The Media 100 has been upgraded o version 4.5
and the Mac operating system to v 8.0. Thisisa
major software updale with many expanded fea-
lures, especially audio mixing and the addition of
audio equalization. Members who used tha previ-
ous softwane version mey want read the updated
noles which are kepl ir the black binder in the
Media 100 suita.

+ The ProTools computer has been upgraded 1o
Mac OS5 7.6.1 and ProTools version 4.1.1.
Included in the upgrade laatunes a buill in graphic
equalizer and also the ability fo caplure VITC
timacode.

= The Crew List needs Media 100 Editors and After
Effiects / Photoshop Gurus. I you have thoese skills

a A5mm steenbeck and soundbench 1o LIFT. This
particular steenbeck has a buill in video camera
which allows users o0 make copies ol heir
workprints. Everything should be availabla for use
by the end of Juna.

*LIFT is in the process of building a B&W darkroom
for 16mm hand processing and basic 35mm print.
ing. We are looking for donations any darkroom
supplies, Please give!

The next Equipment Commiltee meeting will ba
held on Wednesday July 15 6 pm. & The
Manarch Tavem (upstairs) (Clinton S1., two blocks
south of College Street, It boasts lols of seating,
cheap food and drinks. Carolyn Wang ks ihe board
rep.

The next Workshop Committee meeling will bo
on Wednesday June 3 6 pm. @ LIFT. If you have
any suggestions for workshops or il you have an
interest in leaching a warkshop pleasa coma to this
meeting. Shay Schwarlzman is the board rep.
(Send suggestions 1o the attention of Robero: e-
mail - lift@inforamp.net, fax « 588.7017)

LIFT's Orientation will be held June 16th,
1998 11:30 am. - 1:00 p.m. The session is
for indiduals who have not familiarized
themselves with the co-op's facilities and
resopurces, Call 1o reserve a spol.
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Congratulations to LIFT member INSIDEROUT Festival Winners:

Bullock award forBest Canadian Work The Grace of God, Gerald L'Ecuyer Honarable Mention: Positiv, Mike Hoolboom, Until | Hear Fram You, Danle

Mcivor, Akau Framing Best Lesbian Short Sarah Abbolt's Why | Hate Bees , Honorable Mention Sabor a Mi Claudia Mogardo Escandia
Charles Si. Video award Best Emerging Canadian Filmmaker: Michael Caines' Fever. Honorable Mention Nicole Chung Spaze Jazz Eros

Audience Awards: Best Doc: The Brandon Teena Story; Susan Msuka & Great Olafsdottir; Best Feature - No ProblemAngela
Maccarone & Sleker Landstrasse; Best Short - tie: Jangri - Saflyz Randera, My Cunt, Deb Strutt

in production:

On the Screen:

Dacky T i
Bl Ma A Story
Thriller, 16mm, Colour, Mark Ahee
An insurance underwriter investigates a death, suspects foul play, A Soho Slory
and avantually tums into a serial killar himsalf. 16mm, B&W, 14 mins
Jane Farrow Ronaldo De Souza
Fancy Footwork Padre Lima - A Portuguese By Our Side
Super B, Colour, 20 mins Brazifians Al The Canbana
Pocos De Caldas-Health-Beauly-FProgress
post-production
, Darya Farha
Sarah Abbott Sue Georgiou Full Service Automation
A Hamlel (Working Title) Hand Of Love Animation, Experimental, 16mm, Colour,
Experimental 16mm, , 30 mins 6.32 min

Documentary, 16mm, super 8, Colour And
B&W,

Hand of love draws a comparison batween
masturbation and art. It's based on the
cliches of art school through sex and

Full service automation is a non-narrativa
experimental animation. Characterized by
movement thal is barely possible, incoher-

Mark Ahee humour. ent, or withoul apparent motivation,
Sweet Thing though, itis a deliberately broken or failed
35mm, Colour, J.P. Maijala animation. The body here becomes some-

fker thing unpredictable and unknown, unat-
Mark Ahee Thriller, 16mm, Colour, feature tached from the usual meanings, but also
Love And Belrayal seems 1o feel more intensely. The resull is

16mm, BEAW, 34 mins

Daniel O'Connor
Stand By Your Booth

an unsetiling and ambiguous immediacy
that is identified with both suffering and

Mark Ahee Comedy, 16mm, Colour, 24.5 mins pleasure,
Azsoholic Two disillusioned escalator handrall sales-
16mm, Colour, 84 mins men dacide tn have an afalr with two indus-  Sue Georglou

trial cleaning chemical wemen at a trade The Mechanical Bride
Gavin Caradonna show. 16mm, BAW, 5 mins
On The Edge
Drama, 16mm/super 8, , B min Vicky Peters Michelle Messina
Jack comes home after being fired from work  Fool's Chess Fruitful Sex

only 1o experience one bad tum of events
after another. He decides to end his fife by
jumping off the Brooklyn bridge. Jus! as he's
about 1o jump he's confronted by himsell and

Marrafive, 16mm, Colour, 24min
A black comedy aboul playing games with
death.

Animation, 16mm, Colour, 2:36 mins
Fruitful sex is about a committed couple's
life and sex.

weighs the reasons to jump or not. Eric Vinet Kwan Ho Tsa

Untitled Double Concerto
Michael Dorn Drama, 16mm, Colour, 12 mins MUE_"U Video, 35mm, Colour, 3.25 mins
Darryl A film about undercover police Art video using modem ballet, classical

Comedy, 16mm, , 23 mins
An itinerant workman inadvertently brings a
couple back logether again.

music and experimental film techniques of
using the film camera as projector and ver-
tical framing
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Christina Zeidler & Gillian Frise

Dogboanning
Xtreme Sport Experimental Instructional
gldan 8, Colour, Media 100 edited,

mins

Rejected as an Olympic Exhibition sport,

this tape lays on the |lI‘IE.Wthﬂl'Ig.IiSh and
triumph the girls and their pets e

in xtreme sport compition. Their unly hopa
now Iaiha Flu‘;ral b‘:‘inlw[-‘n!r.
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Images by Lewis Cohen

Compiled by Jon O'Connor

He Who Gaffs Last - Gerry Mendoza just
finished gafiing a Direct Response commer-
cial and will be gaffing on a Big Star Motion
Fictures project, '‘Commedia’ a television
series pilot. Gerry also has projects in devel-
opment with Adeena Karasick a spoken word
artist and jazz vocalist Margonn. Visit Gerry
on the web at www.intarlog.com/-gmen-
dozaMome.html

Derek Roemer's 15-min, 16-mm colour film
The Copywriter was racantly complated and
a screening 1= being planned for mid-June.
Minor Pane -

Eric Vinet is now into the sound editing of
his 17-min drama called The Flipside of a
Different Pane’. The colour 16-mm film is
actually a pitch to a lamger film and is being
solicited 1o a number of festivals

Reach for the Sky - “'m terribly excited”
says writer/director Sky Gilbert, just hours
before the world premier screening of his film
T Am the Camera Dying' at the Inside Out
Film Festival, Shot in black and white, the 30
minute, 16-mm film is also to be played at
the Vancouver Film Festival alongside its sis-
tar film My Addiction’,

who/What June 98:

June Bugs - 'Snailfingers’, written, directed
and produced by Alina Martiros is praparing
o go into production. Shooting is expected to
start June 8th and is anticipated to last
seven to 10 days.

What's in "Le Store” - After scooping two
prizes at HotDocs for ‘Rememberning
Mermory’, writer/director Lara Fltzgerald |s
onto her next project 'Le Storg’. Working with
MFB producer Yves Bisaillon, this one-hour
documentary explores the frontier outfit that
competed with the Hudson's Bay Company
in the early days and why they have bean
ignored in Canadian history. It will be shot at
locations around the world including France,
Morthern Ontario and Quebec and in
Western Canada. Major work starts in July
and is will be completed for next summer.

Rough Daddy - Tim Dashwood is just finish-
ing up postproduction on the ‘Limo’, and will
then begin post on ‘Daddy, tall me a story..".

WE WANT PICTURES FOR THIS COLUMN!!
Even if you don't have a blurb ready, get a picture to the
LIFT Office (make sure to clearly write/attach the photo

credit and picture information to it)] We want stills, on
location snaps, video frames, graphics of any kind..

Member News Submissl ons:

Newsletter Committee member Jon O'Connor, (416) 289-1517,
joconnor @interlog.com. has taken over the member news duties! You
can emall or phone Jon with updates and news of your film's progress!



After Effects:

Review:

Classroom In A Book

Adobe AfterBffects is so dense, the only practical way to *really*
learn this software application is to find a guide that will hold your
hand and "walk" you through each tool and icon on the desktop.

ortunately, that "guide™ comes in the form of a serigs of

books, published by ADOBE, called Classroom-In-A-
Book. There is a book for Photoshop, lllustrator and other
ADOBE applications. However, this review will focus on the
book for ADOBE AfterEffects called*AFTEREFFECTS:
Classroom-In-A-Book®.

"AE Classroom”® is a tulorial guide which contains 10 seli-
sludy lessons thal provide a thorough introduction to the com-
ponents and tools of ADOBE AfterEffects. |l also has a section
on the technical aspects of getling film and video footage in-
and-out

of the digital domain.

The book | used for this review was published February
1996. It contained a CD-ROM with all of the sound files, clip-
an and digitized film and video footage needed to complete the
ten lessons.

Lesson One is a demonstration of what you will learn in
Lesson Two.

Lesson Two contains step-by-step instructions on how lo
create an animaled “intro® using scanned images, graphics
and type crealed with lllustralor. The tutorial walks you through
the procedure of placing each element into its own layer...then
you'll learn how to adjust transparency, lade, dissolva, zoom,
pan, tilt and rotate these element over a period of 12 seconds.
Later lessons cover advanced temporal effects like morphing
and edge biurring 1o reduce the skipping effect.

After | compleled Lesson Two, | was able 1o jump straighl
lo Lesson 10 which covers the molion and keying lools | need
for comecting camera shake and performing bluescreen work.

AE Classroom lakes formula approach to introducing a
lool. It goes something like this:

{1) Find this icon in such-and-such window (see illusira-
tion)...

(2) “Chick® on this icon and notice how it does this-and-
that...

(3) Now “click” on this icon again; this time, press the

COMMAND, OPTION, DELETE keys and hold the
mouse between your teeth while lapping your left fool.....

(4) This icon will be used in Lessons 3 & 5 for such-and-
such purpose..,

Seriously! It goes on and on like this until it seems like
you've tried every icon in the application.

For me, this is the best way lo learn software. With AE
Classroom, | can leam AfterEffects by myself, on my own lime
and at my own speed,

The only real problem | experienced with AE Classroom wa:
with the books binding. I've used four separale copies and no mal
ter how careful | was, the pages slarted to separate from the book:
spine. Someone who witnessed this joked thal the book was or
chemotherapy.

Patar Hasek

Future Articles About AfterEffects

In-House Film Test

In the manths ahead, Peter Hasek will take you through the process of dig
ititizing 10 seconds of 16mm loolage, comecting for camera shake will
AfterElfects, and then outputting this footage back onio intemegative
stock...or onto a video tape format using facilities thal are available to LIFT
members,

Paler Hasek has been an awd (pun intended) abserver of the digital filr
scene since 1881 when the first electronic pre-press systems came fo mar
ket. He will be reviewing other books on AfterEffects as soon as the pub-
lishers sond him free copies -)

Ballerina
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Books on Mapkin Folding can also be dense of
I8 thot just Napkin Folding? or maybe it's that
napking are densa?



After Effects:

The Effects Fix is in and Mark La Foy
will tell you how to get what you can

Project Untitled @

chester mov w, used 1 fimg

160:x 120

4 0:0001:06, 1000 fps

256 Colors

Cinepak Compressor

Namne Tuyps

] compisition Composition
(L ehester mov] QuickTieme M)
O3 gates30.160moy  QuickTime M
el whosh Movie QuickTime b

Thc constant push for speed on the hard-
ware side of the consumer computer
industry has progressed to the point where price
and raw processing power have pul once unimag-
ined power in the hands of creative people. With
LIFT's acquisition of the Media 100 and ProTools
Suite, they've made some major changes to the
way filmmakers put films together. Adobe
Corporations' After Effects software, running on a
Macintosh or Wintel computer, offers dizzying,
new creative options to molion picture makers. In
fact, making those "choices” is aften the most dif-
ficult part. But more on that later..

At first glance, After Effects is so densely
appointed with palettes, timelines, controls and
watcha-ma-call-its that your first impulse may be
uo just forget alrour it and stick with the basic
transformations that the Media 100°s interface
offers. In fact the whole "digital” thing is a little
hard sometimes for old emulsion-guys like me to
get my head around. However, if you can dedicate
some time to making it over the initial steep
learning curve, it opens up to reveal some honest-
to-goadness amaring new possibilities that were
previously unavailable to filmmakers - especially
at an independent level. You don't have to use it
to produce effects that are coldly digital or gim-
mick laden,

Basically, After Effects is a compaositing pro-
gram. It allows the user to take digital still,

O=———— itompistim=———— &
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maotion video and audio sources and combine
them in myriad ways. Within the After Effecis
interface, elements are first compiled together
into a “project’ and placed in a frame as 2 com-
posite. A composite might end up being be a
scene, 3 short shot or just one frame. And while
projects can also contain many different compos-
ites that share the same elements, for simplicity's
sake we'll talk about a single composite.

You position your el:ments within the comp
window, (fig. a) which t:kes on the visible ratio of
whatever format you choose to work with. After
Effect is preset for common film and video ratios,
width by height, expressed in pixels. An NTSC
video image is typically thought of as 640pixels
wide x 480pixels high, but any custom size may be
used., 'Grids;, ‘title-safe” and "action-safe arcas can
be overlaid for use in positioning elements.

After Effects central theme is layers. Lots of
layers, { The promotional literature indicates you
can use up to 63,000 layers!) Each of your ele-
ments sits on an individual layer in a "virtual®
stack. The real power of After Effects occurs when
you add time to this mis, or more precisely,
changeover time.

The timeline (fig. b) tracks every imaginable
specification of each of your elements: position in
space, scalefsize, opacity, rotation and other quali-
ties as you add special effects and filters to cach
layer. All are laid out in a logical, hierarchical

fig.a

fashion that is familiar 1o anyone who has played
with the folders in the Macintosh Finder. The
timeline can be incremented in just about every
conceivable standard film or video frame time
system, as well as most versions of timecode, for
casy synchronization with almost any original
source. Audio tracks can be imported with wave-
form plots for precise visual synchronization,
Time controls gives a familiar tapedeck-type
interface to your position on the timeling and
offer "scrubbing” features for quick, repeat pre-
view in both forward and reverse maotion,
Elements added 1o the timeline are therefore
manipulated over time, by changes to their indi-
vidual properties. Keyirames are markers along
the timeline that indicate points in time in which
changes oan elenent ae initiated, Elenents ae
added to the timeline by dragging them from the
project list to the comp window. Each property is
completely "tweakable” with use- input defined
numeric values, Keyframes can be set at precise
time code positions as well as, element’s in and
out pasitions in time. The basie drill is 1o place an
element, set its opening properties, drag the time
marker te a new point along the timeline, reset
the specific propertics you want to see changed,
and set a new keyframe there, Afier Effects inter-
polates property values automatically between
these two points in a linear fashion. For example,
setting an object’s start on one side of the frame



at the first keyframe and then on the other side of
the frame at the last keyframe will result in a
smooth move from side 1o side. Additionally, rates
of change can also be tweaked 10 "ease” in or out
of a particular change at user specifiable rates or
with organic distortions, adding realistic caniera
shake, for instance, 1o a panning shot. Powerful
keylrame assistants filter offer powerful ways of
mianipulating these complex changes.

Each element layer also features its own built
in masking features, allowing the user to selective-
Iy mask out parts of an image constantly, or
changing over time. Plotting the changing shape
of the outline of the mask at points on the lime-
line alwo allows you 10 work with both moving
and morphing mantes — After Effects automatical-
Iy imerpolates the mask shape and position over
time = a real time-saver. Masks also have user-
configurable soft, feathered edges for collage and
soft drop shadow effects.

More complex matting is available through
the elfects menu including both chroma and
luminance keying and alpha channel matting
allowing you to import custom elements generat-
ed in other programs — or with channel opera-
tions or transfer modes - to even use other origi-
nal source material as mattes or filters. The cffects

menu also mcludes custom blur and sharpen, dis-
tortions, image controls (brightness and contrast,
colour balance, levels) and perspective distortions
for 30 simulations with 210 images. The motion
blur feature gives realistic interframe image
streteh to elements, handy when reducing strob-
ing from moving hard-edged objects like scrolling
text and moving graphics.

Being an Adabe product, Ater Effects also
utilizes a plug-in filter architecture to extend the
original feature set of the software by opening up
the specifications to 3rd party vendaors. (This
means you can use other software with this pro-
gram). There are currently at least a dozen third
party vendors offering hundreds of individual fil-
ters - each more mind-bending than the next. As |
started out saying, it’s these myriad choices that
alten make it difficult to add “just one” effect. The
tempration is there to manipulate ad infinitum
(or is that ad nauseum), and often with decreas-
ing returns.

Once one has tweaked things just so and
completed a composition, it comes time to ren-
der. Although After Effects offers an impressive
preview during the construction process, it simply
can't render realtime, full-motion video, especial-
ly when many layers and filters are involved.

I.IFT I'.‘nm!
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[[] Enable Frame Blending
[;] Enable Fothon Enu-

Therefore, one must set the software into the ren-
der mode to create cach frame, in full resolution,
one at a time, in sequence - 3 process that can be
incredibly time-consuming, but with impressive
resulis. Rendering can be done to various inter-
laced video formats, Quicktime™ maovie (a digita
media format that the Media 100 uses) or indi-
vidual frames for imaging to film. While very
expensive (a least 2 dollars a frame), imaging 1o
film is an option that opens up amazing new pos
sibilities for those wishing to stay on sprockets -
and depending on your needs, can offer a sub-
stantial cost-savings over traditional film opticals.

Some of the really great studf out there is
coming oul of dining room table deskiop
production companies, and with digital film festi
vals popping up left and right on the web, there
will definitely be more venues for it 1t's an excit-
ing time to be an imagemaker, and tools like After
Effects will continue to take an important place ir
it

Mire LaFoy s a computer-friendly filnmmaker
ared griaploic drinst,
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In an ideal world. the sound of
1t was suggested in am old
gsound was lagging behind not
gsound recording itself.
of film audio recording that is
as the process of
ing, DAT,
with the
mind.
format

machines and work stations
indie film crowd.

is cheap, and there

So whare doas this leave analog sound? While some big
budget movie types still use the 1/4 inch format, begging batter
sound, analog is otherwise taking a backseat to the digital
approach, as more and more people are learning and apprecial-
ing the new technology, and the technology itself keeps pro-
gressing. The dilferences between the two approaches are
heard in the recording, transfer and editing, and the quality of
sound in the flinal product. To find out more about these diller-
ences, | asked three genllemen, Larry Johnson, from Sound
Techniques, David Rose, a sound engineer at Casablanca
Sound Services, and Daniel McGill, a working sound recordist in
the city, whal their opinions were regarding digital versus ana-
log approachoes to film sound.

While the digital came out as the favourite, the general con-
sensus was that il you have high quality equipment of either
kind, and a skilled recordist to boot, the difference in qualily is
negligibla,

Recording on a DAT appears lo be favoured over racord-
ing on a Nagra. However, both require a certain level of expear-
tise, and both give a pleasing result if operated by highly skilled
recordists. The DAT, though, offers some advantages that the
Magra doesn’l. For instance, format. DAT casseltes are rela-
lively cheap to buy, and easy to use. They load faster than 1/4
inch sound stock, and and hour and a half cassetle lape is more
efficient for localion recording than filteen minutes of reels.

DAT machines tend to be lighter and more portable, and the

a film would be as
film textbook of mine
only developments in
independent of film.
changing the guality of movie sound,
recording and editing
for edicting are
Why? The words
The sound gquality on DAT machines

is more room for creativity in

important as the image.
that technology in film
cinematography, but also in
1990*s has seen a new wave
48 well
A= The vse of digital sound record-
fast becoming popular
fast, cheap and efficient come to
is pleasing, crisp and clear, the
the editing stage.

The

vigual display, says Daniel McGill, is easier lo read. Also, with a
DAT, the recordist has the choice of listening 1o either the play-
back, or the actual sound being recorded. This is good for any
recording that requires some manipulation of levels for optimum
sound. With the Magra, all you hear is the playback. DAT bat-
lery power is easier to monitor, and due to ils format, DAT wipes
oul virtually all nasly tape hiss the Magra can yield. And the DAT
gives a crisper sound, with better qualily in the lower levels.,
although the Magra does offer a warmer sound, with more natural
sounding distortions.

But don’t go buying your sound recordisi buddies DATs
just yet. Larry Johnson holds firm to the beliel thal unless
rocordists know exactly whal they are doing, troubleshooting a
DAT may nol be as easy as lroubleshooting a Nagra. In other
words, if your DAT has a problem, then you may have a problem.
Howeaver, if you use a Magra of inferior quality and run into
some difficulties, they will be more noticeable in the long run.
Whereas sound problems incurred on a DAT stand a better
chance of being saved and thus covering your lilm sound ass.

Built-in dynamic range compressors and error correction
that mutes {just nod your head and smile} are only two of the
problems pointed out in DAT machines thal, again, with lack of
skill on the recordist's part, could resull in lack ol good sound on
the film's part.

In sound transfer and editing the digital approach appears
to have more advantages. This to me is realfirmed by the popu-
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larity of editing on digital work stalions. While the sound
recorded from a DAT can transfer nicely into a work station,
and from there onto a DABB format, the sound off a Nagra may
go through some signal degradation caused by analog to digital
conversion. 5o, changing formals in digital sound provides no
loss of audio quality. Magras can alse have signal degradation
by negligence in an optimized environment, such as a machine
that is improperly maintenanced, or the use of the wrong tape.
According to David Rose, it is quicker fo align sound retrieved
in digital than analog when transferring. However, Larry
Johnson claims when he is transferring and loading sound he
can hear clappers at high speeds with analog recordings,
something which helps him find reference points easily. With
digital he has no way of knowing where things are in relation to
sound and film - unless it has been time-coded, an expensive
oplion.

Other complications can arise with digital transfers. For
example, if the racording is transferred via scanner as opposed
to a lelecine transfer, there is a delay on the film as it becomes
video, forcing the location sound for the DAT to work around
this. Fixable, yes, but “hassle” and “free” are two quite
appealing words when choosing a mode for recording sound,
no? Larry, David and Daniel all agree that digital editing is
more efficient, with grander opportunity for creativity. Plus, it is
easier to solve problems that may have been unsolvable when
warking with 1/4 inch tape, culting and splicing. As Larry
Johmson says, digital is “phenomenal for ... cut and paste deci-
sion making.” In the final analysis, for editing and recording,
Ihe operator needs to be well-versed in the operation of record-
ing and editing equipment, and the more skilled the operator,
ihe better the sound.

In terms of sound quality in the final product, we are
really splitting hairs in deciding which format provides the best
sound. Apparently this is an ongeing debate, which supports
the idea that if you have high quality digital equipment, you'll
also have high quality sound, and vice versa. Or, if you have a

by Julia Petrocar

highly skilled recordist who knows the in's and out's of whicheve
medium, the sound will be high quality too.

The final product does not offer much feedback in helping
to formulate an opinion as lo which way, digital or analog, is the
best. Ultimately, the dilferences are barely noticeable if the
soundtrack is on the film. Optical soundiracks can get scralche
and dirty along with the print they are on, leaving the film with
rough sound, and allowing digital soundtracks to become fasl
favourites with audiences. Musicians have been recording with
digital sound technology since the 1980's, and film lechnology
itself has advanced in other areas, so it is about time film sounc
fimally jumped into the digital age., The use of DAT machines,
digital work stations as well as the digital soundtrack is only the
beginning, to be sure.

When choosing how to record sound for your indepanden
film, certain criteria have to be considered, and judging from the
opinions donated by these gentlemen, it seems the DAT and dig
ital work slation approaches are the best. That is not to say
analog is inefficient and unreliable or can mess with your sound
it is to say that in terms of coin, ease, even creative freedom,
digital is the way to go. The fact that technology is perpetually
advancing, which can surely only enhance film sound quality, is
also a point on the side of digital sound.

The analog appreach, however, is still worthwhile for the
aesthetic reasons: the handling of stock, and the use of a benc
tor cutting and splicing in editing, are things which can enrich a
true film lover’'s experience. But the future of film sound appear
1o have arrived, and there does not seem to be any necessary
argument for fear of it. With much time and energy put into
lzarning all you can aboul digital sound, from recording to edit-
ing to the final soundtrack, an excellent product is out thare.
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Playing Their Songs

Peter L. Dwyer

S ome of the industry rags that I've read lately have noted that
there is a relatively new trend developing in the film indus-
try. Specifically, 've got a kickin' script, good but unknown directar,
good actors [no star value though) and thus no marketing hook.
What doas one use to capture the feel of a project and give some-
thing away about the film without saying, "Hey, it stars Harvey
Keitel.” It seems that lately some independent directors and produc-
ers are wsing their soundtrack to position their work and attract ar
maintain specific audiences. | can tell you fram personal experience
that if you gaing to run the recerd company gamut to build your
soundtrack you'd better start early. Some companies are very good
about returning calls and directing you to the right office, others
not so much. But there is help.

The Canadian Musical Rights Agency Ltd, [CMRRA] is in the busi-
ness of representing the interests of a piece of music's publisher,
David A, Basskin, President of the CMRRA, says the agency can offer
a producer, "one stop shapping' when it comes to ebtaining licens-
ing releases for your next project.

Basskin emphasizes that it's very important to start early when
seeking permission to include specific tracks in your next project.”|
don't know how many times a producer has shown up at the office
saying, ‘Here's the list of songs, I'm scheduled for release in seven
days and need clearances right away.' Sometimes It just can't be
done.” He also says it's important that a producer/director have an
altermative list of songs needed to complete the project. Basskin
says some songs may require clearance from as many as five differ-
ent parties. ilf the approval clears four out of five hurdles and the
fifth says 'NO' then the thing is dead. There's nothing we can do,” he
adds.

The CMRRA does go out of its way to make the process as easy
as possible. They have a website (httpy/www.cmrra.ca) that is com-
plete with contact names and numbers and even an electronic form
that allows you to inquire about a songfartist/publisher while at the
site. A complete explanation of the process can be found under the
‘Synchronization Licensing' heading, The site automatically sends

you a reply farm verifying that the request has been received. As for
the turnaround time, Basskin says every case is different. Some can be
very straight forward, others very comple:x,

The CMRRA doos not accept requests for "free use’ of music. They
are, after all, an agency. Considering that fact, they're paid a percent-
age of what they bring in for their client {the publisher) and any per-
centage of 0 is 0 and that doesn't pay the rent,

A Synchronization License allows you to reproduce a music com-
position only. The benefit is that the license allows you use of the
song. You can save a few bucks - in some cases -- if you have some-
ane else perform the music, It would seem to me that, the economies
set aside, if [ were using the soundtrack as the so-called marketing
hook I'd be after a copy of the master recording. But that's up te you.
| should take a second to emphasize something here for those look-
ing to use original music and original recordings. Remember, you
need permission from the song's writer, the performing artist, then
the record company for use of the master. Basskin also mentioned
that it's important to be very specific when describing usage. He
mentioned that sometimes things get changed during production,
and that if there are any changes deals need to be rewarked. If you
license the wse of say 5 seconds of a song and then use 15, the deal
should be amended.

That brings us to contacting recard companies directly. To get a
sense of a record company’s take on soundtrack compilation | spoke
to Kevin Richards, Manager of Film and Television Usage at Sony-ATW
Music Publishing Canada. | should note at this point that -- if the
artist is signed to a major international label - in many cases you'll
need to contact the international business office usually located in
Los Angeles, CA.

| approached our conversation from a producer's angle. Sort of
probing the issue from a *How's it work?® and "What are you willing to
consider?” angle. Sony’s Richards stressed -- as did Basskin from the
CMRRA -- that each deal is different. "Nothing,” he says, "is carved in
stone.” Any situation with this kind of flexibility translates into a test
of your creativity and negotiating skills.
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Let's start with a ‘permission to use existing material’ scenario.
Record companies represent both their own interests and that of the
artist(s) involved. Richards says each project is evaluated independent-
ly. Here's the breakdown of the elements of the deal: the project
(seript), participants (director, producer), the music or song (repeat the
entire process for every song used), and the artist. Because every time
a recond company is contacted the so called "'mix’ changes, every deal
is different.

Independent evaluation means they look at every companent of a
producer's proposal, He reads the synopsis — and then reads the script
« to determing if the record company and the artist want to be cons
nected with the project. If the record company thinks there's a chance
that connection with a project would be in same way damaging te the
artist of récord company they'll pass.

Richards says he then assesses the position of the artist. That is,
"What's it going o do for the artist? The answer to that question
makes or breaks the level of flexibility you can expect from the record
company. Richards says every angle or question that can be asked from
an artists’ perspective needs consideration. Does participation mean
some additional sales of a record? Will it mean some extra exposure
for the artist? Does the artist actually need it? (These aren't Richardy’
words, but if the artist is already an international hit the only thing
you can really do for them is put some cash in their pocket. | didn't
even ask Kevin what kind of figures to expect here, Hey, let's face it il |
was dolng projects with six or seven figure soundtrack budgets | prob-
ably wouldn't be writing this right now.} Artists that can use the
extra exposure your project can offer are your best bet, Artists needing
exposure can be new up and coming acts or acts that are longer in the
tooth and in need of a career boost. As a budget-sensitive Canadian
praducer, with and eye to funding. | would recommend using artists
that help you maintain your Canadian Audio-Visual Certification Office
(CAVCO) points. Some funding programs require a score a3 high as at
least B out of 10. But | digress—.

Now for the deal... Sony’s Richards really emphasized that every
deal is different. You really can get an agreement that will fit your bud-

149 Using an amnidirectional microphone for car
location interviows. 1 can be posdoned betwesn
the principals, usua'ly wilh Wie e fof reposhanng

af least in quitt surraundings

geting needs. Richards says some projects are given a usage agree
ment for a selected number of film festivals only. He says, iThat
allows the producer to put off paying for music rights until there i
a theatrical or broadcast deal.” This ks the part in the anicle where
really wanted to try and give my fellow L.LF.T. members a sense of
what people are paying for rights associated with soundtracks.
There's anly one prablem. With every deal being different there's
no reference point to start from, Richards adds, *Agreements have
many different factors. Since a song is attached to a film for it's
entire life -- and that can be a long or very short period of time --
what the long term effect of using the song is can make a
difference. Will the song be forever connected with the film? How
long is the agreement in effect for? Is the deal in Canada only, or
Canada/Us, or worldwide? It all makes a difference.”

Will record companies go for agreements that allow gratis use
of music for non-paying display with % of sales backend?
According to Richards the answer s, IYes.” There is a bit of 2 catch
though. You see a deal of that nature relies on the record compa-
ny's entrepreneurial spirit. That means that, as a percentage of
sales, the record company will be looking 1o receive more in pay-
ment for the risk taken. There i5 one more scenario. But | sus-
pect that it may not come up loo teo often ameng the member-
ship. That is having an artist produce a song specifically for your
project. Richards says there can be a great deal of room to play
with here as well. Particularly if there's an artist involved wha's
looking far a project where she/he can really let their creative
expression flow, Career needs a boost? Better yet!*Artist really like
the creative freedom film projects offer,” Richards adds,




THE

hen it comes to filmmaking it seems as il sound is often an

afterthought, used to fill in the gaps. If a dramatic scene
isn't working, it's fairly easy to slap a melodramatic score on to it to
cue an emotion from the audience. 1f your characters are in the
forest, you can add the wind in the trees, water rushing in the dis-
tance, all to add to the realistic nature of the forest. There are,
however, 50 many oplions in the use of sound thal can creale a
whoie other dimension to the film and even clarily the filmmakers
intentions.

In my last short film, Alone, T went the fairly conventional route,
The narrative was disjointed and the acting almost documentary
style, making the film somewhat difficult at the outset. 1 decided
that to increase the audience’s sympathy for the characters 1 would
go with a more-or-less conventional musical score, something rec-
ognizable they could grasp on to in the midst of the other unconven-
tional elements. In my new short film, Spent, 1 plan to place more
emphasis on manipulating the dialogue, music, sound effects and
ambience.

I love the way the music can play on people’s expectations, A
perfect example is Blue Velvet. The film opens with a flowing cur-
tain of blue velvet with calligraphy-like titles, the music is orchestral
and lush. Instantly conjuring in the audience images of melodramas
from the forties and fifties. Then the film leads you into a world of
torture, voyeurism and depravity. Another example is the use of
Singing in the Rain over the rape scene in A Clockwork Orange. The
music seems like a completely inappropriate choice, but the pairing
of good memories from the classic musical with the horrifying scene
makes it considerably more disturbing.

Spent is shot in black and white and has a film noir, retro look.
When I discussed the film with my composer, James Cavalluzo, we
both instantly agreed on an approach to the music: the score should
start off with film noir type music, playing up the kitsch aspects of
the film, almost as if it's a comedy. Then, as the film slides into 3
dark storyline, the situations become more realistic, the implications
more disturbing, our original score will slowly mutate into an alien
sounding electronic score, until it's just noise. Hopefully, this will
express the alienation the lead character begins to feel. [ like the
idea of building up a world with preconceived notions and then
slowly dismantfing it to create an unsettling experience.

As 1 was watching Contempt by Jean luc Godard recently I was
reminded of what a master Godard was at using sound. He used
surges of big, Hollywood type music in scenes that didn't necessarily
have any dramatic content. Even sound effects, like a typewriter,
were occasionally turned up so high as to obscure the dialogue. The
effect is disorienting, making the audience aware that they are
watching a film -- an effect that works well in this case since the
film is about filmmaking. It is almost as if the contempt of the title
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is aimed at the audience for buying into the illusion we call film.

Mismatched ambience or sound effects can have a similarly dis-
orienting effect, or provoke the audience. Let's use the example of
the forest I mentioned in the first paragraph. What would happen if
we were to use city ambience over our forest scene, cars honking
and people talking? It would create a complelely different scene. It
would raise question. Are the characters still in a city mind-frame?
Is this forest about to be cut down to make way for the city? One
day I was looking for the perfect temp music for one scene in Spent.
I couldn't find anything suitable for a fairly disturbing scene in a
park, Then I started looking through sound effects. I listened to
several but one was oddly perfect, even though it had nothing to do
with the park: it was the sound of waves crashing on a beach during
a vialent storm. I think I will leave it in the finished version of the
film because I have my own ideas about what it means, but it's mys-
terious - the audience can draw its own conclusions.

Guy Maddin is an interesting filmmakers for several reasons, one
being the way he manipulates dialogue. In Careful the tape hiss is
added to the dialogue just to make it sound terrible. The effect is of
an ancient film that has been through hundreds of projectors, its
optical track now scratchy and barely audible. There are many ways
the human voice can be processed. Just think of rock bands and the
way the lead singer manipulates his voice through technology
(reverh, distortion) for a different mood on each song. James and |
were listening to snippets of dialogue from forties films and he
noticed how compressed (tinny sounding) the dialogue was. Now we
are going to try that on Spent to give it even more of a retro feel. 1
don't want the effect to be too distancing so I'm not sure if that's the
way the dialogue will be in the final product. It's an experiment, but
with technology like Protools it's easy to do.

My favourite use of sound is still absolute silence. It's something
I havent been able to use in any of my own films yet, but 1 really
want to. Silence, in my mind, is one of the most powerful effects in
film. When the sound stops, the audience suddenly engages deeply
with the image; time seems to stand still. It can add beauty to the
image, making it somehow poetic, giving it power.

Of course I can still get suckered, tears running down cheeks,
while the orchestra works overtime — it's part of the magic of film.
All 'm saying is that T always keep mysell open to other oplions.

Jason Romilly
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Oﬂl!-' three people offered me business cards with rabsed letters. Only ane
mobile phone went off during opening night's screening. The Images
Festival is not the fBcilitator-du-jour of filmmaking as transgressive chic lifestyle.
Super B as latest acoessory, 1o match those big pouffy shoci. Not that Images was
short on style. When a festival assumes the premise that anyone can make a film;
that filmmaking is accessible - it opens the floodgates 1w anything with sprocket
holes. There were some self-indulgent, “hip® sell- marginalized, stupid works in the
programs. Regardless, Images is about creating a venue for these otherwise “imvisi-
ble works® for better or worse. |, for one, had big fun al Images, F'm glad they do
witat they do. No one elic is doing it taking these risks. As a festival, Images has
an amazing, almost existential coherence; in and of el challenges what a festival
can be.

Having just moved back after studying and working abroad in Portland, Maine
and New York, I'm a little green on my home town film scene. Images was a great
introduction to the film community. Ambitious programmers Stefan St Laurent
and Paul Lee brought an impressive callection of obscure, wacky films and their
miakers to Toronito (80% of films screened at this year's festival were making
Canadian premicres),

As opening night introductions were being made, | realized | was sitting
behind Joseph Egoyan and in front of Gerard Courant. Courant is one of the
installation artists making a Canadian Premiere ai Images this year. He s based in
Faris and was actively involved in the vibrant independent film seene of the 705,
His features, Cocur Blew, She's a Very Nice Lady, and Les adventures d'Edidie Turley
were screened af Cannes,

Three films of the evening focused on ornery, geriatric couples dealing with
the daily humiliation of domestic life, 1n Fernando Leon's An Alterneon in the
Life of a Middle-elass Couple, it's distilled to one line and what Inoked to be two
takes. Jose Roberto Torero's {Braxil) O Bolo (The Cake) had o similar treatment
o the subject, that of a kind of banal barbariem of late life lived in letsure suits,
Leonic, by Belgium's Lieven Debrauwer (who spent a good part of the festival a-
hob-nobbin’ with the cast of Chicaga), was a beautifully observed tale of age and
absence. The crowd favorite of opening night was Canada's Claudia Morgando
Escanilla’s Sabar a M7 (Savour Me). The visuals were sublimely seductive; the sirik-
ing use of color creating a landscape of sexiual tension and fusion, Two women
delight in the spectacle of one another and the act of being watched.  Later at the
party, | saf with lead acior Yolanda Vivas. A woman approached our table and
told her it was the bottest sex scene she'd ever seen. Caramba

This year's spotlight artist was Canada’s Al Karimi. Shooting fedians A
Journey with Jeffrey Thoanai b a fascinating cxamination of visual coliural anthro
pology, Karimi and Thomas cxplone the influence Edward Curtis, a turn-of-the-
contury photographer, has had on ther practice. It is highly penonal documenta
tion of this confrontation of Cartis’ classic iconoclastic images and Thomas' con-
temporary nepresentation

Thete was much anticination for the (LIF] sponsored!) Home Brow programs

Home Brew | was the wual sold-out screeming. | didn’t get in -~ | was bummed,

HOMEBREW 1

I got into Homebnew 1. The programme plryed some
Ervourites that have been playing in TO for awhile — ke the degant
Why I Hate Bees by Sarah Abbott, Pauba Tiberius's Busk and Dy
Nothing, Ruba Nadda's minimalist pieve about a young girl who aiks
everyone who poes by "Do you think I'm beautiful®® conjuring
thoughts about the existential dimengion of the search for bove in a
world that cclebrates plastic beauty (1) Interspersed were intriguing
new work like Peter Gmehling 's and Leslic Peters's video Theory, a
smart deconstruction of the vidoo image which disorients articles in
the video landscape transforming them into arteficts found in a
strange luminous universe of colour and shape. Hustle My Crush
featured the engaging Ronnie Miller who finds dance a transforma-
tive medium which builds his confidence 5o he can two-step his way
into the heart of his childhood sweetheart. farmes ORedlly fn
Parkdale is a poignant travelogue where a man recounts his family
history of mental iliness and with it a message about the roubled
devotion and constancy of his family. Garine Tomssian's My Chwn
Obsession examines the power of the artist-as-celebrity and her
paradozxical effect on those who feel the transformative effects of her
perzonality on their identity, and therr powerbessnes to feel identified
without her. Cormered places a dancer in a confined space and
explores the sensuality and distraction of those limitations. The
beautifully shot Harris Project critiques the anti-Harris protess for
their effectivencss and examines the politics of the participation of
protesters, filmmakers and even the film image iself, My Private
Patch of Blue is beautiful, an clegaic look a1 a private moment of a
pregnant woman, engaging in its absorption of detail, off-hand cam
era work, complex framing (all make us feel that we're pecking) it
captures an accidental moment of peace, the physicality of the preg-
mant woman, the awkwardness of her movements, the heaviness of
her body apains the relief of floating in water.

-BIM

% | went for 4 dimk

Still from Down with the Government whih
Starves Us by Istvan Kantor




film a5 an active social field - o space of representations. | saw this movement
manifesting itsell’ in quite a few films presentod at the Images Festival, The wark
of lstvan Kantor comes to mind.

Istvan Kantor picked up the Telefilm Canada Prize for his picce, Sfack Flag.
Istvan (1 affectionately call him the Local Lord of Discord) and 1 were able 1o talk
during one of the festivitics. He is heading to Europe later this month 1o travel
with some of his work. Blad: Flag 15 an anthem of images functioning as a perfor:
mative space. The incantation, "Down with the povernment that sarves us!” floats
and ascends; gravitating toward a subjective temporal perspective. 1t is this acs-

BACK FOR Q AT 9:00. thetic dimension that allows Kantor's work 1o function performatively. The equiv-

Arif Noorani and Kevin d'Sours’s Puri (1 am tempted 1o sy it's "a rich tapeitry”) rﬂunmm;amm kinesis: that is. the intermedaa suspensen amd inetic
imports popubsr cultural ions and assumptions about South Asian mabe sexuality and : = g A ;
debunks them all. The filmmakers reject Western projections of the South Asian male R P T YE W NN M 10% Y TN S SN I
libido and exhibit alieraste scenarios of quoer desire aad fantasy. practice - the interface betworn consirucied elements and celluloid. It's fittle won-

Hope Thompson's It Happeed in the Stacks reinvents the nofr period and pits the ?;:m mm‘ﬁ ‘F“f“fﬂ“’ﬁ*;;.‘*“h“?f ‘T“:;'“'“"" ——
wits of three women in a lesbian triangle. While It Happened in the Stacks shares 2 ey e = mﬂ;‘mﬂ':ﬂ e i, oy of .-umm; 5
common purseit with the noir genre - that comveying inmer, often conilicied experi- .:nir:;:r:;ﬁu?ﬁu TAPIEY given i ¢ g,
ences which can be taken a5 sympromatic of anomie and maldise - Thom pehmita s = : : / :
the genre as 2 kind of rovolt a'mfﬂ the bland gender conformitics of mhij!-m ! ! g hmfm :: K'mm 'md Dhow Bm'mmmju'mf quclcdrw

Steve Reinke's Echo Viley was like a stow subiection fo s Jack Handy on Anirmtion Society, while eating lunch 21 .hlrlhlh Llemal. mnhl .lll.hlr'l wunth lesd b
acid. | was charmed. Dennis Day's An Mustrated History of Western Music, so queer fenturcd reer the sweckend st The Mystcrions Exst and the Livtle-Kaows West
and clever, was a genre corniopia; the film patched in such oddball tracks - from a 'll'.mmtm PrOET E!n“ mh B ORI i Fe r“l‘f' found n.bml\
hilarioes monastic chanting redux to marathon Chippendale workout music, Day paz- dievclly Guto e croulin oF 1 i Kk ooy rrm_twwncsftn'-: i
odies canonical discourse with such irnesistible exposition. s gomie 'lulugm. e l.? oy chalces ‘““!m #M' i

“Sponsors are to art what crabs are to beve.” 5o goes a line from Jan Bucquoy's tion beyond the Sheridan Mﬂhm!' In the ‘:‘mrmlm .l:nlrl:.illlfn h'l:llhh.np l“‘, by
EBE'E.IIJITI-, ﬂlmpmg L.I.HIMJ. I“'Ii!- i! “‘: ﬁlm 'l-hl-“- flll'h:'l' l‘ﬂ‘i“’ﬁll l-liilnl'- d'“_' 'I.mh-. st Cl.iﬂltrﬁ[]ﬂmﬂ.kﬂ'! Htﬁn‘l Brﬂjln [.“'I'IEII'IIC Tlih.' lhf (..I!ka ﬂTII.mﬂlIm'l“['\T.JL'llnﬂ
Accuse Bucquoy of being too theatrical and you miss the paint, although the “props ‘."r.“hmm" s purely ook Df i Peghigis 01 Vs Nertivw) wex el H.'"' o
I:I‘ the work cait .d'HJ"-l:iTl:l.li' Eﬂll:lln.'“l]l cri-li:i*nll.- III’ h-“'d t0 concentrite '“.ch'-fl}' on uﬂpﬂnu Fﬂulﬂj mmi‘ﬂ [ﬂpmﬁ Pfﬂ_l’h L:l“-'ﬂl.l“m ﬂh.l film !illIE and iln:ﬂ hlnﬁ .
the tyranny of good taste, bourgeoks values, and mutant capitalism with those 1mnspnrml_; anio celluloid then H’ﬂhﬂllFlg'll transform '.I\'htn it was screened, 1n s
grotesque triple FEF breasts, a character in themselves, stealing many so scenes. Even programming and workshope, Images is about subversion, irevérence, and

theory heads like mysell are reduced w muntering the equivalent of, *... god... the cups mum,m culture. There is no hi-fi equipment worship here. i gra
e i Your plucky LIFT correspondent even weegeed her way into cinematic big

Images is the first venue 1o bring Matthew Barney's (USA) work 1o Canada, His e Alte: the s ceoing o fhe Deliments Taop Frogrpe; Gemad Cuiou
work has been exhibited at the Tate Gallery, The Guggenheim at SoHo, the MOMA, tkied i o b subject in Conematon, | was haping he would il me thist |
and Documenta IX. The Cremaster Seres (cremaster referring 10 the name for the waild have 1o I_hrm Paris to d_n it. He s_ald we should meet a1 the |I11Hgﬁlﬂrﬁ(‘flﬂll‘
mtigcle that eonbrb movsient of 1he tees) 1§ an amblilons Serles: fach o extiiva next day. .|'|IJ| night [ kept iluﬂn!g eraey ideas about what | n:nu]:l doc | wished 1'd
agant thin 15 predecessor n cofums; paletto; suting aid makeu The opera had more time to make some bizarre prop. The next momming was super sunny

becames this dionysian orgy: a carnival of deviant sexuslities. The characters struggle and warm. 'l'l-'n_: went to the rooflop terrace at 401 Hil:hmnm_l. He was amused
with sexual definition, they act ax personifications of taboo desire. when | sang him the French songs | knew as he set up the his Super-8, Then he

It is becoming quite standard, if not epidemic, for artists 10 take a semiotic waiched it ¥ pasmied The s phanct and other crary shipes On my face. My
approach 1o images; the focus bs less on structunes than on sinictiring. Boundarics Eﬁ:m?ds;ifmr;ﬁ :&;T::Tml'unm‘ T:[f E;::mm.::ﬁ:::::lllﬂ that |
surrounding the image disswlve into sursounding space; the eritical focus shifis into Miciiael Snow, and Olivier Assayas

Mondo Video, the closing night program, was one of my favorite programa of
the festival; it was just so fun 10 watch, The work embaodies what the Images
Festival strives 1o exhibat, troly independent work. As the closing might party was
winding down, some out-of-town flmmakers were heading to Octopus to shake a
booty. It was crecping up to 3200 in the am. Exccutive director of the fetival,
Deindre Logue and 1 settled into a booth at the Red Devil. “The festival bs finally
Coming into its own afier years of struggiing. There's this new spark.. challenging
the sudience as 1o what it means 1o have a paliticized, groundbreaking practice. It
rarses ssues on the politics of image making.” She cats, drinks, and sleeps Images
all year long for what bumns off in ten days; she doos it with remarkable wit, can-
dor, grace. and imtegrity.

She sirexses the ndea thai the Images Festival exisis o serve the community, o
extend opportunities to people i film - whether it be in arexs of exhibition, pro-
gramming. curation, jury, or serving on the board. Despite the hour and her
mounting fatigue, she spoke animatedly about the festival's mandate; “Imags cre-
ates a hybrid between independent film and video practice, visual arts, and new
media. [t brings the three communitics together. They falk. Cross-pollinate. Sec
those two talking over there -* [ booked over and saw a found footage guy talking
10 a new media guy, “That's why we do what we do. The Images Festival Invites
these artists and communities 10 make new sense of what it means to make

images.”




o, it ks not about G.1, Joe fighting it out with Ken for the love Barbic. Q) is

for queer. And queer youth animation (QYA] is for underwear love and
lesbian per dispensers. This time, the kids are teaching the grown-ups how to have
fun and be gay. At this year's first ever animation programmie {scocened on %:15pm
May 29, 1998, Cumberland Cinemas) at the Sth annual Inside Out: Lesbian & Gay
Film and Video Festival of Toronto, QYA is taking queer celluloid expression into
fun and wacked-out dircctions. Allyson Mitchell, filmmaker in her own right and
producer of last years innovative and crowd-busting 3 minute Rockstar, has taken 6
young queer artists in the Toronto area under her wing and given them a taste of
the whole film process with a dlear focus on demywiifying film production. With
the assistance of Amy Rouillard, Mitchell has guided the artists through
storyboarding, shooting, and editing. They enter the project el e
simply with o Super 8 camera in their hands, a personal e
story 1o tell, and great support from LLET. and the R
[nsidefCut Festival,

*I wanted them (the 5 filmmakers) to treat
Amy and | as a resonrce, and work closely with
each of them to realize their stories.” Mitchell
cotnuments on her role in the QYA project. 71 doa't
belicve that there are only a sdect fow who can be
a cultural producer.” Afier finishing her first film a
year and a half ago, Mitchcll has been an avid initia-
tor of fun and insightful lo-fi film works, It scemed most
important for her to help in the technical aspects of film-
making so young filmmakers can be true to their storytelling. That
seemel 1o be the driving point. Great stories told with youthful images.

*Iere were no real eriteria in selecting the people bn this project,” Mitchell
remarks, "It came about quite organically, similar to the way Rockstar was devel-
oped”. Although a couple of criteria evident were an extensive amount of creative
energy and enthusiastic interest in film. “The technical part, we can both learn as
we go along. It was also more interesting to have Jocal artist participate in a differ
ent mediam - more exciting and fun.”

All under the age of 26, most of whom have nover even picked up a Super 8
camera, finishing an animated film can seem like a daunting task. Debra Anderson,
a student of women studies and creative writing a1 York University and creator of
the hand-drawn animation Dt Touch Me, commented how different it was from
her experiences with graphic narrative such as comic strips, [ To make the] figures
move on film was very stressful. Am Tmaking too big a gap? How many frames or
seconds should a scene consist o Anderson's plece presents ane girls view on
personal space and how various people cross that space. In stick-like-figures with
boggled eyes and vivid colors, Anderson has manipulated her images that have
been recovered from childhood, 2 common theme also in Brian Pawlik piece,

w
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still appropriated from Lunch Box Rox by
Brian Palic

Lunch Bax Rox Pawlik takes his childhood memaories of Sesame Street and depicts it
with 1 ree roomiwood paneling feel. A disco ball and love siruck bananas is the for-
mula for a classic yet dub-like fling between Pruits, and only a Diana Ross sound
track can be appropriate for such a romance. "My lunchbox comes to life on the
couch in my rec room!” Palik describes of his first animation piece.

Will Munroe takes on a different approach with the form he uses for animation.
An QUCAD, graduate in sculpture and installation, his plece called feremy’s
Unaderwrar tells of his childhood love for his bat friend. With cut-up bits of used
underwear bought from secondhand clothing outhets, Munroc records a live
conversation between himself and his best friend, Jeremy, over the telephone, pro-
nouncing his theft of Jeremy’s underwear as an act of young love. Pixilation was
Munroc's first expericnce with film and has found the cxperience 1o be an interest-
ing extension of his current works with used underwear; "doing something fun and
sticking a camera in front of it!” And on the importance of youth queer animation,
Munroe finds the project to bridge the audience with the people creating the films,
With the production hand of Mitchell, the process has been made less complex and
easily aocessible by young queer artists,

From childhood crushes 1o theorist obsessions, Shauna Richler-Lancit's [ Killed
Jacques Derrida creates a spoof of the film I Shot Andy Warhol with a crazed lesbian
twist. Shot on black and white Super 8, Richler- Lancit's literary background at York
Linbversity, takes the obsession of the trendy, untouchable theorist faoques Derrida o
litike too far. With 2 gun fetish in one hand and a Super 8 in the other, Richler-
Lancit finds the control of visual expression, on an animation standpoint, to be sur-
prisingly casy. Ever grateful of the cxperience with Mitchell, LIFT and Inside/Cut,
she finds her second project on Super B 1o be 3 ongoing learmning experience.

As the youngest filmmaker to take part in QYA, 19 year old Sokes Yoon wants us
to ook at PEZ in the LEZZiest way. Currently in her final year of high school,
Yon's direction has heen aimed towards a mistoee of phatagraphy and perfor.
mance works. PEZ LEZ is her lrst step into moving pictures and has subse-
quently satisfied her need to see static images move. "My experience with
(YA has been mindblowing and wonderful. [Allyson, LIFT and
Inside/Crut] has provided me with a public medium in a public space
to speak from a queer youth perspective.” Yoon enthusiastically
desribes the Empostande this opporivmity has had to herself and the
other queer youth being curated. “We fike to play, and here is my mes-
wage, listen o me!”

As the sixth element to this group, my own work of daymation Crash
Skid Leve will have 1o speak for itself a1 the screening. Just imagine the
typical story of a skater boy falling in love with a punk boy. An important
comment [ will make, which has been echoed by everyone abeve, is that we could
mot have been able to take the step without the great assistance of Mitchell, LIFT
andl Inside/Out, After speaking with everyone involved in QYA, this project has
spurred further film projects and has developed an exciting hunger for speaking up
and playing together. Tts good to share your toys with all the bovs and girls on the
block. With a "let’s try it and see if it works” attitude, Mitchell has truly given a
swoet yummy filmic-tooth, without a trace of a tummy ache.

Don’t Touch Me by Debra Anderson
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From May 2151 1o the 315t the Cumberiand theatre played host 1o The Bth Annual Inside Out
Lesbian and Gay Fim and Video Festival of Toronto. The atmosphere at this year's festival
was reminiscont of he recent Toronto Intemational Film Festival. Many of tha filmmakers were
on hand to present here work (some even answered questions), ticket holder lineups for Tpm
and 9:15pm shows strelchad across several biocks and many shows ware sold oul leaving pao-
ple (o try their luck i rush tickets Eneups.

Cn Friday, May 22nd, during a group of Canadian women. Almost thiny women were pro-
short filma entitled F Koo W You Ded Last filed. That meim a lot of interview segments and
Summimier the following LIFT films were shown not enough performance pleces. The few
Chiprake by Allyson Mitchell and Breskfose Witk performances that were shown did not particularly
G by Siobshan Devire, higghlight any great talent or ability these women may

I didn't get to see everything, theee were have, Instead these women solely spoke about their
some sold-oul screenings that no amount of des- talents, sccomplishments, praised each other and
perate pleading could get me into, bui 1 did see: themseleves - basically tootin' their own horns.

Crverall this film did not work for me. The film was
Sﬂ.tl.ll'dﬂ')’. May 23 totally void of confllict, which ks essential 1o all films -

The first film | saw was 3 documentary called ™ SOCHIRETAICS ICIaed,

O J/ Black / Stage / Wamien, directed by Ahdn Sa :i ot I-”:I_. m:;: o :fhl' dl:'l’ 1-1‘!:11'.: Li;r:;ﬂ'-rs: =
Zhina Mandicla. Ow ! Black / Stage / Women cel- rah Abbott was shown during a bloc ts

chrates the M vear hisory of African Canadian called l}mt lmitr::mund The e films pro-
wonnen theatoe artiityin Toronto, In comparison gramemc 'm In Love With My Best Friend lcatured
S g S fl..'!t'l'ﬂl On / LIFT-er films: First Comes Love by Kelly OBricn,
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not focus on sexial ientity. Instead the empha- Yoarbuok by Kika Thome, (INo amount of begging
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ThsWarhel

Ray Marques

Andy Warhal - cultural phenomenon, controversial pop artist, lllusirator photegrapher, film producer, publisher, costume designer, painter
and icon of his time was celebrated in a major, revealing new exhibition at the Art Gallery of ontario from February 21 to May 3,

Organized by the Andy Warhol Museum, Pittsburgh, the Warhol look presents a brand new look at the work of arguably the most influential artisis of
second hall of the 20ih century. Celebrated as this decades landmark axhiditor of Warhol's arl, the show examines the late anists fascination with glamour
style and {ashionability, It is also the first exhibition 1o go beyond the famaous pop ant world to investigate the full range of Warhol's work and 1o reveal how
the “Warhol style® has influenced contemporary arists, lashion designers, pholographers and videomakers today.

The Warho! Look included 500 objects from the Andy Warhol Museum, its archive and other intemational collections. Warhol's own films, fashion
designs and pholographs are presented along with the work of contemporary artists and designers. The exhibifors examined his lile and arnt through seven
profusely lusirative sections: Hollywood Glamour, the 1850's Window Disglay, Siver Factory Style, the 1960's, Drag and Transformation, interview and
UptowryDowntown sthyie Warholiana.




Bally, Femur, Femur, l-'jr
by Laura Cowell

Sunday, May 24

The fiest screening [ got to see today was a block
of short films called Im The Family Wi These
shorts deall with how gays and lesbians effect and
reshape their families. The first short film was called
Sugar Amd Spice, directed by Tania Trepanier. Swugaer
And Spice is a humorous story about a Radha,
young Indlan girl and her girlfriend Anna. While
Radha's old fashioned aunt is vissting, the couple go
to great lengths to hide anything that would out
them o auntiji. After Sugar and Spice was Triple by
Felly O'Brien. Inspired by an 18 year old girl's
poem, Triple is about a woman and her twin picces
having a rockin' time at the playground. The short
flm that moved me the most from this block was
Cantp Lavender Hill This documentary covers the
first summier camp for children of lesbian and gay
parents. The kids were surprisingly articulate,
extremely charming, very funny and just downright
cote. | really lowved that film. Next was Letter fo
My, by Nancy Brown. A very touching film, about
how an American, lesbian couple came to adopt a
baby girl from China, The last short film of the block
was Permnission by Daniel Maclvor. Persmission is
about a father who does not know how to handle his
7 vear old son's desite to play with dolls. It's a good
film it reminded me of Ma Vie En Rose.

At night | saw [ Drearn Cf Weeriie a block of
shart films about the male tool and sex drive.
Diespite the fascinating title, this screening was great-
Iy disappointing.

Monday, May 25

The first feature length (ilm | got to see at the
festival was the BBC Channel 4 documentary, A Star
is Powrsn. This was a surprisingly funmy film. [ think
it's safc to say a lot of the men in the theatre, myself

included, expected some sort of orgy fedt. Don't get
mic wrong, there was a greal deal of audity and even
aral sex, but it played second fiddie to the comedy.
The Mm chronicles the first mainstream gay pormo
film made in Britain. The subjects included the first
fime o director, his asistants, several actors that
ingluded: 2 :.Ira.is']'n man who insists he ks only doing
it for the maney, 2 young man hoping to be a star
and a yuppie who has a fetish for older men. It's a
riod warth checking oul,

Thursday, May 28

Swiiching gears, LIFT films that were shown on
the day, included Diance With Me by Cassandra
Micolaou and Positiv by Mike Hoolboom.

Positiv is 2 unigue and powerful film.

Hoolboom divided the screen into four equal parts,
Each quadrant shows a different action. One pant is
fior the narrator whao is talking about his banle with
AIDS, The other three sections are for images that
are metapharically connected to the voice over. As
the narrator comes to the end of the road, three out
of the four images begin to fade. leaving only the
narralor onscreen, Positiv was a great bead in 1o the
feature, Pard Monetse: The Brink Of Summier's End by
Maonte Bramer.

I must admit after watching the The Brink Of
Surnimrer's End, 1 was on the brink of becoming 2
hlubbering mess. | have never been so moved by a
film before. 1 think | was the only penon arying. To
cover up my tears [ pretended my eyes were watering
from yawning. | actually saw a couple of peaple
laughing when the show was over. [ couldn't believe
it. They mizit have told each other a great joke or
something. [ was flabbergated to think amyone
couild joke around after watching such a powerful
film, DBramer, successfully chronicles the touching
story of Paul Monetie: a gay writer, activist and cru-
sader In the fight against AIDS, the disease which
ultimarely claimed his life.

Friday, May 29

Are You There Godd? In's Me, Garylond s a group
of animated short films, produced by LIFT's own
Allyson Mitchell. Some of the standouts were Crash
Skid Leve by Chris Chong - a claymation piece, Dirty
Baby Does Fire Island by Todd Downing and The
Amiliguously Gay Dup #4: Safery Tips by LI,
Sedelmaier,

Saturday, May 30

LIFT films this day included, It Happened In The
Stacks and 1 am The Camera, Dying, by Sky Gilbert.
The latter was the best short film out of the block of
shaorts called Hell Bert, Hell Bent is 5 short films
that cover gender bending in some form or another.
I Ami The Camera, Dying is about Marvette, a recent-
Iy deceased heroin addict who is reincamated as a
gorgeous sailor crulising for men.

The last sereening 1 attended at the festival began
with another LIFT film fonathan Cufp! directed by
Johanathan {_'ujrn.‘ wihich was the lead-in short film o
the main attraction, Surresder Dorotlny by Kevin Di

C o

The Spice Girs in Sugar and
by Tania Trepani

Movis. Surrender Dorothy is about two reommates,
Trevor and Lahn, Trevor trics to ¢ocrce Lahn into
becoming Daorothy, a transvestite sex object. Baoth
actors were cxceptional, it was impressive watching
Trevor gradually transform into a dominate figure
while Lahn became more helpless and dependent. |
is the first film 1 can recall that is centred around
peycho-sexual dysfunction and fetishes. IV's 2 good
one worth socing.

And that is my wrap on the Inside Out Festival,
Civerall, T can honestly say it was o great experience,
A lot of good stull was shown from places as far off
as Korea and Australia. I recommund for those whi
did not see any of the screenings this year to grve it
shot in 1999, Who knows you may see something
that will really move or enlighten you, The Inside
Ot Festival is truly a rare opportunity to hear the
voice of the world's prominent gay and lesbian
COMMARILY.
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Upon Graduation, the students in my year of film studies at
Queen's were drawn to Teronto like moths to a flame. | could not quite
see the attraction myself. | figured it was just as easy to make films in
Kingston as it was in Hollywood North.

Mot that | have a nature documentary nearing completion and in
need of a broadcaster, |, too, am inexorably drawn to the CN Tower of
Babel. They speak in tongues here: CIFCF, CFVCF, CAMCO, CFTPA, CRTC,
LFP CTCPF.. They speak with knowing nods of windows, strends and
triggers and in reverential tones the names of Rudy and Jarry and
Carole.

| once believed that filmmaking was about capturing striking
images and sounds and ideas on celluloid and tape. | thoughtin terms
of personal expression and art, but | can hear the gods of commerce
laughing. It's clear that the real art of filmmaking is primarily the art of
the deal,

My years in the field filming the subtle and intricate sexual activi-
ties of butterflies and moths seem less important than my ability to
weave a story which sells a commissioning editor over the phone, in
under two minutes. This for a guy so shy he did not get laid until sec-
ond year university,

Filmmaking, | am finding, is a lat like sex, There is much more whin-
ing and dining and seduction than actual creative expressien, Stll, |
devoutly wish for the consummation of a deal,

My log line, whenever | pitch my film now, is that the behaviour of
lepidoptera is more like the behaviour of humans than anyone could
image. For example, one theory of why moths are attracted 1o bright
lights is that the lights confuse the navigational mechanisms of moths
who are normally guided by the moon and stars. If | do make it in
Toronto, | hope | remember where | came from,

T




NEWSLETTER NOTICE BOARD:

the LIFT Newsletter accepts story ideas on an ongoing basis! Need volunteer hours? Have a great
idea? A rant? Arave? Email Barb at Barbara_Mainguy@tvo.org, or phone/fax LIFT.

The next issue: Film School. Got any good stories? Even a blurb?
Identity will be protected if necessary.
Email me at: Barbara_Mainguy@tvo.org
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