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NOVEMBER ARTIST [ALK

Three Features: Three Formats... Recent Low Budget Feature Films.

Qur tentative program features:

Sleep Always by Rick Palidwor and Mitch Perkins (shot on Super-duper 8)
VOILA by Ryan Noth (shot on 16mm)
Goldirocks by Paula Tiberius (shot on digital video)

Thursday, November 14 at 7pm in the LIFT Mezzanine All are welcome.
Admission is pay-what-you-can.

LIFT DIRECTOR SERIES PRESENTS
An Evening with Bruce Elder

With excerpts from Crack Brutal Grief

7:30pm, Movember 19, 2002
Innis Town Hall (2 Sussex Avenue)
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UPER-DURER

Rick PaLipwoRr

When you insist on shooting film instead of tape but you
don‘t have any money, Super 8 is the natural choice. If you
want to make it wide-screen, Super-duper 8 is the way to
go. Mitch Perkins and | recently completed a feature-
length drama, Sleep Always, which to our knowledge is
the first feature to originate in the Super-duper 8 format.

WHAT's IN A SUPER (DUPER) MAME? (A sascove Histosy or Fius Fommars)!

In 1932 8mm motion pectune cameras ware introduced. These camaras use
special 16mm film with twice the sprocket holes and expose only one-half of
the film at a tme. Once processed, the film is slit into two 8mm stnps. This
format is often referred 1o as Double Bmm. In 1965 Kodak introduced the
Super B format; Bmm film packaged as a single strip with smaller {and repo
sitioned) sprocket holes, allowing it to record an image 50% larger than reg
ular Bmm,? This was the third tme the word "super” was used 1o describe a
film format.? (See Fgure 1 for & compartson of fypical 8mm formats) " SUper” Wwas used
again in 1970, this time to describe a wider than normal 16mm frame
Super 16 achieved a 20% wader frame by growsng in the opposite Cine
tion—toward the edae normally occupsed by a second set of perorations of
in some cases, by the sound stnipe. (e figure 1 for a comparmion of 16

In the mid-1980s Greg Miller [one of the onginal ownerfoperators of
Exclusrve Film and Video, the Toronto Super B Lab) and Mitch Perkins (the
film processor at the time) made an astute observation. Super 8 film
gespite the - SUper moneer—stll nad room 1o Qrors One entire edge of
the Super B filmstnp was reserved for the sound stnpe but could easily be
turned nto additional image area, as was the case with Super 16, All They
had to do was widen the gates on their Super 8 cameras. The technique was
{and is) simple: remove the gate from the camera (provided its held in with
screws, not rivets), file down the left-hand edge, and re-install. Mitch claims
that they had never heard of Super 16 at the time, which is not hard to
believe; although it had been intraduced to the market muc h earler, Super
16 was not recognized by the International Standards Organization wntil
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1981, and was slow to catch on in North
America

I'll never forget Mitch telling me, back in the
mid-late 1980s, that he'd “shaved his gate.” |
scrunched my brow and shrugged. | was not
invalved in film at that time, and had no idea
what he was talking about. Little did | know
that the revalution had begun, Cver the years
Mitch continued to expenment with his camera
gates, canang them wider and wider by small
increments, expecting the running film to buckle
at some point during transport. To his surprise it
didn’t, probably because it is 5o small, allowing
the film to be exposed from the perfs all the
way to the opposite edge, recording an image
13% wider than normal Super 8. Thus Super-
duper B wat born.* Gee Fgures 1| and 2, below and on
e & )

HazarDs OF SHOOTING SUPER-DuPER B

Thiere are several “flaws™ with the Super-duper
B system, but they are either insignificant or eas-
ily owercome. Technically the system is shightly

Figuee 1 - A COMPARISON OF 16MM AND MM FiLM FORMATS
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Figuet 27 - Feasmr GRART FROM SLEEP ALWAYS
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f TRANSFER TO WiDESCREEN TV

APPLICATIONS OF Super-DuPer 8 he emerging standard ratio for widescreaen 1ol
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Hr;'{_;ul.;r Super 8 has an aspect ratio (frame A regular TV screen nas an aspect rato of 43
width divded by frame haght) of 1.33:1 (a8 (ar 1.33:1) A widescreen image must be ietler-

16 Reasons to Consider Super 8 as your Capture Medium

1. Super 8 film stock is about half the price of 16mm stock.

2. Super B processing is about half the price of 16mm processing

3. Super B is reversal film, which can be tramferred to tape at a fraction ol the cost of transferring negatve fibm

4. Super 8 cameras are very affordable to own, resulting in more flexibility in your production schedule because you are free from
the time pressures that come with rentals,

5. Multi-camera shooting is wery affordable, which opens up a host of advantages for you and your actors

6. Super B cameras are small, portable, discreet, quick to set up, require smaller crevws and so on, all of which are very helpful if you
are shooting in pablic placves without permits,

7. The small cameras, crews etc., make it easier to get permission to shoot In many lecations.

B. The small cameras make it easier to shoot in small, tight spacas,

9. Super B cameras have bullt-in light meters

10. Super B cameras have built-in colour cormection filters.

11. Super B film cartridges can be reloaded in seconds in daylight

12. Super B cameras are more likely than larger gauge cameras 1o have multiple frame rates at the touch of & button

13. Super 8 cameras ane more likely to offer in-camera fades and dissolves

14, Super 8 cameras are typecally gueeter than larger gauge camerat

15. Super B camerds can be found for a couple of dollars, allowing you to take huge risks, such as throwing the camera out of a
mioving car or dropping it from the top of a bullding

16. Because Super & cameras are so small, it s more practical to devise a lot of your own homemade accessories. (See Side Bar: Sleep

Abways Campra Packages and Adceisorned. )
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boxed when transferred to a 4:3 screen, other-
wise the left- andfor right-hand edges would be
cropped.® In a letterbox transfer the image must
be shrunk (or, more accurately, enlarged less, as
with the blow-up scenario) during the transfer.
As a result, grain is tighter and the image
noticeably sharper

Sleep Always was transferred 1o a 4:3 screen,
letterboned, as described above. Mitch devel-
aoped a home telecine system using a modified
Super 8 projector, a lens and mirror system 1o
flip and focus the image, and a Canon XL-1
miniDV caméra 1o capture the image 1o wideo.
Mitch made the necessary modifications to his
Super B projéctor in the same way he modified
his cameras: remove the projector gate, file
down the lett-hand edge, re-install. Importantly,
Mitch carved the projector gate more than strict-
ly necessary. Since most projecton gates are
slightly smaller than camera gates, the outer
edges of the frame, especally on the perf side,
never make it to the screen in a normal telecine
set-up. By Canving his projector gale as much as
possible, Mitch ensures that no part of the
image is unnecessarily lost in the transfer. In
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fact, the Super-duper 8 frame, once transierred
to tape, 5 about 30% wider than a normal
Super 8 frame.

Since Mitch had carved out his projector gate
on all sides, the "raw” translerred image dis-
played a sliver of the adiacent frames at the top
and bottom of the screen. (See Figure 3 for a werple
of & “raw” Super-cuper B frame after rarsier ) All the
Sleep Always footage was transferred in this
raw form the first time around and a 1.85:1
matte was applied digitally in the edit suite

The digital mask was too sharp for our
tastes—it looked Iike a video effect—and
although the rendenng time wasn't Rtcuwous, it
Was a nusance every time you wanted 1o make
a trim. Months later we re-transferred the

Soll: (above) Ed Fielding

n Slerp Always

Fiouee 3

A frame grab from Sleep Always, prior to 1.85 masking Sivers of ihe
achacint rames are wibie Jong the 1op and batiom edoe.
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A Big Fat Caution about Shooting Super 8

If you are shooting any sync sound you are strongly advised 1o do
two things:

1) Shoot with a crystal sync camera. Otherwise, variations in the
camera speed will cause endless headaches at the sound editing
stage. Crystal sync Super 8 cameras can be found, but they are con-
siderably more expensive than non-crystal cameras. If transferring
to tape, you then have to find a crystal sync telecine set up, which
may be difficult.

2) Shoot 24 frames per second (fps). It is imperative to shoot 24 fps
because if you shoot at 1Bfps and transfer to tape, the transfer
speed is actually 20 fps (to avoid video flicker). The difference is not
enough to make the motion comical, but hard sound sync is obvi-
ously not possible in this situation.

Because of these is
projects.

jgs Super 8 is best suited to non-sync sound

Sleep Always was shot on non-crystal cameras at a base-rate of
18fps. 24 fps was not an option for us because Mitch did not have
the required 5-bladed shutter on his projector for a flickerless 24 fps
transfer. Needless to say our dialogue sync is soft, despite the ardu-
ous efforts of the sound editing team. {In fact, somewhere in the
world right now members of said sound team are probably writing
an article of their own, cursing the idiots (Mitch and 1) who shot at
non-crystal 18 fps...)
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footage and this time Milch devised a physical
1.85 matte which was placed in the image path
The result is a softer letterbox edge, and there
was no need for rendenng.

FinaL WorD

We think that Super-duper 8 could be the way of
thie future for low-budge: shoots that want to
originate on film. The modifications are relatively
simple and the resulting images are significantly
better than regular Super B,

SLEEF ALwAYS CAMERA ACCESSORIES
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IN PROCESS:

AN INTERVIEW WITH BRIAN STOEKTON
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Diowond Jiu's MEWADA cCLUS

Lows Tavionr: Lat's start with the traditional, how
did you get started as a filmmaker?

5till: postcard
Ercemi Bnan
Stackion’'s
Saskatchewan

Brian Stockvow: | started with my parents” home
mowvie camera. | was about eleven. | did a lot of
animation, just playing around.

LT: Who influenced you at that time?

B5: Charles Schultz was a huge early influence,
because I've always been interested in comics as
well as film. In terms of those early, eary forma-
tive years he would have been my first artistic role
model. Then things like the Road RunnerBugs
Bunny cartoons. Chuck Jones was another huge
influence.

LT: 5o it was animaticn that got you into film?

BS: Yes, although it’s been a sideline as far as the
majority of my work is concerned. | did it as a kid,
and then | went to film school and worked on live
action stuff. Then | decided to play arcund with it
again in "88 and what came out of it was the first
Blob Thing film. It turned out really well and |
decided 1o continue doing it. It’s the kind of ani-
mation you can do without a lot of money, with-
out spending a lot of time. It's very cheap and
nasty animation, you can do it really quickly.

LT So are you more of a method or message
person?

BS: Maybe method.
LT: You're more interested in the technigue...

B5: Yeah, the technique seems to inform what |
do. The process is a big part of it. | don't like to
have too many preconceived notions, | like to just
start working on something and see where it
goes. Some things are more planned then others,
but | do like to wing it and see what happens,
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LT: So the Blob Thing was something that came
out of that process?

BS: It was a complete experiment. | didn't even
plan to finish it. | just thought, well I'll spend a
day sort of playing around. | wanted to test out
camera moves with animation because I've never
done that before, You never think of doing that
as a kid. 5o | wanted to see if that would work
without any of the expensive equipment that's
narmally associated with doing stop-motion and
camera moves. | found that if | did it really quick-
Iy, where the camera moves from here to here in
twelve frames, it doesn’t matter if you have an
BXpENSIVe rig, you just do it and the move goes so
fast it basically works. If you look at it closely it
looks sort of kooky, but it absolutely does the job,
50 the Blob Thing really just started out as an
experiment in motion and camera mowves, | did
the first 100 feet then thought, “wow, that real-
ly turned out well, | should think of an ending!”
So | thought of an ending, shot it and it turned
out really well.

LT: The most recent installment has been up for a
number of awards, hasn't it?

BS: It hasn't won a lot of awards, but the series
has been doing well in terms of getting it
screened and audiences watching it and selling it
to TV, especially considering how cheap the films
are to make, The first one cost about $300—]
paid for it out of pocket, there was only one track
of sound and there's no sound mix or anything.
So I'm very proud that it cost $300 and has prob-
ably made $3,000 over the years. | think it's rare
to be able to make a short film and actually make
a profit,

LT: So fuck you, neo-Cons!
LT & BS: Laughter

LT: But serioushy, there'’s all this garbage being per-
petuated about artists being layabouts who don't
bring in a profit, but when we look at a lot of
these small films, arts council funded or other-
wise, they at least sometimes break even or eam
a profit, | mean, Telefilm has only recouped a
riniscule amount on their investment in bigger
budget, so-called private industry productions. So
in the bigger picture who earns more of a profit?
Artists or the commercial industry?



BS: I've often wondered about that. | orew up in
Saskatchewan and a lot of my earlier films were
made in Saskatchewan. | was there around the
time of the establishment of the provincial fund-
Ing agency, Saskfilm. So in those early days there
was a lot of thought abaut that sort of thing. It
felt like the stuff the other independent filmmal-
ers and | were doing was kind of disregarded as
just those artists looking for a handout. Versus the
corporate guys who were also looking for a hand-
out.

LT: Have you worked within the commercial
industry? Have you worked with those kinds of
(editorial) restrictions on your creativity?

B5: | have had only bits and pieces of work with-
in the commercial industry. The most recent and
probably biggest involvement was a TV show
called Internet Sluts, which was on the Comedy
Network. It was a puppet show starring a talking
pénis named Wally. He and his friend Merk would
surf the internet and make jokes about it and
wsually surf 1o porn sites and stuff like that, it was
very.... | don't know what you'd call it...

LT: Did you have any creative input, or did they
just bring you on as a hired gun?

B5: It was a very small production that was initi-
ated by Steve Westren, who was someone | met
at the Canadian Film Centre. He brought me on
along with a few other people and we kept it
really, really small. | wrote four episodes and
directed five, and Steve did the bulk of the cre-
ative work, so it was an industry experience but
not like working for CTV or some place hike that
W had a lot of creative freedom; | was quite sur-
prised. They really said just go nuts.

LT: So are you moving in the direction of doing
more industry work?

B5: Umm...(long pause) Thats a hard one, In
many ways | just have to wait and see what
opportunities present themselves. | would love to
do something ke Internet Sluts again, but
unfortunately the show wasn't renewed, 50 we
didnl get to do a second season. In terms of
industry I'm going to try hard to make a feature.
1 think that's a better fit for me than television.

LT: How many films have you made?
BS: I've made ten to twebve shors on 16mm, and

two low-budpet features way back when in
Saskatchewan—one in the late BO%, and the
other in 1990,

LT: Does your latest film Saskatchewan mark
something of a transition for you?

BS: It's not necessarily about the transition of
coming to Toronto, but it's definitely about hav-
ing some distance from my home province—
being able 1o see it from the outside. I've been
away long enough now that | can see it from a
different perspective. | probably wouldn't have
attemnpted this film if | were still living there.

LT: So it's sort of a coming-of-age film?

B%: Yeah, In a more direct sense its part one of
what's going to be a series of shorts that I'm
going to make about my life. It's basically my
autobiography. This first part is supposed to cover
my life from age zero to one, which is 1964-65. |
have some of my parents’ home mowvies from that
era that I've used in it. But of course one doesn't
really have any specific memaornies of that first year
of life, s0 as | was doing it, and again this is part
of that process thing, the project changed and
became more about Saskatchewan than about
me. Because | don‘t have any direct memories it
seemed natural to really talk about what being
barn there did to shape my life,

LT: In closing, what route would you suggest that
a young, neophyte filmmaker take?

BS: | wenl to film school. | have a film degree and
| really started out attending just smply becawse |
wanted access 1o the equipment, | really never
expected 10 leam anything. But | did, so that
expenence 5 highly recommended. It's my own
personal preference that in film studies | think the
emphasts should be on the practical and making
as much stuff as you can, The theory part of it is
important, but | don't think its the most impaor-
tant thing. To work and experiment on your own
is best. Meet as many filmmakers as you can and
talk to them about their stories, because every-
body's film career is absolutely different and
unique.

LT: I'm really looking forward to seeing what you
come up with in the future. Good luck.

BS: Thanks, the same to you.




TIFF REVIEWS

INDEPENDENT ViSIONS AT TIFF

This year's Toronto International Film Festival
offered another huge selection for those walling
to wade through it all 1o catch a few films.
Although people often complain about the over-
whelming abundance of films, the wide net cap-
tures an array of both thie well known and the
obsCune

Thie Canadian Retrospective focus
diractor, Allan King, &5 probably best
noted for his documentary films—
direct cinema classics ke Warren-
dale and A Married Couple—so
he was a good choice for a year
that featured some very strong doc-
umentary work. Catching his early
Running Away Backwards, an
energelic docudrama about Can-
adian expatriates in 1960s Ibiza, put
me in the right mood for more doc-
umentary vigwang. Peter Mettler's
Gambling, Gods & LSD was per-
haps the most impressive Canadian documen-
lary in the festval, pushing the normal exposito-
ry form to poetic and epic levels. A beautifully
shot meditation on the search for transcen-

dence, the film took us from the Toronto Airport
Church and Las Vegas casinos to Switzerland
and India. The film only faltered in the last hali-
hour; Mettler's visit to India felt ike a required
exercise which failed to resonate with the earlier
parts of the film, Unlike Mettler's journeyman
anema, LIFT member Mike Hoolboom's Tom
was the result of many evenings at home, metic-
ulously collecting images from the local wideo
store. The result & a plundered database of ane-
ma that encincles the biographical musings of
fom Chomont, a New York-based experimental
hilmmaker who is struggling with Parkinson's
ard HIV. Whike Tom eaplaived how images con-
struct identity, Bowling for Columbine gues-

noned how images construct fear. Michaal
Moornes documentary about American gun
abuse was one of the strongest films of the fes
tival, It treated its subject with the complexity it
deserved and, as a brave attempt to question
the current political environment in the LS, it
reinforced how relevant the documentary form
can be in dealing with issues that affect us all

Thie documentary form also showed up in the
Visions programme, introduced this year as a
Wiy 10 nighlight nessy exXphOratins in form and
content. | falt like most of the great fims that |
wentrated under the Visions ban-
nef, 50 | wonder how much the creation of this
programme sucked the interesting work out of
the rest of the festval. Highlights included Le
Fils, a stunning fiction film by the Belgian
Dardennes brothers, With the camera hovering
over the protagonist’s shoulder for a large por-
tion of the film, Le Fils propelled the viewer
directly into the emotional space of the charac-
ters. Another film that achieved this, but at a
much slower pace, was the Thai film Blissfully
Yours, which followed a young couple on thesr
wiltkend retreal. The dreclorn, Apchatpong
Weerasethakul, worked carefully with his non-
prafessional actors (o develop an acute aware
niess of each characters sense of time, The
resulting film serves as a languid look at the
pleasures and pain of young, and parhaps sven
forbidden, love

French director Robert Géudigulan shares a
similar intimacy with his actors. Featured in the
Director's Spotlight, his work was probably the
mMos] Stunming discovery of the festival for me. A
natne of Marsailles, he has made a dozren fea-
tures over the last twenty years, all of whech uti-
hize a consistent group of actors (including his
wils and childhond friend). Indnidually,. the films
are delt explorations of social politics within the

Sy WD LD

Stills (heft 10 mghit); Mike Hoolboom's Tam: Apscnatpong Weerasthakul's Blissfully Yours; Dardennes Brothers' Le Fils
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warking class and multiethnic communities of
Marseilles. Collectively, the films trace the
changing face of Marseilles. Watching this work,
which was so dearly about the politics of a
place, was a revelation into the spirit of an
active engagement in the localized power of
filmmaking.

It's a tribute to the scope of the film festival
that these independent visions can share a place
in the festivities alongside the glamour of the big
money spectacies and their red carpet treatment.

CHRIS KENNEDY

OPENING GAMBITS: TIFF 2002
Start with a bang and get ‘em hooked: that's
what Syd Field and his screenwriting acolytes
will tell you. Pen-ek Ratanaruang’s Mon-rak
Transistor (A Transistor Love Story) took this
tactic to the max with a raucous opening
sequence involving outdoor karaoke dancing,
young love, a furniture-flinging brawl, and some
goats. But as the story of a Thai army-defector
with pop-star aspirabions became more plad-
dingly familiar, its bubble-gum-Kusturica
approach became less and less charming. | had
the feeling that it was leading up to an all-stops-
out musical dimax which would redeem the
movie. .. hmldidn'thmuu.rghﬂfmisfuhg
to compel me to stay and see if | was right,
Alexander Rogozhkin's The Cuckoo displayed
a neat inversion of the start-with-a-climax
method; its first 25 minutes almast exclusively
nvolved Finnsh WA soldiers shackiing one of
their own to a rock. This heightened drama of
mumrm;mﬁdluam of Beau
Travail and MacGyver; devoid of all but the
most rudimentary dialogue and plo, its fascina-
Bon with minute movements was '
and engrossing. The resulting story to which this
ﬁnalyg.aww.;p—lheampedsﬁpﬁmd a
wounded Russian wind up together at a
Lapplander woman's home-—was minimally cloy-
ng in its espousal of pacifism and brotherhood.
On the Canadian front: do we ever start off
anything, let alone movies, with a bang? Wl
Daniel Macivor is not out to break the northern
mould; his feature Past Perfect intercuts the

nwdmlyphﬂntmﬁngﬂmﬂﬂampa}

sengers (played by Macivor and Rebecca Jenkins)
with their mamage in rigor mortis some years
later. Seeming at first like Egoyan's poor DV
cousin, it eventually swept me up in its static
depression (if such a thing is possible). I'm stii
trying to determine the use of a movie that
seeks to amplify its viewers” anhedonia, but |
can't deny that it did the job,

The Wavelengths experimental shorts, curat-
ed by Susan Oxtoby, offered an associational
space not found in the narrative works. The pro-
gramme | saw kicked off with Janie Geiser's
Ultima Thule, a stormy wash of meteoralogical
vectors and human figures in transit, alluding to
but never defining some story on the themes of
distance, travel, and longing. If the programme
which followed is to be faulted for anything, it's
for its rigorous unity. The clear focus on BUperi-
mental animation made for a cohesive ViEWing
experience, but some of the less striking
works—e.g. Lewis Klahr's witty but repetitive
series—suffered from their similarity to one
another. Kenneth Anger's Puce Moment was a
well-placed anomaly, its meld of self-serious and
goafy providing the perfect break. The final film,
Casey Koehler's Bautismo, was the curatorial
payoff, a texturally immaculate deluge of watery
photograms providing a re-submengence in, and
eventual surfacing from, the ocean initiated by
Gevser

I was hoping to see at least one film which
offered the best of both worlds: durational narra-
tive absorption with enough associational loose-
ness 1o allow viewers to construct their own
meaning. Thanikfully, | saw Mike Hoolboom's
Tom. Though it is indeed a feature-length “doc-
umentary portrait™ of NY filmmaker Tom
Chomont, the phrase barely begins to describe
this movie. Try to watch a documentary portrait
whmnzmm“ynmwuw
ever seen (and most of the ones you haven't),
and you'll be imagining the experience which
Hoolboom and editor Mark Karbusicky make
concrete. That it's no mere digital stunt, but
deeply and inexplicably moving, is testament to
some sense of emotionalimagistic intuition to
Whrmuﬂywﬁhmﬂmﬂmfm
rmysell) had access,

DANIEL COCKBURN




35 YEARS OF DISTRIBUTING INDEPENDENCE

Sl (1op beft o Dot
tom nghik Traces by
Chsting Jmdler,
Hand Tinting by
Joyce Wheland
Meatamaonpioss Dy
Barry Gresmaiald;
Maothers of Me by
Alpsndr s Cyrwmans
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Birthday greetings abound as the Canadian
Filmmakers Distribution Centre celebrates its
35th anniversary this year. Established in 1967
by a small group of filmmakers (including David
Cronenberg and Lome Michaels), the CFMDC is
one of the oldest artist-run centres in Canada
Over these thirty-five years, it has promoted
independent films in Canada and internationally,
with a special focus on experimental film, gueer
film and short documentary. It can easily be seen
as a sibling of LIFT, as a large portion of the
CFMDC's collection was made through LIFT and
bath organizations have been integral in the
development of the independent filmmaking
commumnity,

The longevity of the CAMDC has been the
result of a lot of hard work. Independent film
has never been widely popular, so it has always
been an uphill battle to promote the collection
and develop an audience. Over the years, a lot
of committed indnviduals have done their best to
ensure that films were distributed as widely as
possible and that filmmakers got a fair screening
fee, It is partly as a result of these efforts, and
those of similar organizations, that there s cur-
renthy such a vibrant independent filmmaking
scene in Toronto. The CFMDC has had to adapt
to an ever-changing emaronment, the maost
recent challenge being finding ways to work
with digital media while still promoting and
maintaining the active future of film as its own
particular medium

This dual awareness of the future and the
past has played a big part in shaping the 35th
Anniversary Tour, entitled The Independent
Short Film in Canada. The four programmes of
the tour include over two dozen films from
every stage of the CAMDC'S history, @ven includ-
ing a 1956 Michael Snow film. The tour opened
at IFCO, Ottawa’s film co-op, n mid-June and
has been travedling to over a dozen venues
across the country. On November
27-30, the tour will stop in '
Toronto for a four-night stand at
the Latvian Hall (491 College
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CHRIS KENNEDY

Street) before going to a few final Canadian
venues in the winter. Plans are afoot to tour the
programmes into the States and perhaps inter-
nationally

The line-up of films goes a long way towards
proving the continued witality of the shart films
in the CFMDC's collection. The first programme,
Fractured Fables, features work that plays with
the conventions of namrative. it includes such
films as Alexandra Grimanis' Mothers of Me,
an exploration of family mental iliness, and the
first film by Jack Chambers (who, incidentally, is
the subject of a book and retrospective at the
Cinemathegue Ontario this fall), The second pro-
gramme, The Lighted Field, is a more experi-
mentally minded programme which explores the
beauty of the film frame. Highlights include two
beautifully hand-processed films: Joyce
Wieland's structural study of race relations,
Hand Tinting. and a new film by film farm
graduate Christing Zeidier called Traces. The
third programme, Bodies in Time, features the
hilarious 1975 film, Metamaorphosis, which fol-
lows an office worker in his attempts to save
time in the moming by getting dressed during
his elevator rides, The final programme, Trouble
in the Image, features some great animated
films, ending with Robert Kennedy's Super 8
Dinky Menace, a spoof on Hollywood big-bud-
get filmmaking. Dinky Menace is an apt repre-
sentative of the commitment o preducing sin-
gular and exciting films, despite limitad means,
that is a feature of all the films in CFMDC' large
collection,

Out-of-towners should email tour@cimdc.org
for information about when the tour will be
coming your way. Torontonians should mark
MNovember 27 to 30 in their calendars for four
nights of good films and good company at the
Latwan Hall




Sometime during the hullabaloo and foufora of
the eg-big festival of festivals, rejects, losers, and
malcontents happily gathered together with their
friends and family. Yes, the LIFT-organized 9th
Annual National Salon Des Refusés had its day
September 10, 2002. The screening consisted of
two programs of short films rejected by the
Toronto International Flm Festival—a celebration
of films miffed by TIFF The collection (twelve in
total) was a non-curated, chosen-by-lottery
mélange of your usual Canadian, existential,
eclectic fare of short films including experimen-
tal, dramatic narrative stuff, and of course, docu-
mentanes

This year, a surprisingly large number of the
films selected were from Winnipeg and the
prairies, making the Salon a truly national event.
I was also pleased to see 35mm film prints being
screened, such as Brett Bell's Blueberry,
Matlhew Eiches’ Dialogue, amd Clive Holden's
Eighteen Thousand Dead in Gordon Head
Local talent found their way into the program
with experimental entrées, Julie Saragosa’s hot
streak with the Salon continued this year with
her hand-processed piece Urban Caustic—
watching it made me wanl to move to Monireal
Keith Cole laid bare his drive to expose himself,
in more ways than one, in the deliciously narcis-
sistic romp Coyote, beautiful.

The two documentaries were coincidentally
similar in theme: exploring the Asian-Canadian
family. Carolyn Wong's Yin Yin/Jade Love was a
poignantly sentimental investigation of her
grandmather’s life. The other one, the last
screened for the evening, was this writer's own
project How to Make Kimchi According to My
Kun-Umma—a “how-10" on Korean cuisine and
culture

I 'was so pleased at the turnout of friends and
family, to whom 1 am eternally grateful. My Kun-
Umma (auntie), the subject of my documentary,
made an appearance al the screening, and I'm
sure she just adored the attention. My film was
well recerved and I'm happy that | finally got a
screening in this one-horse town. Thanks LIFT,

SAMUEL KIEWOON LEE

ES + JOHN CAGE

INNIS TOwN HLL, SEPTEMBER 10, 2002 + MusIC GALLERY, SEPTEMBER 6, 2002

SHADOW/LIGHT: AN EXPERIENCE OF JOHN
CaGe's ONE11 AND 103

if One11 and 103 is a film without subject (“no
lights, persons, things or ideas about repetition
and variation™), it is not a film that denies the
viewer a powerful subjective experience. It is an
orchestral work about time that calls attention to
its minimalist landscape through the slow forma-
tion of lights curving and morphing across the
screen. If light, as discussed by McLuhan, can be
pure information, One11 and 103 is truly a
work that demonstrates the refusal to constrain
of resolve the transformative nature of its com-
miunication.

The abstracted field of information triggers a
meditative trance that profoundly expands sound
and image for the viewer, 5o that the impression

TWO PIANOS ARE THE SAME. IT

Jown Cagi

is of entering realm where shadow and light,
embodied and intertwined, are imbued with rich
mieaning. During the 94-minute film, | drifted
beyond the layers of light into the seemingly
unreachable blackness just beyond, where | con-
templated dualities and found myself wanting to
memaorize the sensations brought on by the film.
When asked why he chose to bring One11 to
Toronto audiences, curator Colin Clark pointed
out that it is Cage's willingness to explore ideas
through varying media that reveals the common
interest in time shared by filmmakers and com-
posers alike. This interdisciplinary aspect is one of

the keys that makes Cage's artistic approach still My Kun-Umma by
relevant and vital today Samusel Vashoon Lee;
Urban Caustic by

Vicky CHAINEY GAGNON Julie Saragoia

ISN'T TRUE.

anlls How to Make
Kimehi According to




LIFT NEWS

MESSAGE FROM THE EXECUTIVE DIRFCTOR

As | wmnne this, we have just come 1o the end of a very
busy summer for LIFT, Thanks 1o all the volunteens and
staff who helped make our senes of summer events 4
suctess. | wolld also ke 1o thank our members for
bising very patient during the transition period while
our nimv staff (Greg Boa, Vanessa Lam and Jel Wat-
son) became familiae with thedr jobs. | am pleased to
announce that our summer Sludent, Renata
Mohamed, will continue to work for LIFT on an occa-
sional bass to help our fall workshop senies run
smoathly. Thanks to all of her hard work, the techmcal
coondinglorns werne abke 10 catch up on a ot of impaor-
tant odd jobs that take up a lon of time.

Every day, LIFT strives 1o provide our memibers with
thie best possible technical, netwarking and production
suppart, given our very limited resounces. In arder that
wit may all make the best use of our equapment and
facilities, | would ke 1o encourage members 1o take
axtra cane in all aspects of production planning. The
follovwang practices will hislp our technical staff
immensely. book your equipment and order vour film
stock well in advance; alwiys arfange a time to do
registration and lens tests before your shoot; pick up
equipment between 2pm and Spm; and return all
equipment on time. If you ane planning to ment a large
amount of equipment, call several weels in advance
1o affange 3 meeting with the technecal coordenaton
to review your equipment needs and to dentily arry
polential snags ahead of time. if everyone follows
these practices, we will reduce the amount of time we
spend dealing with last-minute emergencies, and save
tima for maintaining and developing our equipmaent
and facilities.

| am looking forward to the fall events that are
beng planned by the Special Events and Programming
Commities; in particulat, | am exciled about the Dinec-
tors Series event with Bruce Elder, and our upcoming
artrst talk on “Three Features: Three Formats... Recent
Low Budget Feature Films. " We also hope to present
an artist talk on the editordirector relationship in Jan-
uary. | hope to sea you thens,

Happy filmmaking. .

Mo ROGGE

REPORT FROM THE BOARD

Hiello LIFTers! The new members of the board have

bieen adjusting over the past few manths and are now

in thie swing of things. W had a retreat whene we dis-

cussed the msue of LIFT & a "oo-0p”; although we

operate ke 8 co-operative with members and volun-

teer support, we are not legally consdered a co-op.
incorporated

ﬂmulﬂ-mhumm:hnmmuﬂumrﬂm-npm
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define oursehies. We ane now looking into revising our
mission statement, and also defining a values state-
ment and a weon statement

‘We delayed our apphication for the OAC Compass
Program until the September 20 deadling 10 make
sure that we found the ideal consulant for LIFT. The &
a program funded by the OAC and Compass (formery
Consulting, Mantodng and Technical Assistance) to
help arts organizations increase thelr self-reliance,
capacity building and sustainability by covering somse
or all of the costs of providing a consultant or expert
The consultant will help s with the organizational
review, policy-making and easng the trantion of new
board members. | we get the funding, our timeline
will be Movember 1o January.

Greg Woodbury is now the Ontarko rep for the
Indapendent Media Arts Alliance—the MAA (farmerdy
the IPVA)}—and he came 1o visit us at our August
board meeting. He talked about why there was a
name change (1o include new Media &M oIpaniza-
bons) and about upCoMmING Meetngs when we can
discuss issues that affect LIFT. He abwo talked 10 us
about an exchange of equipment that Charles Strest
Video can offer us. They already offer the FroTools
suite to LIFT members, and there is talk about some
new miniDV wideo cameras as will

In case you don’t know, there are 8 few mone com-
mittees ot LIFT. A néw Website Committes stamed up
a few months ago, they meet the second Tuesday of
gach month. The Equipment Resources Commities has
e mseting about the Trilium grant we recenved 1o
purchase 35mm equipment. They meet the second
Tuesday of every second month (the next meeting & in
Decernber), The Board has a new sub-committee—1the
Membership Committee—which will Iry 1o do more
outreach (we haven't met yet). The Policy & By-Law
Commities B working with the Personnel Committes
on a Grevance Policy and a comprehensive Personned
Polcy, as well gathering the curment polcies into a
binder that will be easily accessible 1o any member.
We've also been defining what we want from an Advi-
sory Committee, thanks to those with Input at the
AGMI

Remember, a5 & member of LIFT, you can atend
board meetings if you would ke 1o obsenve or if you
have any comments—baut you can only vote at the
AGM. We'd abso ke 1o let you know that we wel-
come your input of questions at any time, feel free 1o
email all of us at board@lift.on.ca or 1o contact any
one of us individually

Chesers|

JLIE SARAGOSA, CHAIR



MESSAGE FROM THE TELHMNILAL
COORDINATOR

Hedlo LIFT members. Since starting my work at UFT
as a Technical Coordinator, | hive noticed quite a
fiews thimgs:

1. LIFT is an open environmant that allows people
to start (and finish) the process of bringing 1o life
an irsparational idea

2. UFT members ase generous, nteresting and
sometimes strange people

3. The members who come oult to volunleer at LIFT
are usually smiling and hapgy to help out. The
smiling volunteers (and non-smilng volunteers) do
valuable tasks that make LIFT run mone smoothly
4. There is always a continuing amount of knowl-
edge to be gained about the usage of LIFT's large
variety of equipment and facilities (both by mem-
bwers and by myself),

Sa, with these chservations nated, | shall continug
to help UFT members with inquines or problems
that they may come across whin using LIFTS equip-
ment of lacihites. Working together, ideas waill
become realities and knowledge will be collected

Vanissa Lam

VOLUNTEER NOTICE BOARD

Thanks 1o all the members who have volunteersd
fecently:

Michelle Gurevich
Karan Hou
Michelle Jackion
Christine Koch
Rirah Lim
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New MEMBERS

[Since July 19, 2002]

Rohan Bader
Jennifer Bisch

e
R

Callender
Valesca Cerski
Yee Choi

Jill Riley
Joe Riopelle
John Roumaelis
Daniel Salvend

har




WHO/WHAT ocroser 2002

ills (el to rght)

I Think I'm
Caming Dawn
With Something
by Keith Cole;
Shelter by Roberio
Ariganelo;

A Dozen for Lulu
by Maomi ke

ROBERTO ARIGANELLO' film Shelter recently
screened in Calgary as part of a protest of the G-8
summit in Kananaskic in June, As part of PMeasure
Dome's Blueprint Project, Shelter will tour Canada
in the |ate fall and early in the new year, Roberto trav-

elled 1o Buenos Aires to begin research into his next
project Ghost Life, This film wall explore the disturbang
repercussions of an act of violence perpetrated by his
grandfather in the 1940s,

ScoTT BERRY recently contributed film loops to a lve
installation performance entitled alter at the Ashke-
naz Festival of Mew Yiddish Culture, held at Har-
bourfront Centre over the Labour Day weekend, with
collzborators Aleesa Cohene (video montage) and
Reena Katz (ive score). Scott will be premienng two
new works at the MEX festival in New York City in
Novernber. Fagtactics & a 4-minute Super Bmm
homage to Barbara Hammer's 1973 classic Dyketac-
tics, and Strip.film is a dual-filmstrip installation
wherein ald 35mm pom has been bleached and
replaced with new images

KeiTH COLE s busy as usual. He is bumping up his 3-
minuie Super 8 film | Think I'm Coming Down With
Something o 16mm, producng the sk 2002 Toronio
Arts Awards films, and working with five directors on
Porn-a-Reake for a performancesfilm night at Buddies
in Bad Times Theatre (Friday November 29, 2002},

Pluz, The Boys Mext Door (directed with Michael
Caines) and Coyote, beautiful are doing the queer
film festival ounds throughout the world!

Naomi Jave recently finishied her short film called A
Dozen for Lulu—a tale of two people, chance meet-
ings, and donuts. This silent film challenges the tradi-
tion it comes from through its prolific use of sound, it
has been accepted into two festivals and screened in
the fall in Toronto at Cxygen Studios and at the Lula
Lounga,

BrREMDA KOVRIG i5 in development on a new film,
Relativity—an experimental documentary based on a
recent meeting with her biological mother. The film is
an exploration into the nature of human identity and
relationships, and a critique of the current trend
towards genetic determinism. It will incorporate
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diverse matenal mcluding tme-lapse photography of
cityscapes and countrysides, footage of human con-
ception, and conversatians wath individuals in the
fields of philcsophy, science, religion and paychalogy.
5o far Brenda has recenved grants from LIFT and the

Mational Film Board of Canada’s Flmmakers Assstance
Program

Wiiter/director Lan THOMPSON s in pre-production of
a 35mm shor film called Theft Unfolded. The story
cenires on Ben and his vaned accounts of a bookstone
rabbery, Filming is scheduled to take place in spring,

Mina TotH recently finished principal photography for
a short avant-garde experimental film shot in BEW
and cobour and funded in part by UFT and the NFE
Filmmaker Assistance Program. Phantasmagoria will
take the viewer into a surmeal wiorld of fantastic
imagery where anything and everything is possible.
The avdence & invited to expenence fantasy which
amongst other surprises, touches base with the silent
filon genre




ANNOUNCEMENTS

THE Tom BERNER AwARD

If Tom Berner didn‘t help you get your film made, it's
probably because you didn't know to ask him. To hon-
our his remarkable contributions to independent film,
LIFT has created the Torm Berner Award. Tha Award,
which recognizes individuals who provide extracedinary
support for independent film and videomakers, will be
presented annually during the Images Festival The first
recipient this past Aprl was Tom Bermer.

Tom began his film career as an editar at Fifm Arts,
before joining Deluxe as the Post-production Custames
service Manager. He was involved with the N5IS Drama
Prize and OMDC's Calling Card Programs, and the cre-
ation of Toronto's Worldwide Short Film Festival. On an
informal basis, Tom helped hundreds of filmmakers get
their films made. He was the persan you talked to when
you wene trying 1o finish a film and were short of
maney, time, or experience (or, a5 was aften the case, all
three). Tom retired from Deluxe in October, 2001.

Jim Alladi, director (The Uncles) and actor (Men
With Brooms): “Tom Berner has been like a patron
saint of emerging filmmakers fieor as lang as I've been on
the scene.”

Karen Lee Hall, producer (Ginger Snaps, Our Hero):
“My first short film, The Fairy Who Didn't Want to Be
a Fairy Anymore, won a Genie Award, and it wouldn't
have even been completed without Tom Berner's guid-
ance and wonderfully warm seif. Never too busy—no
matter hewe by he muest have bean. He never gave a
hint of exasperation, which he was righteously entitled
to. And that is why he s platinum.*

Helen Lee, director (The Art of Wool: "Tom is a true
friend to filmmakers. He was a geeat ally, who struck a
fine balance between the craft and artistic demands of
filmmaking and the budgetary ones,

Vincenao Matall, director (Cube): “Mine is simply the
epic tale of one litthe film geek (me) who managed to lit-
erally mewve into Film Arts for over one year to cut two
shart films. | never paid Tom a dime, and he never asked
when | was planning on leaving, It's one of the most
selflessly generous acts that anyone has ever done for
me, He gave me & huge boost at a time when no one
outside of family and friends would support my film
wiork_*

The Tom Berner Award will be an ongoing symbol of
Tarm's mighty contributions and will celebrate other jndi-
viduals who support independent film and video makers.
Keep your eyes peeled in December for the open call for
nominees for the Award,

Mare Winax

SEEKING MEMBERS' WERSITES

Gaot a personal website, want 1o promate your films?|
Deanna will be adding members” websites to LIFT' [inks
page as a long overdue feature to LIFTS sitel Send an
email to communications&@lift.on.ca 10 add your link or
chieck out www lift.on.ca under links 1o see existing links

(tons of info. re: funding, festivals, film co-ops, and pro-
duction support).

LIFT's MEMBERS® FILMS LiBRaryY

Drop off a copy of your past and present film gems for
other LIFT members 1o view. The library is another great
wiay 10 show your works to other keen filmmakers in
Taronto. Your works are secure in the LIFT office. What
are you waiting for? Drop off your copy today!

LIFT ORIENTATION

LIFTS crientation sessions are for individuals who are
thinking about joining LIFT and members who haven't
familiarized themselves with the co-op's facilities and
resources. The origntation is a great place to gain mare
mformation about LIFT and its policies. Space is hmited,
50 call to reserve a spot: 416,588 6444,

Next Orientations: November 20, December 18

GET INVOLVED

Joining a committee is a great way to get invalved,
meet new people, gain experience and at the same
time earn those precious volunteer hours. Please
call the office {(416.588.6444) to confirm meeting
dates before heading down to LIFT.

MNEWSLETTER COMMITTEE

Jain the Newsletter Committes if you are interested in
the direction of LIFTs Mewsletter or in writing for the
Mewsletter. Members receive 20 volunteer hours far
committee service. Meetings are held the first Tuesday
of the month at the LIFT office; call Deanna to RSV
Mext meetings: November 5, December 3, 6:15pm

SPECIAL EVENTS COMMITTEE

The Special Events Committee is laoking for new mem-
bers to help organize upcoming events, as well as our
bi-ronthly Artist Talks. Committes members eceive 20
hours for participating in this endeavour. If you're inter-
ested i joining the commities or want more informa-
tion, call 416,588 6444 or email office@lift.on.ca.

Next meeting: November 28, 6:30pm

LIFT Rapio CoMMITTEE

LIFT Radio i broadcast every, Wednesday from noon 1o
1pm an CIUT B5.5fm (wabcast an waww ciut. fm). The
Radio Committee imvites you 1o jain the production
team to help produce interviews, reviesws, announce-
ments and featurés. Committes meetings are held on
the |ast Tuesday of every month,

Mext meeting: Movember 26, 6:15pm

WorRksSHOP COMMITTEE

The Warkshop Committee is looking for new members
to help design and promote the 2003 workshops hosted
by LIFT. Committes members receive 20 volunteer hours
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for participating in this endeavour, If you are interested

in joining the committee or want more information,

call us at 416,588 6444, If you have suggestions for

any kind of film workshop, let us know by email at
ift.on.ca.

MNext ovember 21, 6pm

NEW! WEBSITE ITTEE
Seaking members with web designscripting skills for
the newly formed LIFT Website Committee. hMembers

receive 20 hours for committee senvice. Designers, pro-

grammeers and other “techses” are welcoma! Intenest.
ed members should contact Deanna at 416 588 6444
of wia email at commumncatsonselift.on.ca

Hext meeting: November 12, 6:30pm

- -

EQuiIPMENT NEWS

Pick-upPs AND RETURNS
Equipment Returns: 1 0em-12pm
Equipment Pick-Ups: 2pm-5pm
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GUIDELINES AND
APPLICATION FORMS
FOR THIS LIST OF
FESTIVALS ARE ON FILL
AND AVAILABLE FOR

= £
ANESTY INTERNATIONAL FiLM FESTIVAL
Location: Amsterdam, Netherlands
Dates: March 20-23, 2003 pmfocORE (9
Tel: 4+31.20.6263346 CENTS A PAGEN AT THE
WA, AMNesty] filrnfestiv LIFT aFficE. AS MUCH
Deadline: Dec AS WE'D LIKE TO, LIFT

[}
o

1"I.




SaN FRAMCISCOD INTERMATIONAL FiLM FESTIVAL
Location: San Francisco, CA

DCates: April 24 - May B, 2003

Tel: 415.561.5000

wiwaw siff.org

Deadline: December 31, 2002

UpcOMING FUNDING DEADLINES

Canapa CouNcIL

1,800 263.5588; www.canadacounci ca

Grants 1o Film and Video Artists: March 1, 2003
Grants to New Media and Audio Artists:

March 1, 2003

Arts Commission Grants (pilot); December 1, 2002
Aboriginal Media Arts Program;

Call the Council for deadlines

Traved Grants to Media Artists: Any time

ONTARIO ARTS COUNCIL

416.9671.1660; www arls.on.ca

Artists’ Film & Video: April 15, 2003

Abonginal Arts: March 1, 2003

Chalmers Arts Fellowships, Chalmers Profe<sional
Development Grants (call OAC for details):
January 15, 2003

ToronTO ARTS COUNCIL
416.392.6800; www. toronioartscouncil.ong

Media Arts: November 20, 2002

TELEFILM CANADA

416.973.6436; www. telefilm.gc.ca

Canadian Feature Film Fund {French language films):
September 16, 2002

INDEPENDENT PrRODUCTION FUND
416.977.8966; www.ipf ca

February 15, 2003; April 15, 2003 & October 1,
2003

HAROLD GREENBERG FUND
416,956.5431; www tmn.cathg_popuptg 01_en.asp
Equity Investment Program: no deadline
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LIFT CLASSIFIEDS

Story Editor needed for a feature drama screenplay
for a flat fee of $100

Please respond to: marsb@sympaticoca

LATE-BREAKING NEWS

New LIFT Super 8 Cine CLue

LIFT"s new club meets the last Friday of each month to
screen Super B films that have been shot and edited
by fellow LIFT members. The screenings will 1ake place
at LIFT ar other casual settings downtown. The pur-
pose of this club is 1o talk about our work and o give
feedback to other Super 8 filmmakers, f you're inter-
ested in joanmg, please call Chrstine at 416408 4273,
Mext meeting: November 29, 6:30pm

IMAGES FESTIVAL SPECIAL SCREENING!
Join' Images for a special preview screening of Todd
Haynes' new film, Far From Heaven, staming Julianne
Moare and Dennnis Quasd, Monday, Movember 4,
7:30pm at the Famaous Mayers Paramount, $15/312

for members, incuding pre-screening reception and
super-secret late night screening, Tickets available at
the door or in advance at Pages Bookstore (256 Queen
St. W) or the images Festival (401 Richmond S1. W
Suite 448)

REELWORLD FiLm FESTIVAL CALL FOR
SUBMISSIONS

RWFF is dedicated to celebrating the full spectrum of
culturally and racially diverse films, videos and new
media, RWFF is seeking new features, shorts, docu-
mentaries, animations, children’s programming, stu-
dent and experimental films and music videos that
reflect cultural and racial diversity, For eligibility
requirements or 10 obtain a submission form, visit
winowreelwarldfilmiest com

Deadline: December &, 2002 by 4pm EST

PLEASURE DomE/CALL FOR SUBMISSIONS
New TorRoOnTO WoRKS SHow 2003

Fleasure Dome i5 seeking new short expanmental film
and video (produced within the last year) by Toronto-
based artists for the annual New Toronto Works Show.
Mow in its ninth year, thas members-curated program
features the cutting edge of experimental film and
wviden produced in Toronto today. Super Bipixelvision
videa, installations and filmAddeo performance propos-
als also welcome., Please send praview tapeffilm or
propos# 1o Pleasure Dome ooV tape, 407 Rchmond
5L West #452, by December 15, Show date Feberuary
2003,
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2002 | 2003 SEASON

— ]
GLASS

AN EVENING OF MUSICAL
AND VISUAL DISCOVERY

Renowned composer Philip Glass has invited
pioneering filmmakers and video artists ATOM
EGOYAN, PETER GREENAWAY, SHIRIN NESHAT,
GODFREY REGEGIO znd MICHAEL ROVNER 1o
create short silent films for which he has written
new musical scores that will be performed live by

the Philip Glass Ensemble during their screenings.

MON. NOV. 4 - 8PM
ROY THOMSON HALL

ﬂi CALL 416.872.4255

e Log M Sound or visit the Roy Thomson Hall Box Office
oy Mt 0y SRR
BeyThorena sl www royifhamesan. aom

our first 10 years!

IE"*T TH
UAL
I‘Elltlﬂé ous

=madness

film festival

Programs will be availakle from
Dctaber 2Eh ot thes afficial
pick-up spets

Setpect Vides 605 Mariham 5t;
Sevpect Vides 810 Quees St West;
This Ain't tha Resedale Lirary
4EY Church 5t

gii-link schidule will be available
Dctober 2151

Main venue: Workman
Theatre, 1001 Queen St
i West 1s Dasiegtan!
Bew office & Info $16.583.4606
| imla @ rendénrdutwil i dla gLy CEm

NEWSLETTER NOTICE
BOARD

New EmaiL!

PLEASE NOTE THAT THE NEWSLETTER HAS A& MWEW
EMAIL ADDRESS: HEWSLETTEREILIFT.ON.CA

SUBMIT

WrITING FOR THE NEWSLETTER IS A GREAT WAY TOD
GET YOUR VOLUNTEER HOURS. CONTACT LARISSA AT
NEWSLETTERGLIFT.ON.CA OR PHONE DEANMNA AT THE
LIFT oFrce (£16.588.6444). WE ALSO WELCOME
SUBMISSIONS OF PRODUCTION STILLS, STORYBOARDS
AND MEMBER ARTWORK., SUBMIT VISUALS TO THE LIFT
OFFICE OR EMAIL TO NEWSLETTERELIFT.ON.CA.
DiGITAL FILES SHOULD BE GRAYSCALE, 300 ori, TIFF,
EPS or |PEG, PLEASE CONTACT FRANCI AT DESIGN-
EREFLIFT.ON.CA FOR SPECIFICATIONS,

UpcomING DEADLINES: Nov 8, Jan 10




