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LiKE TAKING A GROUP OF ZOMBIE PACK-MuULES OVER A MOUNTAIN:
A CONVERSATION WITH MARTHA COLBURN ey rosesro Anicanciio

Martha Colburn, the queen of
defiled filmmaking and bastardized
animation, begins an artist residency
at LIFT on September 29, which runs
until November 12. Since 1994,
Colburn has created more than 35
films that all remarkably blend plea-
sure and perversity. She has been
hailed by such icons of independent
cinema as George Kuchar and Jonas
Mekas as an artist that has devel-
oped a style that is visually unique
and a film language that is wholly
original. Colburn has developed a
number of devious techniques that
deface, corrupt and decontextualize
films and images of pop culture to
create a unique and disturbing alter-
nate cinematic universe. As part of
her residency at LIFT, Martha will be
sharing some of her expertise in a
collage animation master class enti-
tled “Collage Collisions,” starting
November 3. Check out the LIFT web-
site for more details. As well, LIFT
and Pleasure Dome will present a ret-
rospective of Martha's films on
Friday October 29 at Cinecycle. The
following conversation took place
via email.

RomerTo Ameaneuio: Tell us how you got started making films

MaiTha CoLnurs: There were two paints of starting. The first was literally finding *found footage® and projector
and splicer at the city surplus dump and completing films by manipulating images and pre-existing soundtrack,
and the second was creating original footage. | began with only the means to edit, project, hand-colour, and razor
blade up the frames. Yet this was enough! This was exciting! Making movies without having 10 be a filmmaker
first! | did things like trying to hide Old Yeller's face (from a Disney trailer | mutilated) with a blob of black ink
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{under the ileson that this would provide some
legal protection); cut frames into six pieces and
reassembled the film; hand-coloured and manipu-
lated the optical soundtracks; learn to identify cer-
tain words from the optical track (visually) and re-
edited the textsound effects. Tired of hand
scratching titles or cutting out individual letters of
existing titkes and taping them onto the film to
create my own tithes, | started to animate Super 8.

RA: How did you hear about LIFT, and what do you
hope 1o accomplish during your residency at LIFT?

MC: | was feeling desperate one day and came
across your info while searching the Internet. |
was in search of a place to make my next film, a
place 1o get some energy, a place o focus (far
away from the Dutch Immigration Police), | see my
time at LIFT as being dedicated to exploring new
formats and approaches to filmmaking and
exchanging information with people.. expanding
ideas. . some Neurobics (a new word | leamed). |
hike the idea of a residency combined with teach-
ing workshops and screening work.

RA: What was your understanding of collage or
ammabion when you began making films?

Mc: Zero. if you can hit a stopwatch, move the
paper, stop the stopwatch, break that time down
into 24 frames per second, you've got it. The
biggest challenge came when | decided to make a
spider film after painting all these beautiful spi-
ders, and realizing that | didn't have enough
hands to move all the legs at once. Once filming,
it's about concentrating on which direction each
keg (or esght) 5 moving. Jonted snakes also offer
a challenge. A chimp could make collage anima-
tson

RA: What attracts you 1o film?

MC: It may be as simple as “spinning wheels.® My
whole childhood was spent working for hours on
end helping my father repair old broken tractors,
using turn-of-the-century farm equipment like
manual corn- huskers and drills and tilling
machines. Film is simple in its making and projec-
tion. Equipment-wise (in the low-budget world of
16mm/Super B), it is a bit ke taking a group of
zombie pack-mules over a mountain. Legs break-
ing off, eyes falling out, some go over the diffs
entirely. But with a little know-how and some

quts, one can always piece together at least one
o two to make the journey—or film. That's a silly
analogy. | just love it. Film is so enticing! It can
contain so much energy! 5o luxurious and yet so
simplel And it's so not going to be around much

longer!

RA: And how has new digital technology impact-
ed on your work?

MC: Until last year, when people woulbd ask me if |
had a PC | would say, "Yes” because | thought
that meant “do you have a personal computer?”,
like one you use at home or something. | have
never owned a computer, although | hope to
soon, | use a friends computer. its not hip
because it's a dingy beige and too big to take to a
coffee-house, Basically, if it can't be fixed by hit-
ting it with a blunt instrument, it doesn't belong
in my world, Digital oh! Six months ago, | found a
digital camera in a hotel room dresser drawer in
Frankfurt. | kid you not My newest project
involves paint animation (whereby you paint on
glass and then wipe it away). As | am left with no
record of what | have done | take some digital
photos while | snap off the Super 8 frames. Digital
technology, as | see it, is an entirely different beast
than film. | am still not done mucking around in
what may well be the final hour of "experimental
film, "

RA: Do you think that experimental filmmaking
will cease in the near futume?

MC: Yes.

RA: The sound tracks to your films are as onginal
as your imagery. Describe the process of creating
sound for your films.

MC: In Baltimore, | had a duo group (The
Dramatics) and used that music and the music of
my friends, but that all disappeared when | moved
to Holland four years ago. Since then, I've done
Big Bug Attack to the music of German key-
board-nut Felix Kubin; Secrets of Mexuality 1o
the music of Mexican composer Felipe Waller
{played by a Dutch ensernble); and, for
Skelehellavision, | made a collage soundtrack. |
have two films in the lab now. one that features
miusic by the Dutch band Liana Flu Winks), and
one with British trombonist Hilary Jeffrey's techno
music experiment from 1999, Next | hope to work
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with Coco Solid and Enk Ultimate. They are Kiwis
(New Zealanders). | love musicians. They hawve
such good hearts. Usually collaborators are chose
friends. Charlie Parker once said, =If you don’t live
it, it won't come out of your horn. ™ | think you
can apply this to film as well, It is about channel-
ing our lves into four thousand notes or four
thousand frames; it makes sense that somewhen
it synchs-up. Then pay some money (yes, it hurts)
and print it.

rA: Your films often employ artwork or found
footage from very disparate sources. Describe the
process of marrying these different kinds of
IMmages,

MC: Mol making a division between the
printed/filmed/painted, it's all colour and image.
Sometimes | hijack commercial images intended
to alter my thinking and turn them insde out, 1o
vex them, to rob them of their assumed power.
Sometimes in my films | express love and rever-
ence for things that others find disturbing. | often
find disturbing images which were created to be
beautifulsexy/comforting, elc. lt's a game with
imagery and imagination. | try to get a lot of
angiles on one idea, and, usually, the found or the
invented alone don't feel complete to me. | then
go about fusing them together through colour
timing, handmade special effects, cutting, etc
Plus film is this physical material. It grows like a
stringy fungus out of all my bowes and shelves and
jacket pockets. The footage | create has the same
physical form as this found footage, and | relate to
them as a single universe in many ways.

RA: As a body of work, your films create a dynam-
i disturbing and personal unkverse. You seem (o
have created a new visual language. Is there 3 per-
sonal narrative logic to your films?

Mc: Strange thing, animation, Piecing together
this dense and fast moving and intricate universe,

but so slowly, each 1/24th of a second contem-
plated and carefully constructed. It can take so
long to get 1o the point of seeing sound and mov-
ing image together that the film becomes inde-
pendent of me. | sense this with my body of work
as well, a disconnection because | am abways moy-
ing so fast and working so hard. With my style of
creating animations, | can think and see and say
all sorts of things, but the end result always sur-
prises and s strange to me. The logic is there
afterwards and the personal ks a given and the
narrative |4 constantly expanding.

RA: Your films consstently are imbued with a
humorous yet menacing violence that seems to
follow a dream logic narrative. What is the role
and for attraction to violence in your films?

MC: The violence which comes out in my films is
not pre-conceived. It 5 a reaction to my (past
environment, | went from the homors of back-
woods’ secluded weirdness to the horror of a run-
down and desperate city centre in bombed-out
Baltimore. It just seemed the course life took for
me was in these environments, and | was lefl 1o
cope with themn because my head was always 5o
mauch in my work. The violence and deformities
and utter despair of it all was completely fright-
ening and entertaining at the same time. | can't
be objective about my use of violence. |t's some-
thing that | was saturated with. Certainly the
impact of it in my films & much less than that of
freshly splattered blood on the streets. | use my
work 1o get control of whatever is at the present
moment out of control and o express my anoi-
eties and 1o delight in it.

Roseato ARIGAMWELLA 18 LIFT's EXECUTIVE
DiRECTOR AND A FILMMAKER CUBBENTLY TRYVING TO
FIND THE TIME TO FINISH A DOCUMENTARY ABOUT
THE REPERCUSSIONS OF ONE VIOLENT DAY IN MIS
GRANDFATHER'S LIFE 63 YEARS AGO,
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TALKING IN CIRCLES: AN INTERVIEW WITH ELIDA SCHOGT

By LARiSSA FAN

Elida Schogt is a Toronto-based filmmaker whose work blends narrative, documentary, experimental and per-
sonal filmmaking. Schogt is best-known for her trilogy of Holocaust memory films, short experimental docu-
mentaries which explore the intersection of political and personal history, and the role of photography in histo-
ry and personal memory, The first, Zyklon Portrait, interweaves an examination of the chemical compound used
in the gas chambers with family photos, interviews, and lyrical experimental imagery. In The Walnut Tree, Schogt
delves into family memories based on photos that were saved when her parents fled from the Nazis. The final
film in this trilogy, Silent Song, is a poetic study of archival footage of a young boy playing the accordion in a
concentration camp, a musing on the ephemeral nature of history and the human desire to archive.

Larissa Fan interviewed Schogt about her most recent project, ZERO the inside story, a feature-length film that
combines narrative, documentary and essay approaches through an investigation into the concept of nothing-
ness. ZERO the inside story premiered at the Toronto International Film Festival in September and will be broad-
cast on TVOntario's “The View From Here® in January 2005.

Lamissa Fan: Howw did the idea for this film develop?

Eiina ScroeT: The kdea originated when | saw an article in the paper reviewing two books on the con-
cept of zero—this was around the time of the millenniurm change fram 1999 to 2000— and the review-
er was discussing how one book described 2ero as the space inside a ring, while the other book
described zero as the space outside the ring going on into infinity, | thought this was such an interest-
ing idea that | wanted to make a film about it; so it staried out as a really absiract conceptual piece

LF: The film 5 a3 mix of a documenitary exploration of the number a3 a mathemabical, cultural and philo-
sophical concept, and then a more personal, namative thread, s0 | was curious as to which came first

ES: Well, it started out & a visual, conceptual piece, but | knew that the metaphor would lend itselfl 1o
a journgy, 1o some kind of emobional journey, which 15 what my work tends to be about, so the narma-

Still: Tero
tive element evolved from there. The core theme of the film s how the West feared zoro because thsy




5l Tevo

feared the void. The main character (the narrator)
in the film corfronts her sense of emptiness, the
wvoid within herself, by delving into the concept of
zero. The viewer s taken on that journey with her,
a journey which is both an intellectual and emo-
tional one

LF: Your previous works also blend the histoncal
and documentary with really personal elements
How did you come to that way of working?

k5 | don't kiow il | can say really how | come to
it; it's probably more like an approach to how | see
things. | think the informational or more abjective
documentary side 15 my own curiosity about the
world, And then there has to be something from
my own personal world to inspere i, 50 | end up
approaching T from these two disparate worlds
and seeing what comes from it

LF; | think it's a really interesting mix, and it seems
to be a successiul one in terms of audience—the
Holocaust memory films have played in a vanety
of contexts, both at documentary festivals and
more experimental or art festivals. This film per-
haps falls mose on the documentary side, because
it ooesn't hive the expenmental wsual ftreat-
ments. | could see the hybrid nature of the work
potentially being problematic in terms of finding
an audience, because people might not know
quite where "0 put it

ES: | actually don't think this particular film falls
more into documentary. | think it is different from
the earlier work because it doesn't have strictly
formal expenmental elements in the visual treat-
ment, but | think it expenments n the namatne
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mofe radically than the previous work. It departs
from conventional documentaries in the way that
| use narrative, because there's a third-person,
fable-hke story that unfolds as the film unfolds
People have called it an essay—I think it could be
essay-documentary-narrative, those are the three
elements

What's greatl about the way that the Toronto
International Film Festival has programmed this
film is that it's in the Visions section. Visions is the
program that challenpes rinematic conventions,
and | think it will find an audience there with peo-
ple that are interested in different ways of using
cinema 10 express story, ideas, concepts. Iits true
that the programmers at TIFF didn't want to put it
in the documentary category, because it sn't
stncly a documentary, and 10 me thats a good
thing. I'm not really positioning it as a documen-
tary in my own distribution strategy. Also, because
the film has a TVOntano license, it will be broad-
cast on Bevrson 1o awsder audence than | Coula
ever get through festival screenings alone

LF; One of the things that | find really effective
with this film and also with the trlogy films, par-
ticularly Zyklon Portrait, & the way the factual,
informational element provides a way into some-
thing that is really emotionally difficult. Can you
lalk a bit about this srategy?

ES: | think part of the strategy s to create 3 work
that speaks (o a unnersal experence. Sometimes
peopke tell extremely personal stories and leave
them in a hermetic world, and it becomes just
that specific story about that specific person, and
| don't find that aporoach very effective in the



long run, It can be extremely engaging while
you're watching the film, but once you leave you
don't feel personally connected to the story any-
more—you might have been momentarily affect-
ed by it, but it doesn’t raise guestions about your-
self or the people around you in the same way as
treating things in a more thematic way. That's why
| like using larger themes, so that the personal
becomes embedded in a larger structure of what
qoes an in the world,

LF: What was it like shooting in India?

ES: Shooting in India was a huge challenge. | had
never been to India before, and no matter how
much you read about it, you can't be prepared for
what hits you in terms of the visceral experience
on all levels: sound, smell, sight, the number of
pecple around you, Everything feels so unfamiliar.
My funding hadn't come through in the fall as |
had hoped, so | ended going in the spring—which
meant that we were shooting at the hottest time
possible. It was forty degrees and extremely
humid—pre-monsoon weather—and our window
of opportunity for shooting was really short
because of the haze created by the humidity. 5o
we had to get up at four in the morning to start
shooting at five, and by nine it was already too
hazy and extremely hot We would do some
shoating mid-afternoon, but only in areas where
there was shade. Then we would shoot again in
the late afternoon, but night falls early at that
time of year, so we would shoot from about four
until six. But it went really well, because | gave
myself a lot of time, We had a ten-day shoot and
I had done a fair bit of research ahead of time. |
had a shot list based on a photographic book of
Waranasi, which is the city where we filmed, so |
really knew what | wanted.

In that way also | weuld say that my approach
5 unlike a typical documentary in the direct cine-
ma, fly-on-the-wal| tradition. The shoot was high-
Iy structured and planned ahead of time. For
example, | knew already that | was using a stair-
case metaphor and that Varanasi has what's called
“Ghats,” which are the steps that lead to the holy
river, the Ganges River, and | knew that the city
was bullt around these steps. So that was going
lo be central to creating the imagery there. In
other cases, though, there were unexpected
things that happened. We came upon these men

by the side of the road that were selling these
really strange bubbles—they look like soap bub-
bles, but they're really made of plastic. | had
alrzady filmed a woman in Toronto blowing bub-
bles, and on a metapheoric level it just seemed per-
fect in a film about ideas of nothingness, so we
caught that on the fly. There were a lot of ather
moments like that So it was a combination of
beng really planned and also allowing for spon-
taneity,

LT: Were there things that came up that way in
the editing, connections that emerged that you
hadn't planned for?

ES: Most of the editing was about structuring the
piece and finding the narrative arc, and how to
paze the narrative. From my perspective the edit-
ing became about writing the voice-over, wiiting
and re-writing, It was a combination of working
with Sarah Peddie, who was doing the picture,
and then me going home and doing countless re-
writes. 50 the images would inform the writing,
and then the writing would inform the images,
and this went back and forth over many months.

LF: How much of the narrative was in place when
you started editing?

ES: | knew that it was a journey to find the origins
of the number zero, and that there would be an
emotional core to the piece, but | didn't know how
that would unfold in terms of the actual written
teat. S0 the images informed the text. | couldn’t
really write about India before going there,
becauze it 5 a journey that unfolds for the nama-
tor upon the discovery of things in India, so there
wes no voice-over for about the last half of the
film when we started editing.

LF; This is your first longer work—was the expern-
ence substantially different than working on a
short, and what was the motivation for doing a
longer pieca?

ES: | was definitely concerned about making a
langer film because my tendency is to want to be
concise and to distil information, so | worried
abaut how my ideas would sustain themselwes
over a longer period. But the reason that | want-
odto do a longer piece was that | felt in the short
work | wasn't able to take people to a place and
keap them there long enough to really develop




the ideas. So, this piece is satisfying in that | feel
I'm able to do that. Also, coming back to what we
were talking about before in terms of program-
ming. | didn’t want to have to worry about how it
would be affected by its placement in relationship
to other films in a program, which is abways a con-
cerm with shorts. Sometimes shorts programs are
really carefully considered and put together, and
other times that is not the <ase.

LF: How did you find the collaborative process,
since your other films have been much more solo
effarts?

£S: It was great working with Sarah Peddie, the
pditor, on this project. She was able to draw out
things that | intended but was still grappling with.
She worked faster than | could have on my own,
not just because of her technical expertise, but
also because creatively she was able 10 anticipate
things and see where | was intending 10 go, when
| was still mired in the subject matter. So it felt
extremely collaborative. | can't say in many cases
if an edit was her decision or my decision; it

Creating the soundscape was another really
collaborative process. Mike Filippov was the
sound recordist in India and he began working on
the sound deslgn when the picture editing was
still underway. The soundscape evolved as the pic-
ture and voice-ower were re-worked. The sound
design sometimes affected the paang of picture
cuts, while picture changes informed the sound.
In the end, the sound design is a really rich and
integral part of the film,

LF: You're finishing on 35mm. What did you shoot
onj

ES: Most of the film was shot on Super 16, s5ome
on 16, and a bit on Super 8. | had hoped from the
beginning to blow-up to 35mm because the piece
is conceived as a film rather than a video. The
duration of a lot of the shots s really long, and sky
and landscape is really important, and it just
wouldnt hold up on video. The other reason is
that I felt limited in regular 16mm with the sound.
Because zero s a circular concept, and the screen
is so fat and so rectangular, | wanted 1o have
something sculptural or three-dimensional hap-
pening, Working with Surround Sound | think s

going to provide that.

LF; The concept of zero is really fascinating, | didnt
think that | would find a mathematical concept =0
interesting....

£5: Even though zero is now integral to our every-
day life—it almast runs us with all the zeroes and
ones in computers—in many ways, We're a very
linear culture, We think of the world and our-
selves in a finite, linear way, with a beginning and
an end. But when you start 10 think about the
cycles of life, the cycles of the seasons, the cycles
of the planets, you start to see life differently, That
Idea of life as cyclical, and the individual as just a
small pant of that larger cycle, s not part of a
Western way of thinking but is really present in
LF: The mathematician that you interview brings in
the cultural and philosophical components of
numbers which, when you're studying mathemat-
ics, is not something that is ever introduced

ES: It's true that mathematics & often a very dry
and abstract subject that's not linked to everyday
life. 'm lucky to have worked with Trueman
MacHenry. He is a mathematician who very much
connects his field with culture and philosophy.

LF: It's too bad that math isn't taught that way in
school; | might have found it more accessible...

ES: Well, | don’t think that any subject matter
should be as isolated as we make it. Which actu-
ally brings me back to the hybrid nature of my
films, which we were discussing initially. if you
look at documentaries as just being about fact
and fiction just being about fiction, | think that's
really limiting. When we start to ink different sub-
jects and different approaches, we can see things
LF: And that brings us back to the start of our
interview, which | think is a good place to stop,
now that we've completed a nice dircle...

FILMOGRAPHY
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SHORT CUTS AND LONG LINES:“TIFF 2004

By |ascn McBrioE

After 20 years of Perspective Canada, the Toronto
International Film Festival dramatically revamped
its CanCon programming for the 2004 edition of
the festival. This year, instead of slotting Canadian
miovies into what many came to regard as a mori-
bund ghetto, the festivals programmers (Liz
Czach, Stacey Donen, and 5teve Gravestock, now
in the newly-created post of Associate Director of
Camadian Special Events) created two new show-
cases for |ocal filmmakers: Canada First!,
designed for debut feature filmmakers or those
making their first appearance at the fest, and
Short Cuts Canada, a spotlight on short films, of
which the festival intends to show 30 to 40 a year,
Piers Handling, CEQ and Director of the fest,
argued that Canadian filmmakers had benefited
greally from Perspective Canada (pointing to the
success of the usual suspecis: Eqoyan, Rozema,
Mettler, Maddin et al) but that they had also out-
grown it. Filmmakers that have made it then, or
whose work might benefit by a more visible slot,
would now be screened alongside the greats of
international cinema: so, for example, David
Weavers 5iblings and Don McKeilar's Childstar
were 10 be found in Contemporary World
Cinema; Bruce McDonald and Elida Schogt were

in the Visions program; and docs like Peter Lynch's
Whale of A Tale and Velcrow Rippers Scared-
Sacred played cheek-to-jowl with work by
Raymond Depardon and Ken Burms.

While the festival is certainly to be commended
for encouraging emerging filmmakers, it remains
to be seen whether this move will merely create a
pair of new ghettos (*Gosh, it's bad enough see-
ing Canadian films, but Canadian first films? And,
Canadian shorts, you gotta be kidding me! ™). But
the strength of the programs will of course be
precsely in what work receives those coveted
slots. And while second-guessing the program-
mers’ decisions has long been sport in filmmaking
arcles, 2004 did seem to be an exceptionally
strong year for local films, Many of the features
received considerable ink in more mainstream
media, so following are some of the Short Cuts
highlights that may have been overlocked:

Hugh Gibson's Hogtown Blues is an 18-
minute Parkdale parable, describing the life of a
Russian mmigrant who & grappling with her
young son's iliness and her father's rejection. Its a
story that could easily have slipped into senti-
ment, but Gibson, who seems to have borrowed
heawvily, and wisely, from Cassavetes and Charles

S8 Hogtown
Blues by Hugh
Gitwson




Burnett, is relentlessly subtle and tough-minded.
Comedienne Araxi Arslanian, playing against
type, is the heart of this deeply hearthreaking film.
Such kitchen-sink realim was a common thread
in much of the Shont Cuts programming. Like
Hogtown Blues, Greg Atkins' Build is elliptical
and assured, a painful study of a young aspiring
architect (played by Atkins himself) who drops out
of school and become a hustler. Dashed dreams
and disaffected desire collide, and the result is
deeply poignant.

Now film critic Cameron Baileys first film,
Hotel Saudade, is a ruminative, first-person essay
film that travels the globe in search of lost love.
Perhaps; Bailey's narration is oblique and medita-
live, a5 he zigzags from S80 Paulo to Seoul to
Barbados and points beyond. A travelogue not
unlike those of his apparent mentors, Chris
Marker and Mike Hoolboom, where the salf is the
darkest continent.

Davina Pardo's Birdlings Two, Kelly Egan's
mary/me and Chris Landreth’s Ryan provided
three very distinct views on animation. Pardo's
film s whimsical and an extremely ikeable per-
sonal documentary that describes her father's for-
mer caréer as a pioneering computer animator
working under Normal McLaren. Egan's three-
minute film is a “Cosmo collage®, culling images
fram the wommen's’ magazine to both comment
on the role of women in pop media and to con-
struct an intriguing play of light and colour. The
much-touted Ryan, which premeered at Cannes,
5 a startling documentary about the life and hard
times of Academy Award-nominated animator
Ryan Larkin, whom Landreth met on Montreals
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skid row. Landreth employs often grotesque com-
puter animation to literally get the wiewer in
Larkin's drug-addled, paranoiac head,

Finally, LIFT chair Alexi Manis had nol one, but
two, films in the fest this year. The first, The
Observatory, was featured in the experimental
program, Wavelengths, (read Alexis words about
the film in her chair report), and is a film of sur-
prising freshness and delicacy. Essentially, just
rephotographed sketches of a night sky by Jerry
Spevak (accompanied by the chirps and murmurs
of various wildlife), it iterally turns the heavens on
their head: the blackness of the night sky
becomes the white of the page, the stars precise
points of black graphite. Manis® second film is
more personal and deeply felt perhaps. Entitled
The Finite, it cross-cuts between Super 8 footage
of the filmmaker's parents’ 70s wedding with clips
from a science film describing the death of the
sun. The parallels, between the death of a parent
and the end of life as we know it, are apt, acute,
and deeply moving.

Jason MCBRIOE 1S EDITOR OF THE LIFT MAGAZINE,



Bonus FESTIVAL AT BARGAIN BASEMENT
DES RerusEs 2004

in these days of outsourcing, downsizing and belt-
tighténing, people have been forced to econo-
mize. There is tremendous préssure (o create deals
s0 good, that no one in their right mind could
pass them up. And 0, pirza-loving families enjoy
their dinners for “regular price, five bucks, five
bucks.” Furniture shoppers get new sofas but
“don't pay a cent.” And, Owd Mavy patrons get
Gap chothing at half the price. But what deals, you
may ask, are available to the cost-minded film-
maker? ‘Well, dear friends, look no further than
LIFT's two-Tor-one Festival Submission
Extravaganza.

Yes, for the price of one measly application to
the Toronta International Film Festival you too can
get, gratis, free, without charge, at no cost, com-
plimentary and on the house, the chance 1o sub-
mit your film to LIFTs Salon des Refusés. What's
that you say? MNever heard of the Salon oes
Refusés? Well, if you were a 19th century French
artist out of the good graces of the Academie des
Beaux Arts, the Salon des Refusés was the best
venue you could hope for to exhibit your work
LIFT's incarnation of the Salon is intended to pro-
vidde filmmakers who have been overlooked by the
Toronto International Film Festivals selection com-
mittee the opportunity to have their work dis-
played around festival time

This year's slate of films had a little something
for everyone. Of the countless films submitted,
ten were selecied (randomly, mind you) for this
years Salon. The films ranged from experimental
through drama, 10 comedy and even mockumen-
tary

The first film screened was by Jenny Bisch, The
Arousing Adventures of Sallor Boy. It's a light-

hearted story of a sailor in search of his dream girl,
shot cannily in a 1930s-style with a touch of con-
lemporary maojo. An expenr‘nen'lal plece nthier
routine nor frivolows, its well thought-out and
exeCuled

Audrey Cumming’s A Stolen Moment, while
more tragibionally shot, s equally surmeal. It tells
the story of a young woman who finds herself in
a corporatist society that has no room for vanety
or love. It suggests that, although a human being
can be contained in metal halls, the human spint
will abways find a way to break free, if only for a
stolen moment

Why Are You 5o 5ad? by Heidi Phillips is an
interesting fusion of the experimental nature of
The Arousing Adventures of Sailor Boy and
the existential angst of A Stolen Moment. The
images are very fluid;, so much so that one gets
the impression of staring into a douwd-filled sky
The shapes coakesce, and images begin to form in
the viewers' mind. But these images are not hap-
hazard. A careful choice of music and sound
guides the visual assault, which at times i5 both
driving and haunting

Brendan Foster-Algoo’s Anamnesis begs the
guestion, “Why would anyone put their body
through the abuse of a baxing match?” and does-
n't shy away from an answer. The fight scene is
nothing short of amazing. Another fine filmmak-
er on whom we should all keep tabs

An intermission was followed by another film
that has been well received, My Original Sin, by
Luci Pagé. A playful jab at morality and the
Church, My Original Sin is the story of a young
lady whose obsession with a hot pink sweater
nearly leads to familial catastrophe. A tight tale

PRICES:

SALON

Beniclan Foster-Sgoo’
Anammnesis



with some superb dialogue. Definitely not to be
missed

Blue Boy & Girl in Pink by Jason Gaffrey s a
tale about becoming parents. Its well-worn
ground covered in a simple, yet innovative way.
Having recently become a parent myself, | can tell
you that this one strikes close to home. Makes
you wonder how anyone survives parenthood

Part of growing up is learning to deal with

crushes. Jill Riley gives us a guide on how 1o sur-
vive celebrity crushes in The hard facts of a rock
n'roll crush (Parts 1, 2, 3). You'll find yourself
drifting back to all of those stupid posters Yol
hunqmmmﬂlingudtﬂmdandshating
your head in shame. It's a light, happy movie that
will make you glad you're not a teeny-bopper any
more,
Matthew Etches' voyeuristic foray into the life
of a taxi driver comes next on the playbil. In A
Quiet Moment with Richard, we witness a
night in the life of a Winnipeg cab driver. We learn
about what makes Richard tick, and the audience
gets a sense that there is more to this mischiovous
character than meets the eye.

Bush Wact by Michael Maryniuk questons
marny of the policies put in place by George W
Bush. Thought-provoking images set to “lrag
Around the Clock Tonight™, a re-working of the
mwmmfmatuﬁeﬁmmm-
ful and often insightful warys. A must see for fans
of Michael Moore,

The evening wound up with a mockumentary
by Magie Matulic called Mittens for Inmates. It's
the story of one woman's quest to bring happi-
ness to Canada's down-trodden inmates, one mit-
ten at a imel Who'd have thought a pair of mit-
tens could save a life?

Mmmmmm,tlwumldehfﬂﬂ
TIFF. So, next year, when you et that fateful let-
ter disparaging your lifes work, don't fret! You'll
have qualified for the UFT's 12th Annual Salon des
Refusés. It's in Toronto; it's in September,. what
mize do you want? Best of luck!

GRAHAM PEDDIE IS THE WRITER AND DIRECTOR OF
GMINUTES AND A PARTNER IN OAKVILLE-BASED
Insioe CENTER PRODUCTIONS.
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JoAnne Greenham, the director of the Gestalt
Institute of Toronto, is much in demand as a psy-
chotherapist, consultant and teacher. She has over
30 years expenence in the fisld and has worked
with many people in the arts including directors,
actors, wiiters and visual artists. She herself stud-
ied at the Ontario College of Art (now Ontario
College of Art and Design) and has a special inter-
&5t in creativity and dreamwork. | wanted to inter-
view Greenham about creativity because she i
perhaps the most creative and unpredictable per-
son | have met. Studying with her has been a fas-
cnating and rich experience, characterized by
playfulness and an inclusive attitude to life. We
met twice over the summer for the purposes of
this interview.

Daxya Fama: What is creativity?

loanne Greewnam: It making something out of
nothing. Its a process of making a whole, a for-
mation, Genesis

DF : And when we say a person is creative, what
are we saying about them? Often 'm not even
sure what | mean when | use the word,

16: Well, | think everyone has their own meaning
for these words, their own assaciations. | tend to
think of it as what a person does with the available
FeSOUITEs

DF: Why is it so interesting? There are so many
books trying to explain it
IGt It the surprise. The unexpected. The suspense.

DF: I'm curious about what it takes to do that, to
manipulate resources and materials in the environ-
ment and make something new, | know I've often
feit an element of fear in myself and seen that in
other people too,

K It has to do with destroying. | look behind you
there on the sofa and there’s a big pile of stuff. |
really should go through it and throw things out—
s been there for a year. There's something about
disturbing and dismantling that's upsetting  for
people. The creative person has to dismantle. And
I don't believe that many people can do that with-




out andety. I'm so stuck on the order and the rules
about not mixing. You find out what's disturbing
1o you. Its your serse of what's allowed. There was
a student here who started to mix dry pastel with
oil. And it made me nervous—| told her it wasn't
going o work. Well, she wasn't afraid to try it, and
it worked beautifully

DF: 50 we block oursehves?

IG: When you think about it, there are blocks to
contact that go on in the neurotic. They interrupt
themselves. Theres the simulus, the awareness,
the exCitaton, the achion, the approach, the reso-
tutson and then the withdrawal when it's Tinashed
same people might do something with a couple of
sticks and say that’s lovely. They're satisfied. Their
process is interrupted by the speed with which
they do it in s0 that they don't go through a sen-
sory expenence. In some ways, i we were (D
involve a Gestalt model 1o creativity, we would say
that it is a process that must involve the unknown
56 that when wniters have writer's block they get
stuck somewhere, and it must have something to
do with the fear of the unknown. They struggle
with not being able to proceed and how they
screw anound at that point, how they struggle and
frustrate instead of trusting the emptiness that
must be part of the creathve process. The not-
knowang s the place where something new is
forming.

DF: And so how would you work with the block?

}G: | o 6L 0 the Tirst exenose on the first day. [/ had
Just co-lead Jodnne’s Art Therapy and Drearmwork
wiikshop, Jodnne is referring to an expeniment in
wihich participants were asked (o draw a picture
uging ail their mast mgid and fnghtening axpecta-
tons and standards Faragoxxcally they were
dravving atfenbon 0 the demands and criliciEms
that arists wsually experience as background
naise. By bringing that nose to the foreground,
participants could incorporate it consciously o
the artwork and see how it shaped ther work. The
MEsSUtant orawings Were NeCne, CCLNae SOme
what tight ikenesses of varfous objects in the
roovn.] That's the exciting part. You introduce the

stoppers, the blockers, the weapons you use 10
freeze yourself, and then shine a light on it Its ke
saying, "l see you've got a gun.” (laughs)

DF: Right. The idea is to exaggerate the problem or
SYmpIom i Onoer o MeOuUcE (1S povwer. Inslead of
trying to smash through the problem, you make
the protdem central to the artwork. \VWhen you
suppress it you make it worse. [To the reader: Try it
for yoursell. Next time you feel blocked, don't try
i loosen wp. instead fry fo bghien more, and
learn how pou tghten yourself.|

IG: Yes, and the person with the gun gets a little
disarmed. “Yeah?1®, they say when you point it
OUL IS Stalrng 1Ne DOVIDUS, WONGng with the oo-
ous, instead of what aught 1o be

DF: You eventually bring your standards back in so

proin S Bare wesses samprociuct com

JU'VE GOT A GUN”:

A CONVERSATION WITH JOANNE GREENHAM

BY DARYA FARHA




that they don't just block you, they can help you to
produce stuff that's good.

IG: Bring them in with awareness and drop the
ones that are useless. When they're controlling me
and running my life | can’t respect myself, | feel
worthless, | don't respect what I'm doing. For me,
in my life, nobody expected me to be anything
specific. There was nothing about perfection in my
life except maybe the way my mother washed the
fioors. (laughs)

bF: You didn't have a lot of expectations put on
you? Wow, that seems unusual to me. | don‘t
know what we should do; | feel almost like we
should make a scentific exhibit out of you or
something.

JG: | don't have that anxety about standards and
perfection. I'm happy to be here. I'm just happy to
have made the team.

DF: I'm wondering about other sorts of blocks and
problems. Gestalt is concerned with where you
stop yoursell. I'm thinking for example of film-
miakers who get stuck in the pre-production stage,
or film a lot and can’t move on to editing.

1G: There's so much exctement. Therne's some satis-
faction in the gathering of matenal. | think it's a bit
addictive. And then people become gatherers
rather than artists or filmmakers or whatever they
want to be. When you're stuck, caught up in the
gathering of data, you might lose interest, you can
lose contact with your process. All they get s more
and more instead of engaging their attention. For
people with ADD, no pattern begins to emerge.
They're caught up in the activity of gathering and
aren't paying that much attention,

DF: What about people who focus on the end, on
the product?

IG : That's the ambition, to be good, 1o be great.
Ambition controls the art work, Unless you're
stuck thinking you'll never get anywhere. Then the
intraduction of ambition can be an important
companent in the process. Ambition doesn’t have
to be neurotic.

oF: | also often have a problem concentrating. it's
Fike 1 can't let myself become absorbed in my
work. | can't let go of the social,
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|Gz It's another cycle of involvernent that's upstag-
ing the creativity. Something s unfinished, unre-
solved in your relation to the social, You don't have
1o resolve it, but you need at least to be aware of
it and put it aside,

DF: There were quite a few artists, people used to
working with images, in the An Therapy and
Dreamwork workshop. What difference do you
find between people who work with images and
are used to drawing compared to those who aren't
in terms of art therapy?

Gz The artists are very committed to the exercrses.
They're not worned about their drawings so they
can get right 1o the feeling. They enter at a differ-
ent place on the continuum. With those who
aren't used to it, you have to start earfier.

DF: I'm really interested in the program you're
doing in the spring using video, Can you talk
about that a little?

IG: I'm interested in the notion of projection. |
wondered what it would be like to bypass all the
verbal stuff and just see yoursell. We put a lot of
clout in our opinion of how we're perceved by
others. In our young adult life we assume things
about how we're percerved. My Interest in video
started years ago when | was in couples therapy
with a therapist who used to videotape the ses-
sions. What happened for me—it was quite pro-
found—is that | stopped judging myself in terms of
my appearance, of the kind of person | was, and |
recognized mysell. it was empathy for mysalf, |
stopped indulging in so much self-criiasm and
self-gvaluation. | don't know what will happen for
the participants, One of the students who's in film
is going 1o operate the camera, and the tapes will
be destroyed when its over. It will be an experi-
mental program.

bF: I'm wondening though if maybe people have
gotten used to seeing themselves, what with the
accessibility of wdeo technology now. I'm thinking
especially that many independent filmmakers see
themselves a lot; they're in their friends’ films or
artwork or even in their own, Will this be anything
new for them?

16: When you're doing it in your art you're control-
ling it and framing it. But this doesn't have that
element. That's why we're calling it Through the




Eyes of a Stranger. This use of video here wall cut
through our sense of aesthetics, aesthetics that
aften come from our crazy values,

DF: | know you've run a program for actors in the
past. What kinds of issues come up when working
with actors?

JG: The groups we did were quite amazing. We did
therapy wath them, a lot of the regular experi-
ments. And we had them act out a scene from
their own lves. Actors have Bsues around authen-
tecity. What tended o come oul was how much
more authentic they were when they acted out
their own lives. They played themselves in the
scenes, In the old movies you see that the actors
were hammy, corny, play-acty. Now we value real-
ity, things have to seem real. 5o, nowadays, actors
have to be able to be corny and giddy In order to
get some relief from that pressure to be real. 5o
we give them a chance to do that

DF: It’s a bit of a paradox, because you have to play
al this incredible authenbiaity. You're taying that to
qﬂinauﬂ‘mﬁmrpu'wpmmpmmm

IG6: Yes. Another issue for actors is that they have
irouble because they have to both suppress and
express emotion at once, We had one actor here
who had a lot of anger lowards casting agents,
because of the power they had over him. And so
we got him to go in to auditions and kind of curse
the agent under his breath. By acknowledging his
feeiings he was able 10 access more emotion and
energy for the audition itself

DF: And what about directors? Have you worked
with film directors too?

JG: Yes, | worked with two very well-known direc-
tors in Scandinavia, They were opposites from
each ather. One had an idea, a vision, that guided

him. The other worked with the actor, and with
the actor's deas.

DF: Before we finish, | wanted to ask you about
your own creative process as a therapist. You
know how gymnasts run and then do a tumbling
kne? You tumble but without running first. | can't
sée it coming-all of a sudden you do an aerial or
somithing. You're not working inearly or through
explanation,

le: It probably comes from my recklessness
Because | don't really know how to tumble.

DF: | love It To me you seem like a conceptual
artist. You take huge leaps, | don't know how you
get there bul it's always amazing.

1G: What it is for me s that when | wade in and go
carefully then | get so impatient. You have to lay
the groundwork, bul, eventually, | lose patience
and | say “let’s go for it." What's to lose, as long as
you're willing to deal with it if you're wrong?

DF: Maybe thats why there's such poyfulness in
your work, even when you're working with sad-
ness of anger. There's something about joy and
risk, They seem related 1o me,

IG: Yes, they do, Somehow, what it brings to mind
is children, Children will find pleasure anywhere.
That's what they do. Iif they’re not given the oppor-
tunity for pleasure they'll make anything pleasur-
able.

DF: I'd never thought of that, but thats so true
Realizing that makes me feel a little sad, since so
many children become afraid and lose that instinet
for pleasure,

IG: Feear stifles creativity and nisk-taking. Espression,
if it's disabled, thwarts a person from expressing
how different they are. We are unique, and we
nead an outlet to express who we are.

To read more from Daryas conversation with
loanne, please go to www.lifLon.ca

Danva Famxe 15 A LIFT MEMBER AND A STUDENT AT
THE INSTITUTE. THIS IS THE SECOND OF TWO ARTI-
CLES ON CREATIVITY.
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MESSAGE FROM THE EXECUTIVE DIRECTOR

Ye to i & b woan sl Hardad Choms of
back in Seatermber and for making it our most W

essful fundraer over Over twio hundred people
attended the Salon des Kefusds, many of whom bid on
iems In the silent suction, Of course, our fundrases
would not have been possible wathout the oS
support of our o ri. There were 99 fens in the auc-
tion which generated shghtly o than $15,0008 |
wiolld aiso Ble to thank the staff, board and voluntesrs
whio contributed 1o making the night a huge Success, |
wolld like 1o thank Mark Fonflosn partscular, Wi wol-
wrteened hes time woliciling a number of new donaticns
for the auction The success of Shine it Onl is & test
mony 10 o strgnc), witwant and genend fikm commil-
mly n Torontn, On behatt of UFT, | am plestsd o
anncunce Martha Colburm a5 our viuling -'Uu_:lgl'l artet
in residence in Octaber and Novemiber (See intensew on
page 4). Martha 15 a remarkable filmmaker whose one-
athity is only furpassed by her productivity,. Oved the
past ten years, Martha has completed mose than 35
filrrs! MEartha will e at LIFT for sin vk 10 share her
creatraty with the membership. Please drop by and say
heirlla

LIFT mnitiated A fonetgn resdancy progeam this year in
an effort 1o expand the boundaries of hilmmaking By
inwiting artists who work in film in a unigue and ongi-
nal wary. Martha (ke Leg Kt earber tha yearn) has been
immied 10 LFT in a0 effon o promote moe radical
fonms of Mmmakng. As part of her neadency. Mastha
will be teaching a master class in college animaton, We
have also teamed Up with Fleasure Come fo present a
program of Martha% work on Fnday, Ooober 29 at
Cinecycle. | highly mecommend that vou check out
Martha’s wonderful filrms. She is an cutstandeng aris

Shine it On!

HOBERTO ARGANELLO, EXECUTIVE DhEfcTOR

MESSAGE FROM THE BoarD

The LIFT annual $59 Ko Excures Flm Festval seerms ke
a leng time awny, but 'm already thinking of a couple
of rdeas that 1'd lies b0 try ouT This past hestreal | earned
how to use the Qsbermy animatson camera in the Azure
rpom and pholographed a fnends astronomy sketeh
book. Cther than lsaming the machine, which took a
coupse of days, the shoot only took seven hours (with a
hall o fior lunch), My soundirack Wik made, o ond
afternoon, in the Prolooks oom with the creatne help
of Greg Boa. | shot some credits, made a pnnt, and
sipddenty had a shan film of my own!

Somaans sugoistiag that | shaw it 1o Susan Oxioby,
progeammes for the Wavelengths section of the Toron-
to Imternational Fim Festhval. Before | knew i, the title
of rry film. The Observatory, appeared in the TFF pro
gram boox besicde theee other tithes, One of the films
Wi an exparimantal documentany about the history of
the telephone operaior. I stark conirast (o my thiee-
day production, this liimmaker worked on her film fo
nine years researching, gathering lound footage, edil-
ing. re-aditing, and 0 on. Both of our filma, which were
af the opposde ends of procduction methods, had found
a place in an interesting and thought-prowoing  pro-
gram, It made me realize how incredible an opportun-
ty the Mo Excuses inltiative s 5omething very simple and
shori can have a tremendous effect

i you have been pondenng an idea for a film,
ratter how smple, | enoourage you 10 reshoe it The
LFT staiff are inhnitely knowledgeable about equip
ment, film stock and methods 10 caplure (deas (Greq
halped make my sounditack sing; Vanessa Ghelesshy
banged her head untd the Protooks system was up and
running again; Michael scanned some great produciion
lills from mry phint: Shenaz offered many suggestom
about detribution; Roberto helped me load the Oudber-
fy, and Renata gave me candy—not i that order). Star
planning outl your idea and look for the regstraton
date for the $89 No Excuses Film Festival earfy in the

niEw yEar.

ALEXT Mamis, Crkin

NAME THE MAGAZINE!
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LIFT'SNEWESTMEMBERS

(uly 26-Septamber 10)

Stephen Andrews
Danny Beauclerc
Andrew Choi
Sandie De Freitas
Farhad Farazmand
Alex Fayle

Ellen Flanders
Mamoun Hassan
Matt Kelly

Naila Lalji

Zaheed Mawani
Terrence Odette
Viki Posidis
William Sabado
Rebecca Saxon
Andrew Stibor
Catherine Stinson
German Taupier
Lee Towndrow
Julian Wierzbicki

NEWORGANIZATIONALMEMBERS

(July 26-September 10)

Rehab: Parkdale Film and Video Festival
iMAGINATIVE Festival and Centre for
Aboriginal Media

VISITINGARTISTS

(iely 26-September 10)
Becka Barker of Halifax, Nova Scotia

VOLUNTEERNOTICEBOARD

Thanks to the following members who helped out
recantly in the office (July 26-September 10k

Richard Austin

Elena Bojilovia

Victor Cheng

Sandie De Freitas
Farhad Farazmand

Mark Fiorillo

Luis Martin Flores Garcia
Brendon Foster-Algoo
Martin Greizis

Mamoun Hassan
Dar Higden

lan Kennedy

Luo Li

Andrew Long
D*Arcy Maclean
Mark Masoumi
Viki Posidis
Michael Ruscitti
Eric Song
Catherine Stinson
German Taupier
Justine Jung Eui Yang

Thanks to the following members who helped cut at
Shine It On! on Seplember 8, 2004;

Ana Barajas

Scott Berry

Adrian Colussi
Mamoun Hassan
Shannonn Kelly

Kyle E. Martin

Anna Van Der Meulen
Jeff Stern

N. Jane Walker

GETINVOLVED

WaNT To Be a Memacr of LIFT

Do you have a friend interested in becoming & member
of LIFTY Or just curious for yourself? Come on down o
one of our Orientation Sessions held on the 3rd
Wednesday of every manth Trom 11:30am -1:00pm, At
the session we discuss how 1o become a member, what
goes on al this crazy place, and we give a tour-of the
facilities! Flease call Renata to reserve @ spot al
4165886444 or by e-mall at membership@lift.on.ca
Upcoming Ornentation Sessions: November 17,
December 15

MEMBERS FiLm LinraRY

Hawe you finished a film recently? Drop off a VHE copy
of your past and present film gems for other LIFT Mam-
bers 1o wiew. Don't forget to fill out an information
sheet while you're in the office. The library is another
oreat way 1o for other keen fimmakers to see yaur
work, For more information call Renata  at
416.588 6444 or e-mail membership@lift.on.ca

WORKING ON A GREAT SCRIPTIT

Take part in our monthly script reading senes, LIFT QUT
LOUD, where members workshop thedr short scripts by
professional actors and get feedback from the audience
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ing to the particular roomis) that has been booked. The
cards are to be bought and used only by accessing
members. The price for the cands is $10.

Members with deposits should
come down 1o LIFT to collect them. All outstanding key
deposits remaining after November 30, 2004 will be
void and non-refundable.

NEW IMAGES FILE FOR ANIMATORS AND ILLUSTRA-
TORS

LFT & creating new images files for drawing/ painting
and for cut-out animation. The paper cut-outs will be
made avallable to accessing members {Assoclate and
Full) for use as a reference for drawing/painting or for

mmmmmm.mm ]
coninbute matenals or wistung 10 use

shoukd contact Vanessa Lam at LIFT. o
Michele Stanley for co-inspiring the concept.

TELECINE BOOKING INFO
Al accessing LIFT membaers (Associate or Full) wishing
o use the telecne transfer systern must their
transter tame in advance with Greg or Vanessa, Same-
day bookings o drop-in transfers will only be consid-
ered pending on room availability and t@mk:ﬂ
co-ordinator availability,
Anmqunmuummiqﬂapmlmm&ww
Vaneisa for Friday telecine transfer bo -~ Fridays

-\.u—-\-lju |

wmummmmwm wm',

arm.).
The telecine transfer system at LIFT can handie very

can be adjusted 1o a greater degree. Ihhlﬂlﬁ{-

e A perl, pdpsioTroei
rections, please book enough time to make the commec-
tiains,

cmmmwmmﬂrmrﬁ'
booking

length and condition to get a
duration for your telecine transfer.

mmdﬂt.lhﬂl
UFT Grants or LFT Equipment credits will be

MEW EQUIPMENT RENTAL ITEMS AND CHANGES IN
PRICES ]

LIFT has acquired the following equipment pur-
chases or through generous donations. 1

Satt light 2 available - sach wes 3 158 o0 1

. . " s '.5"'.- THAE
cote}§b preio0s

$a/day Full Members & §16/day Associate Members

A thank you to Charles Street Video for thew generous
donation of the Soft Lights.
Audiotechnica Cardiod “rock & roll” microphone
§54day Full Members & $10/day Associate Members

Sany stereo microphone
15/cky Full Members & $10/day Associate Members

MEZZANINE PRICE CHANGE

Oid Price $3hr Full Members & $6hr Assocate NMem-
bers NEW PRICE §5/hr Full Members & $10M Assovate
Members

MEW LIFT STORE ITEMS
mmummm — $3.25/each
mmum-ﬂﬁm

mmmm

The Protools wvoice-over booth has been complately
nsulated and is now noise proof for accessing members
wanting to record voice-over namation, simple foley
work andior musical recordings.

A huge thanks to Gordon Creelman for the creaton
and imulation of the voice-over booth. This K a feature
of the Protooks room that members will truly appreciate
and e quite often.

ye Film Fest Fﬂmmﬂmmna-
mwmmmmmmul
showeasing films directed by women in March 2005.
The Female Eye curates and hosts an annual Feff An
Exhibit in with the festival every year since
iits inception in 2001,

The Female Eye is holding a poster competiton for
the next Female Eye 2005, We are also seeking designs
for an award statuette that will be to the

_award-winning filmmakers at the festival annually for

years to come. The posters and statueties selected for

will be exhibited in a curated group show
prior 10 the judging for the award-winning piece< The
selected poster will sefve as the poster image for al
Female Eye marketing and prom material for the
Foff 2005, The statuettes will be pres 1o the film-
makers at the closing of each annual festival. The win-
ning artistis) will receive an honorarum, as well
recognition throughout the year on the official Feff
website and in all marketing matenal. Please note Al

NATIONAL SCREEN INSTITUTE FiLM
EXCHANGE

Got a short or feature film that's ready for audiences,
distributors and broadicasters? Then show your stutf in

s, . B AR NN N IV R S5

CALLSFDESUBMISSIDNS




UPCOMINGFUNDINGDEADLINES

Whnnipeg thei wanter: theé Natonal Screen instiute Canapa CoumciL

Canada (MS1) has issued the call for submissions (o NS 1 .B00.263 5588 Fax: 6135664390

FilmExchange Canadian Filim Festvad Manch 2 - 5, 2005 waaa canadacouncil.ca

Wisit wwaw.nsi-canada, ca to download a film submission

form and for more information abouwt NS FimEx- Grants to Film and Video Artists

change. NS! FilmExchange Canadian Film Festival is the Research/Creation  Grants;  Production  Gramis;

largest established film festival featuring 100% Caradi- snptwriting Grants
an feature and short films. Deadiing: November 4 Deadlines: March 1, 2005
IMAGES FESTIVAL Grant to New Media and Audio Artists

The Images Festival 5 seeking submissions for our Retearch Grants: Prodoction Grants New MMedia
upcoming cebebration of new and exciting media art Rewadenca

Tre 18th adition of the images Festival will take place  Deadlines: March 1, 2005

April 7-16, 2005 in Toronto, Canada, and will showease ¢ 0,y Council for the ArtuMatural Scences and Engs-
approximately 200 film, wdeo, performance, mstallation neering Research Council New Media intiatve

ard new media works from Canada and around the Deadline: March 1, 2005

warld. Full guidelines and entry forms for Film & Video

submissions  (Competition Program or Student Pro- Travel Grants to Media Artists

gram):  hitp v imagesfestival comfeorp_sitasib- Dead|ine: Ongaing

mit_2005_awpdi . W your computer & unable to

download these files, you may request a 1ext versicn of ONTARIO ARTS COUNCIL

these guidelines and forms from submissions@images- A16.961 1660, Fac 4169729650 wiww ars on.ca;
festreal com. Film and video deadline: November 5 infodans.on.ca

(final deadline is November 19—higher entry fees
apply)

MeDia CiTy

Wedia City is currently seeking submissions for ins farth-
coming festval of internatonal expenmental film, wdeo
and media ari. The eleventh edition is sated to rampire
February Sth-12th, 2005, in Windsor, Canada. No sntry
fee. Full guidelines and entry form can be downboaded :
fiom 1hEI]-:nII for entries page of our website: LI FT'r: L Inl.s- 5 | Fl E D 5
hitpaiwwew houseoftoast ca'mediacity'entries.html

Deadline: November 19

Emerging Arsts Film and Video
Deadline: December 15, 2004

TomonTo ArTS COUNCIL

416392 6800 wwaw, tormontoartscounc] ong
Media Arts Grants

Deadline: November 17, 2004

Mambership Club entithng members 1o gel 50 to 100
Professionally Packaged (Replicated) Pressed DVDSor
Lhstribution in & varety of Ways ai a low=-budgel allued-
able price. more info waadviilms.ca 416 447 5728
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The Entertainment Group

Specializng in unit and release publiciy for flm and ielevision.

SERVICES INCLUTE ;

= Designing of press kits

= Greation & distribution of peess releases

« Talent handling

» Festhal publicity

« Coordination of interviews and appearances

Michelle Daides 1 416, 364, 9223 x 240
Kari Hollend

L 416, 964, 9223 x 238

For more information contacl

Membership@LI FT.;: n.ca

{ tha LIFT webdite: wwwi . LIFT.on.ca

CANADIAN FILM CENTRE'S

"™t WORLDWIDE SHORT
£+ FILM FESTIVAL

JUNE 14 = 19, 2005
TORONTO, ONTARID

DEADLINE FOR ENTRIES:
February 28, 2005

Scroening thie finest short films
and videos from Canada and
" around the world.

Esif - A i mil - 1
F farm &nd detmils onsng &
— C

— e WWW WORLDWIDESHORTFILMFEST.COM

i times a year 1t
and member

CLASSIFIED ADS (APPROX. 30 WORDS):
LIFT MEMBERS

NOM-MEMBERS

ADs:

% 60.00
5110.00

18 PacE (2 7i8" X

1/2 PaGE HORIZONTAL [6" x 4 1/8")

FULL PasE (6% x 8. 1/3%)

INSIDE BACK COVER (7* % 10"

OUTSIDE BACK COVER (7 X 10%)

DISCOUNTED RATES FOR MORE THAN 1 1SSUE.

CONTALCT THE OFFICE FOR DETAILS: 416.58






