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Sunday July 25* 12:00p1m'-10:00 Pmﬁ

LIFT’s Annual Ward’s Island Picnic
and Screening takes place at the Ward's
Island Club House (100 yards straight off
the Ward's Island docks). All are welcome
to join us! During the day, we'll be grilling
food and serving suds! When the sun sets,

2:00 pm

4:00 pm

the projector rolls for a screening of LIFT 6:00 pm

members’ films!

For up 1o date information on LIFT events
pleose wisit our websibe al: www. LIFT.on.co, or conloct
Michos! Barker, Communicotions Coordinator

of 414 588 8444 &r by email o Communicafions@LUIFT.On.Co

Let the games begin! Volleyball,
Soccer, Badminton and Frisbeel

BBQ! Vegetarion and carnivore-
friendly goodies hit the grilll Wash
it all down with suds or sodal

2+ Annual Hula Hoop Contest!
Wiggle your way to infamy and
tabulous prizes!

Sunset Screening! As the sun drops
behind the cityscape, we fire up the
projectors for a program of 16mm
films by LFT members




CONTENTS

BEING HUMAN: AN INTERVIEW m% S
IDREW LENNOX

APES OF FEAR: AN INTERVIEW WITH KEVII
OMON

LT Liskson of indeperdent Fimmaiens of Tomnts July 2004 Vokarse 14, hiue 4 S5 1710-0127

EDFTON: L Fan
DESIGH: F Thaae Prodacsen, Frans Dunan
WRITERS: THIES $S5UE: Fraw Daman, Awh;u Koc, Ardre Lo, hlarha Solormon

MAGADING CORMMITTEE: Sunms Adecyr. Darsel Alhahary, Maros futiaga, Sean Boiersamo, Mara Kochan, Sam Lee, fon MacDenmen (cha)
ltf:'lﬂ-FF Rt Auriguanet i dEmbOuti chieriod, Wiririsa Lam flichcal ooondnator], deg Boa Mechiecal comrdiruton), Michasd laries (oormmuncations. mordnadod,

Imérmbarvhip coofdinaton, Sheraz Ralah worohop coondenaioe
BOARD OF TAREL TORS: Mantin Armiaga, And Bataan, 50om Bivey, Cuthidest Duncan, Katin iipd, Brenda Kowng (ivataned, Ao Mans face-char), Jeff Sterme, lane Wealier [secnetaryi
Shae | avwrun indl Irrlepeeniient Flesraker al Travevin = 8 rercpeehl coosse e mhich juppst snd sncouispn ndeperien I*-rnllrrl-g through the eiungs of inlermatson snd

s o equeprmen wnd lokse. LT hosty & progeems of veoriethos and wreeniegs. and prowsses J0oes (o i segarding | g souarce, beuthial ind giace
dheaflrees and OFfes elrte] matien

LFT & supporied by iy membershin, D Canada Cound {liedin St Saction), s Dl Rty Councl, and the Gy of Tororsa thenugh the: Toronia Arts Cauril

Artichr puolsiiad in the LT magaane do not necesarniy reflect the vieva of the adio, the Co=op members of B Boand of Desclon

Liefters. 10y thae sckine Can be uem Cfo LFT, 37 Hanna AMenus, Sate 300, Tomean, Drtanio B 1WS, el 406 555 G480, fac 406, 580701 T, veww bt onuca; emait officelii onuce
Aryone with Wwngevhon of eas, plene call the LIFT office or emat: magazre@bi on o

@ Canadi Gl ComelldiiArs  torontdarisboancit i . E
Ly

TR AR COLINCH, A R R L e
for the Arts du Canada #n ey lemgih bfy ol he Doy al Teaebs COWLE DAY ANFE [ (V08 SRR P as e, LA W T




BEING
HUMAN:

AN INTERVIEW WITH
STEVE SANGUEDOLCE

By ANOREW LENNOX

Steve Sanguedolce has been making films for over twenty years, films that wrestle with what it means to
be human, with all its complexity and pain. He is generally considered part of the “Escarpment 5chool,” a
group of filmmakers that includes Phil Hoffman, Mike Hoolboom, Richard Kerr, Gary Popovich and Louise
Lebeau. Aside from having all studied at Sheridan College in the late-1970s/early-1980s, what this group
shares is a belief in the validity and importance of personal filmmaking, a form of filmmaking that natu-
rally leads to commonly explored themes of memory, home movies, documentary and history.

Sanguedolce is at heart a storyteller, and this drive towards story has led him away from formalist or
abstract filmmaking to a form of experimental narrative which blends elements of both documentary and
fiction. Formal experimentation such as colouring and split-toning is always tied to the story, to trying to
find a way to express its emotional heart and a particular way of seeing the world. Whether exploring his
own history or other people's experiences, the thread that links his work is an abiding interest in our
shared humanity and the common struggle to survive.

Andrew Lennox interviewed Steve recently as part of his research on the Escarpment School filmmak-
ers. —Larissa Fan

Amorew Lenwox: Let's talk about some of your earlier films first. Sweetblood deals with your identity within a community,
and your family life. There are so many layers for the audience 1o woark through: text, visuals, music, volceover—all this
siuff at once, all these elements that are on top of one another. I'm cunious 35 to why you wantad 1o make it so difficult

STEVE SamcuEpoLcn: | was very conscious of trying to create something that was multi-layered. 5o that in order for you 1o
get it—if | can use that term, I'm not sure | agree with it—but in order for you ta get the most out of it, you'd have to
watch it several times. Having said that, | do think the film stands up on one viewing. You make choices, like you do in
life. | was trying to build layers and force the audience to make cholces as to what they would read, hear or watch. Most
films don't allow you to do that. You and | can go through the same expernience or view the same film and we will both
have seen something entirely different. | think Sweetblood is similar to that
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| also wanted to structure it ke a dream, and
dreams come 1o me in fragments, dsunciive, 50
it's really about trying to put this puzzle together.
| do think there's a main kind of trajectory through
childhood, adolescence and  aduithood.
Uttimately, it's about the circularity of it, the over-
whelming-ness, | think, of being different from a
culture in which you grew up in.

AL: What you're saying about making choices in
the film reminds me of Truffaut—he objected to
traditional linear narrative film because you
become a kind of slave to the narrative. And you
don't get to make those choices.

55: Truffaut also said that you just keep making
the same film over and over again. | believe that.
When | look at my films, even though stylistically
they've changed, they're really about similar
stuff—they're personal, diaristic works. They're
films about self and life. The only question in mak-
ing the films becomes how to doak them—some
may be doaked in fictional garb, and others may
be more documentary-based, but they're really
films that come from self and personal experi-
ence. The shape or colours of the films have
changed, but ultimately | would agree that I've
tended to make the same film over and owver
agalin,

Al: Can you tell me about the title for
Sweetblood? It reminds me of Rick Hancoxs
Waterworx, was that an influence?

55: My last name is Sanguedolce, which is Italian
for “Sweetblood,” so that was a simple one...
Because the film was about being Italian in an
English culture, | thought that was appropriate, to
gve mysedf the English name.

AL: I'd ke to ask you a few questions about
Smack. There are two things that | see going on
in the content: one is intravenous drug use, of
drug use in general, but | think a larger ssue
friendship itself. What do you think it is about ulti-
mately—is it about friendship over a period of
time, or |5 it a statement about drugs?

55: Well, I think that drug use might be a common
denominator in most Morth American kids' lives.
Mot LV drug use, but recreational drug use and
alcohol—we all have similar access to that kind of
thing, and I'm sure everybody has horror stories..,

So, that is just a starting point, that's where |
understand some of my past stories or history. But
ultimatety | think the film is about survival and try-
ing to make it through, and its about the bond
between three brothers. | come from a family with
two other boys, so it was loosely based on my
experience. | think you could look at most people
and find some kind of tough haul, 50 1 think it's
about the will 1o survive and how relationships
hep buld human beings.. and its about the
inter-dynamic  between the three characters—
how they're so closely connected, even though
they're very different. Maybe drugs are the plot,
but the story is about the love and trust between
brothers, or the mistrust in some instances,

AL: Can you talk about the mix of documentary
and fiction in the film? You have a voice-over
witich is like the documentary “voice of God,®
which the audience might automatically accept as
true, but there are also fictional elements in the
film. Do you think it's ethical to be lying, in a way,
to the audience?

s5: Well, | don't think there's really any truth in
documentary any more than there i in fiction. We
assume that dramas are fiction and documen-
tares are truth—sometimes | think its closer to
the other way around. So the notion of “lying”
doesn't exist for me. | think that, yes, a guestion
of athics does exst, and ultimately it's about how
you feel and how you're representing the people
that have entrusied you with their stories. | don't
fed that | have any problem with that. Everybody
who's in the film has seen it and feels that their
lves have been somewhat enriched by it, espe-
cially the central character—he feels that through
this whole life of |.V. drug addiction and misery, he
has offered something back to the world that

might help somebody.

L1 Woodbridge
e 4,
Swestblood
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AL: Can you talk about the process of writing the
script?

55: The process of coming (0 the stones was real-
ly simple. I've always interviewed people and had
people tell me their stories, with no ultimate goal
of understanding of where they might end up...
It's almost like a pseudo-con fessional. | invite peo-
ple into the studio and they tell me their lifes sto-
nes. They'll tell me near-death expenences, rela-
tionships, problems—really Intimate parts of
themselves that in many cases | hadn't known
before, and I'd known these people twenty years
in some nstances. | compiled these stones, elimi-
nating all names, and looked for a commonality.
After I'd interviewed a Iot of people, including
one of my brothers, | noticed that this could real-
Iy be a story about my family. 5o | asked them fo
teil the same stores, but assume the names and
rales of the characters in the film. And so it's the
same stores, there's just a little bit of acting
involved.... The only fictional part of Smack s that
some of the stores told in the first person were
really stories that didn‘t happen to them but hap-
pened 1o thelr friends.

AL: But thats what perturbs me. | watch Smack
and | think | get a picture of who Steve
Sanguedolce s, of who he was and where hes
come from, but then I'm forced 1o question: Is this
who Steve i, 5 he telling the truth?

55 ...Well, | think we always take dramatic license
and liberties, regardless of whether we'ne doing
documentary or dramatic swork, and | think that's
part of why 1 like this hybrid, Because sometimes |
don't know what my real story 5. My memory of
myself as a four-year-old, hanging on the fridge—
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1% that what | look like? That's what the picture
tells me, but ane pictures always telling the truth?
| dan't think so. It's how memory crealas your new
history, that your memody is now being fed by
videos you watch of yourself, or photos you've
seen... | think there are always elements of fiction
in our history, In our notions of salf. I'm not sure
that there's a singular, unified understanding of
soff

There are ahwiays elements in a film that are
move about you than about what you're trying to
present. There's a fluid fine between the imagined
and what actually occurred, or between fiction
and documentary. I'm more interested in that, than
| am in trying to delineate it, | am more interested
in bringing those two elements together,

AL: It seerns like you are a confiicted self, you
don't want to say that something is good or bad,
it's pieces of everything. It that jumbled mess,

and trying to organize and clarify if.

S5 Yeah, exactly. Life is way more complex than
maost of the two-dimensional characters that we
see in film. It not one thing or the ather, thats
too simple. It's a little bit of both. For example, |
both love and hate making films. | hate film
because it & 50 painful and difficult, it's tough...
but it’s a challenge and it's that chaflenge that dni-
wes me. | feel a compulsion or desire to continue
to make films because it helps me to figure out
things... its the process that brngs something
else, although | don't always ke the process.

| don't really know what I'm doing when I'm
making the films, I'm figuring them out until
they're done. Somebody might look at a film and
think it is a final staterment, but | don't think it &
This is a piece in time, an assembly of these par-
ticular experences, presented in this lght. I'm
always conflicted and struggling with that: What
kind of work am | making, and why am | making
it? One thing | did learn is that | want to make
films that | enjoy making. They're not always fun,
because I get stuck in each and every one of them
for six months or so, and thats pretty painful ..
but | do have a need to try 1o figure stuff out with
film

AL: Let’s talk about Mexico, which you made with
Mike Hootboom, While in Smack there & fiction-
alization of the characters, in Mexico there's a fic-



tionalization of the imagery, A lot of the time the
audwnce thinks they are in Mexico, but in fact
they're i Toronto,

55: | think that in the larger scheme of things, any
ime you point the camera, you really are includ-
ed in that image. S0 if we take pictures and think
wi're capturing another cullure, in a sense we're
really only reflecting back what we understand of
that culture. s a limited understanding in terms
of being a voyeur or a traveller in a foreign cul-
ture. | thought that was what was being
addressed in the voice of Mexico: the inabifity 1o
see anything but oneself... 5o its really about an
inability to see, and the power of cinema, the
power of the gaze. Who has power? When you
start making images of other cultures, the persen
making the images ultimately ends up with that
powver.. And so it came back to ourselves: What
are we really making pictures of 7 Well, its our-
sehves, it's our own mortality

That wasn't where we started. We started
going on a road trip after breaking up with our
respecinve girlfriends, and trying to make a film
about love. None of thats in there, it became
more and more about the inability to see and
about dying and Mike being HIV-positive. Films
have a way of, | don't want to say making them-
sefves, because that's the furthest thing from the
truth, but they have a way of moving in directions
that I'm never ready for. And all I've learned to do
T these twenty-or-50 years is 1o try 1o be open
to them and to try to read the change that's hap-
pening. | ahwvays try fo listen 1o the fiim and allow
the film to breathe. | think thats a good skill to
have acquired

Executing or making films saA't that hard,
knowing what the hell I'm making them about is
the hard part. Every film seems to have a new lan-
guage, | keep trying to re-define how | want to tell
story, whether its personal or not. That's the skill,
its finding out how to make this work. | never
know when | start and I'm always open, trying 1o
et the film grow or evalve in some way, Evolution
of the work is important, and that's where I'm at
wath the new film [Dead Time|

| think there’s a responsibiity to making images,
100, | didn’t like traveling with a camera, and |
dhdn’t do it after that. And there’s a responsibility
to kind of “rest® the image, and find a home for
it. I think that taking an image is a violent act, and

| never feel ike my images are resolved unless I've
put them in a film and I've dealt with them in a
way, Like the one sequence in Smack of the cat-
tle slaughter, | shot that fifteen years before
Smack was done but | could never find a place for
It, and | felt really weird having this footage until |
actually found a place for it to rest

AL: How have you changed over the years, what
was your approach when you started out as a
filrmmaker as compared to now?

35: Well, my films in college were short little skits,
kind of, They weme very smple one-person -
enactments ol parts of my life. With
Woodbridge it became a little larger, in that |
was shooting a lot of different scenes, it was a
bigger piece. But it was still the personal, trying 1o
deal with family and growing up Italian in
Canada, Then | continued making personal films
When | made Rhythms of the Heart, which was
about a break-up, | started thinking “I'm not sure
| wanl to be up there anymore.® | don't mind
making the personal stuff, but its too hard
putting myset! on the screen, all the vulnerability
5o | thought, "I'll still make personal films, but Il
start pretending that they're fictions.® Thats
when Mexico came along, and Sweetblood. |
could hide in Sweetblood—as much as it's about
me, my volce isn'Lin it, my image is parthy in i, It
more my point of view, but I'm almost separate
from the film. It didn‘t leave me feeling as vulner-
able as Rhythms, no film has. With Away

which was onte again a kind of invented docu-




54l Eanl Pastko in
Ay

mentary, aboul going to
Thailand in search of my
twin brother Sam (played by
Earl Pastko)— was still mak-
ing personal films, but dis-
guising it as a fiction. | think
thats partly where | moved
lowards,

Also | was trying to devel-
op a wvisual language in
which | might be able 1o see
and to tell stones. Trying to
develop something that
feels authentic, something
that is more indicative of
how | see and experience
the world, The camera style
was there right from the start, a lot of frenetic
jump cuts. | never really cared about always being
in focus, and | think framing was too locked into
a conventional style. | think exposure is also over-
rated. Some of my best stuff was when | over-
exposed and shot slightly out of focus at 36 1ps,
like the trapeze stuff or walking on the street in
Smack_ | think they speak of a different place. But
| always found | was a little too abstract earlier on,
now I'm trying to let the image speak more,
nstead of imposing the camera on the image. To
let the subject in front of the camera do some of
it

AL: Has being a musician influenced your film-
miaking?

55: Learning music has helped my filmmaking
immensely. Most people who cut sound are ex-
musicians, And editors have to have a sense of
tempo and pacing and timing and rhythm. And
whether you learn it from music or learn it in film,
that's something you have to learn.

some of the best things that I've learmed are
some of my biggest curses, in that I've tried 1o do
everything myseff. One, 5o that | wouldn't have 1o
deal with other people, | can do it all alone (which
& also something that | resent) and two, so |
wouldn't have to ask people for favours and arts
councils for a lot of money. So | learmed how to
cut, | leamed how to shoot, | learned how to
develop, | learned how to do music, | learned how

to neg cut
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AL: Can you tell me about the new film that you
are working on, Dead Time?

55: It5 a feature-length film, 16mm, and like
Smach it started by collecting stones from differ-
ent people. Friends and acquaintances, people
would come into my studio and tell me stories
about their lives. | use the scripted material as the
base and then try to find consistent themes. Some
of the same themes surfaced: drug abuse, incest,
crime, jail time—and so | developed a story out of
the process. Then | hired actors to shoot some of
the dramatic scenes. | didn't shoot all of them,
because | didn‘t want it to be a re-enactment. The
result is a feature with documentary stories pre-
sented in a dramatic context. It's all hand-devel-
oped, some of it stays black-and-white, some of it
is coloured. All of the dramatic stuff is black-and-
white, the more “metaphoric™ images | toned

AL: Can you tell me about the metaphoric images?
How did they come about, and what guided you
to shoot certain things?

55: | have always just gone out with a camera and
collected footage. Knowing what the Slory is
about helps, because then | can be a little more
specific, but mostly | shot things that seemed not
1o relate at all: cars on the street, going up the CN
Tower, kids in a playground. Then | figured out
what worked in the editing room and Intercut it
with the dramatic scenes. The dramatic stuff was
harder 1o do, because you have to coordinate the
people, location, props, elc. | was the only crew,
50 it was just me and a couple of actors. Its nice
that way because it's small, it's intimate, it non-
threatening, but it's also a bit hamied and it makes
it hard to focus

AL: 50 in terms of how the film comes together in
the end, does that happen primarily in the edit-
ing?

55: Yeah, because | don't really know where the
footage goes until | see it with the sound. It's just
hit and miss, trial and error. A lot of the Images
that | thought would work with certain scenes
became redundant, or too much of a literal inter-
pretation. A lot of the footage that | shoot is
intentionally cut-of-focus, slowed down, abstract-
ed... It's not meant 1o be representational, so |
think it allows the perception to be a lot looser



Finding that sensibility that matches what the
voices are talking about or what the actors are
doing becomes a matter of moving stuff around
until it seems 1o work.

AL: So how do you know when it works?

55: | like to think that after cutting for a long time
that I'm starting to get a sense of what feels right.
You kind of feel it in your body, it has to sit right,
it has to feel right... It's kind of like jazz music,
finding something else that allows you to work in
the same thread, but not with the same melody
line. It like bringing two melodies together, they
both work but they're very different. Because the
voice drives the namrative, | feel like | don't have to
be that literal in terms of my visual interpretation.
There’s no point in being redundant about what
the wvoice is saying. That was a real chalienge,
Going from the representational stuff to the more
metaphoric stuff gives you a break, a respite, and
| think really allows the viewer to enter into it.

AL: Is this the first work that you've edited digitally?

55: Well, it's the first time I've cut picture digitally.
| did the sound for Smack digitally, which | really
loved. With Dead Time, I'm waorking in surround,
which gives another element to the sound.
Cutting digitally is really liberating, because you
can do it really fast, you can make very minute
changes withoul seeing the actual cut-mark on
the film. So you can try stuff out. I'm not one of
these people that has 55 versions of the film, but
1 will try 50 different things, and its a lot more
precise in terms of transitions and execution.

AL: Do you think it will affect the editing style of
the final film, as compared to your other works?

55: No, | don't think that working in Final Cut Pro
will, but | think that working with another person
will. Jeffrey Paull is helping me cut the film. Hes
been involved with film for many years and he
teaches at Shendan College, and he's really sharp.
| think that will have way more impact than the
actual technology. The technology just helps exe-

cute the editing, but working with someone will
actually change the style of the editing. | was
always a lot more loose in my cutting, but work-
ing with Jeffrey = brnging in a more specific
approach to telling story.

AL: What does the blend of documentary and fic-
thon that you're working with bring to the film
that you wouldn't be able 1o do if you were daing
either strictly a documentary or a narrative?

§5: | think most of the subjects of documentary
films can be pretty interesting. But | don’t think
talking heads really offer anything, except getting
1o know the characters. The hybrid allows me to
use real people, who have pretty compelling sto-
res, so the stories are coming straight from the
people who experienced them. The performances
are really strong. it also gives me a lot more free-
dom, because now | can cast in any way that |
want for the characters, and | can work with the
strengths and structure of drama and with the
authenticity of documentary film. In that way, it
gave me a lot more liberty 1o express some of the
stories. | think I'm able to get the best of both
worlds. It seems like a happy connection—this
weay the two forms kind of own each other.

AL: Where are you at in the process now?

55: |'m about half-way through a fine cut, so pret-
ty far along. Then | have to conform an film,
whatever that means. | don't know whether it's
goeng 10 be on 16mm in the end. | know 'l have
a DVD with surmound sound, but its hard to go 1o
16mm because of the mono optical soundtrack,
which sounds like shit, If | go to 35mm it will be
steren and digital, which is better. | was thinking
of doing my own 35mm transfer at LIFT, but then
| still have to make a 16mm print first. 1 still feel
compelied to finish on sprocket. | like the idea of
looking al it on a big screen, in a dark room, with
a projector, and that nice image. So I'm kind of
stuck at the moment. I'm not ready to say good-
bye to film yet.
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Martia Sovomom: Was documentary filmmaking
something that you always thought you would
end up doing, or did you meander your way into
it?

Kevin McMason: | would say that | meandered my
way into it, which a ot of people do. | started out
wanting to write, made my way into journalism
and worked at a newspaper for five years, and
then decided | wanted to go into film. | wasn't
really sure what that meant, but | knew that | did-
n't want to spend my life at a newspaper, and |
didn't imagine I'd be a novelist... 5o, | quit my job
and went to film school. It was a time (during the
mid-'B0s) when there were a lot of alternative doc-
umentary films being made in Britain, which s
where | was in film school, and | got excited by
tham.

MS: So you had originally thought that you would
be a writer...

KM: When you're an undergrad you don't have
much of a plan... | knew | liked writing, but, for a
while, | was going 1o be a lawyer. | actually even
wrote the LSAT. But | don't know, | quess | met
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some lawyers and realized what a deadly job it is...
although | would have made a lot more money.
Instead, | got into doing radio shaws.

MS: You started at IDEAS?

km: Yeah, Then I figured out how to finance our
fitms. Wedl, | had made two films in Britain,

MS: How much do think that your early start in
journalism and writing affected your filmmaking?

KM: For me it was great training for a number of
reasons, One, you learn to distill information very
quickly and work to some kind of deadiine. Even
though you have much shorter deadlines than in
film, they are deadiines nonetheless, and you learn
how important those are. And you do leamn how
to write. | spend half my time writing, actually
probably more than half—writing proposals, writ-
ing letters to people to get money from them or to
get them involved, and then of course writing the
films, It also taught me a lot about the world. | was
a nevwspaper reporter for five years and | learned a
lot about a lot of different fields—not so much
that | would necessarily employ the specific knowl-




edge, but it gives you a very broad wvew and that
was good training.

On the other hand, my films have been notabky
non-journalistic. | think that too came out of work-
ing for a newspaper, My frustration in newspapers
was that you were sent out on a specific assign-
ment to do a specific story, and you are actually
nol allowed to relate it to anything else because
that’s editonalizing. Its really just about providing
the facts. But what interests, and interested me,
was the different stones that are running through
the newspaper all the ime that never get relat-
ed—like an environment story and a culture story.
Fim allowed me to put those things together. So
ironically, maybe because I've got real journalistic
training, my films are less journalistic than films
made by people who don't have a lot of that kind
of training, and who may be more timid about
how to handle information.

MS: | think: a lot of people may be more influenced
by that journalistic style if they haven’t actually
practiced it. It's a really unconscious mode of shar-
ing information, you know, especially for a gener-
abon that grew up walching TV.

KM: Wi are fortunate, though, that in this country
there is, and abways has been, a documentary tra-
dition outside of that model, but many people are
not familiar with it. They haven’t made the effort
to watch the [National] Film Board films or they
don't know much film histary.

Ms: | watched a number of your films in a very
short period of tme, and what struck me was that
there s such a sense of a continuum in your films,
even though the actual subjects are so diverse.
Thete's a real visual continuum and an ideclogical
continuum. It almost looked like they were made
as part of a series, they looked and felt so con-
nected in 50 many ways.

km: All that shows is my limited imagination
[laughs]. You know, a lot of people say that film-
makers make the same film over and over again.
When my son Dylan was first boen, | spent a lot of
time at night, sitting with him, and | ended up giv-
ing myyself a Fellini retrospective. And, you know,
when you look at a filmmaker like that, when you
look al thewr work in that way, you realze that
there are enomous similanties from one film to
the next. | think it's true for me and it's a truism for

filmmakers in general

MS: | think there are certain themes that ground
people.

KM: Mo question there are certain themes that
ground me,

M5z In a lot of your films there is a real sense of

comedy, but it's very dark comedy. It's funny, but
it’ really not funmy at all,

KM: That’s for sure
M5 It kind of absurd comedy.

EM: Which is what’s great about documentary. This
5 something | also leamed from journalism, it
true of all filmmaking and it's also true of music,
but its particularly true of documentary: it's all
about juxtaposition, | suppose anmy visual artist
would say the same thing, and just recently | heard
someone say the same thing about food—that if
you really want 1o taste the sweetness in some-
thing, you also serve something a bit salty. That
whole thing of playing with contrasts &5 a huge
thing in documentary, it's really the way you make
meaning in documentary. And for me itk also a
way to find both the comedy and the tragedy.

MS: There are so many really powerful recurring
visual elements in your films that have to do with
what | would call the “overpowering quality” of
the envionment or nature—such as moving
dlouds and rolling, churning water. | was struck by
those images partly because there is such a great
respect for nature in them, but also because there
5 a real palpable sense of fear of nature, of that
powver that it has. Then, | started to think that that
serse of fear, of foreboding, 5 one of the themes
that is spread through all of your films.

Sl Haida
Gavali (page 104,
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KM: I'm still trying to work on this idea of releasing

E

The Falls, [In the Reign of] Twilight and

Intelligence as a unit. | wanted to call them “The
Landscapes of Fear.” The fear s [about] two things
really. To me, the idea that we control nature is a
COrKy MeEa. YOu Only need 1o travel out of the « Iy
to realize that, right? So, | always want 1o come
back to that, back to saying its bigger than you
are. But at the same time, my feeling is that the
kind of brutality of technology is something, like
all brutality, that comes from an inner fear In the
case of technology, the fear part is really sublimat-
ed. | mean, even when you travel in the Arctic,
people are very rarely consciously afraid of the
landicape, But when Whites first went there, they
were terrified by it, and they kind of hacked and
sawed thesr way through—any amount of brutal-
ty was not enough. As the scale of technology
grows, the consoiousness of that fear lessens, but
the fear i still there. Its kind of the root of things,
it's the thing that propels [the) machinery on, To
me, 15 important to remind people of where that
comes from in the first place

' LFT wOLuseg T4 i 4 ey J004

M5: Where do you think that element of fear came
frcm ¢

EM: In oo ety
MS: Mo, in you

KM: Oh, probably Miagara Falk. Well actually |
guess | started to think about it.... Well, really, |
don't know when | started to think about it 1f 1 ao
back and look at my writing, my journalism, when
| was al the newspaper, | spent two vears doing
WO massve senes about nuclear weapons. And
dureng the course of daing that | ended up reading
all this cultural philosophy to see about attitude:
towands the enviionment, because when you take
on board the idea that the Americans and the
soviel Union have enough fire power, on a hair
tngger, to wipe out all life on earth, you think, well
what can that possibly be about? Where can the
fogic be in that? It can'l be logical, so then you
hawve to start asking well,
something else—it's visceral, emotional. Its a deep
pathoogical psychology fnstilled along a number
of strands, but that
Enlightenment idea of taking control and not
being afraid of the world anymore. we're ao ng 1o
stand up and be men about this, you know? Do
VOU that book, Songlines, by Bruce
Chatwynin? but he qQuiile
famous for a number of vears in the eighties and
go into it but he tned, and lots of
other people have tried, to get 1o the bottom of
this question. He imagines that or finds evidence
that in Australia at one time we were stalked by
sabre-tnothed tigers. Theres a great ine in there
where he says something like when the tigers
Wwenl away, when the landscape or the climate
changed, we were left with the club in our hand
And | think it's true

But, where it comes from for me
first ime | started to think about this stuff was
when | was writing about nudlear weapons. In
Britain it was interesting because they have this
sort of coddled view of nature, because the island

s 50 OoOomesicalag

what the fuck s it? it

certanly  through

ke

Hes dead now; WS

wall, | won't

| guess the

ngnt? You can't kill a cat in
Britain without a huge public uproar, but their
nuclear power plant has heaked radiation like crazy
And so you neally start 1o think well, what & the

psychology behind that?

MS: | wonder if part of it isn't that argument that
you were making earlieér about being afraid of



being killed by your enemy, or maybe it's a more
fundamental fear of death. But then the irony is,
of course, how can you reconcile that as an expla-
natian when you have enough nuclear power 1o
destroy everything?

KM: Well, you can't reconcile it. But they are con-
nected, for sure. it also has a 1o do with the death
of reigion énd the rise of scence. It's complicated,
and that's why | only deal with it in puny ways like
with the Fals or the Dew Line or a garden, because
you have totry and saw it off, so you can deal with
it im litthe ways. Otherwise it will just ovenwhelm
]

ms5: Your films include in a very respectful way
many ather forms of ar. I'm thinking particularly
of Mcluhan's Wake, Intelligence and The
Music Garden. How do other forms of art influ-
ence you ?

KM: Well, | would say that the biggest one is music
There 5 a aying, | don't know whene it comes
from, that all art aspires to the condition of music,
And it's true, | think because music is able to do
everything that every other art can do without ever
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being pedantic. Well, music can be pedantic also,
bt it's the least kely to be so. It's the most able to
sur the soul across any boundanes, And because |
wirs raised with pop music, certainly the writing in
my filrms is abways influenced by pop music. There's
a feeling that you want it to be like a pop song—
ir the way that a pop $ong can get under your skin
and you don't know what it means at first but
then after a while you realize what it means and
then its so true, its truer than true, and you carry
that around with you and you'll probably never
forget that. That's the way I've ahlways wanted the
liwies W work

Mow, obwously documentany—any kind of film,
but certainly documentary—tends more to
pedantry. So, my answer 1o that is o try and sush
it more towards poetry, | suppose. 50, | would say
music, but certainly painting and all the arts, real-
by, are an influence, writing too. | suppose ith like
making anything else, you take everything in all
the time and then when you make something,
you're abways just rippin’ off bits of things [laughs].
Its all kind of like a rag rug.
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IMAGES AND SOUNDS OF SPRING: 2004 IMAGES FESTIVAL

Sl Trains of
Winnipeg by Che
Hioscen (pane 14)
chironophati by
John Omaald,
Pretend by e

Ty gy 15)

=

It is raining. | can see, over the screen ol the lap-
lop as 'm typing, @ bleak, grey Toronto sky and
miserable raindrops clinging to the wandow glass
There 5 no indication of anything resembling
"June," except for the calendar that says it's start-
:-"H.| TR O Ld-l:'h-ur'ti] [hE enticement to Q0 out-
side, | have nothing t© do but write this belateg

article on this wears Images Festival of
Independent Film, Video, Mew Media, Perfor-
miance and Installation

Yesterday was the last day ol the Inside Out Gay
and Lesbian Film Festival. The months of April and
May are a feast of ndependent, experimental,
queer, and political films, wideos and documen-
tanes in Toronto, starting with Images, followed
by Hot Docs, Inside Out and CFC Wordwide
Short, These festivals all help make the city a habi-
tat worth Iving in (despite the lack of what |'d like
10 regand as sprng). but it 5 Images that bnngs
together the widest range of genres and
approaches

images Festval 2004, the seventeenth in the
history of Images Festivals, took place between
April 14 and 24. Starting off, | have to regretfully
admit that | missed all of the Images off-screen
installanons. | had marked a couple of must-sees
in the program guide; Vessna Perunowich's
(Wihole/House of Exile/ (2002), a video sculp-
ure on, m the arsts words, ~expatnaton, biur-
fng the aben and the familiar®; and Yvelte
Porters wideo installation The Continuous
Surface (2004), a recording of the horizon as the
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artrst traveled across the Atlantic Ocean on a
freighter. However, lazy as | am, my feet failed to
carry me to Paul Petro Contemporary Art,
Cathering Mulherin Contemporary Art Projects or
amy of the galleres at 401 Richmond West
Instead, | found myself at Innis Town Hall almost
every day throughout the festival

The opening night gala film was Pretend
(2003}, a first feature-length video drama by Julie
Talen. A simple plot of nuclear family disintegra-
tion told through multi-frames and mulli-perspe
trves, Pretend dravws strength from Talen's exper-
tise in editing. | found some sequences—such as
the after-dinner fight between the husband and
wife—poweriul, wellwritien and well-visualized
But overall the scnpt lacked any deeper explo-
ration of childhood, growing up, loss and guilt,
and o the stylized visual fragmentation of the
him ded not have its match content-wise

Perhaps others thought so too, or perhaps it is
a common occurmence in festivals, but on the diys
following opening night the screenings werne sai-
dom packed. The gala screening at Bloor Cinema
wias the most crowded event of the entire festival,
giving the diusion that the film and wdeo commi-
nity couldn't wait for the festival to unfold
Throughout the festival, presenters felt the need
io continuously remind the audience that images
calls for support

This years Images Festival did deserve all the
support requested by s labourers, includmg, in
my opinion, support in terms of a more festve
reception from a more enthusiastic audience
Images 15 arguably the most mchusawe festrval in
foronto, encompassing experimental, narrative,
and anything in between: short, feature-length,
films, wideos, installations, talks, web-based pro
jects and documentanas. It 5 a festival that coop-
erates with both local and international artists, It
allows for a wide span of political stalements,
including the Experimental Media from the
Arab World program curated by Laura L. Marks,
which accommodated an interesting discussion
with wdeo artist Mohamed Soueid. it is daring to
present a program entitied Self Defecating
Theatre of Crualty (on “the guestion of existing
N a workd made up of reality TV, miernet, suraeil-
lance, J-Lo and Jesus™ and curated by Jubal
Brown) alongside Shalabl Effect improvising
music 10 The Hour of the Furnaces (196E8),



Octawo Gettino and Fernando E. 5olanas’ experi-
mental documentary on the U.S. inlervention in
Argentina. It is daring to provide room for the
ambiguous sexual politics and interpersonal

dynamics of Blissfully Yours (2002) by
Apichatpong Weerasethakul (recipient of The Best
International Film Award at this year's festival) as
well a5 the provocative politics of Auslnder
Raus! (2002) by Paul Poet, a documentary on
German provocateur Christof Schlingensief's
placement of a pseudo-refugee container with
actual refugee claimants in it In front of the
Viennese Opera House.

There werne a number of highlights of the festi-
val, such as the world premiere of John Oswald's
chronophotics: census Toronto: standstillness
(2004), video-projected stills of individuals col-
laged into a crowd. The appearance/disappear-
ance of this imagined crowd, thelr "dressedness”
versus nudity, and the silence versus talking of the
soundscape at first offered a voyeuristic audsow-
sual pleasure. By the time it was over, I'd gotten
used to the ghostly undressings and felt peaceful-
ly withdrawn, as if | was thinking to myself and
looking at strangers in a train station, voices and
people drawing near and growing distant,
appearing and disappearing

Two other highlights of the festival were two
consacutive screenings: first a spotlight on video
artist Leshe Peters, and then a program called
Tom Verlaine Live. Tom Verlaine and Jimmy Ripp
performed Vierlaine’s scores in accompaniment to
avant-garde films from the 19205 as well as a
1943 Carl Theodor Dreyer film, They Caught the
Ferry. Listening to Verlaine's music and watching
classics such as Ballet Mecanique (Fermand
Léger, 1924) and Etoile de Mer (Man Ray, 1928)
was a treal
" Leslie Peters’ work is new ta me. | had seen
seed (2002} at a screening two years ago and
hadn't liked it. Seeing the same video within the
context of the artists other work was different,
however. Her road videos, the 400 series, are a
unique combination of melancholy—not the
teary-eyed kind, but the good old half-a-smile
kind—through the use of car radio music and

velocity. Peters’ videos present a space with vast
possibilities, both imward and outward—bringing
stillness and movement, nature and manmade,
machine and landscape to unigque reflections on
self, the earth and the passage of time. I'm curi-
ous 1o see the finished version of beautiful lies
(work-in-progress, 2004)

There are a few students’ shoris that I'd ke to
mention briefly. Agqua Gym (2003} by Simon
Green won the York University Award for Best
Student Film. Aqua Gym seems to be a good cin-
ermatography assignment, photographed beauti-
fully in black-and-white film, with synchronized
swimmers performing in a pool. It is a wellcraft-
ed optical flusion, but nothing more. On the
other hand, | understand why Heath Fashina’s
Peter Mansbridge Sings the Blues (2003)
received the VTape Award for Best Student Video,
a5 it is a hilariously idiosyncratic video. My
favourite of the student program was Nurjahan
Akhlaq's Flight (2003), a reflective 16mm short
about displacement, death and belonging

| have left out a lot, I'm afraid, like the films of
Christina Zeidler (recipient of the Images Prize,
awarded in recognition of the best Canadian
media artwork), the wonderful magic of Daniel
Barrow's manual animation, The Face of
Everything (2002) or Clive Holden's feature-
lenigth work Trains of Winnipeg (2004). But alas,
only so much can be written about such an exten-
sive festival. | would, however, like 1o say one last
thing: Cheers, Images.

i




MUSINGS ON THE 42ND ANNUAL ANN ARBOR FiLM FESTIVAL

Sl Do Gattens
The Secret Histony
of the Dividing
Line

This spring | had the opportunity to attend the
42nd annual Ann Arbor Film Festival, wihnat Wwas
the last FILM festival in North America. It was an
interesting time to be there, as this is the first year
the festival opened its doors to video and digital
formats. The transition to video was imperfect,
resulting in what felt like erratic programming
choices,

The fact that Ann Arbor was a film-only festival
meant something. They were the last to hold out.
| can't help but feel a loss, and that this loss,
along with Kodak's decision to discontinue selling
processing chemicals and certain 16mm film
stocks, may just mean the death of film,

However, | did see some great work.

My favourite was Tarnation by lohnathan
Capuette. Actor Caouette pieced together his life
story to date {he is 32) from home mowies,
answering machine recordings, audic diary
recordings, photos and 805 tv clips like The
Adventures of Wonder Waornan and Zoom. |t
is a dark, humorous and touching portrait of his
life, poverty, sexuality and his relationship with his
mother Renee who suffers from mental illness. He
cut this video entirely on an Apple iMovie pro-
gram. It is also a nice success story because after
seeing the rough cut, Gus van 5ant came on as an
executive director

Other notable films and videos include, Rick
Raxlens Brand MNew Triathalon, Katherin
Mcinnis® Model Prisoner, Virgil Widrich's Fast
Film and Akiyoshi Kitagawa's Lost Ball

As well as the evening programs, the festival
shows jurors” work (this year Bill Maorrison and
Helen Hill were profiled) and curated programs
drawn from other festivals such as Rotterdam and
Qutfest LA,
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One of the best events | attended at the festi-
val was What the Hell Was That, a filmmaker
led discussion of works previously screened at the
festival. This was a lively debate and exploration
of really interesting work. The work presented
this year was:

David Gatten's The Secret History of the
Dividing Line {16mm, 20 minutes, 2002), a
beautiful, formal film based on contradictions
found in a text from the library of William Byrd.

Joey Huertas' 330.20 (BetaSF 37 minules), a
problematic but compelling experimental narra-
live basad on four portraits of people with men-
tal iliness, narrated from the point of view of their
sociopathic case worker, Huertas claims his film is
a criticism of reality television and the penal sys-
tem, but it unfortunately falls into a voyeuristic
trap of his own creation largely through the inclu-
sion of one image, an archival police photo of a
murdered child.

John Smith's Worst Case Scenario (BetasF, 18
minutes, 2003), which surveys the street from a
window outside of Freuds Vienna home. The
pleasure of this video lies in the discovery of the
subtle digital effects Smith uses and in finding the
connections between the people being watched.

leroen Offerman’s, The Stainvay at 5t Paul's
(BetaSP 10 minutes, 2003) shows the artist in
front of the steps of 51, Pauls Cathedral as he
sings Stairway to Heaven. The trick is he spent
months learning to sing the song backwards.
Offerman's performance is then played in reverse
o that the song sounds almost cormect and takes
on a sinister edge



WORKI NPROGRESS

Joun BerTrAM i now editing his hall-howr comedy scrip
BondedPairs (and Other Adult Programming)
Bertram directed an ensemble cast of over 50 actors
during the challenging {and chilly) 7-day, 2-camera,

multi-location shool last January. The dnverse Cas
inchudes veterans Rosemary Dunsmone and Philip Akin,
actarilmmakers STEPHANIE MorRGeMSTERN & Masx ELLis
(Remembrance), and popular How-To hostets and
author Mag Ruffman, The film blends parody, fantasy,
and allegory to examine the conflict between our
instinciive mating drives and our modern, mated lhes
Produced by Lisa Wegner through ACTRA'S low-budget
TIP program, BondedPairs was shot on the Panasond
DVEI00 and 100-A 248p MiniDV camera, and & D&ng
pasted in Final Cut Pro 4

Dvectof i Ry and producerfwriier KATWUEEW
OLMSTEAD are in post-production on The Hard Facts of
a Rock ‘n’ Roll Crush (Parts [, 11 & 1), Hard Facts i
about more than cute boys and (inteEnhonally) unatian-
able crushes—its about the little detalls, the moments
that can make or break an evening, the harsh effects of
a miorning after and a firm reminder that |oy may be
fleeting but it always returns. Inspired by a series of
poems, Hard Facts & a byrical and often whimscal lencaltc
at city life and the fine ine between connectedness and
alienaticn

Rrcan Macauay (direciorfproducesico-writer] and
Epvin Risg (co-writer/DOPTFX) are working on Space
Zombies: 13 Months of Brain-Spinning Mayheml|, a
af-manute DV feature which combines ther shors
Space Zombies |, (1 and 11l in Part 1: Terror from the
Skyl, people’s brains are going masing and no one
seerms 1o be doing & thing. In Part 1l Monsters
Unleashed, Unabridged and Unplugged!, man's
nuckiar waste creates gigantic mutations from oCean
and marsh akke. When the Monster Mutants meel in
Toronta and do battke, the city is threatened! in the final
irstabment, Part Il The Incredible Duel-Headed Cat
Freak!, our hero Dr. Vic McMaughton attempts to
regain his wife, whoie mind 5 trapped in the body of
thedr pet cat Ju-Jube. What temible events ensue?

WHOWHAT

ONTHESCREEN
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RENMATA Monamio has just completed her OCAD thess
work, Coolie Gyal (Super 8, 7:20 minutes), an honest
and sincere letter from a daughter to her parents. Coghe
Gyal screened in April at the Gladstone as pan of
OCADS Go West exhibiton

The Might Life, writien and produced by STeve
HuTton, screened on May 22 toa sold-oul house as par
of the Party In My Pants program at inside Out

Gees Lamcroan’s shorl Lactose Intolerant (16mm,
10040 minutes, BEW) had its first screening al the
Cantre for the Arts on May 28 Based on the United
Siates’ relationship with the Middle East, it & about 4
disgruntled milk carton whao finds love. Unfortunately, it
o not enough for him to change hes Wwirys

Congratulations to D. GiLLian TrRusTer (director) and
Samars, Truster (producer), whose short The Absence
of Emily (35mm, 24 manutes) won the presiguous
Platinum Remi Award in the short suspensafthnller cate-
gory at the 2004 Wiordfest Houston Film Festrval. In ths
tongue-m-cheek  suspense-comedy  (adapted from a
short story by Iack Ritchie), mystenous cir-
curnsiances surmound the absende of Emiy,
raising community suspicions that her hus

Scintilating Flesh was curated by Vicky
Crmingy Gacwosm as part of the Liquid
Bodies program. It played February 1 at the
Cindmathéque québecolse as part of the
Reel Dance on Film tour (Moving
Pictures). The tour was orgamized Dy
KaruiEn Swmith. This information was
incoerectly isted in the March 2004 ssue

band murdered her, The film has also been g8 -
packed up for broadcast by the CBL on
C anadian Reflections, \ f
Cormection: [zanpiia Prusea-OUDENHDOFS
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Al of this growth would
e remarkable dedica-

ershadowed by
nd and grip
wllaffe«n_:t

imrumarable LIFT ﬂl‘n pmiEI:E WH‘E'
ewrn unique film art, which has garnered o
of the independent film community in {mada 'ﬂ!
wish her well with her studies at Simon rﬁs:e-.r
University. -
For those of you who were not in attendal
2004 AGM, these were a nu
ments that were reported. 5o

= A newy 1E/E5mm animation ¢ h tha Amm EI.IF.'E
= A new Super B and 16mT Inhl:llhﬁtﬂem
Orange suite : L

« A fully sounchinsulated h;g _ ing studio and
ADR room

= An upgrade to 35mm for the aerial
the Vicdel suile .

LIFT also reported new par'lmrslﬂ'ps wrlh
and film suppliers. 1o ensure t
Femains a creative and_ forc

wisiting arist membership
from across Canada an

facilities and services (feel free to call me
ditails, mngedl 4 A

reporied at lhE AGHM
ipswing in activity at LIFT. H:lr
reduce our accumulated
74%_ The reduction mmimihﬂfmbenrearlnsﬁf
generated revenues, LIFT

ever in membership, LIFT StQh




LIFT'SNEWESTMEMBERS

VOLUNTEERNOTICEBOARD

(March 27-May 21) Thanks 1o the following members who helped aut
Charity Adams recently in thie office (March 27-May 21}

Tom Berger Richard Austin

Tara Boire John Hall

Jason J. Brown Jatinder Bhan

Natalie Cannon Gary Blakeley

Michael Ciurleo Tara Boire

Andrew Dick Natalie Cannon

Beau Dickson Andrew Chisholm

Steven Dryall Peter Cripps

Angelo Eliopoulos
Justin Harrington

Norma Dell’Agnese
Paul Enselmoz

Steve Hartwell Luis Martin Flores Garcia

Jarrett Hather Paul Hasick

Barrett Hooper Ryan Hill

Catherine Howe Steve Hutton

Alan Kelly Filip Ivanovski

Aravinth Vince Kesavamoorthy Min Kang

Mary Kim Vince Kesavamoorthy

Cassandra Lammerding Thomas Korzenioswski

Fariborz Lesani Paula Liamas

Lisa Logan Andrew Long

Shanthy Logeswaran Shani Luke

Andrew Long Shane MacDonald

Steven JT Macdougall Donald MacOdrum

Donald MacOdrum Jon Moreel

MNancy Maletin Pavel Patriki

Kyle E. Martin Elizabeth Peterson

Heather Miller Marc Pierce

Salvatore Orbita Christopher Rees

Marc Pierce Rekha Singh

S. Jeysan Pon Rajaratnam Sivakunar Ben Williams

Alan Powell

Christopher Rees Thanks to the following members who helped out
Ben Rosenblum at the L Krist Artist Talk 'on May 19
Darren Smith Ryan Hill

ot ANNOUNCEMENTS
Mark Stevenson LIFT's ANNUAL WaARD'S ISLAND PICNIC AND
Christopher Tai SCREENING!

Brianne Wells sunday, July 25, 2:00pm - 10:00pm

At the Ward's sland Chib House (100 yards straight
y 1Y off the Ward"s lsland docks)
NEWORG ANIZA TIONA LMEMBERS All are welcome to jain us] During the day, we'll
be playing volley ball, soccer, grilling food and sary-
{March 27-May 21) ing suds. Prizes will be awarded in our 2nd Annual
Hula-Hoop contest! When the sun sets, the projector
rolls for a screening of LFT members’ films|
For up-to-date information on LIFT events, visit aus
wiebisite at wiww LIFT.on.ca, or contact: Michael Bark-
er, Commumnications Coordinator, at 416,588 6444
or by email at communications@LIFT on.ca

Inside Out Toronto Lesbian and Gay
Film and Video Festival

National Film Board of Canada
Splice This! Super8 Film Festival




Memeers' COMPUTER

A new members’ computer is available for LIFT mem-
ber use. The computer is available for general use
{i.e. checking out upcoming festivals, revising your
scripts, browsing the LFT website, searching the on-

lime Cast/C rew listing for upcoming productions, etc.)

during office hours enly, Monday to Friday 10am to
Bpm. Print-outs are avallable for only 10 cents a
Page.

WaNT TO BECOME A MEMBERT

Do you have a frend inlérested in becoming a mem-
ber of LIFT? Or just curious for yourssif? Come on
down to one of our Orientation Sessions held on the
third of every month starting at
11:30am. Al the session we discuss how to become
a member, what goes on at this crazy place, and we
give a tour of the facilities! Please call Renata to
reserve 4 spot at 416 5886444 or by email at mem-
bership@lift.on ca

Next Orientation Sessions: 11:30am, July 21,
August 18

Mempers' FiLms Liprapy
Drop off a VHS copy of your | m:lpuutﬂn
mhmmm ‘HH
mnmnm
m
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wwwlift on ca'mbiastorewfiorm hitml and check the
box that says *1 am entering new information. =

2. Fill out thie name fields. Please use cormect tithe case
for your name (e.q. Doe, Jane).

3. Copy and paste your résumé text into thi text box
4, Salect the crewhst categories you would ke to
appear in by checking the appropriate boxes.

5. if you wish to upload an image, please email the
file directly to the communications coordinator at
communications@lift onca.

6. Click =submit.™ Your résumé and attachment will
be emailed 1o the LIFT office and will appear on the
web wte within five business days.

To edit your existing information:

1. Check the box that says =1 am revising my inflor-
mation.

2. Repeat steps 2 1o 6 above.

‘I'I'rll.ﬂ’r:mmiu!win is open to all members (for
an additional $10) a tnnm-qmnhmhnﬂs.

few ﬂ mw
m s their mll:

nlllhnr
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WEBSITE COMMITTEE

The Website Committes steers and supports the LIFT
website. Committes members recetve 20 hours for par-
bopatng by attending three comecutive meetings and
asssting with all additonal work involved. The Website
Comrruttee meets on the last Tuesday of ewery month,
Interested members should contact the office or email
communications@lift.on.ca,

Next Meatings: 8:15pm, July 27, August 31,

sept. 28

EQUIPMENTNEWS

EQuIPMENT RENTAL PoLiCY REMINDERS

EQUIPMENT RETURNS ARE 10am TO 12PM,
EQUIPMENT PICK-UPS ARE 2PM TO 5P,

Keys and Swipe Cards can be signed out between 10am
and Spm. This schedule & in place to ensure that we
have ample time 1o deal with our many other responsi-
it

EQuiPMENT RETURNS
Plaase call and speak 10 ane of the technical coordina-
tors directly if you anticipate a late equipment returmn,

Equirment Pick-Uprs

To create a more efficent equipment pick-up systam,
we prepare the equipment in the morming fior the after-
noon pckeups. This reduces the equipment pack-up
wailing tirm and traffic. if you plan to rent out equip-
ment, please book the equipment you want so that we
£an prepare your equipment package on the morming of
the pick-up day.

i you decide not to use your pre-booked equipment,
please call us as 300N as you make this decision. Letting
us know of your canceliation in advance allows s 1o use
our Bme 1o prepare other equipment packages. An
early cancellation alw aliows another member the
opporiunity 1o book or rent out that equipment.

If you are unable 10 pick up your equipment between
2pm and 5pm, contact one of the technical coordina-
tors to work out an alternative time.

If you have many questions and want suggestions or
advice belore you rent out a particular piece of equip-
ment, please contact us in advance and come early on
your equiprment pick-up date.

PRE-PAYMENT DISCOUNT

Take advantage of our 10% discount on equipment and
facilities remals by paying with cash or debit. Payment
must be received before facilities o equipment usage to
receive dscounl. Another way to recenve the 10% dis-
count is by putting down a credii with cash or debit.
Theére iz no minamium for prepasd onedsls.

ArTER HOURS ACCESS
All of the suites now operate with security cards. Mem-

besrs with keys shaubd return them to LIFT, Security cards
must be purchased for $10 for after-hours access to LIFT
Tacilities. Once you own a card, you can simply call Greg
of Vanessa (o activate your card when you have a room
baoking. i & your mepombibity 1o check in with us 1o
make sure your card i active—members who have not
been using the facilities for a month will have thelr cands
de-activated.

New EQuiPMENT AT LIFT

SuPEr B AND 16MM TELECINE TRANSFER FACILITY
LIFT has finally finished the construction of gur film-lo-
wideo transter set-up, This syitemn can transfer Super B
ateither 18 of 24 frames per second, and 16mm fdm as
wesll. Film can be sent directly 1o digital files or to
MiniDV or Beta SF tape, Use of the system s Nmited 1o
during office haurs anly bicause LIFT staff will need 1o
be present for initial set-up. Booking the facility is
520Mr for Full and $40Mr for Associate membern,

Two New SenwHESER WiRELESS Lavaiies Kits
W have recantly purchasied two Sennhear EW 100 G2
wineless Liv mic kits. Thess tiny mics are ommi-direction-
al and can be easly chpped onto clothing and hidden to
allow for close mic placement. The range of the trans-
it ters is extremely good, and selting them up i almost
automatic. Thess kits rent individually far $8/day to Full
and §16/day to Associate members,

Now Amrmi FRESNEL LiGHTS

Wi have bought three niew Arm 650w fresnels and one
new 300w fresnel. This brings our total to seven 650s
and three 300s. These lights come with scrims, stands,
and barn doors. They rent for $8day to Full and
$16/day to Associale members.

CALLSFURSUBMISSIONS

ADD-TV (ArTention Dencir TV)

Short films of all kinds wanted far ADD-TV, a monthly
Manhattan cable series which receives over 45,000 hits
a manth on our website waw add-tecom - ADD-TV wed-
comes submissions of all types of media including
mperimental film and video, animation, multimedia
works and websites. If you are interested in submitting
your work, please email submissions@add-tv.com for
tion Spens. '




UPCOMINGFUNDINGDEADLINES LIFTCLASSIFIEDS

P W SIM EDITING EQUIPMENT AND SL
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|.\|'T Crewlist

LIFT's Crawli

B Crew CV or Acting resumé and heodsho

in o seorchable online dotobose on cur websile

B The '.r.--!'u|-|:,' LFT ebullatin which “."EIU":'FI:F

teatures crew and audition calls

For more informahon contoct

Membership@LIFT.on.co

il B LIFT webute: wwwe. LIFT.on.

Pleasune Sgwrve

NURTURE

THE MEDIA
MANIPULATIONS
OF ART JOMNES
(In Ferson from NYC / Live Audio Performance)

Saturday, July 24, 8 pm
Latwian House, 491 College Strest

Guest curaled by Mala Cybelia Carpentar
{in Persom from the San Francisco
Cinematheque)

OPEN SCREENING UNDER THE STARS

Soturday, August 14, 9 pm Fres!
401 Richmond Street West Courtyard

Isn’t it fime
you made
your move
and made
a movie?

Learn Independent Filmmaking

in 16mm and 35mm in the

Film Workshops and Courses
Spring - Summer 2004 Session

3 scheculs
www LIFT.on.ca
Fe we inko conioct

Workshops@LIFT.on.ca

Call for Submissions

deadline

=Heptambear 156k

for more info

raslisland@®yanoo . cs

1892-3131

IFF
S

The Entertainment Group

Speciaizng in unt and release publiciy ko fim and ilevision

SERVICES mCiupe

« Diessigning of press kits

« Creaion & distribufion of press misases

« Talent handling

« Fessthval publicity

« Coordination of interviews and appearances
Michella Daldes . 416. 964, 9223 x 240
Kari Hollend L 416. 964, 9223 x 238

| www.enlertainment-group.com ]







