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.'ll'd'li Iy |:|u',_'.'ll'1|i!. sell 1o the |:-|-'r':|"ll‘-lll' n fow
Fridlays ago 1o see some ant exhibited as part of the
Oueen Street Art Crawl, | was exhausted; 'd been up

<inge 5 aM and the show/installation I was there 1o see

dichn’t start 61l g e | wanted o go home and ke o great,

bz g,

| walked in and this place was jumping, This was an

enthusinstic group amd the vibe was infectious. People,

later I-_-,,-uh.,-n-ul o witch Cliristing Zeidler’s feature-length

installation House Call, o slent lilm thar “stareed”
o local artisis (flmmakers, musicians, visual artists,
radio bhosts. Karaoke i:lll'i'.'IH-}'h. Writers I'_"li.l"ﬂ'- blowers,
architects, performers). The live band that provided the
i||'|4|r|:.1.'i:-.=|i soundirack (they wene seving the images [or
the hirst time ns |||1':|. ||'|l|1..'|"|||.} infused the jllfil"ull:' of seern-
i|];:!1_.' u|||'|!-r|!|4-|'|4-|,] 1.i_Lr|!l.'|1I"i- ol I'lll'-f:,' .'tl'li-ul-- lives wiih
meaning. More importantly, the frenetie play between the
i.nl:l,j,rr and sound rarcheted up the 1'i'|-'r::} of the 1""1&:'1'
room 4 few more notches, This installation made this
L‘r}ﬁ] Ly CTOw d even more raucous. I was, ar last, shaken
oni of my shumber.

This is whiat 1 wing. As the pew editor of FilmPriat, |
want you (o feel as keyed up as that crowdl did that night,
as re-cnergized as 1 el | want you 1o go home and not be
able o sleep at night becanse yon're obsessing about your
next project or a flm you saw knocked your socks off or
:.|;||_| read an |1r|i,|'|r' 'I|u|1 hIJ;HII' L] wunt 0ol and
howl ot the moon. So here it is: the November issue of
FilmPrant with sneak |1t'1t.lvi- of Reel Asian, Rendezvous
with Madness and Poetry/Projections; reviews of Tree aned
the =alon des Reluzés: and a |:I‘:'||i||' of L1Fr's artist-m-res-
idence Sami van Ingen

There are people roughing ap film like it's nobody's
business! It is mind-blowing. 1t's the opposite of slecp-

inducing,

Bunmi Adeove
magnzine @il

ki



tis my pleasure w0 announce
I Bunrmi Adeoye as our new editor of

FilmPrint maguzine. Bunmi (pro-
nowneed Boomi) has all the qualities
one: could hope for the job: remarkable
editing skills, boundless energy and a
definitive vision for the magazing, We
look forward to secing Bunmi make
her mark as FilmPrint becomes
national magazine. | would like o
thank Jason MeBride, our owigoing
edidor, for his remendous efforts in
tavigating our newsletter to its curmen
status as o fledgling magazine.

It is with some regret amd great
pleasure that we announce that our
Development  Coordinator,  Wanda
Nunibush, has asceepred o position ar
the  Ontario Arts Council as  the
Aboriginal  Arts  Officer.  Although
Wanda was here for only six months,
she did o commendable joly organizing
evemts, spearheading new  programs
aned seeking ont new funding sources,
Most importantly though. we would
like 1o thank Wanda for gracing our
presence with her lovely sense of
humour, Let’s hope that the folks ar the
oac appreciate her charming wit as
mueh as the saff did ar wer, We look
forward o working with her 1o ensure
that remote  communities  have an
opportunity 1o learn abont film in pur-
suit of their own unique artistic vision.

Over the past few momths, there
have been some ominous events tha
have serionsly affected film production
in b, Technicolor has announced
that it will no longer print 16y film.
MeClear Pathe (or MeClear Digital as
it has come w0 be known) suddenly
went bankrupr and no longer does
optical transfers; this. on top of Kodak
discontinuing Kodachrome in Super 8
earlier this yenr

It remains to be seen if McClear will
omce: again provide optical services for
vt filmmakers or if 4 laboratory will
stepe up and fill the large demand 10

Message from the Executive Director

make 16mm prints. It is important that
our  pariners o the film  indusoy
understand thae 16mm is an important
lormat 1o train the next generation of
filmumakers in Canada. As film produe-
tion centres assume the responsibility
of providing affordable training and
aceess 10 furire generations of inde-
pendent flounakers and flm artisis,
our colleagues in the commercinl el
have w aceept their rmole and ensure
that their services are readily available.
It is an investment in their future as
weell s gurs,

T that end, I would like 1o thank
Kodak Rep Michel Golitzinsky, for
attending the Independent Media Ars
Alliance  Conference  in St John's
Newloundland and meeting with all of
the film production centres from across
Comada. Michel listened 1o onr con-
cerns anid in pesponse soliciied o new
40% disconnt for all film centres and
their membership, It is this kind of
commitment that is necessary il we
want o see lilm production succeed in
both  the commercial and areiste

riealms,

Roberto Aviganedlo
director@lift.on.ca
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Poetry Perfections:

VERSE AND
- CELLULOID
| IN POETRY/
§ PROJECTIONS

15 FILMMAKERS + 15 POETS ier ciomsio ni cicco+ Wwou
15 FILMS 415 POEMS NEVIN CONNOLLY + DARYA FARHA

SETH ADRIAN HARRIS + DARRYL CALENDAR
NURJAHAN AKLAQ + SORAYA MARIAM PEERBAYE
BILLEH NICKERSON -+ ANDREW HARWOOD
PAUL VERMEERSCH -+ ALLYSON MITCHELL

BILL BISSETT -+ PETE DAKD

CHRISTIAN BOK + JUBAL BROWN

DARREN WERSHLER-HENRY -+ MISHANM LAU
MICHAEL HOLMES -+ SCOTT MCEWAN

JAMETTE PLATAMA -+ MICHAEL CAINES

NATHALIE STEPHENS -+ LISE BEAUDRY

RACHEL ZOLF + SARAH BARNER

PATRICIA WILSON 4+ SHANHON COCHRANE
DANIEL DAVID MOSES-+ADAM GARNETT JONES




(.(. s someone  who  has
worked in many fields of
cultural production. 1 am

frequently asking myself, why do peo-

ple who make films rarely awend liter-
¢ Or why do so few writers
£ L0 A :l!u‘llill'u-\':' I‘J|'|'|!|||.!|- the answer
is simple—the two worlds, literanee
and film art, have not made friends.”

ary v

says Poetry/Projections” curator BM
Val
the best in text and images, live read-
ing amd silemt projection. For Vaughn,
part of the rationale for the project

n. Poetry/Projections combines

comes from trving to bridge the gap
hetween two commumities,

This eollaboration involves two dis-
tinet creative communities; LFr and
The League of Canadian Poets. The
performances represent o departure
fromm the traditional film SCTEENInG oF
poetry reading while employing ele-
menits from each mediom.

The filmmakers, who all have very
different aesthetics and pracices rang-
ing from animation and drama 10
experimental, have been paired up
with poets, who share topical interests
with the filmmakers, stylistic sensibili-
ties or are 5o different that the disjune-
tion is productive,

“1 dedicae myself w0 the French
coneepl of le cod entre dens eladsses
between 2
chairs’, Yes, it's that big! Are. film.
I‘il‘rT‘rI.'. Music, These are all different
for the same place,” says
filmmaker Pete Dako on the process of
working with long time eollaborator
bill bissett who wrote the poem for
their project 1 don't want 2 suck anee
empire,

filmmaker Scott MeEwan and poe
Michael Holmes have produced a proj-
ect about queer pro wrestlers, of which
there are many. “li challenges the
myth that this particular culture is a

JI.L'.!L I'.IJI\'.II'I.E' I|I"|.' BT

IAINES

VWanda Menibush is the oulgaing Development Coardinator ot LIFT and the incoming Abariginal Arh

Cfficer ot the Cnbarie Arts Council.

heterosexual  realm,” savs MeEwan.
“In fact. the opposite is true, Through
the use of scenes taken from independ-
ent pro wrestling and old wrestling
videos from the 1o8es, | want to rein-
foree the drama, camp, and choreogra-
phy involved in the speetacle,”

VETYOTHE involved in the project
had 1o be open to the 1'1|:1|!|'||p1* of try-
ing something new, whether it was
learning how to use a new camera or
writing 10 a silent film, McEwan ook
the challenge: “This is my first time
II:I:Iil:iI:IF; g film and | st admit that it

15 mteresting to forus on r|1uv|'||_g pin;:-

fures as 1|||-pc:|.-iw| to stilll anes, 1 like the
idea of producing the voiceover with
the film as it unfolds. The idea that the
soundirack is really & eollaboration
between the visual argist and poet...
allows for o mone L:nmplrx reading of
the film.”

.\'Lu'ju}u:lrl .-\.kiﬂnq worked with
poet Soraya Peerhaye on their project
Pour Lumiere du jour/For Daylight.
“Neither of us has worked this wiy
before. 1 don't work narratively so |
showed her some archival footage
I wanted 1o use,” .-'1.].'|1|mi recalls, “The
footage was shot by my grandfather in
the Bos and o8 in Europe and
Pakistan. Soraya pointed ot t]ting&a |
wouldn't have seen. She was i:!ﬁf:in‘r]
to write part of a poem about her
grandfather who is losimg his sil.-]n and
has been the family memory archivist.
Afer | read the partial poem and saw
the story taking shape, [ was inspired
10 g onat e shoot.”

Because of gﬁq_-_ruphirnt distance
between poet Nathalie ."i'rnplwn.-'. anil
filmmaker Lise Beawdry (Stephens
was in Chicago and l'!l'umlr:p was in
Toronto), they had o rely on email
correspondence. “We mapped out our
own impressions and desires, readings,

imerpretations,”  Stephens  explains,

(Cppasise] Everything by fimmaker Michosl Caines ond poat Jonete Platona

I don’t wand 2 suck anes empire
br Pese Dako and bill bissett

“and had w find Ll:lgung,_m' witliou
intonation or gesticulation—1io formu-
late the thing that exisis outside of a
language system. while recognizing
that what [ could offer, what | was lim-
ited to offering, was text.”

Says Beauwdry, 1 read Nathalie's
work, identilied ideas and themes thai
were relevant w my work or that 1 was
interested  in exploring  visually,
Themes of intimacy, desire, distanes,
impossible quest. As a visual artist, |
attempted to do in images whai
Mathalie does so well with words.”

For Stephens, the partnership
reqquired a leap of faith: “What it has
demanded of me has been o messire
of trust, The momemt of convergence
between art practices, the point at
which Lise molds image from text, is
largely unpredictable. 1 imagine this 1o
be s0 for both of us. | can say with cer-
tainty that this is my experience of it
[It is] a surrender of creative control
andl artistic autonomy.”




OETRY

The Small Body With It Rises From Under

hj. Nathalie .‘*'-r1=|ﬁ||1'r|.=

Language’s impudence, certainly. Wear words the way you wear vour city.

Brasli. Inconvenieneed. Alight.

A bruise is city-lust. A record of having been. You are bent over a le
indelible,

ger, pen-press of ink.

“-El“'l' rins o Yo,

I'am vour city. Tam that impulsive, That wounded, That bludgeoned, Grief-struck, pechaps, And
in this exchange. this tracing, this losing ourselves and we never turn up. are the banished realms
:Il.il.'|.|||=tllt'-:-'. the Er!llll-hlbltuhl furrows into earth, and the |'i|||!1ir14_r|, A anid ;|_u4|'i||_ ol trust. ¥

: |
The small body shadders with the earth, We are witnesses and that is all. We dare to measure
ourselves agninst onr cities, And we are right, We are that foreelul, thar wanton, that murdierons
When we weep, we are inconsolable. Our grief is that barbarie
[Repringed with permission from No Press, Calgary)
(rom Human Resources ] i -\.Flr'llll six months wWriling E|1||i1'l|'.-- for a COTPOrl 1011

by Rachel Zolf swallowing another and merging employees, And you are foreed
¥ o et dressed some dayvs and attend mestings where white,
midldle-aged nn women hicker over whether capri (wazog)
l-li'!.*--l"_l. |||||}F||-|1li.|,||- |-:|t||-.-1r|- :||'|'|'||r.'||r||' how 1o -F|1'||
"|'u':|l']|'.:'.'l' e, b besi [{1] deal with "Il|i||.li1|tl" |'ri||-!||].|-|--u
nsking o work less overiime. Berween meetings, one may be
i!ll||il'|l'l.| '|‘.'i1|| |.'1"|1. |'|I1ri=1‘-¢ |r||| Nk |||-||L il'd.':l:l. '|'.||i||' ||Jr'!| |.'|;|||i
Barbados as a much less “uppity” (c-23) be is a Black and terrible
Leonel vanenition spol than Jamaica, U|J| 15 1 lied, there was one
worthwhile moment that will also be covered off in a larger
initiative re: language. Sometime near the end of our tenure, the
HE ].'t:lir'- |4'.:FII-'|i l|!'|.'t1 lhl' ACTTEVEL Fl’l]' I|I|"|:' W 1'r|||:-|n:. i

werlormance 510 mold diaspora program trranzlated as “blow
5 :

job™ in French

o ROJECTIONS




B PREVIEW

GEARING UP: The 2005 ReelAsian Film Festival

By Kathleen Olmstead

The Reel Asian Film Festival has done much more than fill a gap in
Toronto's film festival market. It has established itself as a preemi-
nent showcase for Far East and Southeast Asian films, with a par-
ticular focus on Canadian filmmakers of Asian descent.

o im its minth vear; the fest has
managed the near impossilile
= lis scope has widened—more
films, more artists

Trherne 'H'T"l B

tivies—bot hos maimiained s small
warld [eel, Highlighting lms ouiside
the Asinn mainstrean that explore cul-
turnl identities and experiences of the
diasporn hns broadened the approcin-
ton of Asian cinemg o general and
Marih

America. The ilms are as varied as the

iIIrHHIIIF'I'iI THEW LLLILE LLE]

audience. The expericness are as
umicjue as they are universal,

Started in 197 by producer Ani
Lee and jourmalist Andrew Sun, Heel
provided =

exclhmnge of ideas and ideals. films and

Lsimn vemie  for  the
filrmakers from abrond engaged with
local nnd North American artists and
audence members. This exchange has
crown along side the [eatival eaming
Beel Astan special attention. Unlike
rEn y oiler festivals, finding a disiril-
utor s not the main foeus. Planting
secdds [or next vears festival s jusi
as wital. By fomenting new works
anil  emerging  artisis—eneournging
mvolvement  in a oon=traditional

«carer l'IIIHi'i"

the festival has grown
cach year as more artisis are inspired
and more doors opened

Two thousand anid hive marks o
year of change for the festival as
Deanmn Wong swrts ber first year s
Executive  Direcior  amnd  Baviond
Phathanavirangoon as the Fesoval's

new programmer, Phothanavirangoon

comes 0 Heel Asian [rom the Honog
kong Gav & Leshian hilm Festival and
their Iniemational lm Festival, The
fact that he was based in Asia for sev-
eral years means that the lestival now
has greater aceess 0 lesser-kpnown
works from Far East and Southenst
Asian lmmakers. The mixing of big
budget hilms with small independenis
or martinl arts and peton blms with
personal  stories  and  experimental
visions is one of Heel Asian's most
compelling featmures. The Festivals
progrimiming |Hl|i:|'!. remains the same,
thougli, There is still o strong foeus on
Canadian films. *We try to program ns
MANY fs We can,  Wong savs

This is not merely an attempt 1o

include Canndian coment, Une of the

manidntes of the Heel Asian Gl

Festival 1% 0 Encournge \sian
Canadinns in their Glmmaking por-
suits. The [lestival puts a special
emphisis on young  ad  emerging
hilmmakers, tnking -ruru'inl e of hirst
and second films while scheduling. In
the tme between festivals thev also
keep in comaet and work with local
arts and community organizations o
artisis. “We

worked with L last vear in creaiing

hmad el L:l-pirr TG

work with local arists,” savs Wong
-I-l'llh h'-lllll'ri i:ll r||.l'|:'1' wiir ||f I!|||' rulll
comunmissioned  shorts  being  pro-
grammed in 20045 Heel Asion Festival
Wong cites this as one of many initia-
s ||-'-L;.'r||'1|- to inwerease the mumber

of fillms ereated |!|1.' 'k-lllll 1.?L|Ji||h|1lln--

By maimaining a grass moots level—
prowiding a venue for the Glms and
idegs—

formum  the exchange of

filmmuking becomes an accessible
choice. The hope is that this platform
will inspire still others 1o do the same

.]“lll"\-l

atract

CERIESCT S |'||‘-l| SETVE L
subimissions ns  the festval
alten relies oo moey  conventional

methods  of  outresch.  List-serves
newsbetters | through orpanizations like
et and Trinity Square Video] and
various cultural centres help to get the
word out, While on-line submission
SYElEImS like Withowt a Bor are oo
expensive for Reel Asion o wse, the
Intermict i clearky o soluabile resouree,
Reel Asinn still n-]i1~.-.1\|||~|n|E!. 0T UII80-
liited films from hnlﬂu'[lll artisis—wlio
through

Intermet searches, databases and word

have found the *festival
of mouth — for programming

Wong estimates 1||r:|. will be pra-
grammming close o 6o films this vear
Countries represented include Japan,
Mainland Ching, Laos, Thailand and
Indonesia, with a spoilight on works
from Maloysin, The festival opens m
the Bloor Cinema on November ag=
{ Z-.I]--;r.
University of Toronto, in the following

with screenings ar  lnnis
days, The closing night celebrations
will be held on November 27+ at the
“u'_L'.l.l e, -].hl'lllllthrllll thie hve
davs of the festival, thousands will
attemd sereenings, forums, worksh i
;.[:1|.|’11 uILli }ul:l'rlr-i .u|||.| |H'|‘||4IIP‘1 SOOI ll[
l|!:l":-'u1 attendees 'Du.i” [ I||1' I4||k nr r|||'
aooh festival

Kirthlaan Clemitead i a wrrinr and Rlinenoker. She
bt produced shrse shart films, writion numercus
articles and rviews, o number of chaldren’s boolks
and iy now woviing on o collecion of poams

For More Informotion

Seen fhin Frssiverl wedssite vewant smukinsion com lor
the film ond symposium scheduls
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Chris Kennedy

Canadians know Sami van Ingen’s work, it is

most likely through Sweep, his 1995 collabo-

ration with local filmmaker Phil Hoffman.
The culmination of an artistic friendship—beginning
when van Ingen forced himself into a Hoffman workshop
after seeing Hoffman's O, Zoo (The Making of a
Fiction Film)—Sweep is a unique film. The film was
created out of what van Ingen calls “a very open and
dynamic working method—just going with low” and the
result is a personal film by two very different artists.
Those familiar with Hoffman’s work can see his influence
in the way the film inferrogates stories and histories, but
van Ingen'’s contributions are equally present, especially
in the way the camera absorbs its environment. Like van
Ingen’s other work, the roots of perception and the possi-
bilities of the film camera in creating and investigating

vision are at the core of this film.

Even withom this inital inoroduction
ton van Ingen's work, his artist’s resi-
dency this fall ai wrr gives local audi-
ences and filmmakers a fresh chance 1w
get acquainted with his films and
working methods, A fweniy year veler-
an of moving images, van Ingen has
produced  many  films, videos and
installptdons (rom his home base in
Finland, van Ingen’s work has been
influeneed both by documentary and
experimental trnditions and his own
observatboms of culture as coloured by
his chile hooel growing op in both India
and Finlaned, bt his moin instines is
towards the camera, He explains, “[li
is an| etdless foscination on the simple
co-operation of the cinematic appar-
tis mned the eve, | find life a bewilder-
ing experience and | oy o put film

[Opponie poge) Young Som

technology and art wgether to examine
it elosely — ot anly o understand, b
just o keep movement going.” As a
resule, his films are extremely rich
visually and create a visceral response
te whiat one sees,

Examining what one sees is part of
van lngen’s heniage. A greai-grand-
son of Hobert foberty, van Ingen
seems (o hoave inheritesd the filmmak-
ing gene, Although the shadow of his
grandmother’s fnther hung heavy over
the artists in his fumily, van Ingen
resists drowing o direct link  fram
Maherty 1o himsell. His carliest memo-
rv of Nanook of the North was at a
fumily sereening in Vermom when he
was seven. At that age, he was muoch
mare interested in gaing outside 10
play in the countrysicle, He sees his

Chria Kernedy s a Mmemoker and is cho o progrommern for the imoges Feutval

filmmaking ns 8 more direct lineage
from his van Ingen grandlather each -
ing him photography, his own initinl
stuilies in eultural unlluu[:ulnm anel
his childhood B,

Hulw.n:."'.-'- shoclow Tuiled 1o din the
more direct influence of van lngen's
childhood in Tndia, Originally Duteh
traders, the vin lgrens |||igr|1lﬁ| 1
Mysore in Southern India during the
iheos and have lived there ever sinee.
His fathers grandiather started o mx -
dlermy firm. which van Ingen reaem -
bers as a “place of many bewildering
sights and smells of my childhood. .. 1
have a deep fecling towands lndia ns
my father’s land wnd a8 o place of
stromg childbood memories.” Desgpiie
now living in a :unilnli vovwenn in Findand,
it is his connection with Inidin that con -
sistently recurs in liis films, l‘hln“i'lll.“'!.
in the informal “ieilogy™ of The Blow,
Days and Fokus, “1 feel 1y inerest in
examining the way of looking aod the
|NI-"1‘i-i"l.E TLHAETS Copnes lll"irll!l [rommi
my childhood in Indin aond Finland,
being a owmsider everywhere,  Too
Indian in Finland and oo Furopean in
Imifizn, ™ he savs.

Out of the twenty filims and videos
he has made, his four longest films
form a strong introduction 1o bis siyle
of fibnmaking. f  iliese, Texas
Seramble [1006) i= ihe hardest of van
Ingen’s  films 10 partly
because it i o closed system that only
reveals itsell through watching, The
flm surs with the first line of the
Dhammapadn — [Budidliis
“What we are todiny comes from our
thoughts o vesterdoy/onr  presen|
thoughis  build  our  life  of
tomorrowfour life i the crention of our
mind.” To build a stroetire ou of this
statement, van Ingen wses the mules of
an unlikely source. As he explains,
“Texas Scrmmble is o goll game played

descrilse,

virse | :




in the Southern US, Afier the players

hit their golf balls, the balls are moved
forward o ihe best position so thu
each round the players start at par. It's
also a great name”

A mavelogue of sors, the images are
edited with this structure in mind and
eartier momenis are recalled by images
drawn  from  different  locations. A
Texan fairground cuts to the interior of
a cathedral, o show of a goll game, 1o
a watermelon snack in o gazebo, 1o
dog runming, 1o the displays of a zoolo-
The camera is always
mobile and the images swim by with

Y IMEseum

beautiful optically printed saturation,
finally ending in a maze of hedges that
circle around s,

Texns
Seramble his (ovourite film, partly

van  Ingen still  lubels
because it s o very simple starting
et that allows for beautifully oom-
plex oucomes, Surprisingly, the film
was made for television, and H.!I'!Il::lll_'_'ll
it flummoxed the station managers
and had w be s down o 21 minotes
(more for contractual reasons  than
content), it hoas shown three or four
timies on Finnish television.

The Blow (i008) moves away from
a formal structure o 0 more niatve
editing stvle, [he central image of The
Blow is the exterior of his grandin-
ther’s taxidermy firm. It is shot out of
focus amd never identified. bui the

gquality of light and eolor stunningly
suggests the veil of memory. These
exterior shots of the building are inter-
et with interior shots of the work-
benches and with the surmounding
sandalwood mrees. The trees speak of a
connection to Europe; Mysore was the
main  exporter of sandalwood o
Europe. The trees were used w0 make
incense and essentinl oils; they were
ulso used as a reamment for syphilis
during the Napoleonic era,

For van Ingen's expatrinte family
who felt strong tes 1o Europe even
though they had lived in India for oen-
turies, the pull of the past sill affected
their sense of time and place. With The
Blow, van Ingen wanied 1o explore
“the nostalgia and sentiment thar is
buili up in one’s mind regarding a
fnmiily house... When my grandfather
passed away, | was hit by the realiza-
tion that the building, the walls and
winilows were just brick and wood and
glass.” With death, the deeper sense of
eonnection with a place and fts memo-
ries becomes more lecting and belong-
ing becomes eomplicated,

Doys, Sami von ingen, 2000

Taxiderny P jrjs=ars s il clemienil
in van Ingen’s next film, Days (2004
The mmitial IS for the Dlm was
il WAL §rWe |r|i||-|'r|r1 r||:|l |--|r'| fial I|11'
extinetion of the wild deer in 200 day s
The blunmess of this fact in nn ern
Il7|||1'||' I|1"||'||I|"|I||I| (E] iII“J1'|'| I]I:'I.I'|Ir'1|
combined with the historieal -|.;._'I|||-|-
Chnee ol Di@ers i Iy |l||||||ll-'~ |'||:|-I|
van Ingen rellect stronely om the divi
siom of man and natore. ~Theres such
a difference between the fantasy and
reality of animals,” he says. "I you go
through the jungle, vou never see mn
anmimal. 1t's only on v that you get
chanes 1w see animals.”

In the film, animals are constantly
represenied, but pever really there
Days starts wi
skeletons on display, ready for pur-

images of animal

chase. The cumern ravels repeatedly
down o jungle path. A leopard prances
behind o fence. The leoparnd is the only
animnal we see, hidden by confinemen
A safnri through Marajahole National
Park turns up nothing. The most strik-
ing image in the film is a leopard skin
being rolled up and croshed down by
human feet, for easy storage and ship-
ping. The long traveling shot through
the jungle that ends the picee is both
unnerving and central to the film, The
camern 8 either the eve of the tger
rraveling through the bush or a hunter
on safan. In cither case, the jungle is

empty amud oo animals are seen uniil
we returm o the room where animal
bones are gtacked and labeled

Ihe distanee from reality and rep-
resenintion is also o key part of von

“I feel my interest in examining the way of looking

and the passing moments come mainly from my child-
hood in India and Finland. being a outsider everywhere.
Too Indian in Finland and too European in India”™



Fuh'u-:in-r.t-lﬁgu 004

Ingen's masterful Fokus, van lngen
uses  his _|;'Iil|||‘||||l'|||ir'|'-'- (LRI ||u|r:||1-
peovie of the roval Indian court proces
sion of Dussern in Myvsore g8 soures
material Tor this STUIEANE 5 MM filim
Defily oprically printing briel passages
of her lilm, van Insen carefully exam
s the [r'rl-|-||-m| elements of e
frame, Through changing  speeds
direction and amplification, the flin
bivcomes a cyelical study of gesture and
slandows, finding new revelations with
cach sweep of his focus, The enlarged
leXtures and colours  of TE
Kodachrome film and the enveloping
soundirnck make this an immersive
study of the patterns of rtual and
vision. As the film continues, the cychi
cal images build to a cumulative effect
Ihe images pull from the poles of
exoticism and banality, and the film
heelps us re-see this footage over and
OVOr (Eun.

Like Days, there is o political
umdbereurrent wo the foonge. According
to van [ngen, the Dussern procession is
nctually a construct of the British
Empire. The East Indin Company
el the last Mogul in India in
Mysore in g9 and  immediately
installed a puppet govermment o keep
the peace. Part of this peacemaking
involved the development of this courn
[IrCESA10 anid the creation of o rovyal
pednce, Strangely enough, the con
struetion maierials for the palace were

Aol

Ingen

imported from Birminghom
the same time that van
resiearched the |li.*[=u"_k of the proces
sion, he discoversd his grandmother’s
foonage and was inspired 0 make this
filom. With this knowledee, Fokus bur
rows oven deeper into the image and
the British uniforms, the processional
car ani the upper elass audience memn-
bers on the baleony all gain added sig
nifficanee.

After the intense optical printing

that was required o make Fokus, van
lngen = looking foreard o his nexi
project. His residency ot Lorr will find
him exploring new ways (o merge digi-
tal post-production  strategies  with
tradditicmal optical printing amd hand-
processing of 0ss and g5um, “These
are two seemingly opposite spheres of
filmmaking, but 1 feel there is some-
thing imporiant in combining the two
This opens ereative possibilities in a
W Wiy and it is IOty Gt o he
(o nostalgie ahout the film=film.” van
Ingen is mvestigating the possibilities
of wsing High Definition o transfer
film o digital for editing before owt-
putting back onto g5um. In this way,
films can be shot on the smallest for-
muts available and presented on the
lllr;_f1'.-1

The proximity of Ningonra Custom
Liihy alsa |:|:I'i.l'|,'.!.'- Vi III'."I'II to town: 1
am very keen in doing a livde experi-
menting in the lals, | have worked in a
commercial film-lab and know the
tremendons  possibilities  that  these
muschines have for r'1|u'r1|r1f'|ll:.1| lilim-
making. Buot nomurally  strmigha labs,
like the only one we have in Finland
||”‘ LI L I“i"ll o |||1¢|' |||.|.|| mn "III'II
petivities,”

van Ingen is not new io ihe co-op
syslem, He saw his Drst I-I'I'|'|'||i||;.: of

|"\}|l'|'.|III|'IIr.:I:| ﬁ|:|||'- nt the London

Filmmukers ':IJ'I.III. which convinced
him o -rr||| his culpiral .II::IIIIf'IiFIH!I_Iﬂ:I.
Iit"l_"!'l'i' 4|1||;| (n-”n'l. fl||1||l|.'l]uil1.l_' 'if[l‘F Hi
few vears in London, he returmed o
”1"!-I.I!'|LI- 'l 'A..1|Lr-ﬁ w!l.l.:til[ il rhq'
fancy offices of thy Finnish film foun-
dation and ssked them where the
Baolexes are and does anvbody do hand
procEssing All that was unheard of,
nmi I Wiis I1r||! ] ;|.'_'|.l ||1|1I||' qul! ]u‘l"l:ll]n'
a ‘real filmmaker.™ Instead, he joined
with his friend Hq'||||-u Henvall 1o start
thee Helsinki |'||I||I||.'|.lr|'-{:u-u]:-_ which
he helped run for ten vears

His |||~|-||1.. with film co oS miakes
him well aware of the value of an arts
restidensy .|||-1 hiis gimmee in |-||l|||l-| ni“
baild on the conmections he .||r1'.||!1_. hias
here. "It is IOt o ree milser vht
it is nod the Tacilities or location that are
the most IOrTAnE nEsel 0 o project
like this, but the peaple who work in
7:'.5'“E gL P II||||||."‘ |il\|' 1i||'| LIFT hil." i
great erowil ol ||ﬂ||r|4' involved and 1
]Iu!w E 1'.||| Ild' .|h|1' | EN .||||| iy -=||.|_r|'

with mv (L= T and work,”

Upcoming Screening

Som von lngens residency B & weeln

mdm;p.rﬁ.,ﬁwwﬂd
Cinecyda, 129 Spodina Ave




B REPORT

WISH YOU WERE

“This was the first tme | was rJ_.‘E weally
meani in be here,” Cole savs demmurely
After o mine-times sonubbing h'.. the
Toronto  Iontermu tional |'||||| |'.|"-I|'I.:I|,
Keith Cole linally made iv in with Une
Pedite Mort. Now its the igh time and
he i5 going 1o lave the [ull Testival
experience: parties, screenings, frved
nerves, yeaming for the mysterious
MM and episiles 10 his sometimes-

WitLse, soirpElmes- netiesis Sarah Polley

liatrmsoay, Serrisimen B Iil-u.“ﬂ;_ -
Dear Sarah

loaday was registration at Torr, Michael
Caines, the u---fl.:nI-ll-"----'|-:1r-.|ll.|'l'1 ol
oar film Une Petiie Mort., and | met
‘**r 1‘“1' wWinrsl --1.1r!lr1- "'1' |||t'|'-'|| "'ll'rI
(O~ver ai The Suiton Place, 1t was mass
confusion and tension. Michasl and |
were there for two hours and it was
heell! Laver | wemt 1o the opening mighi
party with my friend and the mos
UMEresiig  [erson there was  Miss
Tosromine. Maore saown

b

"= | havent heard from ‘i!“ m o lew
days

FRIDAY, SEPEsng i g, Dy #2
Sarah—I1 had a lovelv braneh wday
with the gals from Bravel!FACT
I.‘l'll-lll.l' Lll'iI CunnrnEnnmngE i m
hair—mood thing | had it done before
k! | zaw Liza with a & today and it
wis fantastic! The theatre was full of
homos and  housewives  and  Liza
Minnelli was there! | sae you later an
an ovpe (unetion. | heard a mmo
tha Vst have a black 1ooh from poo
Inany cEnrviies I've never noooed. |
went o the City TV party with my
friend and noticed that 1r is really
about corporate sponsors. Have you
moticed that wo? Tons of Miny |H-}= il
the party

b

s Sl o word Trom s

Sarumpay, SerT 1o, Diy W

S—Realized ioday that | can be a
muassive bitch! The moer stall nre quite
mice and sometimes | can be the worst
hell hing that ever rode into Toronto on

i broom! What's up with that? Saw «

films so far and really g g et tha
"-'Ail'u: III |i||||'\-_"'| |||I:IJ my h.l.ll | L] Jli!lli"l‘x
IIFII “r' h.l'\l' ar i Flllkllll SCTTTTHNE
LT T rli_-_‘l|r and | h-lln' Iy Sev youl
I1||'||' ."Ii|| [ICE) word  Trom ‘51'\'
Sometimez [ go so for ot there with
my feelings and suddenly | feel all
|1|-l|-|||' | hﬂ'\l' Ill'l'li II||"|'|II”: foims I:I[
Huvs

1 ol eomorroms:,

k

Susnay. SePT 1=, Dy En =
Sarnh—today was the h|-|| nt The
||'|||| Lienire | Wil '|.'L|||I "I|||1'h,'|r'|
Caines o the event, Did some TV
interviews, The acior who s in owr
lthm comies Inio own I-|1|.|:. he's a
real cutie. Tonight s our 1° screcning
and | !|n|q' vou will be there—| think
vour 1l love oar lole filos Soll no ward
from MM, Why must | ernve 1|||r|_l_r-
Ih.l.l | Wils DeVer misant o h.m.:"’ |}|r
vou ever feel this wav?
ks

Moxoay, Serr 1=, D L =
Well r'_'llr'l-'l'!.h-IF were Dy last niishit. 1
looked for you and even asked around
but. alns. vou were not i the Feoviaze
ns they sav. 'me sure vou'll e at our
next sereening oo Tuesdny, Sl secing
losts of films. T have o mp eloss onight.
D yon know that 1 am o tap dancer?
Do you tap? Probably, A wlem like
voursell. Still no word from MM

k

POSTCARDS TO POLL

Hiay

Thanks a lot for writing to
to respond to your letter pi
ubggxinun and imporsonal a i
ha to know how to communii
artificial context.

All I can really think to s
support and your interest ij

Thanks again,

'y

Sarah Polley

“In the depth of winter, I
ma there lay an invincible |

{Albort Camua)




Y FROM KEITH COLE

. I'm anrry I'm not able
gonally. I know how

am latter like this. It's
te in this very

‘is "thanks" for your
my work.

¥

nally learned that within
immer . "

Tresnay, Seer igs, Dy #6

Surah—our 2= public screening is this
alternoon and [ know you will be
there! Both screcnings have sold our
and  Michael

i'l.li'l'i'l-'ﬁl ;.H'ﬂll FEVIEWS III.I IIJ'HIIIHI Fl.ll'

Caines  and [ have

oir film. By the way, guess who ealled
this moming at 1 am? MM! Do you
ever feel compassionae, brazen, ligh
and willing 1o take enormous leaps? Of
course you do! What human doesn’t!
See you today at 4:30 M.

K

Wennespay, Serr 14w, Day

[ zuessed you got delayed and conldn’
make the sereening. Maybe you were
at the dentist. It seems 10 me that the
biggest problem with Canadian cine-
min i thit we only allow 7 actors and 7
directors. “in the club.” [ thought you
supported  Canadian cinema—you
always say that in public... Last year |
rented The Sweet Herealier instead
of an American movie.

k

Invnzpay, Seer 15, Day #8

Hey—I noticed that vou had your big
OpeTIinE last ||i;:|1t. I didn' Bo. M
becanse 'm hitter, but beeause MM
and | went w a party. We played 5
games of pool and he beat me every
time. But | didn't feel like o lozer
because | gor o spend some time with
him and that cleardy makes me the
winner! The blood thin-lg.' bouncers
almost tossed me out several times
because they couldn’t stand me dane-
ing with my shin off and my far
bilublser

white, gay hanging out

Homophobia is alive and well!

k

Fumay, Seer ot Dy #1

Hey—1"'m up to 1 films, 10 parties and
two industry talks—having a blast! |
went to the Gay llambe lasi might and
actually had fun! | saw the former pro-
grammer from Inside/OUT there and
sh2 aecused me of buting in on the

drinks line up. There was twons of room
ai the bar. | wld her thar there was
more than enough oom in this world
for everyone. She probably didn’t
come o our screcnings either, A young
Mexican boy told me | have great
ht‘lil‘—ll':u_\'hl' Mizsa “Don't Butr In
Lime. | Was Here First!™ should meet
him and learn how i relax!

K

]

Sarumoay, SerT 7, Dy #1e

Sarah—Tlast day of Tl | heard that
vou dined at Le Select Bistro over the
weekend and you were the most
famous person there. Congrais on
that! | saw my final film today and
then off to the closing night party! |
realized today that my relationship
with you is kinda like my relationship
with MM: complex, challenging, alive,
with ebbs and flows, Really when you
think about i, both rl'|=I-IiII:I!-|!IJ']lu
sprang from nothing but bloomed into
something,

K

Suxnay, Sepr 18, Pose-TIFF

S5—1 guess vou won't be hearing from
me for awhile. Ull ry and get you a
viis copy of the film. [t's Canadian—so
you'll love it, [ always think about how
you publicly say that Canadians
support  Canadian  films.
Haven't heard from MM in a few
days... | remain yours in courage, cre-
ativity, stupidity, indulgence, selfish-
Ihess IIIHI LT il!l "[ ]JUII |.|I|"'.;"‘_i1|“'=|-:| o
be bold with vour films and your life!
Keith Cole

AEAXUIRLY

htlt]ll]‘l

o=




By Hilary Butirick

he q'n||t|!u1:j.- =n't &0 much on
the h'\-c'lnll:-lur:y af ﬁhlmlul:i.ug
i it is on the creative potential

of those wechnologies,” says course cre-
ator and instructor of Filmmaking for
Visual Arists Michéle Stanley. “It’s an
L‘iplun"iul: of the unigque aesthetic
possibilities with Glm,.”

The idea tw have visual artists
explore  animation evolved from a
warkshop on experimental film offered
at the 2005 Rendesvous With Madness
Featival |'.|;.rhl artist were invited ||.1_|.'
Workman Theatre Project, which pro-
duces the Festival, 1o join the course.
artises
exhibited their worl in 2olo andfor

The Toromo-bassd have
groap shows, but this was the first time
they produced animated films. [ was
particularly curious mhout how these
artiss, who work primanly on the flat
surfnce of canvas and paper or on
installations, would approach incorpao-
PTG IOVETeiil it the mukiu,'_- of o
filim. How would the artists alter their
ereative tools o tackle film, and sl
of the ardstic \lu'uhuhlr'_l.' and sensihili-
ty each has developed, would they
adapt, discarid, or create anew?

‘| found it very similar to the way |
work as a visual anist on paintings

and woodcuts, says Paul Smith of cre-
ating Here, Many Worlds. “1 stan
with a basic kdea and generally the first
idea is the one you throw out... The
same process happens with film. Some
imnges  didn’t work; others did. 1
changed the film considerably from
the first idea. | could ke Images
throughout the film and place them
where | wamted, The whole process
had an elostic feel 1w it.” Smith already
works 1o invoke movement in |his
padntings. “Someliines my inages may
start ane-third of the way into a can-
vias,” he explains, “and then they keep
going outside the canvas. | use repen-
tion of images with short changes, like
in film.”

For his three-and-a-hall minuie
black and white film with sound. he
scratched and drew with markers onto
Super 10uv negative and clear film
and leader, frame |!-§. frame. His film is
loosely nnrrative, based on a ereation
myth he has been exploring in a series
Smiith
describes the film os “the fall from

of paintings  entitled  ffere

outer spiee v earth,”

In her experimentod film with sound
Madness al 3200 n.m., Ann Davidson
shot stills on the Oxberry stand of
paintings done in oil pastel, water-
colour and markers, and then inger-
spersed  these with shon animated

films, created by painting, cutting, and
glhiing saran wrap, paper towel and
accidental ot hair on leader and
exposed film “Madness al o0 a.m.
is an abstract
bunch of short

1|l'l'l'__ -hr SHVE. A
s mnid stills with lots
of colour mmd abstract music  and
sound. The dea came from thoughts
that jump through your head when
you can't sleep at gio0 am”

Davidson's plan was 1o experiment
'Wiﬂh i H!.II:I]!.II‘T ||.[ |1i[|-r'1'-|'ﬂ1 |I'l'|“|i|11|l"‘|,
lEXTires,
What struck her was the nesthetic dif-
ference  betwveen  the

colour  combinations  and
messiness  of
}minmu: mild :|.:Ia||.u;|.1 on film stock and
the clean stills filmed on the Oxberrs
_‘:‘i'll" e ‘h‘.ll "hf I||I“|.|" Nl Canvas m
a 1"""1‘[!?"1 WUy =G |I|.'I| |||1' "|||{|.|.'r |-.|1-
hr':r p.cunhrpu 15 smooth and thie brush-
strokes are almost invisible, Working
“i1l| oy "tl!l -1Ii|| Wihs ni hﬂ“i'”gi'.
bt she sceopied accidems as par of
the reality of working on film itself
-‘l.ll'll |I|'|I'|Il I“I'\I' .I'll' SELne Iif'#'l'i'l' 1FE
|'|'1|]||'|r|._ I-I|1' l'llrll'l'i II"‘-.

I:Inl I.L'!\|I.|\I il Iul'.l' i dlesire i hiold
oo o interrupt the movement of the
images, 10 give the viewer mone time
forr |'1|:||I1'r|||:|n.|||:|::|"' Diviclson SAVE,
“Afier ViEwing the rough cut on the
I]iI[Ih‘Il_ I“Il'll‘! h.'hlll'l'\ 'ﬂl'll |]|1' 1"-[1'1"
of the filim when !||.'|3.|'l|| at full "!H'l'll 1
1I|'1':i-|irn| {[§] -hn. il |!||ﬂ.|| Liis Ih||.[ -Prrll

HANDS ON: VISUAL A




Ill'l'-llll'"' CRIRE CELED a0t LI lll'“lll. Lrpore

texture, I'm a visual artist so | have o
preference towards secing the filin as
paintings with some animation going
o0, You don't see the I‘H"ulil!. of an indi
viduial frame if it goes by too fast.”

Lavaring describes his film Lava
Flow ns abstract therapy He sees
strong resonances between what he's
doing in his film and the art he ereates,
e ||'||4- Tys |cm|..'in|: for mare than
generie movie,” he says. “I'm creating
a thierapy.” With a background as a tile
seiter working in earth and sione,
Lavariug’ art possesses a phyvsicality
that he has recreated oo film. With
Lava Flow, he crushed granite and
lnva rock with his bare hands and a
hammer, He then placed the rubhble
dirsetly omto film stock and P
the rocks with fuoreseent and Llack
lighut paints, Finally, he blew silver dust
ot the (ilm and wet paint. e
explaing these innovations give the
film an explosive ook, As well, his use
of balack light puts the viewer in anoth
er realm. “What is to be expected,” he
savs, ~is unknown,

Making an anmmated flm was an
opporunity for Robin Ashley Jones 1o
sl Mew l.'llllq'q'}ll.—- anid d.-!..-lnp i [ilin
atyle, It has also inspired him w puorsae
Frart Dyaer

studies 0 onimation. s

minnie=long Paind on Film #1 is an

ISTS ATTACK -~

ahstract film set to music which he
composed on a sampler, His intention
was o make a film that moved 1o
music. He painted on dear film and
found fostage with coloured inks and
markers, and incorporated stencils of
numbers and letters. =1 wanted w
bring owt the dominam colours like
strong blues, and then | used contrast-
ing colours to lead the viewer's atien-
{aom nluu;;.uh O the rr]iliug process, i
says, “The picture was mainly edited in
time with the soundirack and was

slowed dowm w hall speed.” Jones,
who paints abstracts, landscapes and
figures in oils on large canvases, savs of
the lITLI'.L'-id"I' Hl' a ﬂ.‘il HEe [ W moying
image: “1 didn't think my sivle of an
would be good for film. Onee | waiched
the beginning of my flm, | began 1o
develop a greater sense of vision,”
Elysa Martinez is ntrncted 1o the
tension created by juxtaposing unre-
lated text, ideas, and textures. She
describes her art i mixed media as
enncepiual. “Metaphorically and visu-
ally | tried 1o do the same on film as in
my other work, but it ends up coming
ascross in a different way,” she savs
“The whole process was to experiment.
| like working with text... but it was
impossible becanse the minme 1 oried
1o write | |'1‘:||i-?.|'l| 1'd have o 1|H]I|II.'JI1|'
frome by frame. 1 got overwhelmed

with the sheer number of things [0
consider], like continuity, in onder 1w
comvey  something  intelligible.” She
decided 1o experimeny with texture, by
sewing directly onto the film. She also
glued objects like sdlt, ghiter, flower
petals and fibres onto leader and clear
film. She played with layers and paths
by sewing inte places thar she had
seratched. “I'm interested in identity,
linguistic overlups, crossing  paths,
going to strange places, | have a fasci-
nation with carography,” she says.
“Funnily enough, the stitches are mag-
nified like marks on the mad The
sewing machine made holes in the
leader so shots of light come through
the flm like stars.”

Hilory Buttrick is moking o shoet Rlm bt

Fishing and the sea. She helped progrom films for
Rendervous with Madness in 2003

Screening and Warkshop

[Frestm sl s right] Pirt oo Filemy #1 by Bobin Adkley Jones, Modness at 3:00 a.m. by Ann Duovideon, ond Here, Many Worlds by Poul Smith




B COLUMN

DESIGNING YOUR CREW

To the beginner filmmaker, the whole venture might be o
little stressful, but a good crew can always take care of

cata 51’rcp|1es.

"'1 everl r||r|'-|i-||- need 1o e
answered in order 10 determine
|!||' |I]III:|I|I|-r|||h' I-if_l" II-I- crew' 1|lr

each production, for no wo produc
toms have the same requircments or
constraints. For instance, experimental
[Iblll' ary IPF1I’J| Irr'\lli |!} {01 e r]||'
ilirector. Documentan crews are ool
Iy smaller than dramatic productions,
.II!.II Py CoEmsy ||= |.I||l I! or 4 Elr'|.||||r
director,  cinematographer,  camera
.|---|-.1.|||1.";_r.||I'|1.-"F|r\|||h|'1|-1|:1 AssIsLant,
|||I'| i -1||||II.| I1II'—|F|E ' FrEws 1I'||1| {11} |I1'
IIIIII.II'IJ Ly =0 “|||r'| rr||\'|'| = irl'\lil\"'il
o whien shiooting of an interview takes
|||J|||'|-' it the interyviewee's home. On the
indie Glomakers budeet, erew mem
bers will likely play more than one role

Where to find n crew? Well, there's

always the wrr crew list, which can be
loimed om the wrr website, Ads can b
leeft i this I|.|:||- ol LATT. |'|1||r -4'!|=|-'||=, =
well as i e waleticrs., Sclhwoads ||Lr
Ryverson, Humber, York, ocan  and
shendan olten have oy posting boards
for wolumieers, Mo studemiz  week
L I!‘!'r".“" "||||"'i'|" '{ -'i""‘ dr:l" |'|’||L
forward 0 providing their skills in
X |I|III:_'-I |{¥1] thn' |'|I]|l-|'|' Ten \\.'Irln. Ml o
THLErN \‘Illl!'ll1 IIrIHI!li'rHI“_ "-n"ﬁ TR

Isers con also be fomnd ot sereenings
witially yenr-end sereenings at schools,
monthly sereenings et Lier or any small
independent film festival sereenings.
I the past, Lo members also diseoy

ered thin ads in NV Magazine and
Fve Weekly elicit many  responses,
eapecinlly when the positions adver-
tised were paid ones. Offering to pay
the crew even a very small salary can

]Ii'll,l i F]lll{ s l'\jl-w'riq'nl'l‘li Il'.ll

il Loy preohilems hiave arisen on
aomie sels whien Ll'}« W |l'.li|| anil
others were not, Either pay all keys,
andd not the assistants, or pay every-
o, When secking orew, do not hesi-
tale 10 ask for a resume, o see a
persan s previods work, andfor to ge
releremnees or recomimendntions before

securing  that  peerson = serviees. Yoo

shinihi] feel condoralile workime with
vour orew and be able o0 confidenty
trust them in helping you create your
Viam

Many disagrecmenis between  the
thirector amd her erew con be avoided
by heing specilic when hiring soameone,
Lot everyone know ahead of dme
whether they will ke |l.'|ll|. ol if so el
them exnctly how much you will pay
thermn, when, and how, cash or chegue.
Dhetermine who will pay the ball for
camern nssisting or makeup supplies.
Yisun canninot expect crew 1o pay for sup-
plies peeded on your shoot if you ane

oot paying them for their work.

Julie QOuellon

Abso give exnet times anid generois-
|'!. AT e hoow o thie -h-hIII.II.E
l.|1|!. will b, The best woy w monke o
crew unbappy is (o make them work
for 22 hours straight, withonr food,
and then bave them try 10 find their
way homne from the middle of nowherne
alter the e has -|IIFI|II'I-I |i|||'|||rII|£ [iar
the night, and expect them bock on set
in 4 or 5 hours, I vou conmot afford 1o
leed people. make sure w0 let them
know thai they have o brng their
hnch. Knowing whether the shoot wqill
take |-|.1- v iniddoors or oitidoors is also
.II.-il-rl'- ||!||"1|‘ as ay II s un ||IIF|r"l1.||!|.|l||'
end time for the doyv, Be advised thar i
i= always best 10 oversstimate the
lengih of the '.l"" I vou tell the crew
that you thinksthe day will end ar mid-
night, the crew will sl be relotively
happy wheiher youn end ai 7 /i or
120 M. However, IF voui fiodsh ot omidd -
might, alter having wld the erew tha
1!|l'!- weosttlid b clome mr O s, vou are in
|!|||||||" |"'||.||'| ]al1|'l. Ir |I||"\ ||1'||||I. s 1'.]\'
in WL I|||“|t|]“'l|'f|li' il|||1 . Qi am
||n!-|:---|||:|-|1||I1||1|||'.

(wver crewing, espocially when crew
||J|'||L!H'r' nrm '\||I|I'|||I'|'r' is i .-|l|'l 1s-
alile ]’:-...ul:- like tis fee] sy anied pesd -
el Hhimever, tow few erew memileers
Iyl voe behind sebedule, One of
|i|1 |'I||+|I1|'l"l"' it | ||.:|| |Ill1|'-l |'..|'| n
eonsd motio, which .||-;l||l s 10 all singes
of [lommaking, even crewing: Hush
Slowly, Tak: vour time when making
dlerisions 1-lH'|:.|||!| whien  ehioisine

VUL CT Gl Lk !

C.'Ingm-:l]l:, publihed in tha Seplember / Ctabar
1904 UFT nirwvilatine



B THE 5S5UPER B8

DEIRDRE LOGUE

0 What kind of flms do voul ik ¥
| mnke autobiographical, shor, per-
formanee-based, experimental, olien
IIJHIIiJII-'.IIII' ST LTS l'1'|1l'|l|1llll-
filais nod videos as ari—{iest and

forennost

& What are vou working on now ¥
Ceetting o few shorts resolved in e
I”r l.lr' LIFT \l'“ l}ll’r'- TS 1T i (Rl L BUE

S ries seroening on Sovermber 4=

ﬁ What's your preferred medinm ¥
| lowve the popicd aetion and deliviom of
kodachrome 4o Saper 8 but, alis, my
prue love is n 1|'II'I'!.. II!I||:|'1'|||r'I.'||||1'
bucket overflowing with high con

i processed thaw

ﬂ How do you finanee your work?
1 tew man 1o ik kot i

O How is vour work disteibuted?
My waork is available through ¥ Tape.

@ How does LIFT benefit vou?
ruth is | make work very rarely. As o
result my experience of Lrr s ot
lh.lﬂ1-rl]ilr!:| tangible, meaning 'm
ol in there every other weekemd
renting gear, As a result, for me its a
philosophical relationship, Ly bene-
fits me hecause it supports, it sur-
vives, it protects, it makes possible,
it's fnmily, it just is

) What's the besi advice yunl ve
received in regards (o filmmoking?
| Illlnh Iilf.--r"' VAR A il o '|.|-"|1

my work to incresse my popalariny

[Editors note: Deirdee tries 10 get
away withoul answering cight ques-

Einll--. son Falerel eanid |:'~l & lyer this: _‘

B What's the one iquestion that
FilmePring should hove asked vou.
bt didm't?

You're ety fosunghy, oaren’t VOl ik
I guess vou should have asked me whn
| just eenored il 8 thang thinking 1
comald ger awav with in? The answer: o

resistne o diy ke jis thiee st AN

Desirdire's work will scrsen s port ol the New
Directions in Cinema ioking plece Movember 4
at the Gladilona Helsl




B DOCUMENT

AFIER THE FIR

Carl E. Brown is one of Canada's foremost avant-garde documentary filmmakers, the creator of such
magical and masterful films as Miner’s Bedlam (1981), Brownsnow (1994) and Le Mistral,
Beautiful But Terrible (1997). Following is Part Two of a letter that was featured in the September
issue of FilmPrint. Brown discusses the optical printing process he experimented with in the making of

his 1982 film, Urban Fire. Brown's descriptions of the process are, in professor and critic Bart Testa's

words, a “remarkable persunﬂ manifesto”. This letter, here in its original, unedited form, has never
been published in its entirety in North America.

To get back to the two processes |
focused on; | wish to discuss the whys
for choosing them, and how they fit
into the whale structure of filmmaking |
am working with. As | gained more
expearience with the sabattier effect, it
became apparent thot the pulsing
halo, which waos a result of exposing
the film for short periods of time while
it was in the developer, could be
worked into the looping process. If
became a way to firstly create a depth
of field beyond whot had been the
case for the original footoge. This
depth of field could become visible
ofter the original mofion had been
slowed down, and the halo or glow
become something that would gradu-
ally work its way ocross those parts of
the image which were highlights. This
wos o way for me o create my own
depth of field, therefore making the
abstract shot more aond more my
wision, rather than just something dec-
orative or just pleasing. | could put my
teeling and my meaning inte what |
was doing. This was an avenue for me
to paint my image from something that
wos realistic. | converted what | saw fo
whot | felt, This was a very imporiont
point for ma to reach, for now | had
found a foundation to wark from and
express myself... give myself a voice,
rather than just merely foating,

From this point, | bag:m ta chip
away ot the iceberg with o more expe-
rienced and knowledgeable eye, and
opproach, | began fo reticulote the
surfoce of the film, in hopes that |
could create on added dimension to
the screen. At first, | followed the
instructions in the book, but found no
success. | was given all kinds of meth-
ods from other orficles that were
imvolved in this endeavor. One person
suggested putfing the film in the freez-
er ond eventually the surfoce of the
film would crock. As it so hoppened, |
stumbled on the right combination
after reading verious documents on
the subject, one being “The Dignan
Papers on Alkalinity”. The first thing
was to use o fixer for block and white
film which hod o seporate hordener
with it, During the MiXIng of the chemi-
cals, there is a thirty-two ounce solu-
tion A, which is fixer concentrate to be
mixed and solution B, which is usually
four ounces of hardener concenirate,
you simply exclude the solution B. This
is stage one. Without the hardener, the
surfoce of the film becomes more pli-
able to work with, The second thing
necessary is token direclly from the
[lim] Stone book [Dorkroom
Dynamics], that being, the use of a
high developing temperature. | found
for the contrast results that | wanted;

developer D-1% gave me the best
results, The developing time of D-19 is
approximately five minutes in sixhy-
four ounces of developer at 24°C. The
book recommends &0-65'C, but |
found that all the black and white
stocks | was using would usually pesl
at that temperature leaving many
emulsion Hecks and pieces. 5o, | low-
ered the temperature until | reoched
what | found to be o workable temper-
ature, [The temperature is even lower
far colour film.)

The final stage in this process is that
of adding sodium carbanate to boiling
water and submerging the already
developed film into this solution for
any where from twenly minutes to a
week, depending on how rodically
reticulated you want your imoge fo be.
The only draw back of this system is
that in order for the reticulation to be
evenly distributed across the film's sur-
tace, you must attoch the film fo whal-
ever surface you intend to pour the
solution into. For me, this is o bathtub,
so the lengths of my film are no longer
than about four feet. The image that |
would use, | could originally loop on
the printer, then shoot off about fifty
teet and then process it in this noture,
then somewhera along the way get an
ariginal new strand together for the
next sloge, which would be the exten-




sion of the length of the shot. One of
the problems | encountered during this
process at first | ’ri'loughr o drowback,
which | now view os a blessing, that
being lost {OOZII:IQE [extreme processes
to the film's surfoce tend to create this
problem). Through the year of experi-
menting, | must have lost at least two
thousand fest of Rlm, migfn:ﬂ and re-
printed shols. By losing the foctage, it
forced me to re-shape my philesephi-
cal approach to film. | could not get as
attached with the subject matter know-
ing that ot any moment during my new
processes | could lose any or all of my
footage. To say the least, my relation-
ship with my film could ke ﬂee-ring.
Through this uncertainty, | gnined a
new HExib”it}r that | think is impartant
for the make-up of any independent
flmmoker's personality, {Chance and
change)

The film stocks that | primarily

worked with during this fime were

printer stocks: 7302, 7362, and
7361

Before | used them in camera, | did
tests and found thot on a sunny day
approximately one hundred and fifty
foot candles with the high slide in
could get you an F/stop of 5.6. | found
the ASA fo be six. | used the printer
stock in comero o achieve the high
contrast effect | wanted for the look of
this film. Another reason | used these
stocks is that !He}r are not punchmmuf-
ic; therefore, | could develop them
under red safelight in the clear plastic
jug and watch the progression of the
image. It was also t;}dvani:;lgea‘us when
| wias s.c:b-ulfiaring my film because |
could watch what was hoppening and
after awhile | could match up one hun-
dred foot rolls of sabattiered materials
that | hod done weeks apart, just
because | could eyeball the process.
The end result was matching shots,

something very helphul in the editing
process. | also found that the clear
plastic one gaollon jug wos the best
way for me to develop. By the end of
it, | had my ogitofion down (no tan-
gling of the film) so that | could devel-
op one hundred feet in the jug and the
image would come out in good shape.
The most important thing the clear jug
offers is visibility. Through this visibili-
ty, you are able fo be more sponta-
neous, and less dogmatic towards
notes you have skeiched out from fest-
ing (o be more pro-octive in the
moment). What | mean is that, o3 an
artist, you are oble through your
vision, [to] carve out what you really
want on the surface. If it looks good ot
two minutes developing time, go for it!

I would like to close on the reficula-
tion process by skating that what |
found out in the long run was that
through the cracking of the image, |
could work with minimal motion, long
take shots and get celluloid motion
through the process added onto the 24
frames per second comera motion.

This added mation | would like to call

“mind motion”. The reticulation
becomes the surface inferpretation of
the channels that the mind goes
through in order for you to stare at any
inonimate object for ony long period
of time, The mind adds the motion in
order o copture your inner attention
This motion does not have fo be relat-
ed with the image you are staring at
directly, but could be o subconscious
link-up between you and what is there,
or it could have no relationship what-
soever with the imoge, perhops past
memories. The reficulation on film
translates this into something visible
for the audience, and we octuclly see
it, the subject, and it, in acfion.

My end result of this work is o four-
teen minute, fifty-six second sound film
filed Urban Fire. This incorporates
what | believe is the first sustained
reticulated foctage in motion picture
film, along with the sobattier effect,
and all the elements | have previously
mentioned,

Urban Fire, Corl Brown
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ACCEPTING REJECTION.

Salon des Refusés
& Silent Auction

By Kathleen Olmstead

Many a hairy eyeball was given when—in
moments of inattentiveness—a person was out-
bidded by a sneaky competitor. Bidders hemmed
and hawed over obijects of desire. They hovered
around tables, which describad the items and
outlined starting offers and bid increments. They
feigned nonchalance when they finally placed a
bid, but groaned and grunted under their breath
when they were one-upped by more persistent
contenders. Ah, that's the rub, to let go or hope
that their next bid was their rivals’ limit.

This was the scene at the 2005 Silent Auction
and Salon des Refusés held at the bright and airy
Museum of Contemporary Canadian Art.
Filmmakers and film lovers alike were keen not
only to snag books, festival passes, and sex aid
baskets, but they also bid to get super deals on
film supplies, equipment, and services.

In the midst of the aucfioning, the Salon

Rightl Production shlls from Rugburn by Trevor Anderson

screened a Prairies-friendly I;Iine up of films that
had been rejected by this year's TIFF. Some were
not good. | daresay, some were bad, but you
had to applaud the sheer audacity of some of
these filmmakers. Hell, they all fried to get into
TIFF and you know the old adage “if you don't
play, you don't win.” They played and, well, lost
at TIFF, but that's not the point. They were in the
Salon.

Just think: when the first Salon des Refusés was
held by order of Emperor Napoleon il in mid-
19™ century Paris, featured “rejected” artists
(they were rejected by the Académie des beaux-
arts) included Edouard Manet ond Paul
Cézanne. Okay, so there were no Manets or
Cézannes there that night, but there were grains
of... something. Here are some of the filmmakers
thoughts on entering TIFF, making films, bad

reviews and rajection.




BEVAN KLASSEN

Razsed in Brandon, Manitoba, Bevan
Klissen is now a resident of Winnipeg
He s & sell-taught flmmaker, inking
advantage of cooperatives such as the
Winnipeg Film Group (wic), Video
Pool, noed Film Training Manitoba. He
lins maile three short flms and is now
working on feature film projects. On A
Sunday screened at the Salon.

How hopeful were you about
griting into TIFF?

Mot hopeful. My first shor filim goo
snubbed by Tirr. [t was a Super 8 film
thint screencd at the Warldwide Short
Film Festival, won a Manitoba award,
wis bought by the Comedy Network,
nndd picked up by a US short il dis-
tribitor, but not by mr. | suspect there
i= m cermin tvpe of flm they are look-
ing for and there s a relational pet-
work that fits in there somew here

Why enter Salon des Refuses?

WG entered for me. | sctually didn’e
L'II"'“ i I-I||' :‘Li‘llil‘” 15 1F|I"l|i il n ||l|
ey, This works to e lilmumakers an
oqual chanee, bin 1 think preler n
FIII.II'II selewstion because it brings adidi-

vhorin] alfirpaniion to the o if seleeied,

Vid vou see the N Wagnzine
entitled *Refused
Reason™? What i= your response (o
negalive reviews or crilics?

Lltimately the media is about produet,

review for a

son | ddom't expect too much from it How
many shorts/features did the reviewer
wiatich and how tired wis the reviewer
before  watching my shornt  film?
Independent films are pﬁhplr trying o
express themselves and grow, so o pass
a film off as “mnanractively mmbling
and unforused™ is very narmow and
heartless in perspective when the film
contans sensitive feelings and thoughis
about my life and world. 1 feel confi-
dent in my film despite its misses,

LINA RODRIQUI

Lina Rodriquez is a recent gradunte of
York University’s Fine Aris Film pro-
gram. She was bom in Hogow
Columbia where she studied joumal-
ism before moving to Toronto. She has
-r|II|F||-'r1'-i three short films. including
|'I|J=l~i'|-€' Tﬂit‘!"_ 1J.||||]| |'|'.|H||I1'|! nl 'Ihl-

vear s Salon

How hopelul were you about
gelting into TIFF?
| waneed 1o (LLE A | bt | knew it wns

going 1o be toush

Why enter the Salon?
| make films so thel can make it owt-

side of me and get & life of their own.
That only happens when you screen
them for an audience. The Salon
offered me an sudience so | was happy
10 BnTer,

What has the experience of mak-
ing this film tnugli vou [or next
project?

It's taught me that vou have to respect
your own rhyvthm and pace and be
brave because at the end—and some-
times at the beginning—mws fyenn EVEry -
thing fallz apart it's only honesty what
will allow you 1o put everything back
together,

How do you see things changing

for yvou outside of film school?

Well. I feel like it's o really It
tme in my lile because everyithing is
changmng. The [act that | left Colombia
6 vears ago has alwavs allowed me 10
L:ilu'ﬁ liml l'\-'l1.l||.|||: | WAl 1 1'|rh|'r
change or keep the sume is up to me
Filmmaking is hard, bt | just need w0
continie collaborating with dedicaed,
h'l"i"“ |I|I||I IHI'\-"HI“II'" ||I'||i|||' | ||i|'ﬁ"
also tried 1o et imvalved with the

]al|||l 'ir1|r|'r|-.||| RSl SOy m



Toronto and it has benefited me
immensely because | have been bucky
enotgh o be pant of different festivals
and events that create visibility for
Lating Coanndian artists in the ity

TREVOR ANDERSON

Trevor Anderson studied Drama w
Red Deer College and University of
Alberta. He has worked in theatre ard
plays drums in Edimonton area bands.
Rughburn is his first filin,

Why enter the Salon?

1 like the ousider menuality, the do-it-
yoursell approach wnd the punk ari-
e fn represens,

Did you see the NOW Magazine
review  entitled  “Refused for &
Reason™ What is your response i
negative reviews or critics?

Is it almost like o positive review 1o nm
be mentioned in n negative review? Cr
toes it mean my work is beneaib con-
tempt? T ory not to take reviews, pos-
tive or pegative, very seriously,
Sometimes they ane usefol, when they
offer new perspective on the work or
feed the creation of the next project...

How did you finanee your film?
Grants, Cansda  Council,  Albertn
Foundation  for  the Arms, s,
Edmonton's lecal flm and video eo-o0
(P ).

Making films i« often a long and
arduous process, How do you stay
motivated?

I stay distracted! |ty 1o have a lor of
different projects on the go in theatre,
film, music and the festival scene, s
when I'm at a point where 1 just have
w be patient with one project. 1 can
focus on the others.

You've come to filmmaking from
the music seene. What inspired oo
i make your firsi flm?

| get really inspired by the locel
Fdmonton music seene. s very col-
lnborative and  creative.  Everyone's
always got something new on the go. [
have always wanted (o make films, and
the experiences 've had in the musi-
sorme, of deciding o form a coupls
bhands, wur. and release records, gavs
me the confidence 1o just go abead and
do ity under my own steamn. The serpt
wits ot of severnl short seripts T've
workshopped in live theae and it
secmed like a good choiee for s firg
film: wo chamcters, two locations,
achievable in two shooting days.

WAHREN NICHTINCGALE

Warren  Nightingnle  (Dreams ol
Mourning) moved w0 'ﬁhlnilmg 1 a
basketball scholarship where he grad.
wated with o Degree in Edueation. He
attended film courses ni the Winnipeg
Film Group and University of
Manitoba. He now resides in Ouiawa.

Why enier the Salon?

11"‘ Sﬂ.!.m 1= an l‘.IIﬂIIlT" 10 BT o mlll
for nn audience who may otherwise
nol gel an opportuniiy o see it Plos
I like the underying atimde of
Sulon—it seems to be in the spririt of
persistence and art for art'’s sake.

What i= your response (o negative
reviews or critics?

I would love 1o say that negative
reviews have no effeet, but that would
be o lie. You always hope for a good
review, not only does it feel validating,
but it also helps with promotion mate-
rinls. 1 think negative reviews are
inevitable, because film is arn, and an
is n process in which you are siriving 1o
piesh boundaries. There are bound 10
b iddeas that either miss or are inoncces-

sible for some. | had oo misconcep:
tions about Dreams: of Mourning. b
is an abstract film thar experiment
with o motoscoping  techoique, oo
exnetly muss appeal. However | am
very happy with the visual look and
received great feedback on it | ehink |
III!I'IHHI'EIIHI'H'I{ ﬂ'h.&l I ET T Iill H."ll
happy that it did find oo audience w

VOFRMIS seTeenings.

Do you feel a part of a film/artistic
communiiy? Il so, how has ihis
benefited you?

Yes, | think being part of an artistic
community is essentinl, Not only ar
there opportugities for artists 1w oo
crossover work, bor i oalse opens
up potential i_ilﬂlu'n'rf-. For me per-
'H:HI.III'I\? | hiave had the oty
to work with some very Erilive iz
ple—flmmuokers, muosicians,  artists,
and dancors—all of which help given
e inwighi 1o the ereative process.




Bulletin Board

Upcoming Funding Deadlines

Conada Council
1,800, 253.5588
wwsw conadacounail.ca

Trevel gronts to Media Artists

Ontario Arts Council
4169611650
Wi Ors.on.co

Integyrated Arts
Deadline: Movember 1, 2005

Chalmers Professional
Development Granh
Deodline: December 1, 2005

Gronts o Media Adists: Emerging
Deodline: December 15, 2005

Toronto Arts Council
416.392.4800
wwew loronfoartscouncil ong

Media Arts Grant
Deodline: Movember 15, 2005

Calls fer Submissions

2006 IMAGES

Images is now accepling film ond video
submissions for consideration for the
2006 Fostival, which lokes ploce from
April 13-22, 2006.

Dewrlload a POF application ot
Eorly Deadline: Movember 4, 2005
Finol Deodline; November 18, 2005

Hol Docs Canadian International
Documentary Festivol

The Hot Docs, North America's lorgest
documentary film fesfival, is now oocept-
ing submissions.

Visit wwaw.hotdocs.ca for full datails on
how to submit your film.

Early Deadline: December 12, 2005
Lot Deodline: Jonuary 14, 2006

Inside Out Toronio Lesbion and Gay
Film and Video Festival

IVs sweel sixeen for Conoda's pre-emi-
nent ashibition of queer flm and wideo
from around the world. This yeor's festival
sokes place from the May 18-28, 2006,

Wisit wewew. insideout.on.ca for submission
guidalines.

Deodline: January 16

Classifieds

Clossified ods (30 word moximem)| are
evoilable to LFT members for the low rate
of $10.00, and ko non-members for
$30.00. (Mlease note, the discounted fee
for LIFT members applies only to personal
listings regording cast/crew calls, person-
ol soles, swcroenings onnouncements or
similor nobices—dasified ods for goods
ond services will be billed ot the non-
member rot] for more information,
please confoct the UFT office o
414.588.6444,

w
E




FILMPRINT

Ad Rates

» Fage | u 4 »80.00
Poge {3 x 47/ $150.0x
Poge Vertical (3 = 10 $200.0
Page Herizonial R e | £200.00

Full Page 18" x117) SEEU[J_I.I
Inside Back Cover (8 " w ) 1*) $400.00
Inside Front Cover -0 SN $400.00
Ouniide Bock Cover e N S450 .00

Block Booking: We oller o 1 5% discount on block-od

hasets of o hull valume warth of adwertong |& naoes

Movember 3 to 6, 2005
Camera Bar, NFB Cinema, : .
R T Mailing Inserts: We will include Hyars or other inserh

y Sguare Video

{suich oy 1-sheats, small brochures or posteards) in aur mCEpa

ring mailings for a Hat-lee of $250.00

For more infermation, pleaw contoct Michasl Barker
4109615424 Communicoicons Coordinaior of d | £ 588, 6444, or by email

wwrw. movingpicturesfestival.com of commumicolions@ilt.on.ca

It L

l " THE NEW DIRECTIONS IN (INEMA SERIES PRESENTS

WHY ALWAYS
INSTEAD OF JUST SOMETIMES

NEW AND OLD WORKS BY DE'RDRE LOGUE

FRIDAY, NOVEMBER 4, 2005

8 PM

THE GLADSTONE HOTEL (1214 Queen St. W.)
ADMISSION: $7 ($5 for LIFT members)

For more information, please visit www.li.on.ca

o @ s gaan EE GLADSTONE




classics of world cinema and the
best contemporary art house films

FILM NOW

THE FILMS OF APICHRTPONG
WEERASETHAKUL

THE FILMS OF JAPANESE

MASTER MIKIO NARUSE

OCTORER 98 — DECEMBER 3, 2005

Plus: The Independents. James Dean. George Toles. British Silent
Cinema. Harold Lloyd. Saturday Movie Matinees. Special Screenings.
Cinematheque Ontario Lecture Series. Limited Runs.

BOX OFFICE

For more infor mation, visit the ',,-1'_\._'|r'-r'{;|_j|‘|d box

office: Manulife Centre, 55 Bloor Street West

* FALL SEASON: OCTOBER 14 - DECEMBER 4
- All Cinematheque Ontario screenings are held at the Art
‘Gallory of Ontaria's Jackman Hall, 317 Dundas St West, Toronto Be'll ‘) =968-FILM

(i the esst erance at McCand Sireet. Al screerings rarestrcred IN T O wbellca/cnematheque

. taindvidusis 18 years of age or okder, uniess noted otherwiss.

Cevelopment for the Arts du Canacla FILM FESTIVAL
Corporation GROUP

. ntari TORONTO
\s 9~—|—-———-—-th“ 0 @ Canada Council  Conseil des Arts e LR
C'-} A DIVISION GF 'ij



ONLY FILM EXTENDS YOUR STORY'S
EXPIRATION DATE—INDEFINITELY.

Over 75 video formats are now history.

But film's massive imags capacity—10x that
of electronic capture—makes it the now and
future choice to meet emerging global standards.
And, as the one, true archival medium, film is
the anly way ta assure long-term access to
your visual assets and intellectual property
KODAK Maotion Picture Film. Your story goes
on and on. www.kodak.com/go/kcimotion

FOR NOW.
OR
-FOREVER.

FILM. THE DIFFERENCE.

=




