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THE LIFT STORE

37 HANNA Avenueg, Suite 301

NEW STUFF!

Super 8 Film Stocks
Thee LIFT stose is now selling
Super 8 Slock

ExTACHREOME 50" CARTRIDGE
§i6

KODACHROME 50" CARTRIDGE
§23 (includes procewing with
Kodak)

Pius X 50° carmipoe 314
Tai X 50° camrmipee 514

More Super B supplies:
SuPER B SPUCHG TaPE
$3.50/moll
Surre & Witk LEADER

{100 rolls) 0. GO O

Super & 400" Taxe ur Rom

§ el

Darkroom Chemistry
LIFT i begnning to keep bmited
supphes of chemistry available
for memibers paocessing motion
pictura film in our daskroom.
Cheemicas on hand nchode
thase needed for processing
both negative and reversal black

LIFT RADIO HITS THE AIRWAVES!

& white stocks: DEKTOL DEVEL-
OPER. Fol, WYPOOLEAR B
PHOTOFLO {prices TBD), Don't
forget, the LIFT store also sells
REVERSAL BLEACH (at §7/1.25
litres of concentrate) for those
processing mation pecture fim
24 reversal. Please give either
Christing of Roberio 3 ¢l (D
confirm what ems are in stock
befare heading down 1o the
LIFT stone!

16mm Film Stocks for
Sale at LIFT

Kooax 7399
Although out of date (by 10 or
15 ymars), the stock i otill &
great resouroe. This stock s
avalable 1o the LFT mamiber-
ship at $0.05/p0ot.

Kopax 3374

Unfortunately, Kodak is no
longer making 7378, The LIFT
store & now sellng Kodak's
replacement, estar based stock,
3374 at the same rates as 7378
($0.117t for members &
$0,13/ft for non-members)

Mews, views and reviews on the independent film scene
with hosts Michelle Cho, Heidi Muroff & Paddy Gallagher,

Wednesdays from 12 noon to 1 pm
CIUT 89.5 fm

Webcast on www ciut. fm

Produced by the LIFT Radio Committee.
Presented in collaboration wilth campus-Communily
radio station CIUT,

Open Monday to Friday, 10am to 6pm

Kooax 7234 sells for $0.27M
Tha o an esceleni BEW

internegative ideally surted for
the aptical printers at LIFT.

Kooax 7272 sells for §0 4541
Don't forget that LFT has a
suppdy of this low contrast
Cokour nterneg available 1o
the memberthip. This stock
spicifically designed for colour
optical printing.

Please note: there & 8 roll down
Toe of §5 per roll on all of thase
siocks. All stocks sold in incre-
ments of 100° with 3 menemum
order of 100°, Please call in your
Tl stk oot s i advanice

Other Stuff Available at
the LIFT Store

Production Supplies

CamERn TAM, GAFFER TAPL,
V4™ AUDiD TAPE, PAPER TAPE,

Wanouws Editing Supplies: Cores,
s TAP (1Emm, 35mm &
Super B), SHARPIES, GREASE
PENCILS, PAPER TAPE, TRACK
Fill, LEADER, ACADEMY LEADER

and 5o much more! —
Niw Beta Taris

$20nape (each tape 15 30min)
New WHS Tapses

$1.500ape (each tape o 20mun)

Lsied ftems: DATS, 104" Aupio
TAPES, VHS Tares, Bera 5P
TAPES, Hitdi-B VIDEOTAMLS,
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OPTICAL ILLUSION 101:
A POST-APOCALYPTIC REVIEW OF
“MADAME WINGER MAKES A FiLm”

B8y Karyn SamnpLos

Helen Hill's D.L.Y. guide to filmmaking opens with a reality

54l Teom Halen Hill's
Madmme Winger
Makes a Film

check:

In a post 9/11 world, miost of us are suffering
fram too much reality. We're still looking for
our safety belts, our pacifiers (the warm,
fuzzy bathrobe of illusion that we slip on
each day so we can get out of bed and walk
in the world). We don't go out as much as
we used to. We sleep more. Our eyes are still
box-shaped from watching the winter
Dlympics.

Madame Winger doesn’t live in reality. She
doesn’t want to. Reality is the place where
big corparations discontinue the film stock of
choice for many independent filmmakers
(Kodak 7378) and use animal products to
make emulsion. Madame Winger's world is
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Where will you be in the 21st Century? What will you do if
there's a nuclear war or gigantic terrorist attacks?

What if your film lab is reduced to rubble?
How are you going to keep making films?

scratched, colour treated, reticulated, animat-
ed, appropriated, manipulated, super-8ed,
and antiquated. Madame Winger doesn'i
need fancy digital technologies or a big budg-
et; she has a pet pig and a team of fairies
who mix chemistry in her kitchen darkroom.

Madame Winger Makes a Film is a recipe
for disaster and a survival guide for the 21st
Century. Part technical manual, part history
lesson and part political manifesto, Helen Hill's
new film sparkles like the tip of Tinkerbelle's
wand. In her honeycomb southern drawd,
Madame Winger reassures us that in this age
of digital technology and big budget filmmak-
ing, all you need to make a film is a good
idea. Or maybe just a bunch of film stock, a
few magic markers and an anything goes atti-
tude.

Those of us whao've never made a scratchy
film on the cheap can get the basics here,
{Loading a Bolex has never looked or sounded
quite this sexy.) Like the very best teachers,
Madame Winger knows the facts, but she
does mare than deliver the lessan, She makes
us want to make something more with what
we've been handed. With her DIY guide to
low budget filmmaking, Madame Winger
reminds us that we need to make our own
illusions.

And we don't have to leave the house,



‘#“Q'HERES A QUAINT RAWNESS TEl THE DIFFERENTLY.
'()PDRTIONED CHARACTERS FACING THE WRONG WAY,:
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HANDMADE DIGI

By |EFF STERME

*GII" Dng Boy'is a cut nu. afyfiation
hat addrasses £l l.n;ad t*-.F}F-. jations
.1r::|L|r.n:J sexual behdlioths] datheree miost of
mysource imafes tror 1-r.||-s.],ea [, Magg-
Zines in onder to create an abistract mipror of
our culture’s sexual envirofinent -"3"-':1"1":,’.,.?.!"':'.‘_
idea of creating a film ‘by. hand’, using scis-
sors, tape and cut-outs froff fashionyporng
and®ned’s magazines, seaimed th so roman-
tie It was cheap, and the proc®ss seemed 50
terrifjcally ‘primitive’. When my -:Jull;_. ir nﬁges

T .THESE PROBLEMS...INTERRUPTE
*5 WQS CREATJNG \

i .-i'-...._.

-
fit together [;l;'ll-';'l:_L:',.- | «.'l.rlfl ke magic. Com ‘
bined, their beauty had a natural flo.as if
they always belonged together and had beem .
waiting for' me to reunite them ;

About a third of the way through shoating,
hawever, frustration overcame my romantic
notions. Alone In a dark animation
sprawled on ihe Tloor amidst my cut-out “cast
of thousands,” | spent & LOT of time looking
for that perfect image. My romantic. desire to
stay ‘au natural” and stick to my handmade

methodology meant that | had been bound
and tied by my own |lr~nn tions. Sure, theres
a guaint rawness 1o the differently propor-
tioned characters facing the wrong way, but
these problems with screen direction and pro-
partion interrupted the poetry | was creating
Like a visual cough or a I'u:curJ, these prob-
lems got in the way of what | wanted to say. |
had hours of cutting and taping behind me
wien | realized what every artist hates to real-
ize: the process was becoming too laborious
and wasn't necessarily conducive to my con-
cept. That was it! | snatched up about two

PCROETY,

FILM: A LOVE STORY

adozen images and walked over t1othe local
print shop. With the'relp of a compliter and
a_printer, | shrunk the E;Mlﬁ-;-. that were oo
big, and enlarged the ones '1‘F11 werg too
small: With the push of ab |1||::-n | changed
screen direction in an gastant. Fofa few
t1 icks, | solved my problems. S0 mavh-" o1y
foundifootdge '.I"'.-a!-l'l'l really I"{mn'l ANymoRe,
Bt shought, 1hé romant |{15.|| | vwas
i |n,_.||"|’_J an illusion nbt a’prison! My-dound
II‘IEIGF‘ needed to be rndr‘upuldr.-ed l;hgltﬁE'l:l

- L ]
- L
and transtormed 'n'w; &r Iml'lﬂ{n'l g par -.".11
the text | was -’rm.nn-': In 'lh’#- end, rea|i u’t
- o
that digitiz Llopg.r t spoil hr:n-'h'lr,n:l[ it Iib- r
erates jt! i D
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AFTER THE HEARTBREAK: My FIRST J.K. EXPERIENCE

BY |OHN PRICE

I had bought some second hand, paperback, how to
make a film guide and it had a picture of a I¥ optical
printer 50 | called up Simon Fraser University's film
dept., and told them | was a film student from Emily
Carr. Aryway, | loaded the Bolex wrong and the pro-
jector began skipping right away, chewing up my origi-
nal Super 8 footage. It was heartbreaking in the
moment, but when | got the print back from the lab
there were actually images. ..flat and grainy and
destroyed, yet somehow interesting, like the texture was mirrering my emotional state when |
had shot the footage. That was a turning point—letting go of the sanctity of the images, under-
standing the expressive potential of the film's physical texture—this led naturally to experimenta-
tion with processing my film by hand.

A PrAacTIcAaL DisAasTER: HAND PROCESSED FiLm AS A LIVING

ART EXPERIENCE &v Maoi Piccer

—

y first expenence hand-processing 16mm film
was what | like to call a “practical disaster.” |
shat my 100 feet of b&w film as a well
organized test of patterns, movements, color
on b&w, lights and shadows. When | started
to process, | decided at the last minute to
leave a few feet as negative. That's the only
part of my film that turned out OF. The rest
of the film | wanted to process as reversal
using bleach, with solarization effects. Well, it
turned out | had a ‘Bleach Witch Project.’
Images that first were showing up so beauti-
fully started vanishing before my eyes. | didn't
know what to do. With my heart fully
pumped, my adrenaline climbed to high lev-
els. My hands were grasping the film, pulling
it from the bucket, while my eyes scanned the
frames, and watched the images flow with
the running water. Nothing could stop them
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I loat the image on the process but I built another idea om the cleoar £ilm lafr.

from fading away. | felt like dying with them. |
thought briefly about all the things | no
longer possess , the people | won't be able to
talk to anymore because they're dead...

Aryevay, life is a cycle so | decided to use
the now empty surface of the film as a canvas
to write the dialogue that was never record-
ed, scratching my experience onto the cleared
base, The film was presented at the Images
festival 2 years ago and is called “Process.”
Entering this wild world of hand-processing
taught me to make a big mental leap from
what Is “beauty of perfection and total con-
trol® to “beauty of imperfection and unex-
pected results. Now | understand hand-pro-
cessing as a living art experience, where noth-
ing can be set and | leave myself the opportu-
nity to start creating within the results.



SoME KIND OF EULOGY.

By CHRISTINA ZEIDLER

| didn’t know how any of this would go in the beginning.
| didn’t even know it was beginning.

Breaking the Rules
Summer "98: | decide to go to the ‘film farm,' Phil Hoffman's week
long workshop on handmade 16mm film held at his place in rural
Southern Ontano. | take the course to learn about hand processing,
but deep down | think I'm leoking for more: a break-through to help
me take the next step in filmmaking. The mechanics of the course
are simple: we shoot, process, then sereen. Make and walch
Everyday we repeat this. A Zen approach, learn by doing. Great, |
can get into that

But I can't. Its so difficull to just shoot. | was laught at art school
that 16mm was precious and expensive, thal each shot should be
genius for it 1o be worthy of the medium. Thene was no such thing
as expenimentation.

The journey begins

At Phil's, my first rolls are disappointing. A wave of self-doubt crash-
g5 over me. To break this mood, | go on a minl field trip with some
students and Phil. In the back of the pick-up truck, | sit with
Rebecca, a cowgirl filmmaker from Chicago, She shoots wildly, from
the hip, clicking thowsands of times, rewinding, shooting agaimn,
using her finger as a mask. She doesn't share my problem of being
too precious with her film, Her unique vision inspires me. 50, | go for
it. | dive in, Not all my stuff works out, but seme of it is magical.
MNowy, this is what | came for, the thrill of getting my hands dirty and
trying anything without fear!

Lightening the load

Like some of the others here, | am learning to let go of the baggage
surrcunding filmmaking, especially the biggest one: that you have to
know exactly what you are doing. So much schoaling is aboult doing
it “the right way." The film farm is more organic. it's an environment
where like-minded people can come and explore a technigque of film-
making that draws out different results from each indnidual. That
process of discovery infects the consciousness of the group and a hot
bed of creative freak-out is born!

I spend that week with amazing people, hanging out with my doa,
Mica, while hunting for inspiration around the backwoods of
Ontano. | shoot seven beautiful rolls, from which four years of film-
making magic was to follow




Back in TO

Pumped up and ready for more film discovery, Marty Benoit and |
spend the summer in a makeshift studio in his landlord's garage. We
set up the dream “kid-scientist” lab: jars of strangely coloured liquid,
reams of film strung everywhere, rewinds, reels and a 505 cinescope.
We concentrate on tinting and toning, scouring every article or book
we can find. We play with our footage from the farm, dipping it into
chemical concoctions and marveling at the results. We make a hilari-
ous film, The Ungnome set at the golf courseftrailer park near Phil's
Farm. It stars Marty as a garden gnome run amok,

During this time, | avoid working on my “serious” work from Phil's
farm. | do not touch it with chemicals. I'm being precious, afraid to
take the leap. Finally, | force myself to sit down at LIFT and watch the
material on a flat bed. In my journal, | write unconnected thoughts
on travel, and how moving habitually through physical space must
leave a spiritual stain. The title Traces comes to me. Oddly, at the bottom of a page | scratch the
sentence: “| am haunted by death and endings”.

Sunny California: A One Time Offer.

My airlfriend and | take a road trip to the California dessert. With a
rented Bolex and 8 rolls of 7378, | want to capture moments. I'm
not sure what of, but I'll find out along the way.

| try to capture beautiful imagery with no expectations of product,
just the excitement and frustration of capturing a moment visually.
At times | must choase whether to just leave the camera behind and experience the moment
unmitigated or to see the world through my camera eye. It's a one time offer. My girlfriend
watches me swear and sweat and shove daylight spools in the camera using my knapsack as a
black bag.

& Million Ideas or Obsessive-Compulsive Art Making.

| have never actually finished an experimental film all on my own. |
usually work with a narrative in one way or another. | compensate by
having a million perfect scenes from a million different unmade films.
None of them include my actual footage. My heart palpitates looking
through the old journals, The snapshot potentials float around me in
visions that tease my Virgo compulsion toward order. It has been fun

collecting all this footage, its like a scrapbook of my unconscious, but what the hell am | going
to do with it all?

Mica
A year passes. On a windy afternoon in March, | organize some
friends and co-workers to be my actors in a little Super 8 narrative
about a guy who has a tantrum fit while rellerblading on the
Lakeshare, Mica will be playing the role of someone else’s dog.
Usually he enjoys the camaraderie of being in the movies, but every
time 1 try to do the long shot of the crowd, Mica turns and faces
me. Stares at me. He won't go with my friend Christina to do the shots. Finally we pull him from
the shoot, Chrstina notices this behavior as odd and | dismiss it as just general clinginess and
possibly old age. A couple of days later, | take him to the vet and find out he has lyphnodal can-
cer. | am devastated. Mica only lves another week. He dies in mry arms late one night.

| can not describe the loss | felt during this time or the unexpected joy | experienced as well,
The terror of regret clashes with the simple beauty of his dying. | had premaonitions of his death
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for a year before it happened and was so fearful of it that | was sur-
prised and guilt ndden that his actual death could be so easy. Mica
was beautiful and brave. He passed through death as he passed

. through life, like a dog.

After ten years of loving him and reading his every want, need and
emation, it was under-whelming to grieve for him. This culture
seems to be emotionally challenged in so many ways, the least of
which are with respect to animals and death. There seemed to be no place to grieve for the end
of this relationship. The loss was deep and scarred and especially profound because it left no
trace.

You Can Go Back
Later that summer, | help my friend Liz finish her film from the work-
shop. It's fun to see the beautiful hand tinted farm scenes. Memories
of my experience flood back. Why had | decided that | couldn't finish
this failm? Where was my spirit of farm filmmaking?

| make a litthe commitment to myself to work on the film, to just
focus and get something down. | can change it later. Right?

Back Yard Cinema BBQ

| rent some rewinds, a cinescope and a splicer, and set to work con-
verting another friend’s backyard shed into another makeshift 16mm
studio. | crack open the canister containing precious film farm
footage. | rip the film apart. This time | am brave, | will only use my
favourite footage. It feels so great to get my hands all chernical
smelly.

I let images almost fall apart in the chemicals. The action created
by the chemicals adds a new layer of rhythmic movement to the
action captured by the camera, Tinting and toning alters the mean-
ing of my images, the saturated colours bringing drama to the
footage. | string up all the shots against the back wall of the shed
with pet names written above on masking tape; ginger spice, pop
tarts, twig tree, halo heads. | write all these names on a long sheet
of paper. Stretched out on a lawn chair, | close my eyes and visualize how the images will flow
together. | write it down and tape everything back together according to this new order.

Movin to the Country

| abandon the movie again. Life charges on. Deanne and | decide to
move to the country. We find a piece of land with a house in the
rolling hills of Morthumberand. The house is a disaster and we reno-
vate every weekend between work for three months. | feel far away
from my film again. Its Mevember and | decide rashly that | will finish
the film by the December "Images” deadline. 1 decide to include the
California footage, but | want to tint and tone it. On a warm fall day, | set up another makeshift
studio in the basement, but this 1ime | don't rent rewinds, viewer or splicer. | tear the film into
pieces. Fall grows cold and | am shoving reams of 16mm into mayonnaise jars of toner. | am
convinced that household bleach is doing a marvelous job of loosening the hard fix on my lab-
processed footage.




Collecting the Pieces of My Mind

| know now that | want to make a eulogy for Mica, but | will hawe to be patient to see what
form the film takes. | start in earnest to write a script, looking back through my writing at the
themes of the film. In order for people to experience the amazing connection my dog and |
shared, | must somehow recreate it for film, | strategize a method for approaching the sound-
track. I'll treat the sound like the images, collecting the elements. in a non-judgmental process
and editing them according to the internal rhythms of the piece. | write reams of material about
Mica, edit it down into a speech and come up with some slogans.

To speed up editing, | transfer everything to digital. I'm faster on digital editing and this confi-
dence makes me feel creatively lucid. | use the slogans as the structural bones: ‘get lost’, *find
your sense of direction’, *stay in control’, ‘get out of control’, with the epilogue, “and all things
being the same, and all things being the same’. | muck around with all the elements in Final Cut
Pra. | finish it, wrap it up and send it off to Images.

Rejecto Delecto, or Where There Is Not a Door There Is a Window.

It's January. | get a rejection letter from Images. | knew | had sent them a rough-cut but | was
secretly hoping | would get accepted (meaning | wouldn't have to change it). I'm feeling a bit
lazy about the whole thing, considering another rest from the slog.

I let a couple of people watch it to gauge their reactions against mine. People have a similar
reaction: they like it in principle, but in practice something is not working. | corner Darren
O'Donnell and show it to him for a second time. He hums and haws. Give it to me straight. He
likes the slogan-title structure, but the sound track is confusing, too many voices. Simplify. Just
tell a story about the dog for each title theme.

Brilliant.

Be in Control, Get Out of Control
| calm down and write stories for each title. How can | possibly do this voice over without bleat-
ing out the narration? I'm no actor. Alone, late at night, | go into the sound recording booth at




work. | set up the microphone, so | can sit on the
floor, | spread out all my notes, so | can read them at
a glance and not fuss with rustling papers. | relax

| (bottle of red wine) and start to talk. | pretend I'm
talking to someone really sympathetic, telling them

§ our stories. I'm more honest talking to this imaginary
audience than | would be talking 1o someone about
him. | am not reading reactions, gauging whether or
net | sound looney talking about an animal like this. |
am telling our story, a simple love story with a heart
breaker ending. All the emotion pours out of me,
Strange timing, but it's exactly one year since Mica

= died. | feel more able to grieve now than | could a
year ago.

The new soundtrack is a collaboration with my
musical partner Celina Carroll {together we are "ina
unt ina”). We've been practicing music every Thursday
for a couple of months, recording as we go. We start
and finish the music in one session.

| edit the second sound-picture mix in a crazy
three-hour pressure cooker session. Somehow the
frantic energy works. | know there are awkward
moments in this edit, but it feels right to me. It stuck.

And All Things Being the Same

From here, the film will go on to have a life of its
own, communicating to audiences through distribu-
tion and other “performances”. Each audience will bring their own biases, but unlike a performer,
| can't do a thing once its started. | lose control and have to trust the film to say all | want to say.

There was something | intended to communicate, now | have to listen to what comes back to me
through it.
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AYSEGUL KoC: When we thlk abolit handmade
film it’s not necessarily hlind pricessed film.

PHIL HOFFMAN; Mo, but it a nig
it. When you hand procges, yollare actually
putting the film in the d@velopgl swishing it
around and putting it though Eifferent

processes. What's great '

film is that you are nevellin tot@l control

because in a few secondg you €8n lose a beau-
tiful image you love by Bavingi in a chemical

teo long, or not long en@ugh.

AK: Has that happened @ you?
|
PH: Oh sure, it happensill of the time. .it's
odd because that imagetil ives on in your
nory. | have a lot of fhose.
2 you saw in the '
jone...That's life, righ
in time and when
This way you go againsfithe If
is precious and underst3@d tha
more important.

anw

AK: Is there a project abilit whi
4 R

think ‘this can only be flind

PH: In a sense yes. |U's ajivay -j ving and a
way of working. In the
thought someday I'd
redl actors and all that,
realize that this is not t
The project that | am o
"Commute"—I can't s g useful

about it now...it’s still if | started

working on it in 1995 1856 Marion
died. | put Commute ofiithe shelf and | did
other works, Now it's'n
funny because now | g
to work with it, whera
S0, | think after finish
and What these ashe
reminded of the way |

be with some actg

t | came to
at | work.

alled

d

ying Angel
&g, | was

g structure
sads of the
at road will

etaphor for

bout lend processed

at beautiful

Th 'i' things move

gonggthey're gone.
that the film
he process is

you would

2giniifl | may have
e a big feature with

again and it's
how | want
it was vague.

ork...it may
riends, but it

ax: If you make a totally digital film, would it
still be a handmade film?

PH: | haven't made a completely digital film so
| don't know. But | do know about combining
different elements like film footage, video
footage, working on a Steenbeck, then work-
ing on a computer digitally for the editing
then going back to the Steenbeck. It's a
process | know from making What these
ashes wanted. It's so wonderful to work with
almost seventeen maybe twenty years of
material as | did with ashes, on a computer,
because you can call up things so fast and so
easy. With digital editing you have some
headaches of course but...it works just like
memory... Boom! It's right there! In What
these ashes wanted | was working on a
Steenbeck and on the computer at the same
time. | was shooting with a digital camera off
the Steenbeck screen and then dumping it
into the computer to work out my ideas. Back
and forth. It was a bit crazy because | had
footage which was processed and printed way
betore digital editing was invented and so it
wasn't reasonable 1o do a keycode transfer.

| worked out my whale soundtrack, including
many adjustments to the narration, on the etk
computer. | found all the images | needed What these ashes
{Super 8, 16mm hand processed, still photos, — Wanted
video) by working out the ideas on the com-
puter. Then | just had to master (through opti-
cal printing and video to film transfers) all of
the material back to 16mm negq. In the early
90's, | used a similar process for Chimera,
using digital editing to work out the flow of
images, and the frame rates. Then | went back
to the optical printer and step printed the
Super 8 up to 16 mm neqg.

AK: It wasn't an aesthetic choice it was some-
thing that helped you work out the material.

PH: When we cross boundaries, we bring what
we've learned from one medium and apply it
to another, and something new is discovered.
Old movements influence new movements,
new movements influence old ones. Its a
hybnid of practices, you use whatever is possi-
ble to use.




| remember at Sheridan College, when Jeffrey
Paull was first asked to teach Photoshop. He
was sort of ordered by the administration to
make the transition from still film to comput-
ers, and he had to teach in one of these com-
puter labs. It was very un-Jeffrey Paull. 5o
what he did was turn off all the florescent
lights and bring in some nice lamps and
placed them around the room. That's a hand-
made solution. He just said: “well wait a
minute let’s not just take what’s being shoved
down our throats...we can still resist this cor-
porate way of working..."

The term that came to being in the B0s was
*lving cinema, * and | like that. Like handmade
film, it's the amateur thing, the Brakhage idea
that it's good 1o make amateur work because
amateur stands for love. In handmade film,
wou make a shot of people at the breakfast
table. You don®t bring in the big lights; you
don’t get your daughter to pour the orange
juice again, and again, You don't yell, ‘action’
or ‘cut.’ You make a shot when the light glis-
tens off the apples on the table and your child
is playing with toys. If you miss a shot, you get
the next one.

AK: Is this not more possible with the video
camera? More people have access to it now
and can do amateur work

PH: With video there is usually sound attached,
whereas with a Bolex it's always just the
image. In video it's ‘what are you doing with
that toy, Jessie?’ The words become important
so there's a difference and | don't think it's
always better though it can be. It depends on
how one warks with it. Access s great of
course. Apparently everyone has a video cam-
era. For me, its less to do with technology and
mare about working ‘from your hand,” or
‘fram your heart’,

aK: How did you start making hand made
films?
Sull: (top) passing
throughitom forma-
tions, Fhil Hoftman;

[page 15} Chimera



PH: It came out of photography. | had a dark
room.

AK: S0 you were already close 1o the chemistry.

nulul nothing. it's magic, you I:-nuw \NOW YOI
se¢ it, now you don‘t. it's - &
nmnm!“#manm'ﬁge '

kick, 1 don't get a kick ¢

| know what's gonna ha

ST S

aK: And, in a sense, video is more |

get snundandyuugetpeuplg ying be.
things. Thll'!wl'lylu;e ideo in m
e . od, the

video can doll
charge, not
thought | w
turns thim
what I'm

K- l_

PH: ‘n’es.andwm,
ly teels w
camiera at me
bemuseﬂ

and ,}...-

(OO

fram

the pieces fit together. It's a long process,
What these ashes wanted took nearly five
years, bu imdfmﬂgedathgbackainmst

; B s 1 :- ] s}x jl'E'ﬂﬁ

yen years.




WHAT COLOUR IS

YOUR

CATASTROPHE?

HAND COLOURING INSIDE AND OUT WITH STEVE SANGUEDOLCE

t times, my work brings me close to moments
of difficulty or catastrophe—the death of a
friend or the break-up of a relationship. I've
used various means to convey these emo-
tions: montage, superimposition, optical
manipulation, etc. Lately, I've been exploring
hand colouring as a means 1o portray emao-
tion. Hand colouring not only provides me
with the ability to manipulate the colour and
texture of a subject, but it alsa allows me to
evoke the spirit of a subject.

While regular camera stocks are designed
to accurately represent the external physical
realities of a subject, hand colouring film
allows me to contral the colour of both
wiorlds | wish to present—ithe internal and
external. The physical metamorphosis of the

film stock acts as a metaphor for the internal

LIFT oLl 2% 1550l 2 mARCHIAPRIL 2002

struggle of my characters. Hand colouring
mmakes the struggle explicit as it brings the
gualities of decay and destruction o the sur-
face of the film.

With hand colouring, chemical tints or
toners are applied directly to the film's
surface and are absorbed into the film's base
and emulsion. By manipulating and blending
colours, I'm able to reveal @ more internal,
personal vision of what stands before my
camera. Colour works to blend the separation
of objects, evoking a vision of an internal real-
ity.

| first began hand colouring film in SMACK
about four years ago in an effort to evoke the
harsh nightmares of an old friend of mine,
Robbie. He is an ex-heroin addict who speaks
hauntingly of his experiences. The world did
not appear to Robbie in the crisp mid-tones
of the evening news. changmg tempera-
tures, dmelnpmem Imes :

ments or a photographi
own prints, | create g
We all see differently
always returning to the'ss
take this work, to undo
visign, and {o.s
Y



LIFT NEWS

MESSAGE FROM THE BOARD NEW MEMBERS

REFLECTING ON CHANGE AND LEADERSHIP  Emanuel Amorim

The: Board's mission 5 1o create a funconing busimess Scatt Berry
that meets the needs that are expretied by the mem- Sean Bokenkamp
berihip. it & 3 bag responsdbility —the Board & legally Susan Chang

resporiibie for ensuring the hnanoal and stnsctural Jamie Cohen
soundneis of the croamization, o well & determining Karer Cropher
the future direction of the cigandzatron. The Boand Trewor Eamer
should lead the cooperative into the future by esplicit- Paud Enselmaz
fy defning its direction and its uliimirte ends. lan Gregory

The Board has a number of objectives that we wish Dylan Griffin
to meet over the next year: we plan 10 create 8 com- Carlile Hagan
prehensive Personnel Policy, intréase our outreach and Christine Hare
relevance within broader communities, creats a list of Madelaine Hart
mieasurable objectives for the Board and Executve Ardrew Horbatuik
Derector for the short and long tenm; neview and Courtney James
update LIFTs bylaws (which were created in 1581) to Eleni Karipidis
refiect accuraiely the many changes that have taken Aysegul Kot
place over the kst 21 years; recrust nars and comemit- Maria Kochan
tedd boarr members who wall lad n the future; and Valerie Lebreux
prerade opportunities for growth of the memberihin, Michael Leder

What | know from kstening to the members of the Arwita Mahajan
Board is their sincere desire 10 make meaningful snd Pamela Matthews
sustainable changss 1o the organization that will maka Ormar Odoh

it stronger and maore stable than whien we started. Nadia Olynyk

With that in mind wwe have decdded unanimousy that Juan Porez

It is in the organization best interest currently to Marek Pluciennik

meve forward gradually and systematically through Helen Prancic

the leadership of Malcolm Rogoe as Executive Director. Dylan Relbling
As many of you know. Makcolm Rogge began hes Stephane Rouane

appointment as Executive Direclor with a ss-manth Donabd Ruiz

contract beginning Lt September. Through this time Haider Shah

we fesd that he has demonstrated he abslity 1o fulfl Tori Simpaon

the postion with cormpetendy and he ddi 1o this post Michael Sue

a nch analysss of poloes snd organizational structure, Stevi Urben
together with 4 constiactee cabmneds that hus been isEa Wanzama
invaluable at this time of change. With his leadership, John Wojewoda
the Board of Directors has begun thi consderable task

of an crganizational mview, whereby we ook at all of

Wil LIFT |5 and does and consicet caneiully 1ne imme-

diate and future needs of thi arganization MEMBERS THAT HAVE VOLUNTEERED
I shicrt, we have our work cut out Tor us and we RECENTLY:

intend to create @ period of stability during which to

set our sghts and focus our energies toward these GAIL MENTLIK

obgectives. Through this tme we remasn commitied o UZ HYSEN

working with the staff and memberihep 10 find the ISAAL WIAMSAMA

ardvers colleCivehy, and entourdoe and weliome any- MAKNY DA SIVA

one mterested in helping s mest these goals 10 join JOMATHAMN DOWLER

LS a1 our wpcomang AGM in June SHAAN SYED

ERMN SHAW

T
nacy Gemman CHam (LIFT Boako or Dintcross) PALL ENSELMOZ




VEN BERS ™ uﬁn!‘k‘r _

i  past & prasent film gems for
_. iew, The librany is another

oW your works to other keen filmmak-

ars 4l Toronto, Mrmrtsam;emrehlhl.lﬁuﬂiu.

Tl tarewmﬁrql’nr?ﬂmnpﬁmr

3

ORIENTATION —
Nednesday, February 20. m!mhnlﬂibﬂmam

indviduals who are thinking abeut joining LIFT and
mmﬁmh@mwmwmwﬁwm
ihe co-op's M:ﬂmﬂmmba
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TORONTO INTERNATIONAL nm‘mmﬂ-. .
GROUP =

TORONTD HMFETNALGRDUP&
wibrant arts organization i accepting appii-
cations fos mﬂnnpmd;

PrROJECTIONIST

Hﬂuumﬂthﬂhﬁm the pesition of
Festival Progeciionst is an intense shor:term contract
frmh,pl:lmsftpﬂ 1008 -~

Respansibilities inchude the professional presen _
nf':‘ﬁmnlﬂdﬂﬁrﬁﬁmmﬂﬁplﬂunl‘im:ndm Tﬁ} onal Film Fes
mmm:mmml-tmw Clrhil ] HEng
world-class standands. - f&:ns.g%h

Minirrm mquirmunﬂqmﬂrnmmm , ¢
experience with 35mm projection, wmm - We thank
#mrmrr-dnlilmem#m .
16mm and degital video presentation “Strong

TaCaton and peophe siolls.

mmmmmﬁhﬂ-uh* 0 .

Mitely an asset. z-'_“",'“' i.-_# g, - mﬁm e
wutmmmMamw L for Childn

submittad by May 15, 2002 by mad, fax o _ The Film Refuronce Libeary,

(attachment documents to be In Word o et " L S

1o the attenition of: ' - The Toronto interational Film F

- »
Hiring Committes: Festival Projectionist " “-‘ "
Toronto iternational Film Festival Group .« -'_.‘ . N
1600-2 cmsnmmmtnmu?m’ Wi
tax 416.967.9477 emait: tiffg@tordmies ca "-"?-., - :
. =
FestivaL TEcHMicAL REPRESENTATIVE

Reporting 10 the Techmical Divecior, the postion of . ——
Festval Technical Representative & an intemse 2 wesk ~ NEWSLET

tontract from September 2 to 15 The Festival - Join the Me
Technical Representative fs nesponsiblee for provid
mmaamtﬂuﬂlmu -




cammittee service. Call Deanna at the office 1o RSVF: Lowe PRICE FOR THE ARRI BL
Upcoming meetings (6:15pm & LIFT): Tu : - L camera hashiew.

WORKSHOP COMMITTEE MEETING
to help design and p

New LeNsEs FOR THE BoLex C
- 26MM MACRO LENS )
LIFT recently acquired this beautif

12008, 5e persective
west hop ng to strike it rich,
settlements sprang up virtuall




and editing suites. Orientations can be set up for  wwwoonfcadocumentanghitmbendd. 4. Te-fap, him
$20vhour with a minimum of 2 hours. amber 1. 2002

LT S v
3 ’ s |

X

ol T

EQUIPMENT RESOURCE
: are strongly encoura

_ TELEFILM CANADA
8736436 www telefilm.gc.ca -

anadian Feature Film Fund (French speaking films):
| 29, 2002, & September 16, 2002

..



UpcoMING FESTIVAL DEADLINES

Toe Vamcouver Quees Fim ano Viogo FEsTiva
Vaxcouver, BC

Festival Dates: August 9:19, 2002

Tel 604 244 1615

Emad: programmingBoutoNicneen. com

W CREDNSCIEEN o

Deadline: April 18, 2002

CinEma [ovE

VaLENCIA, SPain

Festival Dates: June 15-27, 2002
el 34.96 331 0592 or 331 0690
Email: cinemajove@iva) gvaes
WARAY VAL BS/CINETIAO
Deadline: April 15, 2002

Hirosmima J007—THi Dre INTEsinaTiORAL AMIMATION
FESTIVAL 1N JAPAN

HmosHas, Jaras

Festwval Dates August 22-26, 2002

Tel: B1 B2 245 0245

Email: hirpanim@urban, re o

Deadline: April 10, 2002

Famy TALES INTERNATIONAL QUEEE FiLM AND VIDED
FESTIVAL

CALGARY ALRERTA

Festrval Dates 0G5 3/2002-065 572002

Tel: 403,205 4747

Email: fainytales@osil omg

Deadline: April 15, 2002

TREvigaAND BTH INTENNATIONAL SHOET Friv FESTIVAL
EoMisn, ITaLy

Festival Danes June 27-huly 12, 2002
Tel: 39 06 959,982

Email: onmadela@acaline it

v cittadelladelcorto com

Deadline: April 15, 2002

ToroNTD INTERMATIONAL FiLm FESTivaL
ToronTo, ON

Festival Dates: September 5-14, 2002
Tel: 416.967 7371

bl caffbmfest

Short film deadline: April 26, 2002
Feature film deadline: May 10, 2002

MONTREAL INTERMNATIONAL Fiis FESTiVAL
MowTaiAL, PO

Festival Dates: August 22-September 2, 2002
Tel- 514 B48 3823

Emaik: infod@ifm_montreal oig

wew Hfm_om

Deadline: June 1, 2002

AT vosiasl IY ISSel T mancEAFL N0J

VARCOUVER INTERNATIONAL FiLM FESTIVAL
Vascouvie, BC

Fesival Dates: September 26-October 10, 2007
Tel: &0 GBE 5721

Erriail: will@aif om

ww il org

Deadiine: july 5, 2002

GUIDELINES AND APPLICATION FORMS FOR THS LIST OF
FESTIVALS ARE ON FILE AND AVAILABLE FOR FHOTO
coPviNG (10 cENTS A PAGE] AT THE LIFT office, As
MUCH A% WE'D LIKE To, LIFT STAPF CANKOT TAKE THE
TIME OUT TO FAX FORMS TO MEMBERS, PLEASE DO NOT
WA, 1P YOU ARE UNABLE TO MAKE if iNTO ToE LIFT
OIFIEE, YU WILL HAVE TO CALL THE FESTIVAL DIRECTLY
1O HEQUEST AN APPLICATION FORM. THE 1996 LDITION
Of THE AIVF GUIDE TO INTERKATIONAL FiLM AND ViDEo
FESTIVALS /S AN INVALUABLE BESOURCE FOR FLANNING
TOUE FESTIVAL ENTRIES FOR THE UPCDMNG TEAR IT'S
AVAMLABLE AT THE OFFICE AS AN IN-HDUST FLSOURCE
To Ald LIFT egsisens.




LETTER FROM THE EDITOR

| hope you have enjoyed reading
this issue of the LIFT newsletter as
much as | enjoyed editing it. Our
contrbutors 1o the handmade film
§ ssue have given us much mare
than a survey of the techmicalities
of low-tech filmmaking, they have
openad up their creative processes
to us, giving us a glimpse of the
soul behind the making—inspiring
us with thewr integrity, resilience

& and their love for the medium

d Special thanks to LIFT and its sup-
porters for providing Terontas inde-
pendent film community this valu-
able printed space for the explo-
ration of an art form that is always
evolving

Cana MoRTOM,
LIFT Mewsverrer Guest Epimon

ADVERTISING RATES (per 15508

Advertising in the LIFT Newsletter is an excellent
way to target-market to independent filmmak-
ers, writers, actors, artists and arts organiza-
tions. The Mewslelter goes out six times a year
to approximatedy 1,000 members and member
organizations incCluding hilm production cenfres,
galleries, media festivals, schools, and libraries

CLASSINED ADs [aPPRrOX. 30 worRDS):

LIFT memners $ 5,00
HOM-MEMBERS $ 25.00
Aps:

1/B Pace (2 7/B" x 1 15/167) $ 60.00
14 paGE (2 7/8" % 4 1/8%) $110,00

12 paGe verTicAL (2 7/8" x 8 1/2™) $180.00
1/2 PAGE HORIZONTAL (6™ % 4 18™) S1B0.00

FULL PAGE (6™ x 8 1/27) £240.00
INSIDE BACK COvER (7" x 107)  $360.00
OUTSIDE BACK covER (7™ x 107) $400.00

DISCOUNTED RATES FOR MORE THAN 1 ISSUL.
COMTACT TME OFFICE FOR DETAILS: £16.588 6444

NEWSLETTER
NOTICE BOARD

New EmaiL!

AAIL ADDRESS
NEWSLETTERELIFT.ON.CA

NEWSLETTER COMMITTEE

OIM THE N LETTER COMMITTEE IF YOU
M HELPING WiITH THE LIFT
MNEWSLETTER. THE COMMITTEE DISCUSSES ARTI-
DEAS, THEME ISSUES, AND DVERALL DIREL
OF THE NEWSLETTER. COMMITTEE A
ESTIAY
K

MEETINGLS: NUAY PLEASE NOTE THAT

APRIL MEETING MAS BEEN CANCELLED,

SUBMIT

G FOR THE NEWSLETTER
FOLUNTEER HOURS,
LARISSA AT NEWSLETTERELIFT.ON.CA OR PHOME
Deamna AT THE LIFT offFice. WE ALSD WELCOME
SUBMISSIO
HOARDS

M STILLS, STORY

(, SuBMIT Visu
ALS TO THE LIFT OFFICE DR EMAIL TO NEWSLET
TERELIFT.ON.CA. DIGITAL FILES SHOULD BE
GRAYSCALE, 300 opi, TIFF or |PEG. PLEASE
CONTACT .{I-'.'-'ANII ] I"I_";-IEHEF.N::F:[ IFT.ON.CA FOR

SPECIFICATIONS

LUpcomMiNG DEADLINES: MaY 3. JuLy 5




