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editorial

This is my last issue as editor of the LIFT Newsletter. It's
been a wicked three years. | want to particularly thank
the helpers and supporters without whom there would
have been disaster, especially the collectively (and indi-
vidually) excellent Sally Lee, Lisa Hayes, Deanna Bowen,
Jeff Sterne and Jonathon Culp. Most of all, | want to
thark the fabulous Christina Zeidler, my Newsletter part-
ner in crime. | also want to thank all the writers and film-
makers who contributed, cheered or gave me shit. I'm
off to edit POV Magazine -- no, not the one that Holt
Renfrew puts out, but the one on independent film and
video. It will be a great challenge, but | know I'll be home-
sick for this place: My heart is with the work done at
LIFT. Keep me posted!
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(: upcamlng festlval deadllnes.

FESTIVAL /LOCATION /DATE: DEADLINE: TELEPHONE:
AIX-EN-PROVENCE FESTIVAL TOUS COURTS

' deaddbines

E-MAIL: WEBSITE:

Aix-en-Provence, FR  11/30-12/05/98 10/17/98 (33) 42 27 08 64 aixfilms @club-internet.fr

6TH INTERNATIONAL SHORT FILM FESTIVAL - DHAKA

Dhaka-1205, Bangladesh 02/4-12/99 10/30/98 BB0 2 9663242 bsff@ bdonline.com
http:/fbangladeshOnline.com/shortfest

HENRI LANGLOIS INT'L FILM FESTIVAL

Peoitiers, FR ~ 12/05-13/88  11/1/98 33549418000 festival-poitiers @ nihl.org

UNIVERSITY OF OREGON QUEER FILM FESTIVAL

Eugens, OR  02/99 11/1/98
TRANSMEDIALE 99
berlin 02/12-21/99 11/6/98

(503) 346-4375

48 30 2472 1907

IMAGES FESTIVAL OF INDEPENDENT FILM AND VIDEO

Taranta, ON 11/27/98

416 971 8405

FILMS DE FEMMES DE CRETEIL ET DU VAL DE MARME

Creteil, FR 03/12-21/99  12/10/38

33149803898

SIG FESTIVAL 99 - FESTIVAL DU FILM DE GLISSE DE GRENOBLE

03/5-8/99 12/20/98
NEW YORK UNDERGROUND FILM FESTIVAL
Mew York, NY 03/10-14/99  1/1/99

330476953070

212 925 3440

info@transmediale.de

dmartin @oregon.uoregon.edu

www Iransmediale.de

images@interlog.com

BRUSSELS INTERNATIONAL FESTIVAL OF FANTASY, THRILLER & SCIENCE FICTION FILMSB-7030

Bruxelles, Belgigues:03/12-27/99 1/6/99

32-2-201-17-13

SAN FRANCISCO INTERNATIONAL FILM FESTIVAL GOLDEN GATE AWARDS

filmsfemmes @ wannadoo.fr  www.gdebussac frfilmiem
autrans@alpes.net.ir
woww.nyuff. com
http:fiwnew bifif.org

San Francisco, CA  04/22 - 05/06/99 1/7/99 (415) 9249-5014 sfift @ stiff.org
TAOS TALKING PICTURE FESTIVAL
Taos, NM 04/15-18/88  1/15/99 505-T51 0637 tipix @ tansnet.com www.taosnet.com/ttpix/

Guidefings and appiicatian foems for s fist of fastivals are on fila and avaiiable for photocogying (10¢ & page) at the LIFT office, As much as wed iika to, LIFT staff cannol lake the time out ko fax forms o
mambers. Please do not ask. If yeu are unabhie fo make it info the LIFT eifce, you wil have fo call the festival directly Io requast an appication form.
mmmm&mmmmmmmmam Festivals ks an Invaluable resosrce for planning your festival entries for the upcoming year. i's avallable at the office as an in.

hause resauree for all LIFT members,

calls for submissions:

GALLERY TPW welcomes proposals for its 1999
exhibition schedule. Gallery TPW presants exhibi-
tions of comemporary photography and photo-
based work, in a diversity of forms, by local, nation-
al and intermational artists in various stages of their
careers. Exhibiticns are programmed in a continu-
oue five week cycle from Seplomber through Juna.
Submissions should include: 10-20 slides, num-
bered and labeled, optional: 10-20 prints, comre-
sponding slide andfor print lis, exhibition proposal,
artist's statemnent, resume, press reviews, articles
where possible, dates the work will be available for
exhibition, & SASE. For more complete info.:
Contact Gallery TPW, 80 Spadina Avenue, Suite
310, Toronto, OM, M3V 2J3, (416) 504-4242, email:
glindpw @interiog.com DEADLINES: Janusary 30,

THE CANADIAN FILM CENTRE (CFC) is now
recruiting new residents for the 1939 film and fele-
vision training programmes, including the Film
Resident Programme, the Television Resident
Programme and the Professional Screemwriting
Programmea. The Film Resident Programme’s
deadiine for the August, 1999 sassion is January

30, 1999. The Film Resident Programme
({Directors’ Lab, Preducars' Lab, Wrilers' Lab,
Editors’ Lab) is the Centie’s core film programme,
training up to eight immakers in each discipline. It
runs full-time from August to November, and it
encourages indépendent filmmakers to hone their
craative vieion, their eraft and their bueinoss acu-

men in an intensively collaborative, professional
environment. Visit their website at www.cdnfilm-
centre.com of contact (416) 445-1446 ext 800 for
further information and an application package.

WHAT IS FRWIT LOOPS?

Fruit Loops: The Rainbow Groove is a celebration
of art produced by queer youth.

Whao Can Submit? Gays, Lesbians, Bisexuals,
Transvestites and Transgenderad people who are
25 years of age and younger can submit their arl.
What Kind Of Submissions Are Excepled? Any
type of artwork or perfiomance can be entered ia.
film, video, paintings, sculputres, photography,
poetry, dance, improv, standup comedy, music, et

catera,

Where Can Submissions Be Dropped Of?
Submissions can be dropped off at:

The Churwell Cenire

65 Wallesley Streel East, suite 300 {located by the
comer of Church and

Welleslay)

It you have a performance piece contact Janis al
924-2100 ext. 265 or

e-mail telgby @ interlog.com.

When Is The Next Fruit Loops?

The rest Fruit Loops will be  helbd:

Tpm, Monday, December Tth, 1998

Buddies in Bad Times Theatre (inside Tallulah's
Cabaret)

12 Alexander Sireet

(416) 975-8555

All are welcome! Free for youth. Suggested dona-
tion of %5 for adults,

Whao Can | Contact If | Have a Question About Fruit
Loops?

If there are any questions or concems about Fruil
Loops please contact Janis at (416) 924-2100 ext.
265 or e-mail tehgby @intertog.com.




& news : .-

CTCPF CHANGES NAME

On Seplamber 141h 1988, the Canada Telovision and
Cable Production Fund becormas: CANADIAN TELE-
VISION FUND. They indicale in the brochure
announcing their name change thal same policy
WMMHWasm.TMTHmmm
mase content-driven (lon cut of ten CAVCO CAnadian
Conlenl palnts will be required 1o access he Fund)
and will move away from the firsi come firs! served
method of selection for projects. More info will be
announced soon, Thelr naw toll frea numbser is: 1-877-
875-0766; and their  wob addrass s
WM.MWME Courtesy of
Allance Nows <itvacam.ong>

CHANNEL 4 TO LAUNCH NEW FILM CHANNEL

A new subscription fiim channel is 1o be launched by
Channel 4 in November. Called Film Four, the new
channel will be dedicatad to showing the best of mod-
em independent cinema. It will budd on Channel 4's
established reputation for investing in and showing
quality films, Courtesy of Alliance News
<ilva @cam org=

IFVA CALLS FOR MORE INDEPENDENT WORK
ON CANADIAN CHANNELS AT CRTC TV HEAR-
INGE MONTREAL - IFVA Presidunt, Penny McCann,
Mational Coordinalor, Peter Sandmark and Board
member Sheila Urbanoski mada & prasantafion 1o the
CATC on Saturday, Sopt. 26, calling for mare inde-
pendentimlrmandvﬂanﬂnbaﬂhmmuhr‘:ﬁm.
The IFVA representatves suggesiod that tha CRTC
strengthen existing Canadian Contant requlations,
and that broadcasiers who do nol meet the minimum
rmwummm&mhlﬁam;w-
ed that broadcasters should not have access to gov-
emment funding, such as Telefim and the Canadian
Tolevision Fund. The IFVA also eritisized proposals
that weuld dilite Cancon, such as the recommends-
tion by the Canadian Association of Broadcastors that

Leftover Auction items:

1. Fearless Films ND VIDEO

VALUE $200.00

MINIMUM BID: $66.00

200 WOATH OF ONLINE SERVICES. DOES NOT
INCLUDE TAPE STOCK OR DUBBING.

2. SOFTUGHT INC,

Value $500.00

Minimum Bid: 166.00

One CO ROM Electronic Press Kit {mpk).

3. SOHO POST AND GRAPHICS

Value:  $1500.00

Minimum Bid: 500,00

2 hours of Henry V-8 edifing time. ARtemoona dn
mmmrmm;mmm

infommercials be allowed o count as Canadian
Baum.hhﬁtﬂmam:wponmﬂ- craation of
an independent film channel in the next round of Spo-
cialty channel hearings. A copy of the IFVA presania-
Mﬂmbumumﬂulmm.mm
info contact the IFVA Courtesy of Allance Mews
<itva@@cam.ong>

Join the NEWSLETTER Committee if you are injer-
ested in the direction of LIFT's Mewslgtter: Membars
receive 20 hrs lor committen service, Call Deanna at
the office to RSVP Upcaming meetings (6:15pm
GLIFT): Nov. 3, Dec. 8 (the co-op will be clozad fr
Day Without Art, Dec. 1)

LIFT'S PROGRAMMING COMMITTEE s looking for
new members! Looking for a way 1o make up your
voluntear hours? Committos mambers raceive 20 vol-
unieer hours for committee service. Maxt mealings an
Nﬂhmﬂ].ﬂmwmﬂiﬁzlm 8 Future's Bakery
on Cugdn). Call Deanna to ASVRE

VOLUNTEER HOURS FOR SCREENING FILMS -
Llﬁmmmﬁmhrm:-
ling Iheir works for screening in the MONTHLY
SCREENING at ClneCycle. For mare information call
Deanna.

LOOKING FOR VIDEO TAPES FOR A NEW LIFT
LIBRARY OF MEMBERS' FILMS - The goal for the
new Kbrary is 0: 1. creale a resource for the

Committee to view new and past works
of LIFT members; 2. to establish another means of
presanting LIFT members films to the mémbership,
Members o the co-op would be able 1o view VHS
dubed fims on site, If you are interested in donating
it copy of your works 1o LIFT call Deanna @ 5g8.
6444. “'LIFT will not lend'screen members fiims 1o

4, SOHO Digital film

Value $2500

Minumum Bid: 533,00

| minute segment of video rezzed up to 35mm
fkm. Includes stoke, processing and negative.

Remember to pay lor iterns purchased al the
LIFT auction at the ofisall]

funding &
grant

deadliues;

FILMCORE POST-PRODUCTION FUND

(212) 925-3440
October 20

CANADA COUNCIL
1-800-263-5588 X 4075/4138
GRANTS TO FILM ARTISTS
Nowvember 1, 1998

GRANTS TO VIDEO ARTISTS
November 1, 1998

NSI DRAMA PRIZE
1-800-480-4084
MNovember 6

CANADIAN INDEPENDENT FILM AND
VIDEO FUND

{(613) 729 1900

Movember 28

CANADA TELEVISION AND CABLE
PRODUCTION FUND EQUITY
INVESTMENT PROGRAM

(514) 283-6363

slaned Sepltember 0, 1995

ABORIGINAL FILMMAKER ASSISTANCE
PROGRAM

g873-3012
on an ongeing basis,
please call the office to confirm

ONTARIO ARTS COUNCIL
8961-1660

FIRST FILMVIDED
January 15, 1999

NFB FILMMAKER ASSISTANCE
PROGRAM (FAP)

973-3012

April 1, 1993

INDEPENDENT PRODUCTION
FUNDICOGECO FUND

977-B966

Cogeco Fund: April 1/99,
INDEPENDENT PRODUCTION FUND:
Movember 1, February 15/99, April 15/99
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new members:

Welcome new members
as of july 98:

Gordon Acguaye
Anthony Alao
Gene Alexander
Chris Allen
Chris Arges

Ana Barajas

Jan Bird

Shahe Boghossian
Christina Bothwell
Daion Bradshaw
Robert BEredin
Angela Carberry
Gary Chiu

Chris Ciepiela
FKevin P. Clark
Scott Clevely
Catherine Copelin
Robert Cogentini
Steven J. Day
Cuthbert Duncan
Maxim Fishman
Katie Flynn
Rachel Fulford
Heather Gilbert
Amy Goldberg
Garth Hewitt
Joan Jankinson
Charles Johnston
Chris Jones
Cathal EKelly
Ilona Kolcze
Michael Lam
David Lloyd

Rick Lobodzinaki
Thomas Lundy
Blair Mackinnon
Jeff Marshall

Bd Mclaughlin
Park Morin

Jim Morrison
Medi Nur

Bob Orlic

Steven Parker
Leonard FPearl
Toby Froctor
Camilla Pucholt
Marshall Rutman
George Saleira
Pupnam Sawhney
Elida Schogt
Ernesto Siu
Agnieszka Sliwka
Michael Souther
Grant Suave
Karen Sutherland
Siu Ta

David Tebby

Luca Tonarini
Stan (D.T.) Trac
Julie Traves
Deborah Verginella
Christine Whitlock
Helson Yu
Alessandro Zavaglia

Congratulations:

Congratulations to Mike Hoolboom
whose new film PAnic Bodies opened to
rave reviews at the Pleasure Dome fall
series. CHeck out his new book Plague
Years about the underground film scene
in Canada (available at Pages)

Compiled by Jon O'Connor

Jorge Manzano's feature film Johnny
Gray Eyes and his short film Cify of
Dreams. have been invited to the
Sundance Film Festival,

Jason McBride's Siargaze was al the
Vancouver Film Festival and the Allantic
Film Festival

Jason Romilly’s Spent was at the
Vancouver Film Festival

Paula Tioerius' Busk was at the
Allantic Film Festival and the St. John's
Women's Film Festival and the Central
Florida Film & Video Festival's four city
tour of Orlando, Gainsville, Tampa, and
Melbourne

Also at 5t. John's: Hope Thompson's it
Happened in the Slacks, Christy
Garland's Blind Spol, Shudder by
Paula Devonshire (producer) & Brett
Sullivan (director & writer), and 5 films
by Ruba Nadda

Ruba will also be a guest of the Vienna
International Film Festival in Oclober
where they will be fealuring her 7 short
B&W filmsz.

It Happened In The Stacks By Hope
Thompsan, The Fronl Seal By
Barbara Mainguy, A Frivate Palch of
Blue By Tracy German will all play at
the Winnepeq Cinematheque in
Movember

Deanna Bowen's Sadomasochism
was at Montreal's Image & MNation
Lesbian & Cay Film Festival

Michelle Mohabeer's Child Play was al
the Vancouver Film Festival

Alex Zavaglia is shooting a super 16
feature film on LIFT's new Aaton XTR
Plus.

Allyson Mitchell is editing Mother
Goderre in Media 100, a documentary
Produced by Jane Farrow and
Directed by Roy Mitchell

Mark Wihak has completed his pick-
up shots and is almost done editing his
short Ecstasy

Julie Saragosa is editing her short film
The Bead Wall

Katharine Asals is back editing her
documentary about Mexico Cily, el D.E
Daniela Sneppova’s Booly complated
principle photography in early Cetober,
with DOP Jack Studzienny

Jane Walker is producing a 35mm
short that was shot in late September
called Anchors

Alina Martiros has begun cutting on
the LIFT Imercing on her new short,
Snail Fingers

Yavorka Spasic is busy sound editing
her shert, Cockadoodledoo, on LIFT's
ProTeols

Brigitta Schmidt is almost finished
her film Dysfunctional, which was
sound edited by Deanna Bowen. The
animated titles were shot by Tracy
German.

Barb Mainguy's The Front Seal
played at the Vancouver Film Festival,
and at the Hallowe'sn Society in
Londan, LIK.

Work by Christina Zeidler, Jan Bird,
Caralynne Hew, Sarah Abbott, Marty
Bennett (et al) will appear in a special
“Handmade" programme at this year's
Mew York Mixx Festival.

Member News Submissions:

Mewsletter Committee member Jon O'Connor, (416) 289-
1517, bobswor @ yahoo.com has taken over the member
news duties! You can email or phone Jon with updates and

news of your film's progress!
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MEW SUPER 16 ZOOM LENS AT LIFT! Wae just
purchasad a used Zeiss 12 - 120 mm zoom lens for
usa with the Aaton XTR Plus. This package can be
used for either super 16 or regular 16 and rents for
only $120/day for full members and $240/day for
associate members. We are also ptanning fo pur-
chase a set ol super 16 prime lonses in the naw
yEar

LIFT IS LOOKING TO PURCHASE A JK
OPTICAL PRINTER in eary 1993, 'We would ke
o purchase a used one (preferably in Canada),
and have been looking on the intemed, elc. But, if
any of you readers have any leads on a uséd J-K,
pleasa et us know. Call Roberio or Lisa at 588-
444,

Something to look forward to... the LIFT Board of
Directors have also approved the purchase of a
Time Code DAT field recorder & mic package
and a Betacam SP Video Deck (for the Media 100
Suite). We hope to have these new items in April
1899,

EQUIPMENT RESOURCE  ALLOCATION
MEETINGS: On the first Wednesday of avery
other manth, a group of people interested in equip-
ment get logether and discuss the equipment
neads of LIFT and its membars. Some of (hese
participants have voluntesred 1o regearch the
equipmen! discussed (find out prices, whemn [t can
be purchasad from, the equipment’s lunctionality at
LIFT, other uses, atc.) and write a short repon
about their findings. This information is then used
by LIFT stafl and Board of Directors, in consultation
with tha members at the Resource Meelings, to
decide the directions that LIFT should take in
acquiring new equipment. If you would lke o be a
part of the next meeting, come to the LIFT office on
Wednesday November 4 al 6 pm. If you have any
suggestions or ideas (o be discussed al the meel-
ings but are unable to altend, send your ieas 10 us
by fax (416-GBB-7O17) or by o-mail
(lit@inloramp_net) to the atiention of Roberio and
Lisa. At the last meating we examined a well writ-
ten report by Brian Stockion on an intervalometer
for the Bolex camera and commissioned two
reports: one by Sleve Sanguedolce on VOICE Ower
mics and one by John Lesavage on video assisis
for the Aaton and Armi SA.

LIFT acquired a Nagra 4.2 for dedicated use in the
ProTools Suite, ideal for transfering daily 144
sound rolis to either Magnetic Stock for traditional
fiatbed editing, of to ProTools for digital ediling. We
also got a Shure Mixer which should be available
for rent very soon. Give us a call if you're intarest-
ed in the mixer,

ment @ LIFT?

MEW LATE NIGHT EDITING RATES! Effective
immadiately LIFT has lowered the hourly rate in the
ProTools & Media 100 suites. Between the hours
midnight and 8:00 A.M. The new rales ane 57/hr for
Iull members and $14/r for associate members.
To save even more mon2y, members can prepay in
advance and receive a1 addiional 10% discount
on their bill

MEDIA 100 TUTORIALS are still available for
associate and full memoers who are familiar with
digital editing and would like 1o familiarize them-
sehvés with LIFT's Meda 100 set-up. Those who
have no digital editing axpenence afe atvised 10
take ona of the Media 100 workshops prior to sign-
ing up for a wiorial Tulonals can be booked on
Tuesdays, either 10 am. 1o 2 pm. or 2 pm. to &
p.m. Associate and ful members can book only
one tulonal session. If pou do not atiend the ses-
sion that you book, or do not give 48 hours of can-
cellation natica, you will ba billed for the session.

I you are planning to edit on the Media 100, be
sura to check with the technical co-ordinators 1o be
sura that thera will be enowgh hard disk space for

your project.

Did you know?... thal LIFT has telephone technical
suppor sarvice for the Media 100, 8 a.m. lo & p.m.,,
Manday 1o Friday. This service will be extended to
24 hours per day, 7 days per week, staring
Movaember 11, 1998. Take advantage of this ser-
vice since we are paying lor iL

Did you know?... thal the Schneider Prime Lens Kit
with C-mount adaptor, frequently used with the
Eclair NPR camera, are compalible with the Bolex
camara. This maans that you can use that wacky
fish-aye lens on the Bolex. The lens kit includes:
5.9mm T1.8, 10mm T1.8, 16mm T2.0, 25mm T1.4,
35mm T2.0, 50mm T20, and C-mount adapior.
Thanks lo member Mak Wihak for bringing this
poceibility lo our attenticn.

THE LIFT STORE HAS THE LOWEST PRICES IN
TOWN ON:

1° Black or White Cloth Camera Tape - $9/roll

2" White Cloth Camera Tape - $16/moll

2" Grey Gatfer Tape - $&/rol

38" White Paper Tape - $3/noll

38" Fluorescen! Orange Paper Tape - $3.75/oll
3@" Colour Paper Tape (light blue, Fight pink,
orange, yellow, red, green) - $3.50/roll

We also camry Kodak 7272 Print Stock, Splicing
Tape, 2* & 3" Cores, Sharpies, Sync Beeps, Black

bviedl IF T newssws

& White Leader, Grease Pencils, eic.
The LIFT Store is open Monday o Friday, 10 a.m.
to & p.m., inside the Equipment Roam.

WANTED: Handy people to paint and install base-
boards in LIFT's editing suites. Sal your own hours
and eam volunteer hours!! We also need someone
1o make curtains for the new miull-use space nail
door fo LIFT. Call Roberto or Lisa if you're inter-
ested.

THE CREW LIST stll needs more MEDIA 100
EDITORS, After Effects / Photoshop Gurus,
ProTooés Sound Ediors. and peopile who can shoot
files on LIFT's Oxberry Stand. I you have thesa
skills and might be inlerested in using them on
other people’s films (lor $85), pleasa et us know,

There are siill places available in these FALL
WORKSHOPS. If you are interested stop by the
office lo register or give us a call to make sure that
a space is shill available:

The BL-16 Camera with John Kneller: Sun, Nov.
1, Noon - 6 p.m.

Continuity with Jane Walker: Sun. Nov, 8, Noon
= 5:00 pum.

Documentary Filmmaking with All Kaziml: Tues.
MNov. 24 & Thurs, Nov. 26, 6:30 - 10:00 p.m.

LIFT's orientation sessions will be on
Wednesday, 11:30 a.m. - 1:00 pm. for
members who havent yet familiarized
themselves with the co-op. Call 588-6444
for more info.
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In the Chemical
Kitchen with
Steve
Sanguedolce:

A Recipe for
Contact Printing

by Si Si Penaloza

cartoon by Sisl ]

If processing and developing film was like a Betty Crocker recipe bake-off, Steve Sanguedolce would be the teenage con-
testant Gidaet on crack. | recently visited Hell's Kitchen [or Hog Heavenl and watched Steve at work. In the span of three
hours the man can demystify the whole high brow technophlilic altar of fllm processing. He does not heed any such film han-
dling warnings and has long since thrown out the instruction Insert on How to Care for Your Negative. There is no celluloid
sanctity in the Chemical Kitchen. He's a bit of an alchemist really, devising his own chemistry ratios and dilutions.
Sanguedolce develops his film In plastic industrial buckets, churning It as if he were making butter. LWith a rubber gloved
hand he reaches into the toxic bucket and tosses the film In dektol like spaghetti. | was not surprised when | noticed a black
film developing tank a la LIFT sitting, a little dusty, like a totem door stopper.

like meeting with filrmmakers who are designing and schem-

ing alternative processes in the interest of liberating them-
selves. I's problem- solving empowerment. In this spirit, they
take more of the tactile craft of film literally into their own hands.
With this do-it-yourself attilude, the filmmaker severs the umbilical
cord with that mothership in the sky that is THE LAB. Going it
alane in the dark under safe light is very liberating. You are one
wilh your own chemicals, You are pulling and pushing all the
slops. You are a free agenl. To hell with that sniveling co-depen-
dent relationship you once had with those fascists. A certain sov-
ergignty is gained in not viewing the lab as the be all, end all light
at the end of the provarbial tunnel.

Lab technicians scoff in abhorrence at Sanguedolce's imaver-
ent manhandling of the medium. Some might say he's a madman.
This is after all the guy who, after hand developing his film, uncer-
emoniously tosses it in a laundry dryer set on a delicate spin
cyele. Technicians are puzzied at the scratches and strange sub-
stances (goo) that show up on his film.

It is precisely the scratches and irregularities that activate his
unorthodox filmmaking practice. He is a painter; he is painting
with light, toner, and emulsion. The effect is surreal, sublime - not
to mention hypnotically beautiful and kind of poetic. The man's a
maverick; my appreciation for his work has been so enhanced by
observing his process.

He showed me a shart film he "cut for the Council® about two
brothers on the road. It was ethereal, even on a Steenbeck; | look
forward to seeing it in a true projection.  The colors were super-
saturated. Sanguedolce's desire is to print ultra high contrast
images, this allows for a trademark efiect: a permeation of the
positive/negative spaces with brilliant color fields, The whole
piece possessed a pulsating momentum of sound and color, The
hand-crafted quality of the work is unmistakable; its organic hand-

made feel produces a visceral, aimost primal response. To my sur-
prise, | responded in the way | would 1o a painling - appreciating
painterly strokes, gestures, and texture.

Sanguedblce’s explanation of his contact printing method was actu-
ally quite easy to follow. It all started as he was experimenting with
double exposures. It was because of this that Steve initially tried to run
two tracks of picture at the same time. Realizing his steanbeck could
lake two fracks through the gate was all he needed to get the reels
rolling unto his contact printing innovation:

".. If I could do that, then | could run my original picture on this
sprocket which is the second mag track and run my raw stock/unex-
posed film on the picture track. |f | shone a light through it then | would
in effect be expoesing the film making a contact print. And a contact
print is exactly as the term denotes - two pieces of film together with a
light shining through. So all you really need is a mechanism thal holds
your film together and moves it in unison with the registration intact so
when you shine a light through you're expasing the back piece of film.*

Steve pointed out that the raw stock he's printing on is a really slow
film speed. He's found that with slow film, there's little chance if any of
foaging. He runs the film at normal speed and uses a steenbeck over-
head lamp supply (a regular IKEA light fixture with a seven watt bulb)
that is domed so light is contained and doesn't flare. The cardboard
curtain is used fo make sure the back film doesn't catch any light. The
cardboard is folded slightly to fit in front of the prism. He uses a diffu-
sien material in the small cutout window so the light is more even.
Gaffer tape is used at the botlom of the cardboard to ensure that light
doesn't seep undernaath. Steve takes a final step in the effort to con-
trol light by draping his film change bag over the cardboard. This will
ensure the film is not fegged. “1 am processing it as a negative. That
way | can do any hand tinting on the contact print and go and get a
print fram the lab and the neg is untouched. It enables me 1o work
from my library of original sources.”



If you're interested making your own contact prints and cut-
ting costs by going around the lab, here's a step by step
account of the Sanguedolce method:

HOW TO CONVERT A CONVENTIONAL STEENBECK
INTO A CONTACT PRINTER:

1. Cover all light leaks in room (cracks under doors,
windows).

2. Remove Prism.

. Turn off normal overhead lights. Turn on safe light.

. Build cardboard curtain with small window cut-out.

Insert curtain with small window in place of prism,

. Wind original footage on the second mag frack.

. Wind raw stock on the picture track,

. Make sure emulsions are facing each other.

. Put a change bag or black cloth over the whole

cardboard curiain,

. Run the film at normal speed,

. Develop in chemistry.

Cad

I should make mention of one slightly tricky thing in regard lo
this contact printing method. Sanguedolce reviewed it nice and slow
for me:

“In film thare's a concern between A and B wind. Usually all
camera originals are B wind when you get it from the lab. When
you make prints of that it's A wind, Because I'm treating this as a
negalive | wind it on here as a B wind. It's kind of complicated. If
people have guestions about this, they should call me. It really just
means - make sure emulsion is fowards you when you're exposing
film. The two emulsions are always together, facing each other.”

| thought | was the scrateh n' sniff girl when it came to working
with my outtakes and dailies. | thought | liked to defile and bas-
tardize the surface of my pictures. In Sanguedolce's chemical
kitchen I'm a lightweight. Sanguedolce uses all his senses in work-
ing with his film: "The emulsion side is usually the lighter color of the
two sides. If you're not sure which side the emulsion is, put it in
your mouth and it sticks to your lip." At this point | watched in
amusement as he popped the film in his mouth. It did indeed stick
to his lip. "l like the taste of film." | guess that's a helpful hint i
you're trying to figure it out in the dark.

Watching him work with his buckets and jugs of chemistry is like
watching a mad scientist. There's a certain frenzied quality to his
practice that translatas into the chaotic play of the images. His
darkroom (a converled laundry room) has the intensity of a

EXpOse

vary tightly controlled accident scene. | half expected to see chalk
oullines of reels gone by the wayside. His hand toning method is
somewhat of a chancy venture. In doing such unconventienal things
as running your film through an acid bath, he runs the risk of erasing
the emulsion completely. It bums and lifts the emulsion off and he
could be left with a clear plastic strip. However with contact printing
on his steenbeck all is not lost; he can simply make another print of
his onginal and start hand tinting again,

| would recommend any workshop with Steve Sanguedolce; his
approach is practical, his explanations clear and candid. | wanted to
linger and learn, watching him at work all day. Unfortunately | had to
gel on the read to Montreal where | was on assignment 1o observa
an anomalous urban colony of raccoons. They call them raten-laveur
in French, meaning something like rats that wash. It was explained
ta me it is because they wash their food before eating it. But
reduced to a rat? That's kind of a bad rap for such a nice animal.

With these nine steps and a block of time on a LIFT steenbeck,
you can make your own contact prints. If's an amazingly simple pro-
cedure yielding great results. Root around in your old cuttakes and
give it a whirl.

Then make like a raccoon and wash n' rinsa.




inting and foming are chemacal procasses which

add colour to your film, usually to black and
white material, but experiments with colour film will
provide inleresting results as well. The principal of ton-
ing i that the chemicals on the film (the emulsion) are
lecsenad (rom [he base of the celluloid and then tone
{colour) is infroduced. This puts colour into the blacks
effectively replacing the black with colour, .9. 3 red
and white image. Tinting puts colour on the entire
image, e.g. a black and red image effectively staining
the entire image. Well that's the theary.

DQur itraduction to linting and toning originated at
Phil Hoffmar's Exparimaental Film Warkshop, See Phil's
articke “Fish in the Sky", On raturning from Maunt
Forest and equipped with all the inspiration imbued
from that experience we decided to hand colour the
Tootage we shol. What follows is not in any way a
comprehensive examination of tinting and toning but
rather a briel account of our summer experimentation
with this process.

As well as shooting our own footage we had
worked on o bitthe project logether called “The
Ungnome”™ based on our experience of camping at a
trailer park/goll course for a weok We thowght this
would be perfeet because it was oaly 5 mins of
footage. “Why bother editing first we thought, “we
can abways decide later what to use.” We later found
that tinting and toning s a labour intensive projact like
na othar and it can gel tedious as well as expen-
sive....make sure you gdil first or as much 35 you can.

W set up our lab in Marty's garage. The garden
hose praved a mare than adequate water supply and
we purchicsed a dozen reasonably air tight containers
(1 iter or larges, yogurt containess will wark ton) for
mixing chemicals, rubbee glaves, stir sticks for mixing
and for jigaling the film in the chemicals, a clathes line
with attached paper clips for drying and of course the
berg colour-toning system which we purchased at
Henry's -shop around for the best deal. In addition we
purchated the berg copper toner and the berg blue
toner which are sold separately. The total cost for the
sel up was less than 100 dollars and we probably
coloured about 600 to 800 feet of film. Follow the mix-
ing instructions on the package, we mived everything
in twa batches in order to preserve the chemicals
longes,

O.K. this is totally pedantic but it compleles the
picture, This is the basic recipe for success: break off a
short section of film, If toning with a one-step chemi=
cal, put it in, let it sit, then stir, checking it all the time
then take it out and wash. 1f using the berg toning
system, put fitm in the activater, wash it, put it in the
colour, then wash again. If you wanled to only tona
with the berg system It goes straight into the colour
then for a wash, How long??? How many times?? Well
that all becomes part of the process. After the bath
thie film can be hung to dry o0 a clothes line..quite fit-
erally, Just loop the sprocket hole through a paper clip
(bent slightly (o form a J) and attach the paper dip to
the clothes ne. Voila!

There must be other companies _but all we could
find was berg. The berg colour toning system can act
both as tinter or toner depending on if you use activa-

Tinting and Toning

by Marty Bennett and Christina Zeidler

tor (the chemecal which hifts the emulsion from the
base) or not. The system comes with separate botties
of colour (biue, red, green, yellow, red, violet) and acti-
vator. W found that with most of the colours you had
to use the activator even if you just wanted to tint. You
have pay atténtion to haw lang you leave some thing in
the activator or your image could entirely lift off the
emulsion. This process ks incremental, grays first and
0 0n 50 it can provide amazing results. Experiment,

We ware not happy with most of the calours in the
system packoge and miking the colours does not work
like normal eslour thecry. But you can mix the colours,
You can do something called a duotone (two colours)
but the enes you are suppesad to do it with we didnt
appreciate., violet in the whites with green in the
tone... blughihh,

This is wheere most of our experimentation hap-
pefiisd, We wenl dudlone/colour mixivg mental, We
would approach it like, “Jet's make orange™[ a seem-
ingly impossible colour with the berg combo plate) and
then go crazy trying lo get it_and we did. Our [2vorite
colours in this respect were: yellow (please note the
yellonw must be mived at a stronger concentrate and
you mast use activator to make it take) yellow was
always a good base or miner colour and the copper
toner wiich could rescur any colour disaster with a
couple of seconds worth of dipping.

The Copper and Blue teners (there are also sepia
and yellow but we stuck to these twa) are strictly ton-
ers, The chemicals come all in one and it does the acti-
vating itsell but more gently than straight activator,
The blue is fairly straight forward but in the copper if
your film is et in too lang the greys will start to fall
off the effect is as though the film becomes slightly
solarzed, again be careful you don't lose the image
altogether! We did most of our experiments with high
contrast black and white film. Which would enhance
the solarized look, We often tried to get more out of
our exposure wilh this which works 1o a small degres.
In all cases you can control the amount of saturation
or Jctivation by watching the chemicals closely and
rescuing your film at the appropriate moment. You can
algo use househald bleach instead of activator in the
berg colour toning system process which proves bath
merciless and beautilul. You can also “adjust® the pic-
ture by rubbing the film in this state.

Other crazy experimentation happened with: paint-
ing on the film with ur-mixid Woner, using permanent
markers a1 various s1ages in the process, using rubber
cement and scotch tape to block sections from being
effected, and a strange euperiment with beet juice and
mauld which the jury is still oul on.

Hand processing and hand colouring require
acceptance of a rule not usually associated with film-
making -your film is nol precious. This loss of control,
this fearfess handling of the malerial is where the
process beging and the beauty is revealed. But this
mystical process can bead Lo your best footage being
wiped out of memory for aill ime...oh well.

AR -u
RESULTS MAY
APPEAR UNEVEN!

The process becomes one of trial and error, you
are extremely vulnerabile to the laws of chance..espe-
cially if you work out of o garage. So we decided or
the process dictated that we must include variables
like timing, chemical exhaustion, contamination, air
temperature (heal wave) memory faflure and perhaps
even drunkenness -il was summer after all and breaks
from the "lab® consisted of trips to the back yard and
drinking beer while we waited for the chemicals to
adhere to the celluloid or often waiting for them to
slide ol

Fiing: we: didn do this very much but you could.
Washing: a slippery issue because it is part of your
variables. It is best to wash in-between each stage, ir
order to preservie the chemicals but if you don't wash
enough the film will continue to be contaminated and i
you wash too much it will often resull in a loss of
colour...best to pay attention..re-tone things that fadet
ete. Disposal; also a sticky issue, we now own a cou-
phe of fairly toxic containers...any suggestions?

We would often rent the cineviewer and winders
from LIFT 50 we could view our progress in the
garage, we should mention that we were not apprecia:
tive of our results until we saw the material projected.
Then we experienced the sense of exyltation at our
efioris.

For more detaied information please consult
“Bathtub Processing® by Gary Popovich (available at
the LIFT office). His explanations are very good and
very acowrate. Bul we disagree with the last part of
the artcle: he argues that with out content this
process is empty, we argue thal nothing is emply in
this process, it will lead you.



We are driving on a country road looking for home,
Through a series of follies and serendipitous bends in the
road, the place described in the real eslate paper malches
the place thal lies before our eyes. We drive past the house
and lurn into the driveway of the next lot down the road. "It

looks abandoned®, Marian observes, “lels check it oul." The
door is open and | follow her into a spacious bul modest
farm house. There is a real estate paper on the window
ledge.

We walk oulside to the yard where a garden will one day
grow. Framed by the spruce and the willow, Marian says
brightly, *l like it!"

Weeks later, we are at a country auction. A flourishing
culture thal we know little of plays out its weekly ritual.
Mennonite men congregate and discuss the hardware scat-
tered throughout the grounds. A weathervane is brought up
to the stage, only instead of the familiar perched rooster, a
fish floats above. | snap it up on the first bid and fasten it to
the roof of our new house.

"I's exactly right,” Graham points out, "Marian and you
are selting up a school of image-making just as Pisces is
being filled with Saturn.” Huh?... "The most intuitive of signs
meets the uncompromising teacher, If it doesn'l explode it
will be some match,” Graham adds.

Fasl lurward live years. IU's Lhe beginning of the school
semesler, and a new, strange world for me. | drag mysel
back to the college. Education cuts by the federal and
provincial governments have created a funding crisis for col-
leges and universities. We are being urged to look elsewhere
for support. Corporate sponsership is on the rise, but until
they get that in place the College's solution is to admit more
students. | arrive al my classroom to find that the film
production classes have doubled in size. How to deal with 80
gager souls one-on-one, with integrily and compassion. On
top of that, I'm responsible for a first year lecture class of
120, and another eleclive course of 25. The students are |os-
ing out. | have been blessed with a good job but this is a
compromise. Mo one seems to be thinking of what will be
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works. Fantastic image-making
machines roll in to the depart- |
ment...AVID... QUANTEL...
SONY.... My body takes Lhe
blows and I'm thankfully back
at the farm, recovering from
the first serious illness | have
had in my life. Marian has
been gone for one year.

Back up 18 years. | have
just left film school, picking up
freelance jobs here and
there...filming money fall in
slo-mo for the Ministry of
Revenue, under the surveillance of an armed guard at the
Royal Bank. Ummm, is this the fulure of film? The freedom to
pursue dreams that school allowed has suddenly gone.
Jeffrey tells me about the Grierson Film Seminar - a group of
tilmmakers, critics, and lovers of film spend some time bottled
up in a small Ontario town. There is no escape to the lures of
daily life in the city, or the comforts of the popeorn lineup...
participanis have fo sit face to face for one week with people
they like and don't like, with people whose tastes are wildly
different from their own.

The seminar-retreat sounds good but I'm up for another
freelance job, this one with the Ministry of Energy. | need ihe
money for rent and food.... Jefirey smirks and whispers,
“Don't forget to feed your soul.” | go to the seminar.

The films are a blend of conventional, political and
unabashedly experimental. CBC and NFB filmmakers and
producers sit al the same table as experimentalists....
Debates rage and we discover that form not only shapes con-
tent, as per McLuhan, but form inevitably is content, as per
Greenaway, who unleashes his film The Falls on 'Grierson'....
by the end of the week lifelong friends are found and a seed
of an idea is planted in my heart. The week long retreat res-
onales for years.

We are getting ready for the first film workshop at the

lost in this transition, or how to hold on to what we knuerm. Marian and Monica are painting the picnic table.
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Marian found it in the Buy and Sell; it's huge and seats
eight. They are using many colors to paint the slats thal
make up the octagonal shape. When it's done, it's a multi-col-
ored picnic table and a little bit unsetiling to eat on, but it's
beautiful. The screening theatre in the bam is almost com-
plete. Tracy, Steve and Rob have built it out of huge sheets
of opagque plastic, that shudder in the wind. Kiti has come
from Finland. She arrived early to help set up and to visit
belore the workshop starts. Her mother passed away recently
and melancholy seems to radiate out of her, which only mag-
nifies the melanchalic Finnish sensibility, She tells me that
when she was walking in the garden a humming bird hovered
right in front of her. *As | looked into the bird's eyes it's face
turned into the face of my mother. And then it flew away.”

One week until workshop kickolf and I'm informed by
Marilyn, the summer school co-ordinator at the College, thal
the filmmaking retreal is in jeopardy because not enough
people have signed up, She thoughtfully suggests ways to cut
the budgel. There is lols of interest in a filmmaking workshop.
For example one parson phones to ask it we will be learning
how to use a sleadi-cam during the week. | gracefully side
step the question of lechnology and let him know that it's not
that kind of workshop, that we're more into the process ol
taking something from inside and getting it out on the screen.
Huh?... I slash the budget further, lend some cash to a few

promising film freaks and we're off and running with six @

of a filmmaking retreat.

by Phil Hoffman

participanis; just over half full,

II's a shaky start. The weather's cold and Marian's away
with family. For the first two days of the workshop is rains
without stopping. By the third day it has barely stopped.
Maybe May isn't such a good month for outside activities.
Rob, who has been hard at work reconditioning the old film
processor tells me of more problems; the rollers on the
processor are seizing up and the processed footage is all
coming out green. The last batch came oul completely clear.
From green to white: at least there's progression. We are
learning the risks involved in not having the men in white lab
coals from Toronlo process our film. | imagine parficipants
asking for their money back.... well at least the ones who
paid, Marian finally arrives and suggests a meeting with the
group. "Maybe the group doesn't care if the film is green,
she observes. "II's suppose to be about process anyway,
isn't it?* We meet with the group upstairs while Rob and
Tracy tinker with the processor and the chemical dilutions
downstairs. We discover that some of the participants haven'
noticed the color cast, or at least they just thought it made
the film look old and sepia toned. Krishna says that we
should just go with it and see what happens. Tracy comes up
from the processing room. They have gol the wheels turning
again on the processor and doubling up on the clearing bath
seams o have removed the green. I'm excited to tell the
group the good news. Just then, Vipin, who has got inta the
habil of working at night and sleeping during the day, and ha
bean absent from the meeting, comes out of the editing room
eleclirified, eyes glazed, film wrapped around him. "Look! My
glowing candles have multiplied themselves.... | filmed them
through that old mirror | found in the drive shed last
night...the hi con makes them explode ...can you sée
that?1?7",

Day four. Sandra Is filming the cedar rail fences. Long
takes of fences; just fences. Krishna is filming through the
slats in the barn, then using the optical printer to bi-pack it
with shots of Vipin at basketball. Kiti is filming Krishna, her
feet walking, the animals she finds dead on the road.

Marian feels that there is no place for her in the work-
shop. | tell her that since she's arrived midway through it
makes it hard to connecl with the threads of energy thal have
already been woven between people. Huh?... | suggest
Marian show her film Nursing History, a poetic work in
which she deals with her past experience as a nurse, and the
way lamily, society and history grooms girls into subservient
roles. A screening of the film may help some of those who an
working on projects about their past, and allow Marian to
bring her rich gifts to others.



Meals are complicated. We decide
that each day a different person can be
responsible for the meal so no one is
forced into being the mother. It's my
turn, so | check out the freezer to find a
dead bird neatly wrappad in plastic.
Tracy laughs at my reaction. She says
that Kiti has been boiling down the dead
animals sha's found 1o film their skele-
tons, and she needed to store some of
them. Later that day, our one-year-old
dog Arrow lrols proudly onto the
grounds, a dead, baby groundhog
secured lightly in her jaws. The cameras
roll. Arrow unknowingly becomes an
accomplice to Kiti's grieving ritual.

Year two. The second workshop has
begun. The wind is as strong as I've
aver felt it a1 Mount Forest. I've pul on
river, an early work of mine that simply
shows the benelits of working without
script or consclous plan, letting the con-
frontation between camera and experi-
ence be the motivating facter in deter-
mining where 1o go next. One person is
missing; Mick is on his way, lighting the
wind on his Kawasaki. He arrives shak-
en, black leather the only thing holding
him up. From a distance he has seen a
sight he says he'll never forgel. The
plastic from the thealre in the bam was
violently shaking, as 12 people stared

transfixed into the dark hole of the
erupting movie cavern. Nick makes a
great film in one day.

Participants find various places to
stay for the workshop. Some camp,
some slay in Bed ahd Breakfasts, some
in trailers and some stay up all night
and find a tree to sleep under during the
day. Dawn linds hersell mostly on her
own at the Pike Lake Golf Course motel.
She describes her room as a small box
with a stove with one burner working.
The grounds are meticulously mani-
cured lor the gollers however, complete
with vast fairways, sonds and black
lawn jockeys - which Dawn gingerly
films while all-white faces look out from
the clubhouse dining lounge. Her defiant
gesture | am sure led 1o the “ornaments’
removal the following week. “In her film
Dandelions, Dawn looks al her self - a
black Canadian woman, and ponders in
the white landscape called Canada,
how can she, "enjoy the flowers' as she
carlwheels with great panache through
fields of them.... What kind of relation-
ship can she have with the land in a
place where others constantly ask:
Where are you Irom?"(Marian McMahon,
"Women on Earth’ program notes)

The third year. Veronica is back.
Vipin is back. David and Weena are

back up from the States. Sarah has
begun a string of workshop visits, plan-
ning to learn optical printing, hand
processing, solarization, pixillation, tint-
ing and toning, the Bolex camera, light
melering and 'the 180 degree axis rule’
for continuily editing in narrative: a self-
directed film course. Marian does an
inspiring talk, drawing frem her thesis
work around remembering and forget-
ting, and linking it lo participants’ and
workshop stalls’ liims - Tracy's,
Dawn's, Rob's and Julie's. As Maya
Deren's mouth produces another key, on
the east side of the barn under starlight,
it dawns on me thal we have not been
showing many of these canonized films,
but exploring the images in our own
heads right now - and that the work-
shop isn'l aboul learning something
from the masters, butl about simply giv-
ing some lime and space to allow for a
glimpse of one's own unfolding. | have
seen these small beginnings during this
tiny bit of time resonate on for a life
time.

| have been asked to do the work-
shop in Helsinki. The Finns are selting
up a film co-op, and my workshop would
be the catalyst to getting it off the
ground. I'm honored to be a part of il
I'm invited to dinnér by my friend Kiti

{Continued on pg. 22)




celluliod spin doctoring

By Shannon Skinner, Public Relations Practitioner

ublicity is a vital communication tool that can make or

break the success of a film. Oblaining positive publicity
1o help promote a film is truly an art, regardless of the size of
the production. After all, how could one possibly generate audi-
ence interast - or put bums in seats - without any awareness of
the film in the first place? While there are certainly other com-
munication lools to be considered such as advertising (most
Canadian distributors do not have budgets for big ad buys), pub-
licity is a cost-effective, creative and credible way to promole a
film, particularly when integrated in the overall marketing mix,

When should lilmmakers begin thinking about publicity?
Right at the start of preduction planning. It is imponiant 1o
ensure that there is money allocated from the beginning specifi-
cally for publicity. For the independent filmmaker, the preduction
budget may be considerably tight, bul skimping on publicity is
really not in anyone’s bast interest,

Get a qualified publicist on board who is media and busi-
ness savvy, creative and a good writer (being well connected,
quirky, spirited and having thick skin certainly does not hurt).
Also, plan to work in collabaration with the distributor's publicity
department, as thay will probably set aside some money far mar-
keting/publicity, Additionally, talent will often have their own
public relations firm or publicist.

Coardinating and streamlining afforts when o many paople
are involved is highly recommended.

Depending on the geographic scope of the film's distribution,
publicity efforts may be undertaken locally or internationally. It
should always be conducied in the countryflocations where the
film is released (consider the scope and breadth of publicity
markets when putling together the budget).

A good publicist is tactiul, compromises, never overpromises
on something they can not deliver and always tells the truth 1o
media. He/she identifies interesling and unusual or quirky story
angles and really digs for the news hooks.

A publicist does not necassarily have an easy job, however
glamoraus it may look from the outside. |t can be bewildering
working under the extreme pressure of the production's tight
timelines and budge!, the wild stress of production executives
and crew craziness, impossible media deadlines, not to mention
ihe often curt, demanding and abrasive style of some journalists.

What is involved?

MEDIA LIST DEVELOPMENT:

One of the most important publicity tools is the development
of a comprehensive target media list, which includes information
on key journalists at select broadcast and newspaper outlets,
print publications (trade and consumer) and news wine services -
al local, regional, national and international (if applicable) levels,

Media monitoring services such as Bowden's sell media lists

6 A.M....you heave a sigh!

HOW COME? What's giving you the you need is n
carly-moming dumps? Have you for-  publicity manpager
golten about promotion ¥ If what  before you do another thing!

8 A.M....you all but fly!

THINGS HUMI You're going al tie jobi  Lumn o sour stomach sweel agnin, Lo
full Gilt! Good



and also provide a clipping and broadcast moniloring service,
Keep records of all coverage. Perhaps weekly media status
reports should be considered, which would include lists of media
that have been contacled/pitched stories fo, an interview sched-
ule, as well as copies of the clippings/broadcas! transcripts.

The publicist also needs to know the background of the jour-
nalists and media outlels such as production deadlines and the
jeurnalists' hot buttons, likes and dislikes. Good relationships
with the media take time, but once developed the relationships
can be highly beneficial and rewarding.

DELIVERY SCHEDULE:

There are a number of deliverable items 1o consider that dis-
fributors require:

- Short and long story synopsis

- Slug line

- Detailed production notes

- including production anecdoles, on sel happenings, inter-
views with tha

director and producer

- Mews clippings that have appeared during the praduction
phase

« Still photography (10-25 per cent blacki/white; balance is in

colour)

MEDIA KIT:

A media kit is developed during production and is used primar-
ily in the launch phase. A media kit is a package of information
that provides background material for media. The conlents may
vary, but generally include:

- backgrounders about the production and the provisianal
credit block

- news release announcement

- biographies of the director, executive praducer, producer,
DOP, production designers, screenwriter, editor and principal cast

- still photography

Once the production is in progress, the publicist begins to
pitch stories to media, using a3 many news angles or "news
hooks" as possible. At this stage, the publicist also supervises
pholography sessions to get desired photographs for media pur-
poses, arranges on location media interviews, gathers personal
information from the people working on the production that may
help identify the “little gems® of story angles for media, completes
the final media kit, and oversees the production of the electronic
press kit.

Other media materials that should be developed are key mes-
sages (the messages you would like to see printedfaired) and a
question and answer (Q&A) document of potential media ques-
fions and answers in an interview situation.

The executive producer and producer should have some input
into and approve all materials before they are releasad.

ELECTRONIC PRESS KITS (EPK):

EPK's are video packages coordinated by the publicist, which
contain interviews with the filmmakers and cast, sound bites,

movie clips and behind-the-scenes footage. Prepared in advance,
they're cost-effective for broadcast media who cannol visil the
location. They are shot on betacam and provide broadeast media
with visuals for their storigs.

MEDIA INTERVIEWS:

Following media pitches, the publicist will arrange interviews
with the filmmakers and principal cast members, whether it is on
location or off-site at a hotel room or other public place. It is adwvis-
able to be cooperative and pleasant at all times, and to have mem-
orized the key messages to be delivered.

It is also important to keep the crew and cast members
informed at all timas when the media are on location. To do this
effectivaly, the publicist could work closely with the A/D and have
the visite marked it on the call sheets. The interviews should be
conducted with as little disruption to the shoot as possible (i.e. dur-
ing natural breaks in the shoot or end of the day’s shoot).

Pitching media stories "in advance” of the completion of the
production can be very effective. This “pre-publicity® includes
advanced placement of stories in trade publications and/or publica-
lians that have long lead deadlines (i.e. 4-6 months). Often the
story will be held until just prior to the release of the film. In other
cases, advance stories released during the production phase can
also be highly effective.

Prior to any media interview, the publicist should coach the
spokesperson on the nature and focus of the interview, background
af the media outlet and journalist, and tips on what to say and what
not to say.

PHOTO STILLS/GALLERY:

A variety of photographs will be reguired throughout the entire
production process, for a number of purposes (e.g. magazine cov-
ers). Some budgel should be set aside to build up a collection of
head and shoulder shots of the filmmakers and talent, crew shots,
film production shots, and other valuable shots. Generally speak-
ing, the publicist ceordinates the shoots and maintains the photo
collection.

Additionally, the publicist sets up an in-studio photo session
with the cast in wardrobe for a variety of shots.

LAUNCH:

Pending budget limitations, hold a launch event upon comple-
tion of the preduction. Invite key media to attend, as well as other
important audiences such as financiers and distributors, as well as
crew, cast members, family and friends, Consider coordinating a
fun and creative photo oppaortunity for cameras on-site. Photos
could also be distributed to media following the event.
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Shannon Skinner is a seasoned Public Relations Practitionear,
with more than eight years of diverse experience in marketing and
corporate communications, and is a budding filmmaker herself.
Shannon can be reached at (416) 593-7555 ext, 313 (days) or
(416) 405-8809 (evenings/weekends), You can also email her at

Shannons @ communiqueagroup.com,




BATHURST & CARR: I've got food poisoming, that dodgy chicken
schnitzel, As we're sefting up the projectors I have bo race fo the ling of
bushes that border this huge vacant lat and puke. It happens a couple
more fimes hafare the night ends, bul we manage to get the screens up,
the projectars in place and the generator humming. I feel weak but
exhifarated, the images splashing across the screens as night falls.

A couple who live under plastic at tre back of the fof come fo ask
is what we're doing, then seltle in to watch the show. Passengers an
passing streatcars give a Meating glance. A man who lives in tha co-op
across the street gives me a book of his poetry. I'm fealing tog il to
make much conversation,”

The Intershitial Zore was a (roving) film based installation. It con-
sisted of three 1omm film loops projected on three screens that tem-
porarily occupied various vacant spaces around Toronto. I was looking
for new ways ta work with film as a medium and to reach an audience
outside the usual circuit of film festivals and broadcasters,

I wanted the viewer to be able to lose themselves in the expari-
ence. Rather than watching the film from a fixed position as in a tradi-
tional film screening, I hoped the spectators would move around the
viewing environment, to explore the viewing spaces on either side of the
three translucent screens, to step back and encompass all the screens,
to press forward to the point where the image blurs.

‘BLOOR & DUFFERIN: We're in my neighbourhood now, sef up in a

THE INTERSTITIAL ZONE
Mark Wihak

lot filted with ragweed bardered by the fibrary and an apartment build-
mg. The street Iights are bleaching out a portion of the screens, but that
doesnt quite account for the stream of cars and pedestrians that pass
by and dan't even glance at this...thing. A nerghbourhood of the docidedly
uncurious. I forge theories to tie this fack of curiosity to my nefghboor-
hood's lack of a decent cafe fo hang owt n.”

The first film-based installation 1 had seen was by the London,
Ontario based artist Wyn Geleynse in a show at Regina's Dunlop Gallery,
Geleynse's film loops functioned within the context of sculptural pieces,
the projected image playing across the surface of a three dimensional
object in a Sisyphean cycle of action,

In the fall of 1993, I encountered the work of the American video
artist Bill Viola at Montreal's Musee d'Art Contempaorain. The show
brought together a number of his works, from video tapes screened on
conventional monitors to large installations that placed the spectator at
the epicentre of a swirling mass of image and sound. Viola's work in
Montreal and a subsequent viewing of another Vicla installation at
Toronto's Ydessa Hendies Gallery along with Gary Hill's thoroughly inti-
mate video installation, Tall Ships, opened my eves to the possibilities of
creating unique environments for moving images,

Later that year the N.EB. lab screened the rushes from my film,
(stories from) The Land of Cafn, some 3000' , simultaneously using four
projectors. My eyes jumped from screen to screen, pulling back to



encempass the four, zooming in on a detail, making loose connections,
finding visual and thematic threads in the random order of the images. It
was a thrilling visual experience.

These encounters led to the realisation that the exhibition of images
could be as important a creative realm as their production.

"GEARY AVENUE. We'va set up in a patch of land that runs paraffel to
the rairoad tracks north of Dupent. T've bean writing a script about 3
young waman wiho meets God in an electrical transmission field, so
tonight we sat the central screen beneath the base of one of the hydro
alectric fowers that march across the corridor. A few people from the
meighbourhood wander over, The kids are disappointed that the movie
we're showing isn't The Terminator, A couple of friends stop in to see it.
With them is Mort Ransen, director of Margaret's Museum. That was kind
of odd. I crouch in the all grass watching the loops cycle through as leng
froight traine pace by."

Some film shot during (stories from) The Land of Cain led me into the
specifics of the Interstitial Zone, I'd wandered along the mountain in
Montreal with a macro lens strapped onto an Arri-5 . T found the resulting
footage hypnotic, a blurred unfolding of yellows and greens and browns,
with occasional moments of startling clarity as a razor edged maple leaf
passes through the frame. As much as I loved the footage T couldn't work
it into the Cain film, but I began to see it as its own piece, as a cycle
repeating.

From that shot came the rest of The Interstitial Zone, a growing idea
to examine cycles of nature, day following night following day, evapora-
tion and condensation, fallsummearwinterspringfall, and how our western
idea of time as a progressive, linear concept was at odds with these nat-
yral cycles. The Interstitial Zome would be the point where these bwo sys-
tems meet.

“CHERRY STREET. We're in ome of my favourite rambling spats in the
city, fust to the south of the Canary Restauranl. A fulfl moon rises over the
ahandoned meat packing plant as we set the projectors rolling and tha
western sky is full of skyscrapers lit by the last rays of falling sunlight. A
fox cuts across the palch of gravel the screens stand in and disappears
into the tall grass. Steve talls me about the toxicily of the soil which
makes this large parcel of vacant land just east of downtown too expen-
sive to redevelop. A security guard stops by but feaves us alone vehen we
tall him what we're doing.”

The installation evalved into three separate loops. Each loop con-
tained its own unique image and a second imaoe that it shared with the
other loops. The three unique images were the shot from the forest floor
on Mount Royal, a shot of the St Laurent flowing underneath a bridge
and shots of clouds passing overhead. These three images all consisted
of relentlece vartical movemeant, the images plunging down the screens.

The fourth, shared image was rephotographed from Bmm film shot
by my mother during one of our family's cross Canada trips. She shot
from a car window as it passes over a long bridge across a body of
water. At the head and tail of the shot, a blurred human figure appears.

The three loops of the Interstitial Zone were each a different length,
so the relationships amongst the loops were in constant evolution. The
shared shot, a horizontal movement broken up over the three loops, inter-
rupting the vertical flow, would eccasionally sync up in a moment of
unsustainable closure.

“WAKESHORE BLVD & PALACE PIER RD - We've found a spot on the
matel strip just west of where the Humber River enfers Lake Onlario, a
crumbling pad of concrete already thick with vegetation, From here we
can see {and he seen by?) the QEW, the rail fine, Lakeshore Bivd, the
highrizse condos just fo the east and the lake, Steve arranges the screens




ina semi circle. Only one person stops by tonight, an old scheolmate wha
cycles out to see us, but the focation is sp beautiful and the arrangement
of screens so satisfying I'm anly a little disappointed not more peaple are
around to share it"

The Inferstitial Zone was initially devised to be a static installation. It
was in that form that it had its first run, occupying the site of a bankrupt-
& jeweliery store in downtown Regina with the collaboration of Neutral
Ground Gallery. T had planned to present the piece in a similar environ-
ment in Toronto but after a fruitless year of searching for a space and a
landlord who would agree to rent it to me, I realised that a new strategy
was called for,

I 'was reluctant to consider an open-air installation because of the
technical difficulties T thouwght that might present. Apart from being at the
mercy of the weather, there would be the need for things like a generator
and a vehicle fo transport the installation in. However, faced with no
atternative, I made the decision to present it as an open air installation
and in that instant the piece opened up for me in an unanticipated fash-
1om,

I realised as a mobile, open air installation The Inferstitial Zome could
teqin to address with greater clarity its themes of the natural and human
worlds, The piece could appear in sites in transition from culture to
nature, abandoned spaces once occupied by commercial, industrial or res-
idential buildings, now covered in a carpet of wild flowers and rag weed:
the natural world reclaiming these sites that humans had (temporarily)
vacated.

"WELLESLEY ST. & BLEEKER - The pagan tendencies that have begun
fo filter into this find full fower tonight as we circle the screens around a
splendid tree and children come out from the surrounding fowers of SF
James Town to dance in the light of the projectors. A horde of security

guards i training stop to conficm that we're not on any of the propéerly
they're paid o secure.”

Simone Jones constructed the elegant loop devices and I enlisted
Steve Toppings to help me run the mobile installation. Steve had experi-
ence with mobile film loops, having done a series out of the back of a U-
Haul trailer that he parked at various spots around town. I created an
Interstitial fome hotline that could be called to find out the location of that
evening's installation.

The hotline averaged about ten calls a might. Of the hundreds of people
who encountered the installation, perhaps 5% were actively seeking it. The
balance came upon it by chance, a fortuitous encounter that is one of the
real pleasures of urban living. Most who saw the installation would pause
for a few moments, trying to make sense of this apparition in their local
vacant lot. A few would approach and ask questions such as “what is it?"
and "why are you doing this?™ And some would join us for a while, watch-
ing the loops cycle through, quiet murmurs of delight mingling in the night
air with the sliding clicks of the crickets and the hum of traffic as the three
sections of the horizontal shot (temporarily) synchronised.

"QUEEN 5T. W - A light drizzle begins to fall as we sel the projectors
running so Steve and I rig little shelters for tham out of cardboard and
gobo arms that end up looking ke something out of Gilligan's Island, The
slreet is buzzing fonight as two nearby galleries have openings and a con-
stant stream of papple churn up the mud at the epicentra of the instaifa-
tion as the rain softly diffuses the projected light playing across the
screens. "

The Interstitial fone was presented with the financial assistance of
The Onfario Arts Council and the technical assistance of Simone Jones,
Marian Wihak, Cara Morton, Bob Andersen, Dairdre Logue, The Facltory
Theatre, LIFE.T. and Steva Toppings.




My interest in working as an extra began
when | read an article about extra work in the
Ryersonian (a Ryerson student newspaper). It
said "if you need a job, drop the classified ads and
pick up the entertainment section instead.” Being
harribly unemployed over the summer, [ decided
to take that advice. | signed up with an agency
called ¥-H Acting Division Inc, | saw their ad in
the back of Now or Eye. Both papers have a num-
ber of acting advertisements.

The ad did noi look very impressive. It said
something to the effect of $42-5300 cash paid
daily. | figured it wouldn't hurt 1o try. [ was des-
perate 1o do something produoctive. 1 called the
numbser and spoke to & very nice gentleman. He
asked me to come 1o the office the following week
to fill out a questionnaire. 1 inquired about a
regisiration fee; he said it was 580,

The fallowing week [ eagerly got dolled up
and went to Y-H's office. The office is located on
The Esplanade street right next to the Old
Spaghetti Factory. 1t looked like someone’s apart-
ment. | was handed o questionnaire that asked
about my previous acting experience and any spe-
cial skills | may have, | wrote down that 1 acted
in a couple of short student films, a high school
drama class and an elementary school play -
nothing impressive. As for special skills, 1 said 1
could jog for a great length of time and can play
basketball extremely well. The latter isa't troe at
the moment since | haven't played a real game of
basketball in years. | recently had my butt
whipped by a short stubby kid in 2 game of one-
On=-0ong.

Next on the form were my measurements. |
knew my shoe, my waist, and pant leg sizes, but |
didn’t know what my chest and neck sizes were. |
still don't, The nice man from the phone mea-
sured those areas and everywhere else to see how
accurate | was, | wrote down that 1 was 61t tall
and 145bs. He leaned me against a measuring
scale and to his dismay | only came up to 5°10
and a half. He made the correction on my gues-
tionmnaire. | had 1o take off my shoes and stand
on a scale, My weight at that time was only
143lbs, 3 mere two pounds off from what | had
written down. He decided to keep the 1451bs 1
had written down. Overall he seemed happy with
my appearance. He took a couple of pictures and
took one of the pictures | gave him. 1 school-
girlishly asked him if | was actually going to get
any work, He assured me that | would be work-

ing within a week or two. After he said that he
billed me $80.

The $80 registration fee is for inputting my
personal information oate Y-H Acting's database.
This makes it easy for an agent to find the extras
i casting director may want, For example, if a
casting director needed a background extra who
can do gymnastics, all the agent has to do is type
"gymmastics” into the computer and a list of
names will come up. | thought that was fair
enough. What they didn't tell me was that 1 had
1o pay another $154tax for prints. [ thought that
was a little sneaky. | was geiting worried; 1 had
just spent almost 3 handred dollars. A friend of
mine who is a0 extra ssid | was being hustled.
Anything over $30 was too much in her eyes.
Mow | was worried, A bit over a week went by,
When my worries were slightly settled: I got my
first gig.

The film was Urban Legend. 1 haven't seen it
yet. My agent said they needed preppy looking
students - basically smobs. | was fattered they
thought of me. Urban Legend was partly shot at
the University of Toronto (51, George Campus)
and at Byerson, As {on being on set, it was a
pretty good experience, | was only there for five
hours and they paid me for six. As an extra you
are always gouarantecd 2t least six hours pay.
Usually film productions do not want you 1o be
on set longer than six Fours; union rules say the
entire crew (including the extras) have to be fed
after six hours. Buying lunch for 30-100 extras is
an expemic all film crevs want 1o avoid.

Though six hours is the rule, it doesn’t mean
all film productions follow them. On a film called
The New Jersey Turnpikes, which should be out
later thas year, | was on set for erght and a half
hours before being fed. | remember that day. It
was break time and after eight and half hours
with nothing to eat | was starving, on the verge
of death, To my momentary delight, | saw the
caterers selting up the buller. A few of the other
extras began to line up. 1 joined them,

The assistant direcior ran over and started
velling. I don't know what you are lining up for.
This is just a regular smoke break. I want you
back on sct in five minstes.” 1 was totally ticked
off. | was cold, weak asd hungry - a truly awful
feeling we've all experienced. They did have
snack food. It was bresd, with peanut botter and

Life as an extra
A4 Bobby Nijjar

iy

jam. The lids of the jars were left on the table
allowing fruit Mies to hover over them.

At the end of the five-minute break, | was
sitting at a table, plotting the assassination of the
assistant director, when the caterers started to
serve food, Now it really was lunch time. 1 had
left my spot in line for nothing. All the other
extras started to line up, So instead of being the
cighth person in line 1 was now like the 308th
person in line. Blasted A1 We were given one
hawr for lnnch. Farty minuies of my lonch was
spent waitling in line.

Unlike Urban Legend, | worked on Turnpikes
more than once - three days to be exact. 1 hated
it. 1 was given crummy food (e, greasy lasagna
and brown lettace). | had 1o work 15+ hoars
each time. | was also subjected to severe humilia-
tion. The New Jersey Turnpikes is about a fiction-
al basketball eam from the 1970s. Apparently
there were no East [ndian people in [ersey during
the ‘70s or at least that's what the wardrobe and
make up people thought when they decided to
put a big ass “fro on me and pass me off as
Superfly. | was wearing tight-ass bell bottoms
and a butterfly collar shirt.

That kind of set scems 1o be an anomaly. The
other shoots I've worked on have all been less
humiliating and quite shart-- under six hours.
You will be happy to know that 1 have more than
made up my registration costs, Besides the two
films | mentioned above, | was also on a soon-to-
be-scen movie called | Cliffhanger (not the Sy
Stallone film) and an episode of PS5/ Factor. Now
that school has started I'm don't have a3 much
spare time as | did over the summer. | had to
turn down four days of work on a television
show, That's okay; there's always next summer.

As for the ever so important question of pay,
well let's say it lsn't great, Most extras are paid
S7/hour and 15% of that goes o your agency.
You could argue it's less than minimum wage.
There are two higher pay scales [or extras. You
can get $17.50/hour if you appear on screen with
a significant actor ar actress for 104 seconds.
Extras with special skills, such a gymnastics, or
dancing are paid $23.50/hour. Being an extra is
fun and makes for a cool summer job. However,
it's nol something to live off. | justify it by the
fact that I'm being paid to basically sit on my ass
and stare at the stars.




LARISSA AND BARB GO TO

by Larissa Fan

One of the interesting things about going to press screenings
at the Toronto International Film Festival, is that 1 would often
walk into a screening knowing not much more about a film than
its title, director and country of origin. No review to guide me,
no hype for the film to live up to. And you know what? [ had a
ball. If 1 didn't love every film | saw, | could a1 least find some-
thing in cach one that made it worth my time (even the one-N
designated). So I've decided for the time being to stop reading
reviews., Which makes it somewhat ironic that what follows is a
brief review - or Jet's say overview - of some of the shorts | saw at
the festival (after all, | never said I'd stop writing reviews, did 12).
Just remember to take it with a grain of salt.

One of the films that has stayed with me is Phil Hoffman and
Wayne Salazar’s Destroying Angel, a loosely-woven documentary
that confronts illness, personal relationships and reconciliation.
What siruck me most was the sense that the filmmakers were doc-
umenting and discovering events and feelings as they occurred,
allowing the film to be shaped by the rhythms and tragedies of
life. It is an intensely personal film that kets the viewer in on the
filmmakers” journey.

This year featured a retrospective of some of the most inter-
esting works that have come out of the Canadian Film Centre --
including John Greyson's The Making of Monsters and Launie
Lynd's The Fairy Who Didn't Want 1o be a Fairy Anymore, From
the newest crop of films, Cynthia Robert's Bridal Path features
some great hand-held camerawork, and a more naturalistic look
than we've come to expect from the CFC. However, based on
other recent work from the Centre, there scems to be a move late-
Iy towards mare conventional and less challenging drama, espe-
cially looking back on some of the earlier works. It would be nice
to see the CEC's emphasis expand from just production values,
and films that can fit a tight one-line description -- slick isn’t
always all it's cracked up to be.

In the land beyond the Film Centre: Mike Hoolboom once
again dazzles with a wry and visually beautiful short, In the
Future, a found-footage musing about movies and the act of
watching them., (Is anyone else getting tired of how prolific this
guy ist) Carolynne Hew follows up on her hilarious dramatic
short Bangs with the more elusive and experimental swell, which
features beautifully tinted and layered images shot at Phil
Hoffman's Independent Imaging workshop. And Ann Marie
Fleming graces us with another of her succinet animated shorts in
Great Expectations (Not What You're Thinking), produced at some
mysterions location in Germany.

All in all an interesting round-up. Bt in case you'd forgol-
ten, amazing short films don't show just in September in Toronto,
they're popping up all the time. So don't just sit there, go see
some! Or better yet. make some of your own!

_ AT THE FILM FESTIVAL

by Barb Mainguy

Some particularly intriguing and imaginative work included in the
Perspective Canada short programme at the Toronto Inter national Film
Festival: Jeremiah Hayes's God Comes as a Child, a beautiful and mov-
ing experimental documentary about the last days of the filmmaker's
maother, who suffers from Lou Gehrig's disease. The film features shots

of the mother's life and family home movies. The voiceover includes
writing by Hayes, and reading's of poetry his mother wrote after she

became afflicted and lost her ability to speak.

On the list of effective, formally conventional films goes
Echogs in the Rink: The Willie O'Ree Story (O'Ree was the first Black
man to play in the NHL). The interviewees - coaches, managers,
sports reporters and O'Ree understate their parts in his siruggle with
such dignity and generosity, it makes ' Ree's eventual trivmph even
more poignant. Newfoundlander Mary Lewis's When Ponds Freeze Over

uses a combination of live-action, animation and treated footage to
add a conceptual dimension to the story of her father’s near drowning.

Lewis's elegant, layered film makes saving memory a metaphor for sav-
ing life. Some very short work was featured: Wrik Mead's lovely Cupid,
has the cherub hit with his own arrow, and David Birdscll's Phil
Touches Flo is exemplary short filmmaking. The scripted story is com-
mercial, and the production values high, but this director kept his story
simple. The plot is minimal but structurally perfect and turns on small
moments so the story has a naturally paced resolution within the scope

of the short time frame. Neal Livingston's Michel in the Suéte is a

funny five minutes, where a man tries to perform simple tasks in the
howling Sutte gale. The film profits from its simplicity and lack of
plot. Bruce MacDonald's Elimination Dance is a defightiul allegory
about love, told in the performance of a bizarre "elimination dance’
where partners are dismissed for arbitrary reasons. The lovely Tracy
Wright is a woman who holds out with her pariner, refusing to give
into the dance caller's elimination criteria. The intricate Faultlines by

Gary Popovich metaphorically links geographic faultlines and crevasses

between people.
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Rapture is the story of a murderous chickenhawk withthe devil truly up
his bum.

Written, produced and edited by Winnipeg's Gord Wilding (2 fallen angel
himself) Rapture is a 12-minute, 16mm film full of terror, magic, beauty and
might. A visual and audio feast complete with cinematic wonder, Rapture is
s0 scary it throbs with dread. Gord wilding is a painter/art director by trade
and this directorial debut lets all of his talents shine through.

Watching Rapture brings back the good old days when old, crecpy men
(or that nameless visiting uncle) would stare at you at the local mall, follow
you to the bathroom, or have their way with you in the abandoned construc-
tiom site.

Rapture is not for the faint of heart.

Wilding's short is distributed by the Winnipeg Film Group. [ highly rec-
ommend that you check it out. Be advised, however, that you will never see it
at a straight, white middle ¢lass film festival near you. To catch Rapture you
will have to look deep underground. It's that good.

Special thanks to Marlete James at the Winnipeg Fllm Group.



and her partner Toni. Her film, Tell Me
What You Saw about her mother's men-
tal iliness, and her family's inability to
remember their childhood because of
abuse al home, has won a major prize
at the San Francisco Film Festival. This
is not the same film she made at the
workshop, though we both know il is
connected to that experience somehow,
After a long supper, and a sauna and
drinks, Kiti calls me into the kitchen and
opens up the freezer. There i a liltle
humming bird, wrapped in plastic. "l
brought it from Canada... | didn't wani
to boil it... | don't know what to do with
il... it is mother.”

It is Movember, Marian has suddenly
and unexpectedly passed away from
cancer five days after a biopsy. What
we thought was a lung infection turned
out to be the worst. Everything is tragi-
cally over. Many kind friends and family
offer help. Gary and Lisa give me a
room to stay In and Arrow is welcomed,
But | position myself in a grieving hole
for months and try and look at pho-
tographs of her. They tell me plainly
what I've known Intellectually, but never
fully felt; the photograph says that the
body is gone. Finnish friends call *....do
you still want to do the installation in
February? You could come over... ...il

would be nice to se2 you..." My answer-
ing machine is bursling with the sounds
of grieving friends. Mike leaves a mes-
sage that | must remember. In his mag-
nificent racing tone he quotes from
Heaven's Coast:

*When | call up pictures of friends,
lost, a terrible ache comes over me, so0
much so that it has to go away on ils
own, there isn't much by way of remedy
that | can do. | remember a letter of
Henry James where he said that in
times of great grief it was important to
'go through the motions of life'; and then
eventually they would become real
again, I've been trying to write myself a
poam about those ancient Japanese
ceramic cups, rustic in appearance, the
property at some point of a holy maonk,
one of the few possessions he allowed
himself. In a later century someone
dropped and broke the cup, but it was
too precious simply to throw away. So il
was repaired not wth glue bul with a
seam of gold solder. And | think our
poems are often like that gold solder,
repairing the break in what can never be
restored perfectly, The gold repair adds
a kind of beauty 1o the cup, making visi-
ble part of its histo-y...."

(A portion of a letter from the poel
Alfred Corn, Feb. 18, 1994 - from
Heaven's Coast by Mark Doty).

| am back in Teronto after a memori-
al screening for Mzrian in Helsinki.
Susan has arranged another screening
at the Cinemathéque to remember
Marian and her wo'k, and to initiate a
fund for curators in Marian's name,

which Barbara and April have been sel-
ting up. | am asked to speak before the
screening which | find terrifying. My
niece Lindsay coaches me, but my
throat seems hol

low with grief. 1 get through the intro
somehow and Marian's Nursing History
rolls in. Her voice resonates from some
far away place... *“They were moving on
towards a resolution of something that
had been started for them centuries
before...” And she is here.

After the screening, a large crowd
meanders over to the restaurant for
some drink, food, talk and tears..... It's
a bit daunting, but the process is worth-
while, Gradually the night is ending...
15 or so0 people are left and no one
seems ready to leave... Rob mocks the
waiter's final cry and whimsically calls
out, “Last call for processing 7378 as
reversall® He points out to me that all of
those siill in the restaurant have at one
time or another been part of the film
retreat, And that is consoling.

In the face of such great loss | feel
that because of the work that we have
done to create these nurturing grounds,
the filmmaking retreat has now its own
community; one that is constanily shift-
ing as new people, ideas and politics
keep passing through.

Thanks to Karyn Sandlos and Barb
Mainguy for their kind assistance,

Phil Hoffman's Independent Imaging
Warkshop is offered through Sheridan
College Summer School

Tracey Gerhimarn




NEWSLETTER NOTICE BOARD:

WIDE FOCUS

FROM THE PAST THROUGH THE PRESENT AND INTO THE FUTURE. A CONFERENCE FOR FILMMAKERS OF COLOUR.

The Eventl:

Diversi Film and Video Fund {formerty , The
Racial Equity Fund) is holding its first annual
conlerence on Novembaer 6, 7, 8 al the
Harbourlront. The conference is called Wide
Focus and is co-sponsored by The Vietnamese
Socioty of Molion Pictlure and Telavision
Pionaars.

Wide Focus, a conglomeration of panels,
juries and discussions, is unique not only
bacause of its content and larmat, but also
because Diversi is, at the momaent, the anly
umbrella organization serving the broad spec-
trum of what has bean called: “Filmmakers of
Colour.®

Wide Focus will opon with an informal din-
ner featuring Cameron Bailey who will deliber-
a@ on the present situation ol flmmakers of
colour within tho spectrum of the Canadian Film
and Telovision industry. Towards the end of the
conference, Richard Fung will provide the par-
Bcipants with the histony of filmmakers of colour
in Canada and reflect on the future. Questions
such as the viability and/or need of an organi-
zation such as Diversl will also ba addressed
by Fung. Since Bailey's presentation will sot the
lone of the conference, Fung's conclusions will
2ct as a springboard to an open discussion with
ihe participants. Hesolutions and recommenda-
fions will close the event,

The discussions are only part of what
Diversi is olfaring te I1s constituents. Beginning
and imermadiata filmmakers will enjoy the
chance to pariclpate In an inleresting blend of
panels and workshops. Discussions of work in
progress and screnings of films with the direc-

lors will provide participants with the opportunity
1o leam from their peers. Social functions (such
as the networking breakiasts and Funding Fair
with special guasts), will mix with fun events
(such as the Fashion Show and the Closing
Party).

An essential part of tha conferance is the
three DiversiAwards (n the categores of drama,
documantary and ‘beginners’ (animation and
exparimantal works are also welcomed). Am
Open Jury will look at the linalists lor each
award -- all participants will be olterad the pos-
sibility of belng jurers, an offar aimed at film-
makers who have nover sat on a jury before.

The Background:

Wide Focus is not tha fiest conterence of its
kind. About ten years ago, a group of young
fiimmakers and activists of colour, who were
struggling to develop their work, organized an
embryonic version of Diversi's conlerance.
Among the organizers waens people like
Cameron Bailey and Richard Fung. They
called it Shooting the System, a name which
would raise the hairs of many 1iberal minded'
paople loday, but al the sama time reflectad the
feelings of these arists towards thair environ-
meant.

It was a hostile environment. Artists of
colour and thelr work had been histerically mar-
ginalized, either by ignarance, omission or prej-
udice. It had dona 66 by ignonng thelr axis-
lence, by judging their work according fo only
one sl of values - the Eurecantric vision of the
world - and by denying them access 1o equal
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opportunities so they could more fully express
themselves. Whalever the reasons behind
these attitudes, the result was the same: invisi-
bifity. The doors to art councils, jurias, funding
agencies, distributors, broadcaster and there-
fore, audiences. ware closed o tham.

The goal of Shooling the System was to
open these doors. To a great extent, it suc-
ceeded. But just as a lew were 'in’, the doors
were closed again, 1o everybady. Diversi's
Wide Feeus conlorance can play an impartant
role. To start with, it can halp place the struggle
of fimmakers of colour within the ovarall con-
lext of today's political and economic world:
What the reality is and what we naed to do
about it.

The Shooting the Syslem confarence was
bath the resull of a long lobbying process and
the beginning of a new era for filmmakers of
colour. The momentum crealed by Shooting
the System gave birth 1o a number of
organizations which represents the interests of
film and video makers of colour; Full Screen,
The Black Film and Video Matwork, Southerm
Currents, elc.

Thie 1998 Wide Focus Confarence is build-
ing on this exparonce and going beyond.

For more information, contact:

Diversi Film and Video Funds

Suite 220-37 Hanna Avenue

Toronto, ON  MBK 1Wa

Tel: 416-531-B606

Fax: 416-508-T956

E-mail: HYPERLINK mallto:

diversi @ecfmde.org
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Fur sarvice T0F PeQalive penORSINgG, answer prints,
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for neriey, made lof TV maovies, documentanes and
Tealurg films.
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okl e final mues with on Digital
Belacam, 07, 1° o Betacam SF
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