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A CONVERSATION WITH VELCROW RIPPER ¥ Dasta Sreman

[

Velcrow Ripper is a Genie award-winning filmmaker, writer, web artist, and sound designer. He
has directed over thirty films and videos, both fiction and issue-oriented documentary, often with
an experimental edge. His films include In the Company of Fear, a documentary on non-violent
resistance to the “dirty war” in Colombia; Golden Gate Award-winning Open Season (co-directed
with Heather Frise) about bear hunters and the activists who "hunt the hunters”; the multi-
award-winning non-fiction feature Bones of the Forest, (co-directed with Heather Frise) about the
struggle to save the ancient forests of British Columbia. (Best of the Festival 1996 Hot Docs!
Festival, and Best Feature Doc 1996 Genie Awards). | conducted a lengthy interview with Velcrow
Ripper at the 2004 Toronto International Film Festival, where his latest film, Scared Sacred won a
Special Jury prize.
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Dania STermac: I've been familiar with the idea of
Scared Sacred from when you brought the film
a5 3 witbsite to TIFF in 1996, When | saw it | was
astounded by its beauty and its' aesthetic design.
It showed such versatility. | became very interest-
ed in it, even had it linked to the expenmental
web site | ran from 1996-1999, "Cinema of Vision
and Transformation.” How did the film evolve
from that web site?

viucmow Rieees: Scared Sacred began as a web-
site back in 1995, the Paleclithic era of the web.
It was really an exciting time. It was the first artist
driven website to come out from the Banff Centre
for the Ars and we were using Netscape 1.0. The
website still stands up today; | think it has fresh-
ness and strength to it. The idea came out of the
collision of those two words “scared™ and
*sacred.” It was 1999 when | actually decided to
go out and make the film; it was around the time
of the millennium and there was a sense of fear
building in the world and a sense that there was
a dark age ahead of us. So my approach was to
go oul into the worst possible moments in human
histowy and try to see if there was something that
could be learned in those contexts, looking for
stories where people tried to turn the scared into
the sacred. And 10 take those moments and trans-
form them,

DS: | see the film as a journey, Rterally and
metaphorically, as well as your personal spiritual
journsey, which becomes our own journey as we
travel with you. The first location you visited dur-
ing this ominous, before-the-millennium time is
Bhopal, India.

WR: | actually went to about thirty different ground
zeroes around the world and only eight of them
are in the film. But Bhopal was one of the first.
When | first arrived there | was really over-
whelmed; it was this really toxic, industrial city in
india where a huge tragedy occurred, Whete over
20,000 people were killed when the Union Car-
bide factory exploded—{Union Carbide was] an
American-based company whose safety standards
were inadequate because, | think, they didnt
value Indian life. And my first impressons were to
be overwhelmed, just to think this was the worst
place on earth, After two months of living there,
getting 1o know the people, it [became] one of

my favorite towns. I've met so many incredible
and inspiring people, survivors, and I've lefi that
place completely uphfied.

ps: After Bhopal, you traveled to Cambodia. In
the film this was extremely moving, seeing how
ties, the killing fields, and the rule of the Khmer
Rouge.

vit: Cambodia i a country where every single per-
son there has experienced a story of loss. There
isn't one single intact family there. You talk 1o
anybody, and they've lost family members, maybe
all of their family, and they may be the only one
lefi. So everywhere you turn, you can see this It
was a Buddhist culture at the time of the Khmer
Rouge and of course they couldn't practice, so at
the time | arrived there Buddhism was just begin-
ning to re-emerge. And thats where | met the
main character in that scene, Aki Ra. He's an
incredible man who lost his whole family and now
dedicates his entire fife wandering through mine
fields in Cambodia, taking out mines with a little
wooden stick. He takes out about a hundred a
year,

D5: Scared Sacred has a personal namative voice-
over and you often speak of yoursell in the singu-
lar. Were you travelling solo, and were you flying
back and forth to Canada to fundraie?

VR: Yes, | was alone pretty much for the first two
or three years, | wasn't coming back and forth; |
was just gone. | was travelling on money from the
Canada Council and BC Arts Council funding. |
was basically circling the globe, and | was at that
point fundraising along the way, because in the
middle of that | had everything stolen.

05: Wow, did you also lose your footage?

VR: | didn't lose my footage; | FedExed it home. |
FedExed home fairly regularly. But | lost my car
and my video camera, my coat, and even my
shoes. So | was just standing on the side of the
road with my little handbag. And, at that point, |
wrote a letter to a milllonaire that | know, who
funded my films in the past, and she said “Yes.”
So then she funded me for at least a year, just
enough to keep me going. | didn't want more. I'm
very clear with her that I'm very efficient; so | was
very careful with the mesources.

5‘”1. HI'“ Sacred
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~ nological retrospective of the digital video medi-
-'_. “um from 1999-2004, It starts with the cameras
that were available then and unfortunately my

camagﬂtmhnm.:tmwwasu I'd get a
new camera and mgrade it. 50, in every location,
the image thﬂ'lges, and, in the end, the final half
of the film is shot in 24P video, so it looks very
film-like. And the whole deal is blown up to
35mm with a Dolby digital mix 50 it looks and
sounds fantastic under proper projection circum-
ances.

8: In the film, you go to Bosnia. This really affect-
2 as I'm from the former Yugoslavia, and |
in Bosnia during the war, also photographing
ing. In Bosnia, you met artists who are
t the importance of creating art. How

s o St he i paple use art under such conditions

and e who live through these apoca-
 lyptic find a way toa grate? The
~ quest ! 1 all thig 3 kind of
thread o ; ocales
you have
VR: | me
trapped fo e dongest
tiege in modd g that
there was no {3 ar-
stantly at risk of B
to get some breac
was the freedom ¢
is the theme of the
essential freedom.
had to keep creatir
somehow trying to
of the war into
human soul, whi
believe me; in
essential truth; t
the film. This is 2
Teally work, su
ma-‘wa]l
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VR: I'm resistant to the new a
because it becomes a reduction. Its’
that people use to write things off. My Se
what's sacred is also much more open-ende
That's also why | don't subscribe to any one
gion; it's just too limiting to me. | think its g

for some people, wonderful for some peaple; it
gives them a structure that they can use and apply

and within structures people find freedom. That's
not antithetical. In discipline there's freedom. But
for me personally, I'm very resistant to any reduc-
tion of what the film is about and what the sacred
is, Even though we're afraid of that word. Words
get abused in the way that 9/11% been abused, as
a propaganda tool. And the way religions become
fundamentalist, and they become isolating and a
way of saying our way is the only way:

DS: You have this beautiful shot where you are
leaving that famous tunnel leading out of
Sarajevo—through which so many people
escaped—then you cut to the tunnel in London.
These tunnels represent such diverse realities, psy-
chologically and physically. In the narration, you
say you are having a kind of breaking point
because you see yourself as a tourist traveling in
the landscape of darkness.

VR: A camera can do two things: It can actually
open you up to seeing, or it can become a pro-
tective mechanism that prevents you from seeing.
Yo think, well, I'll see it later, when | play it
ut on this journey, because of the incredi-
bth of the places | was going to, that was a
fake. | had to be fully present, and the camera
ould not have been used as a protective mech-
anism. 5o this culmination of having everything

stolen and all the things that happened during

that two weeks after I'd been racing around

Europe is exactly what needed to 1 sud-

denly dign’t have a l:an'leta‘iil’ijfmum!u s able
mmﬂﬂ‘rw’rmrvebm g, and
wlmtitwasald:ﬂut hmatsense. ‘was the

thing that could haﬁ!“happm'tai_,ﬂ.nd it
hanged the way | :
5 for myself.

.a.tap:ace.{' vouldn't fil I'ldn"ttake
camera out until 'd been in a place for at least
tmlple-ﬂfdajsmthanmuld a;pwnn:e:tasa
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voiices that emerges in the ﬂlrn l:hen
Lamna.

VR: Yes, | ﬁhledﬂwnalallmnnthaﬂmtdayd
the new millennium; it was his millennium address
to the world, Dntnfﬂ:eﬂungshelaiksahwtis
matwarnsﬂwmsulrtnfﬂ-ﬂsnﬂq:mhpnﬂm
there’s a “we" and a “they,” and | think thats a
really central element to the film. He says the
destruction of your enemy is the destruction of
yourself, | think that understanding of "inter-
being,” of “inter-subjectivity,” is really what the
film' all about. That's what I'm left with: a con-
crete sense of the essential unity and diversity of
humanity—which are not exclusive at all. And
then !12 also says, not just through meditation and
prayer but through action, that things can
change. He's very clear that we need to get out
and act. He's not saying retreat from the world,
hide from the world at all. | think we often mis-
understand spiritual practice as a cop-out, and it's
the opposite. Its actually about finding the tools
to give you the strength to face the world, mth

out being destroyed by its chaos. They enable y ym
to be sensitive and strong.

ps: And then you go to Hiroshima. How did ;the
people thore survive?

WR: In Hiroshima, we meet a woman named Kae
Goh Ogura and she’s a Hibakusha, an A-bomb
survivor. And, like many of the A-bomb survivors,
she was prevented from telling her story for ten
years after the blast—a form of re-victimization,
When | interviewed her, | really had the sense that,
as much as she was giving to me, and therefore to

everyone else thro g film, she was also
receiving something ! »eing heard, She need-
ed to be heard, and she'ln fact has dedicated her
life to telling her stofy@nd that's what really kept
her going. Og 2 Dest. hope is that this never
hq:pensn::a jone else,

stan in 2000 you con-
4 women.. How did
ﬁ-m m? e
Afghan Women's
hmugh the regime

VR: RAWA is
Association. It
changes that began'¥
through the time of

'ﬂIrrEnyﬂh‘

completely changed their whole organization, It's

‘brought them into the public’s awareness. We
emailed back and forth, and then | met them on ;

the Afghan border and they managed to take me
into the refugee camps. It was in the time
between being in the refugee camps and the time
| was waiting to film the demonstration, that |
entered into probably the most sustained period
of absolute fear that | have ever experienced.
There was about a week of waiting. Everywhere |
turned | thought there was an undercover agent
working for the Taliban. So my parancia began to
grow and grow and | remember writing emails
home 1o everyone saying, “If | don't come back
please finish the film. All the master tapes are left
ata Suﬁ'hnph in Delhi; please get them and fin-
ish the film."

DS: Then we see you in post-9/11 New York. To
me, New York seemed so much more dramatic;

,;ruu were actually in the energetic context of

[ngasuwashaﬂmﬂmasoppﬂﬁedlu
memories in the landscape. | found
your coverage of the peaple there to be the film's
most haunmg ge.You say that you were
breathing in the smoke of the burning bodies,
That was very eerie, ﬂﬂum‘ﬁtﬁ.ﬁﬁhl .

VR: Yes. When New York happened | was, fortu-
nat&z.; |nsideihe US at a nuclear tm s]te fulmmg

nages for gils. Their leader was Killd.
U’P'Mm“ mam{mﬂm andtlﬁtﬂu‘-hu:- -

Sl Scared Sacred
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this film is to crack open your heart. It's painful,




be able to really experience reality without it
destroying you, but actually leaving you with
hope. 5o its a multi-layered thing that happens.
Pecple often do leave the screening in tears, yet
hopeful.

DS: Hopeful, as in having received a gift. That's
what the Buddhist monk, Sensei Enkyo, says
about 91 1—that it can be seen as a “qift."”

WR: She says that, as ordinary people witnessed
what happened on 9/11, that could actually cause
us to open up and have an understanding of
tragedies happening around the world. But, while
that sense of wisdom happened with some, it's
not what happened on a state level after 9/11. 1
was the opposite, and unleashed this chain of vio-
lence, which has still not tapered down.

D5: Yes, the awakening came for some but sadly
far many it did not.And then you arrive in lsrael,
Did you find something hopeful there?

VR: Yes, lsrael was the place where | wasn't sure if
| would find stories of hope, especially with the
construction of the wall. In times when we
thought walls were coming down, this one is
going up. The wall is furning Palestine info a giant
concentration camp. 50 it was a very difficult
thing to see and then, of course, as I'm filming the
wall, | get shot at. | really felt, as | was running
away, that | had been shot in the back. Even
though they missed, | had a sense of this phantom
bullet entering my back. And then | was suddenly
faced with a big challenge: What do | do with this

situation? What do | do with this sense of anger
that suddenly builds within me after the tear dies
down? And then all the questions of the film sud-
denly became very personal, because the immedi-
ate impulse is to strike back out. But what would
that have accomplished? And the answer for me
came though meeting with this remarkable group
of pecple called the “Bereaved Family Circle.”
They consist of both lsraeli and Palestinian parents
whose children had been killed in this war, and,
instead of choosing a path of revenge, they made
this incredible decision to work together for
peace. And, without a doubt, they are some of
the maost inspinng and remarkable people 've met
in my life. It takes them time to move through to
that place where they realize that nothing’s going
to change by going out and trying to bomb
another person or trying to kill them; it won't
bring back their children. So the next step is trying
to understand how it happened, why it hap-
pened. And, as Rami Elhaman says, the most
important question is “What can they do?" So
the burden is on their shoulders to try and make
sure it doesn't happen to anyone else, And, again,
that’s the consistent story of the film

T READ THE ENTIRETY OF THIS INTERVIEW WITH
VELCROW RIPPER PLEASE GO TO WWW.LIFT.ON. AND
FOR FURTHER INFORMATION ON THE FILM WISIT
WWW.SCAREDSACRED, ORG

DaRIA STERMAC IS A FILMMAKER AND FILM CURATOR
LIVING IN TORONTO

SELECTED FILMOGRAPHY

S PR AR T AT ERARATH o0 e i 1356 BOMES OF THE FOREST im-dewrted wish Heather Frse) [16mm festare

1950 s THIE COMPANY OF FLAR (48 mn , videod ey i

1040 SEPRLLITT 036 e m sl Bl i LEAVE ME ALONE DOK'T EVER (5 min, Ve

et -:q.n-:ﬁq:h.lrrm"h.llrlfﬁn: 53 min tiEt THE ROAD 5ToPS HERE: THE WALBRAN VALLEY jo-desried wih Heathes Fras
1997 FUMKILL oo-cineched vith Heather Fiise; 15 i, videal L S T 0 Wy

LIFT VOLUME 25 15SU€ 1 JAMUARY 2005



clock on your beds:de tabh.- 'I:!l.ll'.‘Jf.i its tongue at
you judgmentally. Your mind races. Your heart
pounds in your ears. You can hear the refrigeratos
chortling in your darkened kitchen, mocking you
with its grim efficiency. You feal like you have
something to say, but how do you find the words?
You feel like you have a vision worth sharing with
the world. But that one nagging gquestion
remains: Were Kevin Bacon and Kevin Spacey ever
in a movie together?

Okay. So perhaps your unanswerable question
comes wrapped in slightly different phrasing than
miree. But the question still remains: How does a
filmmaker find their community? Are you the type
of person who thrives in the structured yet coop-
erative environment of a large lilm crew? Or is
your temperament betlter suited 1o countless
hours locked in a dim room by yoursell toiling
over an optical printer of an Oxberry animation
camera? Could your quest for community best be
described as =Six Degrees of Kevin Bacon ™ —wait-
ing patiently for fate to link you with your perfect
project—or a5 3 more filmic version of karma than
thiat depicted in Pay It Forward?

For those morne interested in the nuts-and-bolts
of filmmaking rather than Hollywood trivia (so far
the two Kevins haven't been in a movie together),
finding wseful information on the Internet isn't
always easy. But there s hope. Your answer—
whatever it turns out to be—might just be at
www lift.on.ca, waiting for you to discover it.

Who?
www.lift.on.ca/mt/about.html
www lift.on.ca/mt/membership.ht

You don't even have to join to st
benefits of LFT. The first lesson s th
is open to everyone. Regardhess of
expefience of expertise there is ahwd
learn and new technigques 1o iy, So
fime being intimidated?

Before you begin making films, find out wita
resources are available to you. You don't have to

go to film school to leam about filmmaking. Why

not tap into the collective knowledge-base
countless filmmakers who make up L
bership? You can, as you are doing
LIFTs magazine 1o find out what j§
doing, and what they are thinking

Search

A ¥ The Liaison of Independent Filmmakers of Toronto —m———
\ H(.:ETTING CONNECTED: A GUIDE TO THE LIFT WEBSITE

films, or animation, or documentaries, of experi-
mental non-narrative films about personal histo-
ries, you can always find like-minded filmmakers,
Ewen if you haven't found your niche yet, the best
waay to learn is to attend screenings and see what
other people are doing. In the process you end up
supporting local artists and fostering a sense of
community. LIFT compiles and posts a nearly com-
prehensive list of film screenings and events in
Toronto

What?
wwwlift.on.ca/mt/community.htmi

But your opporiunities for hands-on learning
don't end there, You can sign up for a workshop,
Regardless of your skill level or aesthetic, there is
a workshop thats a perfect fit for you, And the
workshops are available for a fraction of what a
filrn school education costs. Even when taking an
advanced-level workshop, which requires a cer-
tain amount of knowledge or skill beforehand,
the requirements are all film-related. You don't
have 1o take a course on Greek drama in order to
learn how to use a Super B camera,

Where?
wwwlift.on.ca/mt/workshops.htmi

Thie mare you learn, the more exciting the oppor-
tunities become, After you have become a mem-
ber of LIFT and acquired the necessary skill-set in
workshops, you can begin checking out LIFTS
pra equipment or booking LIFT's editing facil-

website has a comprehensive list of the
; 1 available for rental, including
pf the equipment and the costs for
£ ol membership. i vou're uncer-
FCOATE @ member or interested in
ip entails, LIFTS website has the

.ca/mt/equipment.html

If you want (o start your own crew of make your

services available for someone else’s projects, you
gstart by looking through the Cast & Crew list-

don’t know how 1o use 2 Cerain piece

, find a LIFT member who does!

{ that sounds a bit too complicated,

start the new year with a work-




shop like “Guerilla Filmmaking in Super 8 for
Absolute Beginmers” or make your 2005 MNew
Year's resolution to participate in LIFT's annual $§99

Mo Excuses Film Festival.

Why not?
wiww lift.on.ca

SEAN BOKENKAMP |S A TORONTO-BASED FILMMAKER,

WRITER AND MUSICIAN
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AsKk QUESTIONS FIRST, SHOOT LATER:

TEN THINGS EVERY DIRECTOR AND PRODUCER MusT KNOW

01

Fight up front. Show
this to everyone you
bring into your film.
Don't work with any-
one who refuses to
read this checklist.
Muost of your collabo-
rators will be skilled,
honest and profession-
al. Much of this is obwvi-
ous, but it is best to
fearlessly ask what
may be stupid ques-
tions. As in  The
Spanish Prisoner,
politeness can be more
dangerous than rude-
ness. Look each gift
horse in the mouth,
Think of it like a kind
of pre-marriage course
where devil's advocate
questions are posed.

02

Claim your turf. | wel-
come all resources and
input from crew, pro-
ducers or strangers. |
call that the Middle
Word. | have the First
Word and the Last
Woard. If this point is
not clear, time-con-
suming back and forth
is created. Insist both
Director and Producer

must co-sign for out
side funding access—
not just one of you,
Think checks and bal-
ances. Think of your
nice, responsible col-
laborator as a were-
wolf and  write all
agreements expecting
a full moon.

03

Don't get hosed. If |
am to pay for some-
thing, | get to audit all
receipts. They are film
records, as is contact
information of all per-
sons warking on the
film. Any expense
incurred without writ-
ten approval may not
be reimbursed. If
someone else’s credit
card must be used, it
will only be for the one
transaction requiring
that use rather than
letting unmaonitored
EXpEnses accumulate.

04

Keep all pix and props.
The stills photographer
signs a release or is not
granted access. Any
prop or work-for-hire
generated for the film
belongs to the film,

not the agent of the
film who secured the
release. Despite it
being common for
crew deal memos and
releases to be signed
late, make them due
as pre-production.

05

Verifiable info only.
Expect a cross-check. If
a rental is claimed from
a business, be sure it is
on record. Othenwise,
you borrowed from a
friend and charged the
film for profit. Rule of
thumb: if you can’t tell
me about it, then
don‘t do it

06

Read the script. This is
the first stage of
directing for the entire
crew: staying aligned
with the directors
intent. Anyone doing
samething visual must
spe  storyboards to
minimize wasted
efforts. Ask first, pitch,
sketch; don't build
befare seeking,

07

Seek latest versions.
The striped script and

By WiLLiam La ROCHELLE

storyboards  will be
used in rehearsal with
the actors and also as a
checklist when we
schedule set-ups and
plan unit moves or
lunch breaks. Email
helps with updates,
but remember # 1

08

Get over it. The only
thing worse than a
prima donna is people
who can't get owver
ane. If an actor seems

maintenance,

consider it practice for,
say, movie stars,

09

Balieve in it, This is not
an ego trip or vanity

Don‘t buttar

each other up.

10

Wrap discretely. Do
not sit dowen inea cincle

Thanksgiving

roundtable. Pass the
drinks and wander off.
The director may be
too relieved and make

WiLLiam La ROCHELLE HAS BEEN DIRECTING SHORTS AND CHEAP VIDEQ PROJECTS FOR TWENTY YEARS BUT
STILL RETAINS THE PURITY OF HIS OBSCURITY. HE CALLS HIMSELF A WRITER-DIRECTOR-SECURITY GUARD AND

THEM WEEPS BITTERLY

LIFT #OLUME 25 ISSUE 1 |[anuaRy 2005
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év.g;f}mg feads 'fo another Time
@“;??-}Educﬁve you recalled the
gm'hmg when. there was ‘only

light, - time, /space, and- rhythm.

You re_too/rm mid-game and begin
to make objects, now again one
thing leads to the next. ..

The newsfilm cycle by Richard Kerr is based on the archives of popular culture; Hollywood movie
trailers. Transposed from the drive-in cinemas of Saskatchewan to Kerr's Montréal studio, these
trailers have become a malleable source for a visual arts exhibition—Industry—a multi-layered
installation currently on display at the Cinémathéque québécoise in Montréal.

A celebrated Canadian film artist, Kerr is known for his wide-ranging body of work, an ceuvre
that, since the early seventies, has explored a multiplicity of subjects in varying genres: poetic
documentary (Hawkesville to Wallenstein, Canal); the political essay (The Last Days of Contrition,
Cruel Rhythm); autobiography (never confuse movement with action, i was a strong man until i
left home); structural landscapes (Plein Air, Plein Air Etude); and er.perlrnental narrative (On Land
Over Water). He is an artist unafraid of change, speaking boldly abgut an artistic pracess that
reacts first, and asks questions later: "I'm riot startirig out with a set age-ncia Thuygh Izhlhll::
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that inherently in [the] matenal there's a certain
politic.. | [can] only steer and shape, turn inside-
out.*

Those at the Images Festival this year will cer-
tainly recall Kerr's offering, collage d'hollywood,
an eight-minute film that 5 nothing less than a
serious pastiche of the American film industry.
Described as a “massively dense white-noise col-
lage, ** Kerr's extravaganza of accelerated cinema,
collisions and psychodramatic refrains was born of
a three-year investigation into a box of trailers
acquired in the Prairies. The found materials ware
thoroughly transformed by Kerr and his collabaora-

tors,* bath literally and conceptually, via boiling,
bleaching, melting and the chemical intervention
of household cleaning products, The heavily
processed A, B, C rolls of collage d'holhwood
smap together neatly, forming a dense network of
superimpositions that cleverly subvert the com-
mercial film's vehicle for selling products. Snippets
of science fiction thrillers, melodrama and other
genres, meld together to produce a new kind of
“product” that is clearly aligned with an avant-
garde tradition in cinema.

With his neww body of work, Kerr continues a
shift—first witnessed in the early nineties—that
saw his filmmaking practice slide right off the
screen and into the arena of object-making and
installation art. Two projects map this area of
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Kerr's practice, Overlapping Entries and The
After Motion Picture Series.” The former exhibi-
tion, shown at the MackKenzie Art Galleny, first dis-
played Kerr's now-signature motion picture weay-
ings, consisting of boxes casting light that illumi-
nate sheets of Plexiglass upon which rest woven
film. At the heart of the new waork in Industry are
the matenals of collage d’hollywood, which
have sxploded into a mosaic of new forms, both
accelerated and stilled. Like William 5, Burroughs's
cut-ups—aessentially literary montage—Industry
vigilantly disassembles and restructures mowvie
trailers into radiant two- and three-dimensional
objects. The three rooms of the Cinémathégue
bring forward four main components: a suite of
six new motion picture weavings (lightboxes);
Hollywood Decollage, a separation of the 4, B,
C rolls of collage d'hallywood that transfic the
viewer with its elegant triptych of panoramic
video space; and an eig hty-minute, dual-projector
slide loop which slowly dissolves film stills in coun-
terpoint to adjoining sound/photography ele-
ments that, together, form the installation Demi-
mande. On the whole, lush, and often featheny-
looking images predominate and heighten the
rapport with the surface of the film. All chemical
interventions with the film stock hawe created
images that are heavily reticulated, distorted and
almast “dry looking,” as if the desert sun had
bleached the life out of the faces and bodies that
we see, Folding back the layers of emulsion,
frame-by-frame, from trailers from films such as
The Cell, The Perfect Storm, and Pearl Harbor,
produces a vision of contemporary life as a ner-
vous system on the verge of overload.

Of all the works in Industry, it is the installation
Demi-monde, with its strange abstract beauty,
that left the greatest impression on me. Two
large-format digital photo prints, Demi-Monde
no.1 and Demi-Monde no.2, created from pho-
togrammes and painted over with beeswax, are
set against each other on the left and right walls
with the dual slide projection centered between
them. The projection 15 narrow and approximate-
ly fourteen feet tall, with the neighbouring pho-
tographs each measuring about 1/4 of that size.
The projection itself is like a totemic form, while
the combined effect of the photographs and pro-
jection constructs an appealing pyramid shape in
the visual field. The slides were initially created by



cutting film scraps and answer prints from collage
d*hollywood. These were subseguently mounted
into two-frame segments, and selectively painted
with inks and dyes, andfor bi-packed together to
form additional depth in the image. The palette
for the three works is generally dark, composed of
reds, blues and yellows that are muted, with occa-
sional concentrated points of saturated colour,

Due to the melted effect of the emulsion, the
shapes in the images are fluid and the movement
dynamic. The overlapping effect of the dissolves,
from one slide into another, produces a thickening
effect that momentarity builds the surface and

then collapses again into a single image. Faces
seem 1o be sliding off of the screen, reinforcing
the notion of a “half world” that the title sug-
gests. There is a fragility in the film stills, amplified
by huge, distorted and hollow-looking eyes that
stare back at the viewer. The horizontality of the
dual images, and the choice of palette is reminis-
cent of Mark Rothko's paintings.

The sound component of Demi-monde adds
texture to the installation with its languid and
minimal ambient sound. A part of me, however,
craved the solitary rhythmic clicking of the slides
slipping tidily into position in the tray. It is as if the
trauma of the distorted faces already registers a
kind of noise in the viewer, A tension is created by
the competing sounds, though, that adds to the
experience of dischord and liminality that Kerr
constructs in the installation.

The animation of film stills to a rhythm different
than the usual 24 fps in Demi-monde caused me
to reflect on how the apparatus (in this case, the
rhythm of the slide projector’s set speed) assists in
how we perceive film, Time has slowed down in
the installation, to the point of becoming
absolutely still and permanently fixed in the
beeswax-covered photographs, creating an effec-
tive lead-in to the inherent stillness of the mation

Sl (5 micdie mages) Demi-Monde idetal), 2004, eighty

picture weavings Kerr has created. Six sculptures
made of metal, wood, light and woven film rest
inside the first room of the exhibition space, with
a smaller lightbox, collage de hollywood 3.0,
hung right outside the entrance. The palette of
the lightboxes inside the gallery is generally
monochromatic, with specks of colour punctuat-
ed throughout. Suspended magnification devices
hang from each lightbox, making for a participa-
tory experience for the viewer. The surplus of
detail in each piece, which have names like
Hollywood Turns Light Inte Money,
Pleasantville and In Fear, entrances the eye.

They are truly luminescent and beautiful sculp-
tures of light. From a distance, the flattened film
strips look like a single frame, and it is only in
moving one’s body and one's eyes over the sur-
face of the lightbox that movement is achieved
Once more, Kerr makes the viewer think about
the materials of cinema and how our bodies inter-
act with them to feed our perception. The use of
Hluorescents creates an undulating light, making
for a synaesthetic experience. Formally, the visual
pattern of light from each piece—they are all 60"
wide x 24" high—produces a unity in the space
that repeats the consistency of the weavings
across each lightbox.

With the motion picture weavings, Kerr restores
the viewer to the material of film itself. Such is
also the case in the nine-minute DVD loop,
Hollywood Decollage, where the A, B, C rolls of
collage d'hollywood are separated and spatially
extended across a landscape of three screens. The
film that birthed the elements of Industry is
returned to its single stream of information. Editor
Brett Kashmere describes the thematic behind the
three montages in Hollywood Decollage: a pre-
lude—a short video re-mix of the film, alternating
betwean one, two, and three frames; the
abridged A-B-C rolls displayed separately back-to-
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back-to-back, and then at-once, spiit into a syn-
chronized triptych; and, in the third screen, a
complete widescreen version of collage d'holly-
wood. When watching the remix, a viclent force
seems 10 be projected at the viewer The sheer
speed of the montage clutches the body kines-
thetically. Every rapid-fire sequence, every bomb
and flash of text seems a threat to safety. The
absence of the superimpasitions of collage d*hol-
hwood makes for a far different cinematic read-
ing. Instead of feeling the film on your face, as
was Kerr's vision with his short film, there appears
to be a litthe bit mare room to breathe and reflect.
The panoramic triptych activates a form of visual
reading that encourages scanning across the
planes of the three screens: the comer of your eye
glimpses a slice of action, or an interesting colour
gradation, so you turn your attention 1o the left
for a minute, and then perhaps to the right when
something else enters your visual field, The visual
tension generated by not being able 1o absorb all
the information on the three screens at once is an
important part of Hollywood Decollage. This ele-
ment reinforces the reality that cinema is a time-
based art, and thus we need to invest time when
reading it. And, as is the case with Hollywood
Decollage, we must view the loop repeatedly to
have access to the content.

Oscillating between immaobility and pure veloc-
ity, the multimedia project Industry continues
Kerr's investigations into the matenials of cinema,
how we percenve it, and the American landscape.
Kerr's destruction/reanimation of Hollywood's
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byproducts creates a new kind of product, con-
structed especially for visual arts consumers like
you and me, Enjoy!

RicMarp KeEme'S INDUSTRY IS CURATED BY BReTT
KASHMERE AMD IS5 OM EXHIBIT FROM NOVEMBER &4 TO
Ianuary 23, 2005 AT MoNTREAL'S CINEMATHEQWE
aufsecoise (335 moul. De MAISONNEUVE EsT,
MowtrEay, QC), THE EXHIBITION IS ACCOMPANIED
BY A SCREENING OF SHORT EXPERIMENTAL FiLMS "
AND A DVD-FORMAT CATALOGUE FEATURING ESSAYS
By BarT TESTA, RANDOLPH JORDAN, GERDA [OHANNA
Cammaer, WiLLiam C. WEES AND OTHERS. FOR MORE
INFORMATION: CINEMA CONCORDIACAINDUSTRY,

ThaNkS To BrRETT KASHMERE FOR DETAILS AMD
ASSISTANCE

Viexy CHAINEY GaGMOM 15 ASSISTANT CuRATOR AT
THE FomREmaN ArT GaLLEry oF HisHoP's
UNIVERSITY IN THE EASTERN TowNsHIPS, QUEBEC,
AND SPECIALIZES IN THE HISTORY AND PRACTICE OF
AVANT-GARDE FiLMMAKING
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GAME Boys, DisNEY CHARACTERS AND BIG NOTHINGS:

REEL ASIAN 2004

“| came to America because | wanted the
American Dream: freedom, money, and good
sex,” declares nine-times pierced Korean punk
rocker Young-sun in American Seoul. The young
heroine is sorely disappointed when she is beat
down with waves of stereotypes and discrimina-
tiom at the hands of Asians and non-Asians alike.

Discrimination was just one of the themes that
the film selections covered at the 8th Annual
Toronto Reel Asian Film Festival (Novemnber 24-
28). While many of the topics were treated in a
humourous and fun manner, there was ahbways a
serious underpinning—ideas that have you fum-
bling, blushing, and cringing in your seat. One
such film was Dragon of Love where Joel
describes in a crowded bar his desire to bed a
black woman. He drools over names like Halle
Berry and oozes descriptive words like "choco-
late" and "Mubian queen.” As ithy magic, loel's
dream comes true in the form of pretty—and
black—Sally. They quickly get their freak on and
loel gets a bit of a surprise and there a stereotyp-
ing switcheroa ensues.

Game Boy also addressed topics of sexual and
racial identity. Daniel, a gay Chinese-American

S

gy Bunmi ADEOYE

videogame designer, is in a rut with his work and
in his relationship with his non-Asian partner. It
seems that his sexy, young neighbour is just
whats in order to spice things up. Made by
Vietnamese-born and Californian-raised Kewin
Choi, this 14-minute video makes several com-
ments on the representation of Asians in media,
interracial partnerships, and gives a glimpse of
Asian homosexuality. The sexual tension between
the two main actors, Patrick Wang and Aaron
Yoo, is palpable, but the film is marred by melo-
drama when Daniel's would-be love taunts, "How
many Asians have you fucked?" A valid declara-
tion, as it calls into guestion whom and what
Danial identifies with, but its a bit heavy-handed
for a film of this length. There is a bit of a “ta-
dal” factor when it appears that the answer to
Daniel's creative block and relationship troubles is
to create an Asian video game character.

While Dragen of Love and Game Boy lacked
subtlety, both films depicted images of love and
sexuality that we do not often see. They ask gues-
tions, in an enlightening and refreshing manner,
about racial and sexual representation in the
media. The films also suggest that individuals

sl Game Boy
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question thew prejudices against other races and
challenge their own expectations of others who
share their racial or cultural background

When the culture struggle is an internal one,
the film Lilo & Me offers some insight. Again we
have the theme of representation of race and cul-
ture in the media. In this instance, we are into-
duced to Kip Fulbeck, a self-descnbed “Haps,*
which comes from the Hawailan term “Hapa
Haole" which means half-foreignerfwhite. Once
oerogatony, it 5 now used to describe anyone who
i5 of mixed Asian heritage, Rimmaker and protag-
onist, Fulbeck explores his special relationshp
with vanous Disney characters. He believes that
he resembles many of the “racially ambiguous™
personalities in many Disney cartoons. From
Pocahontas to Mulan, from Aladdin to Mowgli,
s difficult 1o argue with the filmmaker; when he
juxtapases his photos with the portraits of these
anmated individuals, there is an uncanny likeness
it 5 unclear, howewer, if Fulbeck s pleased with
this representation or if he resents it. Previously,
he directed Banana 5plit, a video that examined
his parents’ relationship (his father s Caucasan
and s mother Asian) and media stereotyping of
Aslan-Amencan men, It appears that this
University ol California professor simply want 1o
lay down the argument and let others dedade
what they think from there. While Fulbeck may
have found solace in having someone or some-
thing to relate to n these productions, we arz at
an age where Disney needs to represent not only
a myriad of sea life, but of people ‘oo
Interspersed with answering machine messages
from his parents who don't really know what to
make of him and his cutting but droll remarks,
Fulbeck handles the subject with an abundance of
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enengy and charm

A gently crafted love story, Bicycles and
Radios, is set in the small Thai village of
Ayuthaya, Mop and Dao have both lost a parent
They tune into a popular radio talk show. Mop, a
frequent caller, tries to articulate his sormow over
the airwaves. It seems the only person who under-
stands him is Dao who calls in the nest night to
offer her advice on how he should get through
the grief. The film is gorgeous to look at and is
thick with atmosphere—damp, drizzly scenes and
cramped, claustrophobic homes. Thai-bom film
maker O Mathapon mowves his film at a slow and
deliberate pace, allowing his characters 1o gradu-
ally find and love each other

"Please stay® is David's only plea as his father
decides to walk out on his family. You don’t ever
see the full faces of the adults in Siu Tas Kata
Practice. David relentlessly practices and impeoves
his karate mowves taught to him, we guess, by
his fieeing father but he can do nothing while
his family as he knows it crumbbes around him
“Kata,” said to relieve frustration or anger, is a
formal exercise practiced in karate which incorpo-
rates a senes of movemenis desgned to perfect
form, agllity, stomina, powor and spaed. The
focus on the young warrior's fierce actions and
the sounds of insistent and unyielding percussions
drrve the film to s poignant and inevitably
unhappy conclusion

Darlena Lims Hitting Zero s a senes of light-
hearted, but sobering vignettes. Elaine, Trevor,
Mark, and Melissa strugole with a variety of prob-
lems that are making thesr exstence unbearable
4 burdensome family heirloom, a bastard house-
mate, a dead-end job, a Tirst dateffirst phone call
dilemma. The stonies intefock and swell out 1o
show the anxiety and dread that could easily
depress the most easy-going of people. One of
the most teling messages of the film is that we
are all just strmang 1o be a great big nothing. That
means hithing zero on the student loan, the cred-
it card balances, the mortgage payments, the car
payments. Most people are scrambling to break
even. As Melissa puts it, getting ahead is not an
option when we are all incredibly far behind

Bunmi ADEOYE LIVES AND WORKS 1N TORONTD, SHE
IS CURRENTLY WORKING OM A SUPER B FILM ABOUT
A LOMG WALK ACROSS THE CITY



Karim Zouak

1. WHAT KIND OF FILMS DO YOU MAKE]
| make short-length films and videos, abstracted narra-
tives with a preoccupation towards fine art.

2. WHAT ARE ¥OU WORKING ON NOW?

A large-scale mstallation, called u=ni-ts, which will be
showm at YYZ Gallery this coming JanuaryFebruary, It is
a five projector 16mm film-loop installation, lifting a
scene from a major Hollywood disaster flick and pro-
jecting each shot in a sequence onto a separate open-
ing on a long wall. The canvases are all framed, evok-
ing a conventional fine art gallery space. As the loops
play, the film prints degenerate in quality, so that, as the
film scene itself is dissected into its constituent ele-
ments, 50 oo is the physical medium of the film. I'm
also developing a couple of psychedelic music videos
for the band Tricky Woo, writing another shert, and
painting.

3. WHAT'S YOUR PREFERRED MEDIUM? SUPER B, 16MM OR I5mm7

| love 16mm film—nothing beats the union of portability and image quality that just comes along
with it. My trusty Bolex can accommodate an incredible range of techniques, from hand cranking to
in-camera mattes, that would be stroke-inducing in Super 8 and an expensive gamble with 35mm

. How DO YOU FINANCE YOUR WORKT
| received an Ontario Arts Council Grant for u-ni-ts, and have started to receive commissions for my
short-length work.

L. How ARE YOU DISTRIBUTING YOUR WORK?
With the gracious expertize of the fine people at the Canadian Flmmakers Distribution Centre.

6. How poEs LIFT BENEFIT YOu?

Roberto led a workshop on grant proposal writing two years ago, where | had the opportunity o
develop the concept of u-ni-ts and learn a lot of valuable information about reading and writing
grants, and presenting a professiomal image. It would have taken me a lot of trial and error to learm,
if ever, the things that he was happy to share with all of us. The facilities have been key, as far as
optically printing the loops is concerned, but the most indispensable part is the people. | havehad
countless technical obstacles, encouragement deficits and expertise shortcomings eradicated by
staff that have either helped with solutions or put me in contact with someone who could.

7. WHAT'S BEEN YOUR WORST FILMMAKING EXPERIENCE?

Making Death To All Film. | planned a series of in-camera matte shots, creating a sort of
Constructivist abstract collage space. Cleverly, | shot in late Nowember, which had me hing on my
back for hours on the sidewalk, freezing to death as | cut just the perfect scrap of black paper to put
on the matte box. Even worse, this upset the Scientologists of Yonge Street.

8. Best?

Every time | feel that film has transported through the camera and gathered on the pick-up reel,
Hallelujah, we can all go home!




LIFTNEWS

MESSAGE FROM THE EXECUTIVE DIRECTOR

As we approach the end of the year, we are obliged to
review the year and reflect on our experiences at LIFT,
2004 was an int year with many highs and
lows. Despite the theft of squipment back in May, we
mmmmnmuumwm
fiscal year end. Fortunately, as an organization, LIFT is
strong enough 1o endure even the most despicable acts
of transgression. it i during this troubling period that
we are remanded why we are heve and what we do for
independent filmmuaking in our community

LIFT exists to support innovative forms of indepen-
dent filmmaking. Film has changed drastically in the
past few years. Schools are rapidly discarding their film
equipment in favour of (yawn) digital technology.
However, LIFT has introduced new services and created
new partnerships 1o ensure that film will continue maot
only & a time-based medium but also as an art form. |
s incumbent on us 1o promote film and expand the film
community to ensure that film msources are hopefully
available into the nix centuny|

ammmmmmmm

to encourage filmmaking in parts of the provinca both
near and far. _

There are a number of infiatves that we began in
2004 that are in full swing, including the tour of the
$99 No Excuses Film across Ontario. Wee are planning o
screen the $99 films in Kingston, Ottawa, North Bay,
and Sudbury in 2005, Our goal s not only to highlkght
the achievements of our membaership but akso illustrate
the remarkable creative possibilities of film through
technical workshops that occur at each siop of the tour,
Martha Colburn has completed her visiting artist nesi-
dency at LFT and created some remarkable work with
the new 35mm optical printer and in our new 35mm
animation wete. We look forward 1o imviting other
remarkable filrmmakers from across the world to wsit
UFT and share their expartse with the

In 2005 we our planning an ambitious Director’s
Saries of Screenings that will showsase new work by
LIFTs established filmmakers as well & a number af
Artist Tafks that will focus on unique aspects of film-
rmaking.

We hope to complete our renovations early in 2005,
Our new 16735mm animation sulte was booked solid
for almost two manths a5 4 number of ansts ok
advantage of toom fo rtoscoping and hand-painted
animation in 35mm. The Protools suite & nearly oo
plete 25 we put the fintshing touches on @ mioxng room.
The darkroom and the mezranine e next oN OUE Ten-
ovation agenda. Our filmmaking resources are expand-
ing as we discover news innovative techragues and ook,
What a great time to be a filmmaker!

Shine it Onl

ROBERTO ARMGANELLG, Extcunivi DimicTon
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mieting. Thmhmnhtuﬂhﬂinrhﬂhgm.md
10 everyone who brought edible treats.
Each board member has taken on some respansibili-
ty for a LFT club or ongoing event. The board contact
for the Super B CineClub, a LIFT dub that gathens peo-
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SNEWESTMEMBERS
{Septemnber 11 - Novernber 19, 2004)
Nurjahan Akhlag

Caroline Avery

Tara Beagan
Andrew Bely
Cameron Booth

Albert Koehl
Patricia Langer
Kyah Lioyd

1. Angus MacCaull
Paul McCa
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Meng Wong
Alexander M. Wood
Ida Yan

Guy Yarkon|

FALL2Z004ARTISTINRESIDENCE
(September 11 - November 19, 2004)

Martha Colburn of Amesterdam, The Metherlands

VISITINGARTISTS
(September 11-November 1)

Magali Charrier of Brighton, England
Alex Mackenaie of Vancouver, Canada

VOLUNTEERNOTICEBOARD

Thanks to the following members who helped out
recently in the office (September 11 Novemnber 19)

Anthory Armold
Duarmyl Callender
Aandrewr Chod
Alejandro Coronado
Fitier Cripps

Jun Fan
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deposits remaining after Novembers 30, 2004 will be
woid and non-refundable.

NEw IMAGES FILE FOR ANIMATORS AND
ILLUSTRATORS

LIFT & eraating new images files for dirawing/painting
and for cut-out animation. The paper cut-outs will be
made available to ng members (Associate and
Full) for wse a5 a reference

7 PR

Accessing members must get appraval from Greg or
Vanessa for Friday telecine transfer bookings. Fridays
Qoang out.

Piease allow 2t least 3 hatl-hour of set-up time before
your booking tene (Mo bookngs sarker than 10:30 am.)

The telecine transfer systern at LIFT can handie very
slight colour and contrast comectons. Tonal changes can
be adjusted to a greater degree. i the film being trans-
ferred requires slight colour, contrast or tonal correc-
tions, please book enough time (o make the corrections.

Consult with Vanessa or Greg about your film'’s
length and condition o get a mcommended booking
duration for your telecing ransfor.

Mew EQUIPMENT RENTAL ITEMS AND CHANGES IN
PRICES

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

Soft ight { 2 availlsble —each uses a 1.5K of 1K bull)
i&hﬁ!mlilﬁﬂumm

A thank you to Charles Street Video for their generous
donation of the Soft Lights.

Audiotechnica Cardiod “rock & roll® microphone
$5/day Full Members & $10/day Associate Members

Sony stereo microphone
$5/day Full Members & $10/day Associate Members

Mezzanmine PrICE

( Mm ﬁg;: . !?Js?
A - 8
5
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i Mem-
10/ Associate

-
Veq Wh
ProToOLS VoicE-ovir Booth COMPLETED
The Protools vosce-over booth has been completely
insulated and i now nokse proof for accessing members
waniing to record volce-owver narration, simple foley
work andior musical recordings.

CALLSFORSUBMISSIONS

SPROCKETS TORONTO INTERNATIONAL FILM “ H
i‘ ON
t

FESTIVAL FOR CHILDREN

Sprockets Toronto international Fim Festval

dren s presenied annually every Apnl by the
international Fidm Festival Group. The 8th edition of the

mentaries, e action and animation—to Toro
ences. We ane & competitive festival and we
pleased 1o host a number of programmers 4

each year, For moneinformation on :
refer 1o our official website: waw bell.

Jim BURT SCREENWRITING PriZE 2005
The Wiriters, Gusid of Canada & pleased fo announce the
4th Annual km Burt Screenwriting Prize. The prire was
created to continue the work of the te Jim Burt in rec-
ognizing and nurtuning new screenwriting takent. Thae
winning screenpley & determined by a jury, wha will
select the best unproduced longform screenplay which
tells & Canadian stary in the tradition of the projects fim
Burt représented. The 2005 winner, who will be
announced al the Canadian Screemwriting Awards on
April 18, 2005, will be presemted with a $1,500 cash
prize and have hisfher script read by a long-form drama
producer, For more infosmation and an application
Deadling: January 19, 2005

U of T Fitm & VipEo FESTIVAL
The U of T Film and Video Festival is now accepting sub-
missions from students, faculty and staff of the Unver-
sty of Toronto and fram film and video-makers around
the warld. All length and genres will be cansidered,
The 4th Annusl U of T Film & Video Festival will be
taking place Friday, March 18th, 2005 through Thirs-
day, March 24th, 2005. Entry fee: $10 CON. Please
make cheque payable to the Hart House Theatre, Entry




UPCOMINGFUNDINGDEADLINES

CaNADA COUNCIL

1. B0 263 5588, www tanadace

Garamts 10 Fdm and Vides Artists

Ressarch/Creation Grants: Production Grants: Script
Witing (Grants

Deadline; March 1, 2035

. vwww.WorkinCulture. on.ca
Grants to New Media and Audio Artists

flesearch Grants: Production Grants: New Modia Res

dencies

Deadline: March 1, 2005

- Do - [ 3 W i
T RESEaT J e Y

Deadling: March 1, 2005

Travel Grants to Meda Artst
Deadline: Ongoing
OnTARIO ARTS COUNGCL

d16 9K 16AET: wesas arls o ca

Artists” Film and Video
Deadlines: April 15, October 3, 2005

TorONTO ARTS COUNCIL

. 357 G iaa
5 102332 DoURE, WWWL LT

......

Deadiine: TBA (2005)

Niagara Custom Labsru

the film lab for artists
S8 16mm 35mm

ship film to

442-unit K
Dufferin St.
Toronto Ont.
MeK 2A3
Canada

416 504 3927
custom motion picture processing

LT voLssl 25 st 1 lasuasy 20005




M Outloud! STEADICAM

e USE STEADICAM N YOUR MOVIE OR VIDED.
LOUD gives | E CTacH
their script or e | HAVE ALL THE EQUIFMENT
ont of an ¢ it peers FOR ANY SHOT
I 2005 Winter LIFT Oul Louwd scheduls i ‘ﬂ-. / 35"- ! “n[#

Wednesdoy  Jomwory |2 Tpm | HAVE EVERYTHING YOU NEED
Wedsesduy February 2° Tpm
Wedoesdoy  March 2 Tpm AT NO COST

edsster Jom FOR MY EQUIPMENT OR MY TIME
1, 37 Honno A PLEASE HW[ Hllw
Splisppenyis S
' it DISCUSS YOUR PROJECT.

CIARAN COPELIN  416-254-6164

ADVERTISING RATES (per 1ssug)
F I L M s .l"HI'.-'-I:"'II"'" ] i g L. . |l '||:-II.::.-';1',-

The Fearless Film & Video Corporation
Video Post Production Services

HD CAM 24p & 3 Services el udir m. prod
g i -
: 5y 10K, 3
Avid Symphony Composer 3
PAL & NTSC Universal Mastering CLASSIFIED AD% (APPROX. 30 WORDS):
LIFT mEmaers $ 10.00
Avid Adrenaline SRl = 2000
Avid KFJF!'H.‘- DV ON-MEMBERS SO0

Avid Unity Fi==
Standards & Aspect Ratio 18 pace (2

Conversion 1/é mace (2 78
/2 PAGE

and more
1/2 PAGE

INSIDE RACK Covim (7™ x 10%)

DUTSIDE BACK CoveEr [7* x 10%)

DISCOUNTED RATES FOR MORE THAN 1 ISSUE

LOMTACT THE OFFICE FOR DETAILS: 416,58

(416) 504-9694 141 Bathurst Street, Suite 202




Celebrating 25 Award Winning Years
of Best Motion Pictures

Célébrons 25 années de films primés

25" ANNUAL GENIE AWARDS
March 21, 2005

LES 25° PRIX GENIE
Le 21 mars 2005

=

www.genieawards.ca




