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ed something more.” Cole remembers hoarding
Wardair flight passes to Toronto, Winnipeg and
Minneapalis with his high school buddies, escap-
ing 1o the bigger cities for concerts and shopping
at Le Chateau. At the age of eighteen, Cole left
Thunder Bay for good, enrolling in the York
University Theatre Program where he studied the-
atre briefly then switched to dance. Summer resi-
dencies with Le Groupe de la Place Royale in
Ottawa and Danny Grossman in Toronto. gave
Cole 2 taste for a life in dance and he recalls audi-
tioning for various placements. But while he's
atlways been tight with the Toronto dance com-
munity, the full-blown career in dance never
materialized. Even back in the day, Cole had a
scattergun approach to making art that precluded
devotion to a single form. Too boring, perhaps,
Cole finally graduated from York in 1989 with
an independent project in film created under the
mentorship of Seth Feldman. And then it was off
into the real wiarld. Although he can recall one
summer where all he did was play tennis {who
knew?), Cole's extreme work ethic took held
early. Gigs at the Tarragon Theatre (he ran the
front of house) the Toronto Fringe (where he
developed front of house and volunteer pro-
grams) and The Kids in the Hall TV series (where
he was assistant to producers Betty Orr and John
Blanchard) were punctuated by numerous free-
lance contracts and performance projects, The
filmmaking was ongoing—Cole started an ambi-
tious progect in 1995 that still anchors his filmog-
raphy, Made from Kids in the Hall short ends,
volunteer commercial crew labour and the pro-
ceeds from a burgeocning drag performance
career (as well as miniscule grants from the
Ontario Arts Council and the Lesbian and Gay
Community Appeal), Nancy Boy Versus Manly
Waoman is a kitschy comic book take on gender
and culture confusion delivered with a fake
German accent. Like itz creator, this 27-minute
16mm film defies categories. Too poignant to be
just a comedy and too hilanous to be truly exper-
imental, the work packs maximum cultural refer-
ences per minute from Karl Lagerfeld to cartoon
super-heroes 1o the Nazis, The post-production
may have dragged on (director Erwin Abesamis
moved to Vancouver midway through the edit:
the cash kept running out, etc, etc) but Cole
never doubted that the film would be finished

sormeday, council grants or not. Its not Cole's style
to wait on grant results before diving into a film
project, and anyway he says he’s "lousy” at grant
writing. Whatever the rationale, Cole is thorough-
Iy gung-ho as he approaches an idea: “I'm not
waitin’ for no one.” Mancy Boy finally got its
world premiere at the Inside Out Festival in May
1998,

Also on the Public Yentl program is a series of
black-and-white Super 8 essays collectively called
The Boys Next Door. The films, on which Cole
collaborated with "old, old friend”™ visual artist
Michael Caines, have achieved a certain cult sta-
tus within the Toronto gay community, Cole says
they “pop up everywhere” from art galleries to
private house parties. The works are a moody and
sickly funny window on the world of being poor,
gay (or not) and an artist in the city. In the first, a
book-ish fellow keeps a cellulaid-bound slave in
his closet; in the second a couple fight ower a tin
of cat food and in the third, a bullfight breaks out
{Cole plays the bull). Beautifully crafted with an
atmospheric score by frequent collaborator Tom
Third, The Boys Mext Door has a vaguely lean
Genet meets Jack Smith sensibility, Theres a hard-
core quality to this work=—nakedness, unusial seyx
practices, and fetishes of all kind pop up. But
there’s a sweetness and humour that can win over
those who might be alienated by the carryings on
of these crazy boys.

Although he cites Smith as somecne whose
early work he admires greatly, Cole says that his
influences and inspirations are mainly local. It was
Toronto choreographear Bill James who introduced
Cole to the importance of lack Smith ("1 had
almeady met him but had no idea who he was or
what his work was all about®). Halifax-born
Alison Murray, the UK choreographer and film-
maker whom Cole met through the Moving
Pictures Festival of Dance on Film and Video
“blew (him) away® with her pure drive and tech-
nicue. Her Kissy Suzuki Suck is still one of his
fawourite experimental films. Torontonians Hope
Thompson and Robert Kennedy are also herpes.

Coyote beautiful is personally my fawvourite
Keith Cole film. It originated as a dance piece that
Caole workshopped at Series B08 and the
Facetious Penguin Inguest and then set on
Moynan King. Yet | can't imagine anyone but Cole
playing “the most dangerous woman in European

Sills: Coyote berau-
tiful by Keith Cole
(i by Dt Hanewt)
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cinema, - Images of him
& a blowzy tull-framed
woman in heels and
baby doll dress running
in slow moton ':hr:-ug"l
the stréel are not only
beautiful but strangely
resonant of the most
mowving East Eurcpean
Oneéma
Like most of Cole's
fims, Coyote beauti-
ful has played a selec-
tion of film festivals
while mamtamning a
Cuit-y ObOSCUNty. s ot
something Cole cares
sbout a great deal
"MNone of my films have
done really great,” he
points out., "l don't
know it I'd say my
* He sees Public Yent] as

record is abysmal, but
an opporunity 1o get pedpse 10 “IoCus on the

work, il's an evening about the Tims.” Though
he's thinking about doing some longer, larger pro-
jects, Coles insists he doesn't have a grand plan
His work in film remains somewhat personal—"|
can remember my mood in evary single shot. ™ It's
like a family photo album, he says, one in which
"1 just oot fatter and fatier”

In terms of body image, Cole says he was never
fatter than in | Think Fm Coming Down With
Something, a funny riff on getting crabs. | don't
see it, but then | wonder # Cole has ever grasped
the fact that he is larger than life, penod, As LIFT
director Robert Ariganello puts it: “Keith is half
man, hall ...everything.” Ariganello also calls Cole
“one of the cty's great mpresancos™ and hopes
that Public Yentl is the beginning of something
big for Cole, “It's an opportunity 1o have the focus
on HIS work for a change After all, he's helped so

For imrormaTion om My Ows Poowuc Youm,

many others.” Ariganello hopes that Cole will
tour Public Yentl, a career possibility that would
get other emerging filmmakers salvating, Cole,
by contrest, is wormied that he might be “too
lonely” on the road. “Probably I'n

mignitally
retamed” for not jumping at the chance, he

b I with 3
German shepherd in lan Jarvis' Who Needs a
Man When You Can Have His Best Friend or as
a giant flewer head in his latest collaboration with
Michael Caines might think so sunflower ks shot
on black-and-white Super B stock, but its spint is
entirely Technicolour widescreen. It has the same
gentle l0Jpiness as Coles other works and, like
them, it & full of beautiful images that also make
yOU Qe

Gladstonars and Pleasure Domers wall be able
to see Sunflower for the first time on March 27
along with the four commissioned films. At press
timie, some of the filmmakers are being coy asout
their plans, but John Caftery of Kids en TV and
Hidden Camera fame will admil to planning a
film that is going to be “a dance video to riva the
IaCksons, Teatunng Kedth in Tull esgintees Qiory.
Dawd Hawe, the photographer who captured the
essence of Cole in the publscity photos for Public
Yentl and who helps Keith with hair, makeup and
wardrabe for his drag moments (“he can't be left
to these things himself*), is planning something a
bit classiar: “I'm going to make a film of Keith'
rendition of Celine Dion's River Deep, Mourtain
High % a great rMuting, Dul he SWaals wav 100
mich to do it lve at the Gladstone, ™
i5 also a dose fmend of Cole's, hinds the man who's
been caled "Canada’s Leigh Bowery”™ a life nspi-
ration. “He changed my lifg by showing me how
10 stop giving a shit about every little thing." ® My
favourite thing about Keith Cole,” Hawe points
out, “is that he really knows the art of having no
Doundanes”

Anyone watching Cole strut his stuff

Hawe, wWhio

CHECKE oUT THE Pugasumt DomE woesITE AT

WWW. PDOME.ORG. KEITH'S FILMS ARE DISTRIBUTED THROUGH THE CANADIAN FILMMAKERS DISTRIBUTION

CENTRE, WWW.CFMDC.ORG
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VISUAL ALCHEMIST: AN INTERVIEW WITH CARL BROWN

By Linpa Feesey

Carl Brown has worked with the material of film for over
twenty years, honing his cinematographic and photo-
chemical skills. Tirelessly developing and refining his tech-
niques of optical printing and processing, he is the greatest
manipulator of colour and image working in experimental
film today. Carl’s latest works neige noire (with John
Kamevaar, 64 minutes, 16mm double-projection) and
LUInvitation au Voyage (with Rose Lowder, 33 minutes,
16mm) were premiered by Pleasure Dome in December.

Linwa Feesev: How have you avolded being seduced by the hype over the digital revolution in filmmaking?

Care Brows: The computer/digital has never interested me to the extent of taking it up and applying it
o my work

LF: What has sustained your imtenest in film /!

CB: The drve to explore new termitony. 1o go places no one can of will go and to be able to fully express
my emotions in my art. Its like brealhing to me. | wouldn't be here without i—nol (o be dramatic, but
it means that much to me. Through this | have created a new way of working. Colour, bght, image, edit-
ing, sound and texture are all there to convey emotional and psychological states of mind and places
where | have been 5|::|:|r|1|_.|.3||g,r This approach has enabled me to Lnrv.l!.!rﬂly créale new areas o axplore
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sound and vision, ; pir displacement  end-all. That has been the downfall of many a
with the image. filmmaker who has worked in materials. | call it

the evolutionary dead end: someone falls in love
: What prom i ? _
i PR U Ay S RCE YOUR KI5 with a look on film and chooses not to move past

CB: | always fell that abstraction through the  that. The filmmaker likes it and the audience likes,
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but after a while they are stuck in that place and
very rarely do they recover, That is why it is impor-
tant to use techmeques as modes of expression,
and not to use the techniques to become the fitm
A painter uses many different kinds of brush-
strokes and combinations of colour to express an
emoion or a8 moment in tme. This 5 what | do.

LF: Do you do most of your work alone in your
basament

CE: | have had many people work for me and with
me; John Kamevaar, Michael Snow, Rose Lowder,
left Paull—just to name a few. And Sebastjan
Henrickson of Niagara Custom Lab has been a
great help with the printing process and the final
print process. It s more than just a technical
thing—on each of the films he has worked on in
the past seven years, he has been part of my crew
We work cosely together He suggestions are
sometimes heeded, sometimes not. The service
Seb provides for this film community is invaluable

LF: Why did you swatch from a featuré-length, sin-
gle-screen format to hour-long double projection?

CB: Double projection not only increases the visu-
al space, but opens up the two rectangular
screens and creates endless space. There is an
interaction that creates a kinetic energy between
the two screens. The two become one, not simply
by cross-cutting back and forth, but through a
melding of the sound to the image which brings
the eye together creating one screen. This hap-
pens at ponts throughout the films. John
[Kamevaar, who creates the soundtracks] and |
like to call this “crystal sync.” Double-screen real-
ly does double your pheasure

The sound is and has always been integral to

the success of my work. It allows for a much
deeper level of aural and visual understanding
John has always understood this principle, and
through his sound compasitions he has taken my
films to anather level, a batter place. The double-
screen format has allowed him to create two
soundtracks, one for each reel. They play off each
other. We use the same pnncples that are
apphed in an improvisational @7z band—a com-
ing together on a common ground with commaon
sensibilities to explore. Mind you, John and | have
worked together for around 17 years off and on
Before that and during much of that time, he was
part of the improvisational jazz band CCMC. 5o
he has a great knowledge of these principles

LF: How do you combine the colour processing
and optical pnnting?

CB: | have used optical printing in parts, Some-
timees. smiall parts in most of my films. | use it when
| feel | need that particular tool. Sometimes | do
double supers in the camera. In Fine Pain | deal
with issues of rhythm, surface and percaption by
re-photographing my original source footage. |
compress and expand the image. Using a spring-
wound Bolex camera, | disengage the automatic
motor and then begin to re-photograph the
image off a screen with both the camera and the
projector running simultaneously. From stage one,
| then adjust the pulsing of the loop to find the
appropriate flicker for the image and its position
n the schemé of the whole film. A shot may
undergo as many as seven or eight transforma-
tions before it 15 ready to be incorporated into the
filrms




LF: Why are landscape, water and swimming
found so often in your work?

C8: | use those particular images or themes in my
wiork Decause they are places and spaces where |
feel most at one with myself. Water is a place
whera | have felt comfortable since | was a child.
Perhaps in revisiting these places | am trying to
regain a piece of that serenity. It is a place where |
feel a foundation, thereby allowing the decon-
struction of that physical place, being, into a more
emotional space. The beginning of the spiritual
alchemy takes place inside. This must happen
before the physical on the film's surface can ocour

LF: Are your films personal or psychological docu-
mentaries?

CB: | think my films are a personal reflection of an
inner feeling or series of feelings connected
through my life experiences. My reaction/impres-
sionfexpression is imprinted into the film's surface.
Some people, such as Nicole Brenez, feel that my
work franscends the personal and psychological
into the world of connection through the colours/
motionftestures, This is a direct connection 10 the
audience so that they can freely associate their

own experiences from my work.

LF: Do you believe that you are communicating
directly with the unconscious of your viewers?

CB: Yes. | relay my emotional palette through the
arrangement and presentation of the colours and
their relation to the images. This becomes the
structure through which all transformation
between my work and the audience reaction to
the work takes place.

After a screening the audience needs time to
catch up with their emations and then translate
that into language. It usually takes a while for a
discussion to start, and it is usually about how
they felt or what | was feeling. Sometimes days or
weeks later someone will contact me and tell me
about how this or that in the work affected them.
From all these bits of information, | learn things 1
was tnying to understand when | was making tha
film, Things about mysalf, people and society, and
just how | fit or don't fit in at that particular
moment.

LF: Do you consciously apply any kind of structure
{narrative or other) to your films?

CB: If | sat down with the work | could tell youw why
each piece is where it is in relation to me. | try 1o
preclude as much of this from the audience as |
can, because | want the audience to experience
the work through their eyes and feelings and
experience. It is tricky 10 supply what is necessany
for a structure. For example, one particular form is
repeated. This allows the audience to have some-
thing familiar, although that form is constantly
changing and rebirthing in its represantation. They
see change through this image so that the radical
changes that are happening throughout the
course of the film are easier for the audience to
maowve through, They can freely associate in other
places and spaces in the film and make their own
inner connections or their own narrative with the
film, separate from mine.

FILMOGRAPHY
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AluCine, the Toronto Lating Film and Video
Festival, celebrated its fifth year of screenings this
past November with an engaging program of 112
films of diverse form and content from all over the
Americas and Europe. After attending many of
the screenings over the five days of the festival, |
came away with a mind full of questions, curmosi-
ty and insight from the dialogues that were
opened between the avdience, the filmmakers in
attendance and the films themsehes.

The strength of the festival can be seen in the
diversity of the program, the quality and depth of
the films, and the vision and commitment offered
by the festival's directors Jorge Lozano and Juana
Awad. Combined, these three factors compliment
and encircle one another to create a festival which
is invaluable for the Latino/a, artistic and film
communities of Toronto,

The festival did not lmit itself to one set
genre—instead it included experimental, fiction
and documentary selections and in several cases,
films which blurred the line between theses three
distinctions. The opening night gala provided a
good example of the diversity of the programs,
with films of varying themes from France, Brazil,
Mexico and Argenting, The films themselves
offered unique perspectives on subject matiers
such as sexual and gender politics (O Encontro by
Marcos Jorge, Ligerita by Mariana Rodrigues);
representing memory (Venus Boy by Aruro
Castelan), violence in the human condition
(Freedub by Stéphane Elmadjian); and the reality
of contemplating one's dreams ('Homme Sans
Téte by Juan Solanas). These subjecls were
approached through a variety of means: comedsy,
found-footage montage, larger-budget fiction
and self-reflexive narration. The mix of these films
in one program offered the audience a key mes-
sage that ran throughout the festival: that there is

DIVERSITY AND INSIGHT AT ALUCINE

By SHana MacDoMALD

no set category of dnema thal engages, enter-
tains and provokes political awareness, but that
varying approaches 1o filmmaking can achieve this
destnchion

Another area of programming that was very
successiul was the indusion of experimental pro-
grams from many different countries. I was wit-
ness 1o two Brazilian experimental screenings
curated by Maoira Toledo and a program of recent
Canadian experimental works curated by the
Loop Collective. The Canadian program presented
formal explorations by filmmakers such as John
Price (Fire #3), Alexi Manis (Luminous), Annie
MacDonell (Cinema and Visual Pleasura) and
Steven Woloshen (Cameras Take 5), The Brazilian
program offered films that were not only passion-
ately poltical and at times infused with lush visu-
al eroticism, but that were also challenging 1o a
formally entrenched Morth American wiew of what
experimental film is capable of. These filmmakers
are directly confronting the audience with the cre-
ative relationship between experimenting with fic-
tion, image, reality and documentary when repre-
senting political themes. The highly politiczed
approach to experimental film that i taken by
these Brazilian filmmakers is important fo consid-
er for any filmmaker who desires 1o create
thought-provoking, politically engaging experi-
mental work. | believe the decision to juxtapose
experimental programs from differing geographi-
cal regions was made expressly to open up impor-
lant dialogues about distinct cultural approaches
to form and content, and | commend the orga-
nizers for their foresight.

Jorge Lozano and Juana Awad define the man-
date of the lestival as “a distinctive transcultural
expenence, which gives us the opportunity to be
in contact with works of high artsbcoproduction
values and transgressive and challenging propas-
als that impel us to expand our understanding of
representation and redesign our view of reality,
This definition is an entirely accurate description
of the spirit of the festival. | am delighted at the
clarity and persistence of vision maintained
throughout all aspects of the festival and look for-
ward to what they will offer in future years of
AluCine,

Fom MORE INFORMATION VISIT
WANWALUCINEFESTIVAL.COM

Salk Ligerita by

Mlircs Jorge |

Lait in the Line by
Edler Auqueto &
g \Valakie
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The 17th Annual Images Festival is as vast and
grand an operathon as some ol the films it screens
This years festival will feature over one hundred
films that will make up the seven programs of
Canadian and international shor films. In addi-
tion, there are six feature films, three live
music/film events, and spotlights on established
and emerging visual artists, Ten days hardly seems
like enough time to partake of all that is available.
Here is a glimpse of some of the finest work on
offer at this year's festival

The fun starts with Craig Marshalls Touch Me
Mow, a cheeky homage to pop star Samantha
Fox's lymical prowess This short animabon 5 a
prayer answered for her legions of devolees. Her
hit “80% song, “Touch Me Now,”™ s creepiy recit-
ed by an oddly gyrating cartoon man who repeat-
edly requests to be touched—and now. On first

LT VOLLAME 24 FSSUE 2 BARCH JOO04

GEAR UP FOR IMAGES

By Busmi ADEOYE

wvirwing, something will ring famdiar, but it 5 d f-
ficult 1o put a finger on it Touch Me Now has
the feel ol a cheesy one-hit wonder, Eurotrash
music video and by the time you get the gag, the
Eurotrash tag seems not only fitting, but fabu-
[iushy ironic

Mova Scotian Lisa Morse's Pustulations is rem-
fniscent of the dark and surly comedies of Beavis
and Butthead, Daria, or South Park Pustu-
lations s a rebellious animation that features a
sardonic female heroine who sutfers Trom throb
bing, pus-filled acne
when you want 1o barf and laugh simultaneousty
but Morse’s intention s pretty much to make her
audience squirm. Al one point, the protagonist
stands in a room splattered with her own blood
after having relentlessly picked at her zits and in-
grown hairs, The narration is rife with slimy words
like ooze, pus, inflammation, and rupture. The
dermatologically-challenged and
plagued with overactive pituitary glands wall
appreciate this vnad porirayal of the struggle
against acne. On a larger scale, Morses 1ouches
on the pressure faced by women, particularsy
young women, 10 be physcally acCeplable—a
pressure 50 strong that many women are willing
to routinely use “harsh cleansing agents”™ like
acid, hot wax and crushed walnut shells to attain
blemish-Tree beauty.

Richard Kerr also hints at significant and timely
ihemes in Collage d'Hollywood. This film is at
once a commentary on the perils of modern tech-
nology, a warning for war-mongering world lead-
ers and a dig at gratuitously wiolent Hollywood
films. Assambiled from old movie trailers found in
a disused dimve-in and then pulvensed with house-
hold cleaning products, bolling water, bleach,
heat and paint, Collage d'Hollywood 15 a very
masculing work, It 15 r:}ugh, gritty, dinty and loud.
You won't want to look away for fear that you will
miss a key message, The only decipherable spo-
ken word in the film is a booming male voice that
delivers the ominous message that =in the future,
technology will allow us to explore new worlds
and change the way we live like never before. But
there s one thing that it will never change—wno
we are.” The film erupts into a montage of
IMages angd Sounds of war, chaos, destruction,
and general Armageddon, The energy is frenetic
as the film hurtles into a blur of images and the

There wall be moments

adalescents



sounds become increasingly distorted and gar-
bed, until all we can hear s static.

i Collage d'Hollywood is noisy, frantic and
drty, then Adrift by Finnish filmmaksr Inger Lise
Hansen is the opposite—hushed, deiberate and
visually immaculate. This film is tota eye candy
Images of rolling voluminous douds, still
turquoise bodies of water, and foaming white
waves will sweep you away. The shots are often at
leww and odd angles, with the timing painstaking-
ly controfled so we can witness each ripple in the
wiler, every pebble that has been overturned and
each grain of sand that has been disturbed. You
are suddenly adrifi, with only the sound of the
wind to move you—bringing a sense cf both utter
freedom and extreme loneliness

Féloe Dufour-Lapemiéne’s Encre noire sur fond
d'azur (Black Ink on Blue 5ky) ha the same
kind of tone. A beautiful animation, it is a work
that s sombre, poetic and hypnotic. The music
works in tandem with the visuals of shadowy fig-
Lres and Imposing structures against & onsp azung
backdrop. Encre noire is both mournful and
maving and, much like Hansen's Adrift, you feel
that you are trapped in an exquisite nightmare

Phillip Barkers Regarding gives us a glimpse
ino a father/daughter relationship. Shot in black-
and-white 16mm, Regarding has screened at
various festivals in Montreal, the Metherlands,
Portugal and Germany. Barker plays with space in
this work, which jars the eyes in such a way that
the actors almost seem to be performing a dance
that has been stnpped down 10 iS5 bare mimimum
Thee characters mowve and act as i they are in outer
space. As the camera angle changes, everything
moves with it: the set, the actors, the ght. in the
midst of all this change, in a single scene Barker
has created a film that is at once spatially provoca-
tive and visually breathtaking.

For a drastic change of pace and style, see the
had-processed July’s Wet Dreams by Kara
Blzke. Although the title might lead you to think
otherwise, this film is all innocence and charm, as
chidren and adolescents attain sweet relief during
d scorching summer's day via water parks, wading
poals, lawn sprinklers, and water hoses. The
premise s simple, yet very effective in bringing
back memories of a time when air conditioning
wasn'‘t a given, and the only respite from the heat
wilh 1o go outside and get totally soaked.

Machine Guts s another film that keeps things
very simple. In the distance, a figure is tapping
away at a laptop. As the figure types. he narrates
what he writes—a story about a woman who Is
stuck in a routine job and goes through boring,
mundane tasks. As the camera zooms closer to
the figure, we realize that it is not entirely himan
I5 it a dog? Is it & goat? The narratorftypist has a
human body and a head of a deer. This is one of
two films by Christina Zeidler being showcased at
this year's festival. Her other film, Kill Road, fea-
tures a precocious girl, her dysfunctional family
and a dead raccoon, While Kill Road is visually
maore sophisticated, Machine Guts will draw
audiences who appreciate the simplicity of a well-
told story, even if it & told by a deer

A story well-told 15 a5 good as a pont well
made, which is what Mobel Laureate Chemist
Roald Hoffman achieved when he scribed his
poern "Tulips at Dawn”™ in 1999. In 2003, Rose
Pedlow directed her first film, based on the
chemists poem. Tulips at Dawn refers to dia-
grams of the flame cf a Bunsen burner as seen in
early 20th-century chemistry textbooks. The poem
is essentially about the declining quality of chem-
istry textbooks and its negative affect on students’
ability to camry out simple scence expenments.
This all sounds like very dull stuff, but Pedlow pro-
duces a svelte little film, cleverly interpreling the
poem using animation, diagrams and still photog-
raphy.

From hofmy cartoon characters 1o storylelhng
deer to chemistry poetry, thene is much on offer at
the 17th Annual Images Festival., Between April
15 and 24, “the best of this years independent
and experimental film and video... performances,
installations, and new
media® will be show-
cased. For those who
want to be challenged,
bombarded, caressed,
teased and tickled,
there is a lot here thal is

appealing, thought-
provoking, and just
plain fun

FOR MORE INFORMATION ABOUT SCREENINGS, INSTALLATIONS, AND EVENTS AT THE 17TH ANNUAL IMAGES

FESTIVAL, WISIT WWW.IMAGESFESTIVAL. COM,




First Film, First Festival

By lerrmevy Rousn
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Recently | dreamed that my short film My Heart
Belongs to Daddy was being screened at & film
festival in Toronto, As it began, the man next to
me turned to ask aboul the film. By the time we
finished talking, the screening was over and | had-
n't experienced the slightest case of nerves. Mot
all dreams come true, of course

As many of you know, the torture and ecstasy
of making a first film is ever-evolving. First there's
the littie matter of getting funding. That's torture
Then you get same of i, Ecstasy] Then comes the
slage wnere you're actually filming your work
That can be either torture or ecstasy, depending
on your attitude, cast and crew, and a little thing
called luck. In my case, it was mostly the latter,
{Okay, there was that one litthe incident where the
cigarette gun-hghter ran out of fluid and it was a
Major Prop, but | won't get into that just now.)

Next comes the editing stage, where you realize
that not everything i going 1o look exactly the
way you'd foreseen it, and now what do you do
when you need that shot and you don't have it?
Torture again! By this time, however, you're too
far down the road 1o turn back. So you slog on
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And on. Suddenly you have an ingenious solution
for the missing shot. Great! Then you discover
that your sound isn't up to snufi, Argghl All this
just to make one little film that isn't going to
change the word much, when all & said and
done

in my case, the road starned early. In 1991 |
wrote a shorl story called Queen for a Day, in
which an uppity drag queen (i thene any other
cndf) enters an amateur drag contest and
toses. Tant pis! Six years later | was in film school
with an end-of-term script-writing project loom-
Ing. | was also producing a play, finishing a novel,
trying to be a good boyfriend and working, | had
no more compartments in my head. Brain flash| |
pulled out that half-forgotten short story and
turned it into a half-hour film script in a couple of
days

My teacher suggested | try to produce it, which
| aid im 1999. With a wonderful, talented cast and
a bolhant crew of zanies imostly culled from the
LIFT talent base), | realized my vision of creating a
comedic look at the public tiumphs and private
humiliations of a drag queen who really just
wants to be loved by his father,

Two-and-a-half years later | was still completing
the film due to financial problems, coupled with a
highly uncooperative sound track. (Choose your
recording equipment and sound editors very, very
carefully, boys and girls) To my great relief, My
Heart Belongs to Daddy was finished early in
2002. Looking back (never a good thing), | real-
ized that during the course of making the film I'd
drven my partner insane (okay, he was already on
the edge when we started), and begged, bor-



owed and stolen every promise I'd ever eamned or
deluded myself into believing | had. But my film
was finished!

Now what? The festival, of course! Otherwise,
what was all the time, money and effort spent
for? My producers and | put our heacs together to
determine which festivals we would aim for ..
atd could afford. As It Turns out, theré are more
than 600 actual film festivals in the world, as well
a5 a proliferation of virtual ones. That alone is
daunting. One of our producers and senior advi-
sof, Paul Lee, had drummed it into my head that
# premiene has 10 be at a Veery Presticious Festival
Don't try the little festivals first, he advised. Get
into a big festival, then send the film everywhere.
You want Sundance, Cannes, Berlin, not Scranton
or Milwaukes.

We began to dole out money and fill out the
complicated entry forms. Rejection followed rejec-
Lo, Huw could this be? Our comedic affort was
tuming tragic! We talked to othe’ filmmakers
expenencng the same torture. Who would have
tought it was 5o hard to get a cute ittle comedy
#out a drag queen into a film festival? Would
Tinky Winky have such problems? | think not. And
cur drag queens were twice as loveable. The entry
fee payments soon began to rival our total pro-
duction budget. Then, in December 2002, nearly
a year after finishing the film, | recaved a form-
letter e-mail from the Directors View Film Festival
in Morwalk, Connecticut. HmpfH!| Another rejec-
tiom, | thought. Then | read on. Something wasn't
quite right here. Why would they want a copy of
a film they weren't screening? Holy s**t! They
weren't rejecting, they wene accepting!

| sat back in my chair and sniffed. Was the DVFF
g enough for our premiere? Did it have dout?
Egad! What was | doing? Respond immediately
before they change their minds! | screamed to
myself. My fingers flew. | accepted post haste.
Then, slowly, cautiously | went to the dvff.org
website, It looked real. It seemed valid, Okay, so it
was only four years old, but the Film Committee
dune included Paul Newman, Jack Nichodson,
Robert Redford, Whoopi Goldberg, Elizabeth
Taylor, Tom Cruse, and Lily Tomhn! After all the
hard work, the Director’s View Film Festival was
definitely an appropriate festival to premiere our
little film. And then the fear set in. Why would
they even want my film? What if people didn't

like i? Did they reslire it had drag queens in it? |
was dizzier than Dorothy after landing in Oz!

In February 2003, | landed in Mew York, then
bussed north to Nerwalk, a prosperous little city
some 45 minutes north. Like its hometown, the
DVFF is not a huge festival, but it is prestigious. If
I say it's small, | simply mean it's not long in dura-
tion. None of the tilms repeat, and the event,
which takes place in four neighbouring cities, cov-
ers only five days from beginning to end. But
that’s the only thing small about it.

Peter Hawkins (pioducer) and his partner Armon
Melo (actor) joened me and were instrumental in
making the event a happening time. As well, the
festival people were extremely hospitable and
supportive. On the
opening  night,
Peter and | intro-
duced ourselves 1o
Robert Keston, the
festivals friendly
director, who im-
mediately named
our film and told
us why he enjoyed
it. We were both
impressed. Daddy
was scheduled for
a Sunday evening screening in a slate of six other
shorts on the second last day of the festival, There
was plenty of time to be nervous. For the time
baing, | wanted to enjoy the experience.

Over the next few days, as | watched film after
film, | realized we aere in very select company
Each work wias creative, unique and engaging. The
emphasis was on neither budget nor production
values, and a number of films dearly had little if
any financing. Rather, the focus of the festival was
on artistic vision and storylelling. It was a real
artist's event! Evenings were for meeting people.
On Saturday we atiended a screening of Laurel
Canyon by Lisa Cholodenko, winner of the
Dorothy Arzner Prize for independent features by
women directors. Al the awards ceremony, Peter
introduced himself ta Michael Barker, co-president
of Sony Pictures Classics. Could he make the
screening of our film? Peter asked. He would try,
Barker said. People watched enviously. A woman
leaned over to joke with me about the “Sony
Show.” It was pure Hollywood schmooze-fest.




On the day of our screening, Daniel Rodger
{actor) joined us. Daddy was billed sacond in the
group of six shorts, We learned we were the only
contingent with a director, producers and cast
attending. Daddy was also the only Canadian
film out of the 120 others, both short and long, at
this year's festival, And the only gay film, as far as
| could tell. The pressure was mounting, Thanks to
John Davison (co-producer), | had CD soundiracks
to hand out as promotional material instead of
the usual postcard. People were impressed with
our presentation. All day I'd worked at keeping
my nerves at bay, but by evening | was getting
frantic. We'd met so many people during the fes-
tival that we actually knew members of the audi-
ence, including the lovely and delightful Joan
Ragona-Suarez, daughter of renowned Mtalian
documentarian Ubaldo Ragona, Alas! MMichael
Barker didn't show. So it goes in the chimerical
world of the Sony Show.

We did well in attendance, considering two
major factors weighing against us: we were com-
peting with a lve script reading by Melanie
Griffith and Antonio Banderas at another wenue,
as well a5 the beginning of the "Beast of the East”
snowstorm. While I'd like to be able to say that
everyone enjoyed my film, | can't do that. When
you mention drag queens and films, most people
think of John Waters and Divine, But My Heart
Belongs to Daddy is more Dick Lester tham John
Waters, more bemusing schtick than arch parody,
Still, its not for everyone. S50 when an elderly
woman rose and stalked out of the theatre after
two minutes, complaining loudly that it was “too
modern” for her, | wasn't surprised or offended. |
was merely bemused, as my queens would have
been. Too modern? Did she mean, as opposed to
romantic?

My biggest delight that evening was to watch
my first film come to life on a large screen for the
very first time, You forget how much gets missed
on a small screen. It was exhilarating to see the
details and performance subtleties that shine
through when it's way up there in front of you in
full colour! | even forgot my nerves until people
applauded afterwards
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Because of the severe storm wamings, Peter
and Amon drove back to Toronto immediately
afterwards, and Daniel took the train back to New
York, leaving me alone at the festival, By morning,
the entire world had gone white and Connecticut
had declared a state of emergency, The hatel was
eerle, with Just a skeleton staff and the doarman
teling me not only could cabs not get to the
hotel, but there were no cabs in the entire city.
Nor were there any buses. By then | knew that all
the airports had shut down as well, so there was
no need to rush back to Mew York to catch my
flight.

That morning, no one from the festival showed
up at the hotel. it had been their HOQ ull then.
Later | learmed the entire final days events had
been cancelled. What an anti-climax, | thought, as
| headed to the bar. And that's when the besi day
of the festival kicked in, as far as many of us were
concerned. Sitting in the bar were all the film-
makers stranded in the hatel. For ten hours we
showed our films on a VCR in the festival board-
room, dubbing it the “Woodstock Festival.”™ |
watched a number of films | hadn't seen, includ-
and had a unijue appoftunity 1o meet and bond
with about a dozen other filmmakers.

Although the festival was offically over, the fun
continued, The next day | drove to New York with
two documentarians who dropped me off at a
hotel, There was only one problem: I'd run out of
cash. Getting stranded in NY without cash s not
as unnenving as you might think. First, and per-
haps most importantly, Starbucks will let you use
your Mastercard to buy a cup of coffee. On the
downside, however, city cabs aren’t equipped 1o
operate on credit. | know because | was left
stranded and unable to take a cab or bus.

| took advantage of being stuck in New York 1o
attend another short festival where | met up
briefly with several of the other directors from the
DVFF. Somewhat regretfully, the following day |
returned home with a very full slate of memaries.

My Heart BeLomas TO DADDY RECENTLY WOM AwWaRDS ror Best Dimector, Best Use oF Music aNpD aM
HoMouRABLE MENTION AT OTHER “LITTLE" FILM FESTIVALS. JEFFREY ROUND 15 ALSO AUTHOR OF THE NOVEL A CAGE
oF BoNES (GMP-UK).



WORKINPROGRESS

MURAT AXSER i currently producing a short Super 16
filrr. Mechanically Inclined? & an esperimental nama-
tve dance fidm focusing on the mechanization of the
hurman bady

CHRISTINE WHITLOCK and C .. Production’ first micro-
bucget “B" homodicomedyomance featuse m & n
production WIth degital TimEng starting in lae February
This will be a “Community Feature Flm Project™ using
loczl theatre actors and area volunteers and funded with
private and business. spondoship

Madi PiLLLER 5 working on 3@ short black-and-white
16mm fikm, Goodwill represents the good of earth that
produces mankind. 1T s & slop-motion animation wsing
earth matenals wuch as sand, petrified wood and rocks

MicHaEL BARKER has two prosects in the works. I'm
your soldier is a docurnentary music video in the man-
ner of Steve Reich, explorng nuclecphobia, nihilsm and
faith. Midway 5 a3 melancholy hand-wousd Super B
composition usang the fwythime af the Conkin Rsdhaany

STEFaN CHIARANTANO pitched his upcoming film
Engendering the Valley of Flamendo o a panel of
industry experts at the Movng Pictures Festval of Dance
on Fim and Video, and won a goods and sennces pack-
ane valued at §5,100.00, “The Pitch® panel was
Roberto Ariganello (LIFT), Lillyann Goldstein (Wallace
Studios) and filmmalkers Sandi Somers and Noole Mion

ONTHESCREEN

Congratulations to LUFTers Damer Cocxsumn and
ChmsTiMa TEIDLER, who were named among
Cameron Badleys “Ten Besi Local Fimmakers of 2003"
in MOW Magazine.

Eowiaro MaxucH recently sold he shor “Bmm film
Cleansing of the Soul 1o the CBC. Look for an upcom-
ing broadcast on Canadian Reflections.

Louwis TayLor'S secaond work, You Are Evil ©V, 6 min-
uties, 20021, screened at the 60th Vensce Inemational

Filim Festidal i the
Mew Termtones sed

Hion The el

fmanced wdeo 5 A
resnonse to our col-
lective complacency
N a time of lnom-
ng global stnfe and
R,

The School by
MaTTHEW MiLLER
and EIRA KRYBUS
screened in the
2003 Manhaitan Shori Film Festival, The School s
based on a story by Donald Barthelme in which the pets
al SCRO0! due Py lErROUSy—then things gel progressave-
ly worse, The Festval was broadcast e on-line from
Undion Square Park in Mew York City at MSHElmiest.com
on Seglember 28, 2003,

Congratulations to |ZaBELLA PRUSKEA-OLDENHOF,
wieda Ll Ber earnal I-b-rigin.gj (200 wwns seleCieyd as
Best Experimental Film by the Fermale Eye Film Festival
{Taronio, November 20-23, 2003), lzabellas Song of
the Firefly (2002} screened at the Sundance Film
Festreal in Park City, Utah anuary 15-25, 2004) and was
part of a CAMDC program of 3Smm films at the Mexico
City Imernational Fidlm Festival In February. Scintillating
Flash {2003) travellad 1o the Cinemathadgue Qusbacoise
in Monireal as part of a program curated by Eathleen M
Smith (Director of the Moeang Pictures Festval of Dance
an Film and Video) called “Rosl Dance on the Road”
(February 1, 2004)

Sleep Abways, a feature by LFT member RiCK
PaLipwne and MiTouw PEeiMg, recered e Europoan
premiere at the Siges Internatonal Rim Festival of
Catalonia in Decembar. Stoges is one of Europe’s largest
horror and fantasy festhals. On the same day Sleep
Always recerved its ULS. premiere ai the Intermatonal
Festival of Cinema and Technology scresnings in ew
Yark City, where it was romenated for the best feature
prize, Sleep Always recewed a LIFT production grant
and was filmed in the new wide-screen = super-duper B
formiat Rick and Wich developed. For mose o vist
wvw, Triendlyfirefilms. ca

CanoiyYN WoNGs Yin Yinflade Love was winner of
the *Outstanding Canadian Shor Film Award”™ at the
2003 Resl World Fim Festival in Toromto. The aswad
helped her fund a websie for the film—check it out at
Wi [adelove ca

JerFREY ROumDS My Heart Belongs to Daddy won
awards for Best Disector and Best Lse of Musi from the
Hollywood North Underground Movie Festval. This 15 an
on-goang festival of national and international indepen.
dent films, with award winners selected from a year's
worth of films

WHOWHAT

Sab Sleep Al
T B Pl B
hiach Periors; The
Schosol by Matthes

boller B Ema Krybus




LIFTNEWS

MESSAGE FROM THE EXECUTIVE DIRECTOR RepoRT FROM THE BoARD

Despite the miserable winter of 200304 that wwe are 2004 s shaping up io be a busy year. We've increased

currently experiencing, it will take much more than our budget for fundraising in anticipation of hiring a
blowing snow and bitter codd to stop members from Fundrassing Coordinator later this year. Workshop rey-
working on their films or attending our workshops and enues are increasing as well, and with the added cours-
cowrses. In fact, we are happy to repont that 2003 a5 we'll be creating more in-class projects: which will
seems 1o have been one of the best years in the history help keep us on track with LIFTS goal of producng
of the organization. LIFT recorded significant increases more films per year. The Board is taking on @ mooe
n membership, workshop and course revenue, and an active rale this year, paricipating in more events and
increase in equipment rentals and stone sales. Although fundraising. We're also taking on the administration of
we won't know the final numbers until the completion the Tom Berner Award. This award 15 presanted yearly at
of our financial audit, it appears that we have taken a the Images Festival to someone who has helped out the
sigmficant chunk gut of the deficit we mourred in 2002 fnimmaking community m such a capacity that goes
Our recent success is not only a testimony to the stafis beyond their usual duties, In the office, we're locking to
commitment 1o providing the best possible sereice to ease the workload of the current staff by adding a
the LIFT membership, but also the investment that the Fundraising Coordinator and a morne permanent book-
membpership has made n the organization. UIFT saadl keeper, 2003 has been a year of change and growin
continee 1o raise the bar in 2004 with a number of new Roberto and the staff have done an awesome job al
and exciting events and programs. Here are just a few keeping it all working together smoothly and happily
that we can announce ‘Wiell done!

Major rencovations to the LIFT facilities wall continue
thanks to a generous grant from the City of Toronto's
Cultural Crty Capital Grants Program, This grant wall
allow LIFT 10: complete the new 18/35mm animaticn
room; complete the sound insulation im  the
ProToolswoice-over suite; mmprove the functionality of
the mezzaning; reorganize and upgrade the darkrocom
facilities;, and finally give the office a much needed
facelift. We will begin the upgrades in late Februa ry and
they will take abaut six weeks. Please feel free 10 come
in for a-tour of the upgrades in March,

Thanks to a generows grant from the Canada Coun-
cl through their pilot program for Foreign \siting
Artists, LIFT is happy to announce Lee Knst as our 2004
Artist in Residence. Lee will be at LIFT for seven weeks
beginning in mid-March to the end of Apnl, Lee wall be
sharing his unigue expertise in 35mm experirmental
filmmaking whibe taking advantage of LIFTs upgraded
35mm optical printer and teaching werkshops in 35mm
experimental animation and Rotoscoping (please check
our wiebsite for more details). Lee & a wonderiul artist
with a generous soul and we are looking forwvand to his
afmval. His residency at LIFT represents the first step in
an ongong and ambitious strategy to increase the
exploration of film as an art form through the residen-
cies at LIFT and special partnerships with other organi-
A0S,

These are exciting times to be a filmmaker. With the
recent upgrades 1o our facilities and Lee’s ressdency in
March, members will be gwven the opportumity to
explore new and unchartered 1erritory in filmmaking
We have created a number of film courses that provide
participants an affordable opportunity to make their
film projects. Let's gol

JULIE SaraGOsA, CHAIR

Shine it on,
RoeerTo AmicaneLLo EXECUTIVE DIRECTOR
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LIFT’SNEWESTMEMBERS

(Novernber 21 - January 23)

Zia Allen Adam
Daniel Albahary
Susan Armstrong
Paul Baymukhamedov
Bart Bialasik
Valerie Buhagiar
Micholas Buncie
Maninder Chana
Gregory Christmas
Nick de Kruyff
Aldo Erdic

Charlie Ezerzer
Jacob Frenke|
Massimo Giardina
lohn Hall

Michele Hamel
Eve Heller

Sam Hudeckij

Filip Ivanovski
Michael Kruse
Jeff Larkin

Henry Li

Sean Littlejohn
Gregory Machula
Michael McMaster
5am Montesano
Rhett Maorita
Alistair Nepomuceno
Adam Nicholson
vy Oldford
Cereinyn Ord

Lily Paviovic

Jade Portelli
Darren Spriet

Bob Thompson
Daniel Trudeau
Becky Weston
Katherine Wootton
Farrah Yip

Veelip Phil Yuen

NEWORGANIZATIONALMEMBERS

(November 21 - January 23)
Cinematheque Ontario

VOLUNTEERNOTICEBOARD

Thanks to the following members who helped out
recently in the office (Movember 21 - January 23):

Zia Allen Adam
Tally Anter

Tony Arnold
Chris Barry
Elizabeth Becker
Valerie Buhagiar
Mick Buncic
James Burt
James Deluca
Mark Fiorilla
Brendon Foster-aAlgoo
James Loran Gillespie
Maria Kochan
Sylvia Kouveli
Mark Kowalsky
James O'Bryan
Cereinyn Ord
Graham Peddie
Louie Petti
Ermily Scheer
Adam Sidsworth
Rekah Singh
Darren Spriet
Michael C. Smith
Dan Trudeau
Becky Weston
Farrah Yip

Thanks to the following members who helped out a1
the LIFT Holiday Party on December 5:

Aaron Blair
lames Burt
Dave Decarlo
Jennifer Mesich
Emily Scheer
Michele Stanley







members should ‘contact the office at 416,588 6444 or
wa email at commiunications@ifton.ca

LIFT Super 8 Cine CLus

LIET's Super B Cine Club wall meet quarterly in 2004, for
Public screenings of Super 8 films that have been shot
and edited by LIFT members. Screenings will xhibit pro-
grams of salicited and submitted work by LIFT members.
Participants in the Guerrilla Super & Workshops are par-
ticular encouraged to submit their films to these screen-
ings, i you're interested in showing your work, or
would like more information, please call Michael at the
LIFT office at 416,588 6444,

MNext Meeting: TBA

EQUIPMENTNEWS

Happy New Year's greetings from LIFT's Technical Coor-
dinators, We hope everyone had a safe and wonderful
holiday. Now it's time to begin a new year of filmmak-
ing. f you have any technical questions or concerns
about your next film, don't hesitate to stop by at the
LIFT office 10 talk to one of us, If you can't stop by, feel
free 10 call or email us. We're here to heip aspiring filom-
makers or filmmakers who want to make films of ashi-
ration. Now, some LIFT Store and LIFT Equipment news.

BLack & WHITE REVERSAL BLeACH

Due to envifanmental concerns and changes in their
black-and-white reversal film stock, Kodak has mads
thanges to their black-and-white reversal bieach. Kodak
ne longer supples LIFT with a concentrated bleach that
can simply be diluted with water. The new black-and-
white reversal bleach comes in three separate compo-
nents that must be mived together to obtain a
concentrated Bleach, After this mixing process the
bieach must then be diluted for processing film, As sgon
as we find out more about the mixing portions and prric-
ing for this bleach we will post the information on our
website and our LIFT Store and Equipment list.

16mm KoDACHROME FILM DISCONTINUED

16mm Kodachrome 40 was a richly saturated colour
film stock. Sadly, Kodak has decided 1o stop manufac-
turing this film and will now only continue to manufac-
ture Super 8 Kodachrome film stock.

New COMPUTER BILLING PROGRAM & OUTSTANDING
BiLLS NoTIFICATION SYSTEM

With the new year, LIFT is using a new computer pro-
gram for all store, equipment and facilities billings:
Quickbooks Pro. LIFT members who have been buying
store items or renting LIFT equipment and faciities in
January may have noticed the new receipts and imvoic-
&s. In addition, members with outstanding bills will no
longer be mailed bills. Members will now be notified by
email and by phone of any outstanding bills, If there are

any questions about outstanding bills ar 3 members
current balance, please contact Technical Cooedinator
Yanessa Larn.

ATTENTION ALL ACCESSING MEMBERS
EQUIPMENT RENTAL PoLicy REMINDERS

EQUIPMENT RETURNS ARE 10AM TO 12PM.
EQUIPMENT PICK-UPS ARE 2PM TO 5PM.

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

EQUIPMENT RETURNS
Please call and speak to one of the technical coording-
tors directly if you anticipate a late equipment return.

EquiPMENT Pick-Ups

To create a more efficent equipment pick-up wystem,
wie prepane the equipment in the marning for the affer-
noon pick-ups. This reduces the equipmant pick-up
waiting time and traffic. If you plan to rent out equip-
rment, please book the equipment you want so that we
Can prepare your equipment package on the morning of
the pick-up day,

If you decide not to use your pre-booked equipment,
please call us as 5000 as you make this decissn, Letting
us know of your cancellation in advance allows us to Lse
our time to prepare other equipment packages.  An
early cancellation also allows another member the
Cppartunity to book or rent out that equipment.

if you are unable 10 pick up your equipment between
2pm and Spm, contact one of the technical coordina-
tors 1o waork ot an alternative time,

Il you have many questions and want suggestions ar
advice before you rent out a particular piece of equip-
ment, please contact us in advance and come early on
yeaur equipment pick-up date,

PRE-PAYMENT DiScouNT

Take advantage of our 10% discount on equipment and
facilities rentals by paying with cash or debit. Paymant
st be recehved bafors facilities or equipment usage to
receive diecount. Another way (o receive the 10% dis-
count & by putting down a credit with cash or debit.
There is no minimuem for prepald cradits.

JUST A REMINDER

The building management has decided to lock all
enttance doors to 37 Hanna Ave. a1 6pm during the
week and all the time on weekends. This means that all
LIFT membars who wish to use the faclities outsde of
regular business hours must sign out a key to the build-
ing with the technical coordinators in advance of their
booking. For ALL members wha have signed out keys 1o
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win a cool grand prize.
For mare information and to obtain a mhmm form
please visit www. bell.calsprockets.
Deadline: 5pm, March 12, 2004
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2004 WMMﬁmﬂmmfw entry fom
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minutes, 8, MiniDV, DVD, VHS.
Enum;'.‘ DI, U ¥
WHS (NTSC/PALSECAM) or DVD (NTSC/PAL).
Jentr'f Hﬁfﬁimm!m-meat ;

h}- amng 250,385.3327. Entry Fee: $10 (&

a: April 16 (early); May 31 tﬂnln



B&W and colour
l6mm and 35mm film
Super 8 colour negative
Bleach |‘rj.'-|‘r;ra.'-
K:rw--».—prnu 88
Super 16mm
No charge for tests
No order too small
Discounts for lilm -.:nult-nh
and co-ops!!

i_all f T Quotes on custom 1y

416-504-3927

ngaralobidon aibn com
a v magaracustomlab com

ADVERTISING RATES (per 1ssuE)
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Astscaps Lodge ot the Gibraitar Poin
Cantre for the Arts on Toronio siand
m an affordable ahort-lerm studio and
bedroom rantil sarvies for writers,
wisual artists and quist ressanch in all
degcipdines wi want o gel awary from
life's distractions and focus an thair
wiork In @ baaulilully allusted ratresl
solling. Only & 18-minuta ferry rido
from downtown Torontlo. Ssasonsl
monihly packages, shorier stays,
sludio-only renlals + cuslom bookings
ars also avallsbls |
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Exclusive Film & Video
Services

Video to Film Transfers
super 8, 16mm, 35mm
at really affordable prices

104-11 Miagara Street
Toronto, Ontario Mgy 103
t:416. 5008 2700/-418-5s08-0744
whwne sxclusivelilmonet
Infogexclusivetilm. net




Sy Ready to
= make your first

low budget
feature? \

Several times a year, projects from both the $250,000 and $500,000
budget levels will be chosen for fully mentored Development through
the FFP. Upon completion of Development, projects are eligible for
100% production financing le}d mentorship.

Next Deadline: April 30/04

For guidelines and application packages contact:

The Feature Film Project
1416] 445-2890

fipfdcdnfilmcentre.com
' www.cdnfilmcentre.com
'_‘__._____.—.-l.-\...._ .
Tha mmﬁ*ﬂ The Feature Film Projeci would Liks 1o thank the lollowing lor thelr linancial support
i mn o e tive ol T il GENErDUL PAFTICIRATN

Canatian Fam Cemire

f"_‘"'_FET @ Telefilm Canada m " pesieyen e e Y
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