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A \Weekend-Long Festival Celebrating the Arts
on Toronto’s Queen Street West
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Strect Theatre  Owidoor Art Show & Sale  Astist Studics
Gallery Exhibits  Oueen \Lest Butiness Special Events
Music'  Perlormance Art  Coommumity Celebration
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shops and nestiurants. A iRSngs ane ako avilabis 2 www.iDrontoartscape. onLca; geac
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Organdned by Sapponted by
et : } h\\'- torontdartscouncil
’ Super 8 and 16mm film shorts. Cash awards. No entry fee . : w torontcdrtstounc |I:| Iﬂm
Submission Deadline: December 1, 2005 .\ sareire
Entry Form and Info: www.csit.org or (403) 205-4747 g#f - & e !HDUEFE
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Editorial Jason McBride

i's been jl:l.-! OVET i Vear since | started editnge Film
Print and, sadly, | must already say farewell. It's
nothing nefarious, just other work not allowing me

thie Necessary wme to devore 1o this marazine. 1 will

miss the magnzine, bor | am E||1'i|.-|'¢| fL8 F"”"'h ar the

l|1""|'|'|"||||ll'“[." |'||Ii| I,ri|“ 1Ii1" IIII(li'rlilh!'ll 1!H|'iF|£ (114"

{eniLrs '_l‘-|pi'1"l:||.|'!.' the :||ir|F|Iii|II of an actuwal name), mod |
Jl |l'qu: flhl".'\ :1r|1 Nk -|'|'j||:_' il l|1"|l'||r|= EVE ITROPe O r|||- -
ing meonths and yvears. | know thai my suceeasor will ke
the magazine in exciting and new directions, bt e o
she won't be able to do that without your help. Film Prin
ulways needs good new writers, fresh ideas and constroe-
uve eriticism. With some time, | hope that the magazine
will become the foram for independent and non-commer-
cial filmmaking sctivity in Toronto (and beyand), but o
do that it will need a substantdal contribution frome the
filmmaking community as a whole. So, when vou gt b
miinute, put down your Bolex gnd ~.|;|i,|'|-1' anil ||;ie-L up A
pen or laptop, Write about :runr‘ﬁ_-lirm filmmakers; mell us
the best ways o cheaply light a ser: deseribe for us youir
experience attending that film festival on the other side of
the world. Theres a lot to write about: we i,uml need peo-
ple 1o do it

Juzan MeBride
Edilor



hree  mmportant  develop

meais will e this
September, and they will all
have a profound effect on
the independent Gl community in
[earsimin,

First and foremost, Shine it On!.
1rr’s anmnal celebration of flmimak-
iu.u. WI” l:ILI' ]IE:II'I' [or Iht' fir-l Tirmee,
il | |I|l' III-1l|-~l'l]||| il ::|:||||'|||}||||1|r:h.'
Canadian Art (socea), a venue all 100
appropriate  given  our  continoed
emphasis on ilhmmaking as an artistie
practice. This wear’s fundraiser will
feature our largest silent auction o
date, and we will he anctioning off
everything {and we mean everything)
that one could need w make o Gl
For filmmakers and non-Glimmekers
alike, o wide variety of wonderful serv-
o8 (massages, voua lessons, dinners
for two from fine restauranis) will also
be: wp for anction,

cII'r' CEFIrSE. IJ'I' J"“I'] 1||- Ijl-l' I"\I'lllrlg
will be the 12™ Salon de Refiists—ciir
anmual showease Tor all the loveable
losers who had the miafortune of LU
Eirl'_'. ||Il'il' short [ilms rl'ire'lml |:-:|. 1hr'
Toronwo Intermational Film Festival.
LIFT 'l.kI” continue is lt'.'Llliri1||| -'||. P
bursing the vvr enivy fees for all -
:':'IIIIFIL I|l”

sereencd a thie .";.'lll:ln e |'|||hr'i| riin-

ticipants  in  the films

domily—we draw the rejection leters
from & hot—and then shown in the
oriler selected. This anti-coratorial fes-
tival is always filled with grear SUrpris
s, The festivities ke F||.'||.'1' |.I|I_':\Ii:t:l._
"‘l.'!rh'IIJ]H'r 0™ At s

event  this

The secomd  notahle

month—it s my  pleasure 1o
anmounce=—is that Sami van  Ingen
will be ver’s 2005 Arist in Residence,
Sami will be armiving in late Seprember
o ereate a new g5as film on our opii-
cal printer. Sami’s most recent flm
Fokus wus one of the highlights of the
April.  Wiih

demonsirated  the

Imnges  Festival  last
Fokus,
remarkable ability o create a wonder-
fully meditative film from  archival

HHIFI'I:' B Tootaee shot in India. Under

Sami

Light Magic (2001]

Message from the Executive Director

thie auspices of our popular exhibition
serics New Directions in Cinema, LiFy
will co-present, with Pleasure Dame, a
retrospeective of Sami's ineredible lms
i early October,

Now for the bad news. It is with
much sadness thar 1 acknowledge the
departure of Susan Oxwby as Director
of Programming m  Cinematheque
Ontarie. Susan has been nomed new
Senior Film Curator at the Berkeley
Art Museum and Pacific Film Archive.
Their gain is our loss. Back in the
day—we're tolking ten vears ago—
there were only o few places one could
go to watch non-commercinl films in
Toronto, The Cinematheque Ontario
played an integral part in the inde-

pendent/avant-garde/experimental
l'ﬂlllllltl]lii:;' in Toromio, As & proErarm-
mer, Susan invited artists from all over
the world as well as working directly
with local filmmakers. Susan created
such  wonderful programs as  The
I|||I|"H'||L|l'|ll'| Fi | Fl'l"l' “1‘4"k]:|' rl'lr”!]l
devoted 1o altermanve Glin (typically
bringing the artisis in 1o speak aboul
their work), and Wavelensths, 1ier's
experimental  film  showense.  The
Cinematheque is sill by far the hesi
cinema in the 1'il:|. for showing 16w
filim

Most importantly, Susan raised ihe
curatorial bar foe film in the city, Her
passion for progeamming and her abil-

||.i [} '\l'l'l; o I|r:|1|. I'_'.FI!I:-{" 1% Jlj'li-'l-

sot u standard that will be hard o
mateh, Although there are ceriainhy
many more flm festivals i Toronto
than there were ten years ago, Susan’s
departure will leave an immense void:
“1'.“' I“"“'I.j: ons lll. r'l“. I“-I"“ :__r|'|"'.:|_|1"'l1'|
and most knowledgeable advocaies
Susan, vou will be missed, We wish
von wiell

Roberto Arganello
Executive Director

Roberto Ariganello

N
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Infinite Connections:

AN INTERVIEW WITH

|ZABELLA PRUSKA-




Fluznas Froerie b her Bochehor of Arm Morury in Pl S Bom Corteton Urrersy She 4 0m oagering
icreernwriter and sory edior. Hier bactune acresnpkay, Rambilng Man, won tha Ryeron Scrmsrwrisey | oward
in December 2003, This kol s mﬂhmhmhmrmg{duﬁ

OLDENHOF

The general public tends to think of creativity as
an unpredictable occurrence that strikes a few
gifted people. Creativity may seem to appear by
magic but in truth it comes from a deep well of
information. This quickly becomes opparent
when watching the delicate and deceptively sim-
ple experimental films of lzabella Pruske-
Oldenhof—works fashioned from the most
ephemeral of elements: a leaf, an insect's wings,
light itself.

Pruska-Oldenhof was born in Poland, where she
lived for most of her childhood. At the age of 12
she immigrated with her parents to Toronto,
Canada, where she currently resides. A gradu-
ate of the Media Arts Program at Ryerson
Polytechnic University, where she received her
B.A., Pruska-Oldenhofs film and video projects
have been recognized and awarded for their
arfistic merit by various film festivals and orts
organizations. During her studies at Ryerson, she
co-founded the interdisciplinary Loop Collective,
which she is continually trying to expand by

organizing innovative contexts in which fo pres-
ent experimental cinema. She has confributed to
the Toronto arts community in various capaciies:
as a filmmaker, as an administrator, and os @
member of numerous arfs organizations. Pruska-
Oldenhot is currently working towards her doc-
toral degree in Communication’ and Culture at
York University in Toronto. Her films include my
I's (1997), Vibrant Marvels (2000), Light
Magic (2001), Song of the Firefly (2002),
Scintillating Flesh (2003), Her Carnal
Longings (2003) ond sea-ing (2004). Her
most recently published article entiled “The
Aesthetics of Menace: Stan Brokhage, Tom
Thomson, and the Group of Seven,” appeared in
the Canadian Journal of Film Studies.

| met with Pruska-Oldenhol at her home in down-
town Toronto to talk about what inspires and

informs her experimental film works.
FEvarn




Fugitive Ljijght

Eliana Frederick: Historically, many
experimental film people have come w
filin from other arts backgrounds, You
hegan in fine arts, painting. Can you
tell us a bit abow that progression?

lzabella Pruska-Oldenhof: My ini-
tial imtercst was in painting, and |
wanted to pursue painting at a univer-
sity studying fine arts, My parents,
being musicians and not being able o
support the family though music in
Canada, said 0o me “Think of more
practical possibiliies in the ars.
Mayhbe going into applied arts would
be more practical for the futre.” 1 was
accepted ino the Ryerson Media Arns
program and this probably was the
best thing that has happened o me,
because the program itsell was inter-
disciplinary. Rather than jusi relying
on one photographic discipline, it com-
I photography. video, film, and
gital imaging. Today | draw on all
four diseiplines and also include paint-

ing. | guess my sensibility for composi-
terms  of
colours — and
shapes within each frame and shot has
itz basis in my initial interest in paint-
education
Ryerson opened up new possibilities

tion o 1|1ir||:irl=r: 1l

relationships  between

illl'.!. I Ji P EYET [I'I}'

for me o explore composition in a
dynamic form a8 evolving over time.

EF: | find it interesting that all your
expericnces—{irst painting and now
applied ars  education—have been
integrated in your work.

IP-00: 1 think that it comes naturally 1o
any maker, You will always draw on
your experience in whatever medinm
you have worked, whatever technique

you have picked up along the way, and
whatever works wou have
exposed o, My work is as much
influenced by my introduction  to
music through my parents, growing up
being surrounded by music, as it is by
other artists and filmmakers. You can
certainly see the impaect of Bruce
Elder’s films and theory on my work.
This goes hand-in-hand with me hav-
ing worked for him now for almost a
decade as an assistant on several of his
films and books. Stan Brakhage is
obviously another major influence,
Had 1 not been exposed o hours of his
work., and, in particular, his
Maothlight. | would have never heen
able 1o make Light Magic and Song
of the Firefly. Michael Snow was the
one who showed me how to be attuned
e each medium—how each medium
secks its own way for expression and
actually shapes the work. Certainly
seeing, in his work, the cross-pollina-
tion berween the different media—his
photographic works always bearing
the marks of painting, and the same
thing with his cinemartic works—has
left a lasting impression on me. Not o
mention, several others such as
[Marie] Menken, [Carolee]
HL'I'I[I':'E']TI![I]JL !LI“I m ¥ Wl r.l'f."['rﬁ. Kf"“}
Egar, Shana MacDonald, Annie
MacDonell, Colin Clark, and the Loop
Collective. All these people, as much as

heen

my education, have influenced how 1
perceive the film image, and where [ go
with every single praject. | think that
educa

on is very important, but so are
the peaple in the community, the other
makers, along with the works of the
pust wad the works that are cureently
in the making. It is a very reciprocal, a
communul process,

EF: Whai inspires you 1o creaie a
film—as u[s|m+.mi 0 @ poem or a
painting?

1P={): "ﬁ'h}' would [ chomse 1o work
with film? | almost see this gquestion
dividedd into two parts. First of all, its
generally some form of an expericnes
or impression of something. For exam-
|1.h‘, with the Loie Fuller film, ]"'ul.,l‘ilh't'
L{ijght, it was actually secing the
footage of dancers in the 18ge’s all per-
forming the same dance, the
Serpentine Dance, and Just being
drawn to lhn""rqw itive motion and the
shapes evoked Ihmugh the movement
of the diaphanous materials of the cos-
Another Double
Ellipsis, oui Fugitive
L{i)ght evalved, pln].'.v. with the -..'iu;ps:

of the figure-eight or the infinity sym-

LI, pmj et

of  which

bol, | saw the scientific foomge of
motion stmdies shot by Etienne-Jules
Marey of flmg:mﬂirﬁ, flies, and bees in
flight where he identified the double
elliptical shape in the movement of
these insects” wings, | lmgnu 10 notice
this motion and the double elliptical
shape elsewhere in the world and this
gave the impetus to the project. In Fact,
when we iry to float or to sustain our-
selves in water we make this move-
ment with our arms, The dancers
performing the Serpentine Dance  a
the turn of last century also created the
same movements while moving dozens
of yards of fabric attached to their
arms. In o sense, it was this actual
shape, the double ellipsis. rather than
the concept of the infinity symbol or
figure-eight that guided both projeces,
I did not want 1o go that route; | was
more interested in fleshing out where |
movements  and

was secing  these



shapes in the world and hopefully

UNCOVErINE  SOMe New  connections
which den’t yet exist as concepls,

So it ecan be anything from the
shape of a leaf to the structure of a fly,
such as in Light Magic. or something
that is already out there and exisis in
its photographic form, or conversely
geeing a film and being inspired by
somebodly else’s work, Not so much
always by the content but perhaps by
the rhythmie structure of the work, or
an experience that it engenders which
you can't exactly pin down but which
urges you (o explore by recreating it
1.IHUI.IH|] }'Uli'l" O%T1 TTEATES,

[ feel that experimental cinema
often cornbines both poetry and paini-
ing. The structure of a poem relies on
rhythm and uses deviees sach as
metaphor and metonymy to shape the
composition. In addition, 1 find tha
l':'.']l':'ri.[l]l".‘[llul. CINETN rng('rhh.'n- FIFIE'
rience that evolves over time. [It]
l'llgﬂgl'-!! nmot ur||3' IJII." \'[!Illll. SETSE iJ'IJ.l
also the auditory, and, sometimes
through its rhytlunic structure, it can
also engage the tactile sense or perhaps
trigger & memory that will transpor
i 1o another |r|ﬂ1‘:4:. Or. who Iil:ll'.'h\.':-.i.,
maybe pull you into a sleepy state of
WJ.I‘»".“.T‘IIIH' Il'l“".“!!ll. hl"i!lg CONSCIONS IIIHI
UCONSCEOS, [IJ.III:'!] L"]

EF: Do you have a methedology or
framework in mind when you create
your films?

IP-0: | guess every film requires a dif-
ferent approsch. In fact, 'm quite
opposed to any kind of “methodology™
in creative production partly because |
find that imposing a framework or a
method can certainly curtail its possi-

hilities. There are, however,
exceplions, such as the use of aleatory
processes or chance operations, b
that's a whole other topic. Generally, 1
iry o open mysell to whatever materi-
als | have gathered,

S0Ime

EF: Do you find yoursell drawn 1o cer-
tain themes when you're creating a film
or do you find yoursell wanting 1o work
from that initial feeling or spark that
has compelled you to work on the film?

IP-0: 1 think it's probably the latter,
starting 10 work from an initial feeling
or some kind of a spark or experience
or exposure 1o something, be it an
object or a film or a dance perform-
ance, or whatever—a great conversa-
tion with a friend. [ try not 1o impose a
boundary on a project especially in its
formative stages, which a theme cer-
tainly might. In general, 1 am drawn 1o
colour, light, and rhythm, just as
TUTTEroiS other experimental
filmmakers are. But, at the same time,
I think there are themes that come to
me after | have completed the work,
when I've been away from it and had
some time 1o digest it and look at it
with fresh eyes. When these themes
eventually surface 1 think to myself,
“Aha, that’s what I've been working
on!” It's quite an incredible experi-
ence, It's almost like finishing the work
twice. You finish it onee and you think,
“There it is, it's finishedl, that's what i
is.” Then, years down the road you
come back o it, and there vou are
experiencing it again and you find
something elze in it and it wkes on a
"d'l-']ll'ltl.|I new !.ll'l'H.'I]l."l" rUI' '_||'|III. J"l]!ll dil’-
ferent people will tease o different
liil'll“'a fur e, 'Pr'l].i.{'ll I iil]'ll Il“.:li.'l'l

more g'nm[wEIing rather than me telling
people what the theme is, Even when |
am introducing the films [ try not to do
that. | learn more from others saying
this is what 1 saw in your work, or
that’s what 1 responded to. This cer-
tainly helps me leam more about my
work and myself.

EF: What's your rn]minnship tiy story
in film?

IP-0: 1 don't work with stories partly
because I'm much 'more interested in
creating a certain kind of experience.
Rather than imposing a narrative
structure, which is dependent on tem-
poral development or having a begin-
ning, middle and end, | prefer to work
with a structure that is more akin o
poetry. [That is] rhythm dispersing
[lhv] chronological ordering of time
through repetition or sudden shifts in
metre, [It] prompis the viewer 0 make
web-like connections between the past,
the present and the future with what-
ever they are immediately experienc-
ing. Creating a rupture in  the
progression of tme, a kind of openness
without an end (which a story always
curtails  because it always  tends
towards a finish—a hnitade, rather
than an opening towards the infinite),
permits infinite possibilities of connec-
tions 10 be made by the viewer experi -
encing the work. Narrative structunse
curtails openness, and the kind of
fusion of the two would deny the possi-
hilities of both.

EF: When you create your films do von
have a sense of how vour film relates 1o
the film viewer and socieiy? Does this
affect your creative process?




1P | guess the question thar [ wonld
sk mysell is *What compels me 1o be
ilemwn 1o this specific experience, or
what has compelled me 1o create this
particnlar work?™ In this sense anly, |
would think, my work elaes or has
some universal conmection with peo-
ple. But this is not 1o say that an andi-
enee or their demands direct me, This
has pever been an objective for me,
und 1 don's think that has ever been an
obsjective for any avant-garde or exper-
imental filmmaker. Qhaite the opposite.
I fnct, the whole history of the avant-
garde, which by the way | find so com-
pelling, s marked by poims of
resistance, a rebellion if vou will,
nguinst the institations. the public, and
eulture in general. You hear stories
about performances at the Cabaret
Voltaire, wnel the responses of an ont-
raged public who teew omatoes s
Hugo Bull reading Dada poetry and
pgnileatoes in his magie bishop ouilit,
ol | just think w mysell, “Woe, this is
exnctly what experimental cinema is
supposed 1o di.” 1t is supposed to dis-
rupt, disengage, engage and owrage.
Fxperimental filims were not meant 10
pacily the public but ahimately chal-
lenge and question our patterns of
thonighin anl life.

EF: | think it is quite brave what
experimental filimmakers do. People
seek instant validation, so 1o set yonr-
self ups for w0 potential fall is something
most people would not want 1w dog
they would find it weo uneomforable.

1P-0; Working in experimental cine-
ma is quite difficult on an emotional
level, precisely becanse you are con-
stantly setting voursell up 1o be poten-
tially rdiculed and 1o have your work
denied public sereenings. This genme
relies on this forging ahead, even at the
st of feeling frusirated and dizap-

pointed. At the same tme, [ also don't
think that one chooses one's own call-
ing: it ealls you and, trust me. it rings
really Joud wntil you get to it 1 also
think that work which emerges from
this discomflore zone §s often more
stimulting  and  imteresting,  partly
because it is not motivated by the need
o satisly wnd [therefore] feels very
genuwine, After all, we already have
enteripinment on ielevision,  And if
entertaimment should be the sole aim
of art, the comfortabile zone of mind-
numbing content and recycled formu-
lns, then we all might as well glue
ourselyes o television rather than try
to figure out what are we all abourt,
what our culiure is all about, and what
is the bigger picture, Bravery, 1 don't
know. Mavbe, You do gei a lot of resist-
amee oo 1 goess it always ikes a cer-
vain kil of person, o stubbom person.
I've always been o resistnt and a per-
sustend person, which deove my parents
crazy, This is why it kind of makes
sense that U'm doing what F'm doing
rather than doing something that oth-
ers think tha 1 should be doing. There
is a whole tradition of artists whose
works  haven't been  acknowledged
until the last few years of their lives or
only after they passed away. It is mind
boggling 1w think that they stuck w
their ideals s relused w 1ake an eas-
ier path. Bui, a1 the same time, i it
wasn't for them or other revolutionar-
ies we would be living in pretty horri-
bl times. Probably wouldn't have had
the French Hevolution or the Russian
Revolution, and the Iron Curtain stll
wirtilid e senneling,

EF: In o similar way, we wonldn't hove

works by people like Van Gogh, people
who really pushed the envelope.

1P-0: They were the lirst of the avani-
gardes, and it was their Salen de

Refusés (which wrr ook on as a tradi-
tion and continues) which showed the
refused works that didn'c get aceepred
by imternational festivals, It s this
Torm of resistanee that often finds the
most brillinne works, And these bril-
linmt works, because they have been
overcast by the blinding ashiness of
the industry that imposes isell on
every strncture, cannol shine through.
Bun, if you are persistent, | always say,
vou get 10 your destination, 've seen it
happen. It is always the invisibde peo-
ple, the workers, who undenmine and
have the ability o tum over prety
unbearable systems. It is precisely the
unbearability of the svstem that stimn-
lates revoly, so | guess the big guys
should watcl out, [Langhs]

EF: Do ymi feel that the ariis hins o
role in sociery? Mot something that
they feel indebied w B but do you
lind there i something thut compels
artists or experimentul artisis?

[P-03: 1 think tho somebody has said
this almeady, that ar connects us with
the ﬁ-l'lil'i‘ll:lﬂj dimension of our exis-
tence anil therelore binds us with cach
other. And, in this way, erestes a social
bond that we have seen sinee the
beginning of eur civilization. It always
served this connecting role between i
people and the understanding that
there s something other and bigger
than us, In o sense, it hrl[n i hrhlg (i
in touch with that which makes us
bmbile s loving beings,

EF: What role do you see filin educa-
o ]ﬂu_\ring in the ll-l"i"i."ll:ll”lll"tll of n
filmmalker?

IP-0: | think that it is important to
include, in the film education prrocess,
places like vy and other artist-run
centres,  cinematheques,  collectives,



.||ljl-rl'1llul'-||||-- which are ol -||||.||
unportance o film education in wn
versities and colleges. | was introduced

:|'|'~||."'|||||||11||| CIEMETIA '-'uhr'll | was an

undergrmiduate stodent @i Hyverson, |

took n course on « LV T mal cinema
with Brucee Elder, and b l-|--'|||'-| ujpr
whole mew world of cinemms for me, o
world of infinmite passibiilities | thsasazhin
that this was amaring. At the smume
i th |r||h|.H'|.--||n|- werics started
at the ( |l|1|4|.-I]|ll:|||l (i, aod ol
artisis that were wvited 1o do artist
talks nnd sereen ihear works were cru
cind 1o ey deve |-l||||:|-|r1 ns o bk
er | foumd these wlks and wCOFECLEs
Just s eclucational i gol e

Places like virr, where élees ean vou
lewrm abemt Tlm aovmore and ger the
lirst-hanad expiriemon ol working
directly with Gl aod Gl COLRpTIN it

:| ] "Jlil I =AY rlllll LI In "!'I".\l\

by LLRUTET AR N ] of the [ew !r|||||'-- 1]
Toromto, or even Canndi, wheme ope
e have gecess o film Gl (L LR If 1
were o [l student, or someane who
winted 1o learn about floanaking, |

would join ey and wke a5 many

swible 1o learn mor

Wil L -Fl- s s

ar!HI“r ||II LA I"'II"III:

EF: Manv hlmmakers today have o
wear many hais to lmuneh angd sostain
Iiu IF S — il --=||1 lilini |-|---|-|-
tion-wise, bul by being contributing
memibers of pris community orgnnia
tons. Not only are vou 8 Glmmaker
vou are also a doctoral student ar York
a teacher, and o founding and working
member of ihe Loop Collective. How
do vou balanee the creative ||r||l||--

versus i i-l.l-fl-.l! cisiiiilmenls

vour life”

IP-i}: It is sometimes difficult 1o bal
ance my  time, bt quite  honestly, |
dont see my hlm work, myv studies

'il.|-|1III: and | -1lr|1| ollective ns s |

raute. Each one feeds o one another
and all four, in fact, n quire baoth the
CTealve ||1||n||=-| anl self |||-|'||.|:;|j|-| Lin
grt the work done. For example. my

expenicnce working with the Loop
Collective and working on my own
films has ceranly helped me gain a
iheeper knowledge of expenmental cin-
ema, one which canmnct be olummed
through texte, and now § o= seng to
inform mv dissermation. Also. the rela-
II'III-|'-i|H- with pr'llil|l in the collective
have informed mwv itheoretical under-
staniding and my practice. Ar the same

I

scgpired as a gradunie studeni provid-

e, the theoretical  knowle
il mie with the broader persprective on
euloure and the arts. Although @t ITHAY
wem like | am wmking on differen
tnsks or wenring many dilferent hats
all st omee, ench one of them, however,
is indispensable for the other, sinee

||I|"| e .I" IIlll'll'l-llllll'l'll'rl.

Light Magic (2001]




All stills o the following poges
are fram Show Me {2005

B INTERVIEW

HOW & TEL

Cassandra Nicolaou on SHOW ME

Wanda Nanibush

Wanda Manibush is an Anishnabe Kwe curghor, immabaer, writer and mather,

assandra Nicoloou is a filmmaker born and bred in

Toronto and a graduate of the Director’s Lab at the

Canadian Film Centre. She has:over a decade of
screenwriting and directing experience. Her short film, Interviews
with My Next Girlfriend was produced with a LUFT production
support grant and went on win 11 festival awards and a 2003
Gemini nomination for Best Short.

We met recently at the Victory Café fo discuss the theatrical release
of her first feature film, Show Me, which was produced by the
CFC to the tune of $500,000. The story opens with two squeegee
kids, Jenna (Katharine Isabelle) and Jackson (Kett Turton), who
descend upon Sarah (Michelle Nolden) and her luxury sedan.
Sarah is forced at knifepoint to continue her trip to an isolated cot-
tage where the twisted trio—each of them fragile and violent in
their own ways—provoke and ensnare one another. Isabelle—
who stole the show in Ginger Snaps—provides a portrayal of a
troubled, violent and questioning teen that is amazingly tender and
nuanced. Nolden is perhaps best known for her roles in the box
office success Men With Brooms (2002) and as Rachel Hunter on
the Showtime series Street Time. Nolden is both purposeful and
vulnerable in her portrayal of a middle-class white woman wheo s
transformed by a threatening situation. Nicolaou never underesti-
mates the intelligence of her audience, and Show Me is an intrigu-
ing and unexpected psychological thriller. It opens in Toronto on
August 19.



Wanda

|‘l|":'l||1'||"

Manibush: When did VMl
mterested  and  involved
film ¥

Cassandran Nicoloow: | started kind
of lnte. | decided | wanted 1o make
films when 1 moved back to Toronto
from Edmonuon, First, | became a vier
member back in 1991 and strted by
tnking some courses, | did smme flm
prodducing  for other people’s  short
films. Then 1 applied for an Emerging
Artist grant with the Canoda Coundil
for the Arts and got i [t was one of the
few gramts out there where you can
apply with barely anv experience and
get startedd. Its only 35000 but it
||l"f'|-*- | ot il m NES and made “h.’:l-
I'll Never Trust You (In 200 Words or
Less). | wok more workshops and
then womn o |l|‘m|lll LR gl [rcam LaFr
for my short comedy Inlerviews with
My Next Girlfriend. That film won so
many mwards  and  definitely  has
biecome 6 festival fovourite. | had an
arnaings cnst of prople like Ann Marie-
MacDonald, Dinne Flacks and Cara
Pilko

where | lnierview all these women [or

At s most basic, its a hlm

the role of my next girlfriend.

LiFr helps me feel like & part of a
commumity, That's why I have alwavys
been & member. s so important o

know that there are people out there
making films and feeling like you can

WN: Do vou always work in thss with
Show Me being vour leap (o g5mm?

CN: 1 have always shot ond finished on
film, mostly oo, | shot Interviews
With My Next Girlfriend on g5, |
actually shot Show Me in Super 16,
then used o digial intermediary and
then iransferred to s |t was nice o
have those exira sieps. You can fix
.lll'l.f]llhl_‘ that is even a Hitle off. 1 am
r"'.-lll'!: !illluib |IT |i|‘ LA (] I-d-L- E'
books hike it cost n lot more money than
it idid. | had & grear « |||r'|||..|l:1r:r.1|-||rr'
Patmick MeCaomwan, It was his brst fea-
ture 100, He had shot a lot of commer-
|'I||I'| |'|.|||I '\-ili"! III]II" S0 ||| WS n'li”‘

into it It was o really hard production.

WN: Show Me waos executive pro-
Whyte m  the
Conadian Film Centre

|!IIH'|1 hl. j||h1ll|1'

CN: Yes. | had sent the seript into the
Feature Film Project (vee) ot crc and
was accepted. The ore provides 100%
of the financing and mentorship need-
H1 {"F l!!lr =i r'rv-[ul l!r\r]lllttlu'ﬂl Elr‘n-
|!I||‘I|||-r| |1I|-1 lllLI!LT'Ilhg n[ Irlh-hlldgﬂ

dramate feature hlms for forst-time
hlmmakers. It was great, we had
Sso0,000 from the e, we had 3585
saved, and we furddraised privately as
well.

WN: How did you funidrmise?

CM: It was [riends and family donsting
mopney because they believe in you and
want the project to go ahead, A lot of
giving out tax receipis, We held two
separate fundmisers, one in pre-pro-
duciion and one in post. It worked ot
fl':l.ii\ 'fl.l']l |'I ;-|||n-p.|-.| s 10 fTeale n
COMTIITAETTs “I: F”'“1|‘I| " II'I.”' -Ir!lllllli'li
with the flm. They were all really
E'I“'ﬂ'ﬂ"l'l “I'JI 'h" HI!II ||F|'|- |Ii'i'|l1'| 'I.!]l'

iﬂll"ll'll' HE 1

WhN: The

v find the [rriscess

acting was great! How died

‘1.\: "ll'uh, I !|||1IL mib i, | Il'.:t]|'| ||r'.'||'
1‘4|:-'-Eil!|.1_l i.lllil ACIOTE, I [T} ||l:'|i|::|||r|f. Tkl
an actor. With my lirst lilin, | was jusi
amazed at the dilference that a L el
actor or o bad actor could moake in
terms of line reading. When | was
doing anditions for my first film, | had
had no eXpenence but | did real aud: -
oS, il WaE WD 1|4|Lr|1 g‘l]'l.* 1511 bl
Il,'l-gr-'l'hi,'f il 1|1rf|. h.ll! o get |||1r1|.p and



loisk gomned ioeciher. | auditioned janirs

ol ||-lu-|rl| .'|,|||! then mixed themn Ly in
pairs. Ax tirse. | snditioned non-union
nctors—there are some AMUAELNE M-
urion actors— bt | rememilser CORTIng
ouit of the first day of auditions think-
img miy script is horrible, And then the
next day, when 1 saw some really grean
actors, | was like, “Okay, phew, my
script isn't bad,” it's actually okay in
sprois. | just think its a special thing
aetors have going on. They bring life 1o
a character and mransform that charae-
ter in a certain sense. Like in Show
Me. cach of the actors |||:1rL|;_"h1 R
I:hm,u different o the characiers | had
written and those characters shifted. i
wils interesting for me as o director (o
cope with that shift and make sure it
srill worked.

WN: Did vou use all union actors?

CN: For the orc, you have 1o hire acrua
actors but you can hire non -union and
union crew. Michelle was based in
loronto, bur we had others from
Vaneouver and Montreal, We 41-'1||4|||:|.
found Ken through Katherine lsabelle
And she's amazing, | was really thrilled
she wos interested in the [t She led
mie to Kert who was perfect [or the mole
of Juckson.

WN: What and who are vour main
artistic influenors

CMN: On one endd of the -l,'h'n'”’ll!lf | lowe
Claire Denis and Agnes Yarda and
Catherine Breillat (French, feminist,
New Wave and postmodern). On the
ather end, | love Mike White, who is
the writer behind Orange County,
Good Girl, Sehool of Rock, and
Chuck and Buek. | really love him!

WN: What's mext for vou?

CN: The next thing | am working on is
|‘1'lu.|"r||i|;;' Iy MLAINSUrTEam !ml, SO~
what subwersive comedy, inspired by
Mike White, | am writing a main-
stream teen comedy with o lovable
loser who sort of saves the day. It's
along  the lines of Napoleon
Dynamite and Rushmore or Orange
County, which are all in a style thar is
quite good. My protagonist is a nerdy
baby dvke so it’s not just o mainstream
teen comedy. We will see if | can get the
financing [laughs)

WN: Do you think its haed 10
get financing becanse of the subject
matter?

Nz Mot if vou're making a low-budger
imilie filin “||,_'||.! PR, Y hl'l}.l"‘- nre i
JIt.|Iu' - ||I||'IE||||.:._*I [RATT L F TS gt bl H'l.
which | mwean |!|||.‘I themes, hig souwmd-
truck, that MTV movie glossy kind of
look but with this subversive content
It will seill b fesel-good,

WN: What draws you o combine
mainstrenm  anid subversive elements
wgether?

CN: | am a fan of Gunnder Chadha
lhll truanke “I"l‘.l-ll |l. Iikr Mhﬂm
and Bhaji on the Beach. Chadha
onee said, *1 ||I.|1Lr mainstream flms
about marginalized people.” 1 agree
with that idea. 1 feel like, on the one
hand, | have a mainstream semsibility,
but | prefer o have characters tha
operate Al ith 1rl||l';|_[li||.- of -'u'u"lﬂ'!.' h'!.
virtue of their sexuality, etc. It is lar
maore interesting 10 me. On the other
hand, | wish | could figure om a way 1o
get funding for a film that’s less viable
commmercially. | am trying o figure out
a way o get 2 million dollars for a film
I am not sure how people make an
house non-commercial hlms n other
countries, but | feel like its hard here
in this day and age with Telefilm and
their requirements of 5% of the box
office. When | think abowut the films of



Claire Denis, | don’t know how those
kinds of hlms would get made in
Canada.

WHN: What do vou think needs two
chamge?

CM™: [ can’t answer that [laughs]. |
mean | am working on a mainstreaimn
subwersive teen comedy, but 1 am also
working on a shoot-ii-all-on-Mini-D'V-
with-a-crew-of-three-for-$2o00,000

kind of festure. My experience with
Show Me opened up a lot of options
across the spectrum. Im the fure,
there will be no stunts and no swim-
ming sequences, Little did | know
when | wrote “He dives in the water”
that it would require two safety boats,
a diver, a nurse on set and a body-dou-
ble. That was a good introduction 1o
so-called “real™ filmmaking, The crc is
a tesching institution so they demand
that you learn how o make films
according 1o the industry rules—
which is completely understandable. [
I had been making a film on my own
for $5o0.c00, we would have been
saffe, but we would have had a friend
murse and not o union-approved
expensive nurse. We would not have
had a smunt coordinator. Apparenily,
swimming is a stunt. The scene where

Michelle breaks the window of the car,
like who knew how complicated tha
wonld be? The knife scene had to be
choreographed.

WN: Do vou enjoy that aspect of it, the
increasing complications and increas-
ing crew?

CN: It's fun. [ don’t know that [ would
necessarily do it again because 1 like
working with actors and talking about
the charaeter, | am not terribly into the
technicalities of how you shoot a fight
scene, You have to cover it from so
many angles, its an art cutting it
together. There are so many more peo-
ple involved. We had a stunt double,
stunt coordinator, an electronics guy
who sets off the mini-bomb in the car,
a nurse. So you're now the director
standing by the monitor wondering,
“Are you we going (o roll soon?” [ had
a really good time though. 1 am cur-
rently writing a TV show with produc-
er Karem Lee Hall. She produced
Cinger Snaps. | have been working
with her for the past year on a TV
show idea we have. We'll see what
happens with that.

ed Filmagraphy
Show Ma {97 min, coll, 2004}
I S e
Dorsce With Ma (9 mi, colows, 1997
Wiy 'l Mever Trust You

{Im 200 Words or Less)
(01 min., colour, 1995]




B COLUMNMN

KODACHROME 1S DEAD  LONG LIVE KODACHROME!

his month, 1 have decid-

ed to divert from my reg-
ular discussions of
camern  technology  in
order to discuss some-
thing that is certain o be of significani
consequence 0 the  independent
li|1|||11nkinlr.: community not  just of
loromto, but the world. By the time
vou read this, however, it will have
uh’t'nrffn. |!I-|'r.'uJIir |r||! ThieW = |'I|1 IJIIL“IE
about Kodak's announcement of its
deciston in Mav 23005 o discontinue
the Kodachrome 40 Super B stock
For many Super 8 filmunakers and
enthusiasts, this was by f[ar our
Invourite stock, and itz discontinua-
fion comes as a greai shock although
not much of a surprise, For as for ns |
(Wi kil rl"Ill.r'iliiH'r. Jli".r-rlr._ ||r:|1| |||||||1'
Super 8 filmmakers, dreaded the pos-
sihility but nonetheless anticipated
the faci that this dav would eveniual-
Iv come. And here it is '1.|-Il.lllil]|!.: o
kodak

kodachrome in ?‘IIIN’I B was drven

_liilr decision Lo rJI--'urllnll:lr

entirely by marketploce dynamies.”
”nr’ sOires J'It._l'_l. irml 8 ik IhlllL ||Ih-
erwise, but this is a plousible argu-
ment regardless of how unpalamble i
might be. *Because the ‘home movie’

market has shified o digital, sales of
Super & film
declined signilicantly,” aceording 1o
Bob Mayson

Viee President for

Kodachrome have

Genernl Manager and
limage Lapiure

products,  Enterininment Imaging
Division ai Fnstimmn Kodak
Company

Ironically, however, the siock is

IIIl|H|-e-i|I|I' to findd in Toromio, If no one

is buving it, where did it all go¥
Perhaps Super 8 enthusinsts began
hoarding soon  after the anoounce-
ment. When | called Kodak in search
of getting some stock myself, | was told
that it had been decided 10 be discon-
timned because of so-called “environ-
mental reasons.” “ln tandem with that

decline,”

availability aof

Mayson continues, “the
processing for
Kodachrme Super 8 cartridges has
diminished. In other words, fewer and
fewer labs  worldwide have the
machines and the rhr-lui-rr'g. MECESSATy
to process this film emulsion in the
Super & lormai.

-I.I‘I].'\- IS i II'JI”'I. i "-IIEI'I‘I"-I' |I1I|"r [j-
vor ve ever shiot Kodachrome vou well
know that there are only two or three
F'LII-I"' Il"rl in |]||' “'IJ"{ 1i|||1 lri”.
process it ]'l’l'|-.|Ll| muilers came with
the stock that were used o }||.'|-:  (RIT
|':|_I'Iril!;_!|'h inside of and send off to
Swrtzerland lor processing ."l.||1|||n||;_':h il
was terribly inconvenient, there was a
|':-|'|.-=|ir| |||11|'!'-|'IA.1'|'I |r||'||-||ll:r' ||||||u| Ihr'
process: the worrying about the han-
dling and getting the cart there; worry-
ing about its faie ai the lab; the
SNMETINES X0 :'ILI'“L'II:IIL'I:L ]L|1|r1r||| wWalt-
ing; the horrid thought of it being los1
or damaged on the way back: and the
immeasurable excitement about going
i [rh_"L it up and then projecting it o
see the results. And then finally being
exiremely satisflied or deeply disap-
pointed.

e diseontination of Kodachrome
is a perplexing, enigmatic and abhor
el decision. Rodaclirome was, and s,
a fantastic stock and it 15 a termible pity
that its o bonygeer available. Alns, whan
can we do asmde from mowm? Wil |
urge a call-to-arms and demand that
Kaalak

miachine o not iake away our favouriie

W Fl;.:lll 1l intermational
Super 8 stock? Mo, 1 won't. | won't,
Because this decision was made well in
advance of 18 annowncement, From a
|.'l.|l'|l||-|':|h' ||1'I'-||-|'| v, there 15 no turn-
ing back vow for Kodak —even if they
wanted to. And this is pretty much the
Wiy business decisions are often made
However, if you wish 1o sign a petition
protesting the discontinuation of the
stock, you cgn go o www.petiticnon-
line/wgofpegtion huml. (As of this writ-
mg, almost 5004 ]n-1-|-lr- had signed. )
For the record, Kodak claims that it
“will Eve clistomers at lemst @ :I.'l"'.'ir' ]
process their Ko Il-llll']lrllrlli" "1'u|:u*r 8 hlm
with Kodak or seek an alternative.” |
know of cenipin people who find this
nnpouncenment loughable, and others
wha find |||~I adwt .|r:|1.=|‘-|ILg koclak
announces to be langhable

{ Mlser J-H-1_-1-' areue that the death of

Super film has been  omminent




Daniel A|bohary

and this is but merely one of the last
nails in its coffin, Then agein, these
prople have been sayving for years that
the death of Huprr 8 was imminent,
and more importantly the death of film
and cinema altogether. Some people
point the finger at Kodak. But, remem-
ber, we were and remain beholden w
Kodak for fresh Super 8 swoek. And |
certainly would never agree  tha
FIHF}[‘I’ & is on its death bed. In
fact, | am a little encouraged
by several of the things Mr,
Mayson has further said,
and also by the fact that
Kodak has chosen to
add a new eolour
reversal film o its
Super & pt:lrlfnti:r.

“the super-saturat-

el fine grain

Kodak Ektachrome

G4 Color Reversal

Film 7280 will be

available in August
of this year.” There's
a silver |ir|il1g o the
fart than Kodachrome
has been  discontinued
anel is hl:‘.in.g n*plm'mi with
il l|||1g_,=.lr:r|-im.lm1] filim —new
rlml]irngr:.' will foree filmmakers
to become more creative. (It also
means, ws far as shooting outdoors, tha
you're now going to have to filter and
pmhah!}: HEhI meter in order to Eet a
good image.] In further defense of its
position, Kodak offered the following
positive  yet  impassive  statement:
“Eastman Kodak Company remains
committsd o |1mﬂ'1|i.||g S:l[u:r 8 cam-
era users a range of prodocts and ere-
ative choices.”

The new Kodak Ekiachrome 64T
film expands the current Super § port-
folin that inclodes two black-and-
white reversal flms in medium and

Daniel Albahary ks o Super 8 and 1émm aficionade, He has werked in the production industry, shoots
Super B, and will shoot his first Tl dmm shart Rlm this fall. His compony NI Mobion Digitel produces and

distribuses mation piclure content for the web.

high speeds covering a range of light-
ing situations. “It's a grear new prod-
uet,” Mayson continues, “with very
high image quality and excellent color
reproduction, providing our Super 8
custommers another creative tool for
their toolbox.” Kodok suggests that

“Super 8 customers will also find the
latest Kodak vision 2 motion picture
films available in 2007 and zoor
speeds, incorporating the highest qual-
ity images. improved sharpness and
grain, along with & full systems
approach, optimizing the entire imag-
What Kodak fails to
acknowledge, mention or even allude
1o is that most average Super 8 cam-
eras will not be able to read the asa of

ing chain.”

this film when the cart is placed inside
the camera. This could present serious
problems to some filmmakers, As well,
it will cost much more to purchase and
process,

Onmie final point: Kodachrome is still
available for 16w, Its use entails dif-
ferent processing techniques, of course,
but those who can’t live withous
Kodachrome, perhaps now is the
time to make the leap to the
higher gauge. | myself will be
carefully using the few rolls
of k4o that 1 have left anc
probably acquiring a
few more o hold onto
for posterity. And 1
shall mourn the loss
of a  wonderful
“stock that made
~ Super & filmmak-
ing 80 exciting,

rewarding amd
richly beaurtiful.

SOUFCRS




B DOCUMENT

AFTER THE FIR

Carl E. Brown is one of Canada’s foremost
avant-garde documentary filmmakers, the cre-
ator of such magical and masterful films as
Miner’s Bedlam (1981), Brownsnow (1994)
and Le Mistral, Beautiful But Terrible (1997).
In the following, a letter written and sent to such
luminaries as Michael Snow, Stan Brakhage,
David Rimmer, Al Razutis and Norman Mclaren,
Brown discusses the optical printing process he
experimented with in the making of his 1982
film, Urban Fire. Brown's lovely descriptions of

this process are, in professor and critic Bart
Testa's words, a “remarkable personal mani-
festo” and the film itself is reflective of the
upheaval Brown was experiencing at the time: a
new marriage, the end of his studies at Sheridan
College, disconnection from his family, and the
discovery of a new way of making films. This let-
ter, here in its original, unedited form, has never
been published in its entirety in North America.

{Above) Prometional sill from Urbon Fire: |1 782)




| hove been warking axtensively with
fhe upric{:l printer, using this as the
vehicle for compression and expan-
sion of imoges. By toking o “real”
image and ||;|oping it, | can then begin
lo compress the image by the use of
fhe sprl'r'lg-wcrund motor of the Bolex
camera. | disenguge the outomatic
motor and then begin fo re-photo-
gmph the image, with bath the cam-
gra ond the projector
simultanecusly.

| became interested in this process
of muking flms becouse it has an
inl'eresring pnrudax, | be-gin with &
“reclistic” or representational image,
|_-,-'|'Il11:r origingl'}-’ ;|11:|! b‘:f m}r:e!l: or
from compilnrion mege | take either
the form of the griginu| image, the
mavemant, or the emational qua|ih,', s
the impetus for selection, ond then
begin to take opart [deconstruct] the
reclism inherent in the Image. This
leaves me with an obstraction of korm
ond movement, and | leave the emo-
fianal qucfil}l afthe image inhack,

From stage one, | then move on o
get the pulsing |tx.|p,. which seems
oppropriate for the imoge in queshon,
and as it fits into the scheme of the
whole film. A shot may undergo os
many as seven or eighl transforma-
tions before it is ready o be used. The
beauty of this elongated process, is
that essentially, every stoge becomes a
new shot within ilself, and con there-
fore be incorporoted info a film siruc-
ture, i.e. one can cut from reversal to
negative, ond through this create the
continuity needed for the film to be
coherent. This is an imperiont peint to
consider, because the Fflm is so
obstroct in its form that one must insert
something in order for the audience to
properly follow the film. That some-
1|:|i||9 o) wurk ol I| 5 ||,-,'w,-,'| l..a[ I|:|l: uuh'
conscious, 50, as a himmaker you are
able to structure the film in whalever
way necessary to bring forth the level
of perceplion the audience can use to

running

oy p.rcperl:,r what iz bE':,ranrj the sur-
face of the celluloid structure. This
takes film from the seats of the audi-
ence, into their minds. By using this as
my logic for the structure of the film, |
can make the |Eng!||'| of the shot as |r::-r'|g
os rsquired in arder for the r|"|:|.fl1'|m of
tie shat to be embedded in the minds
of the audience. As | have mmrﬂly Dnl:.r
begun o tap the p-::-ru:11i-::| of this
process, | see this technique as limitless
in its application 1o film.

As o person who is |y:icu| and
poetic in my work, | believe that saund
in film is as important os image. As |
show my films to more and more audi-
ences, | |'|I::I'\|"\¢ coame o tec:“:t: le:ﬂ as a
Niewing cudience, the sound is some-
fhing they can fall back on. As they
do, the images pass in bront and thru
them, in an eye bang or peychedelic
effect. Through this music, the images
begin to work on the mind mare effec-
ﬁ\rel:,.r. Ihmugh this music, the inmg&s
!JEQ-II'I o work an the mind more effec-
ﬁvely. The obvious contradiction here
may seem ko be that, s a whale the
film may be unbalanced because the
music is more occessible for the oudi-
ence. | do not believe that this is the
cose 1|1r.)u5|'|., becuum, s an arl form,
music has been arcund for a much
|::anger periad of time. Therefore, as an
audience, they ore more educaled to
experiments of sound compasition. An
m-c-::rnp|e outside this discussion is that
of the |'1ur|equir1 romance  novels.
Generally, people nowadays treat that
form of literature as rrush, and would
sooner read mrnelhing with mare sub-
sance. This is because, s an art form,
literature as music, has been around
much longer and is mere developed as
an art form than film. Therefore, we
get back 1o the uriginl:ﬂ point, that
huiuu. the music for the oudience is a
vehicle for them fo sea, and feel more
i‘lrﬂugh the images. This | have found
Is vary successhul. Of course, as | mora
|u||}f molure as an artist, | may find

thert this is not the cose, but my hope is
that this marrioge of sound and image
will even have a fuller range of possi-
blities. Right now, | believe the sound,
used in this way, mokes the film more
oocessible fo the audience.

Gelting back o technique, os |
bagan to experiment with this looping
process (cycle imaging) more fully, it
led me to another field of motion pic-
fure film. In porticular, two processes
Sabattier Effect [a form of selarization)
and Reticulation, | first encountered
trese terms through my instructor at
Sreridon College, Jeffery Poull, who
irtroduced me o the book Darkroom
Dynamics by Jim Stonc. This is a book
dasigned to foke you beyond shoaling
images into a world of many possibili-
fias, it applied to klm. As ihis book
was designed for 35mm photogra-
phers, | took the essence of what he
said and illustrated ond begon to
apply it to 1émm mofion picture. |
bacome oware almost immediately
that the results could invariably seduce
you into the process as the all, rather
than an element of filmmaking. | found
this 1o be cose for quite o few of the
filmmakers who had previously been
involved with material ort. This was
something | felt that | should be wary
of os | became more involved in the
process. Looking back on my infant
singes of this process, | reclize thot the
most importont thing | hove gotien
from this, is a closer understonding of
fim as art, (physicol and mental), from
many hours in the darkroom develop-
ing thousands of feet in my dlear jug. |
sow it hoppen right there bothed in
rad light, as the film spoke to me in o
languoge | could understand. | think
this is why | confinued in my studies of
hand:developing.

| begon o enter a world that o date
hos merely been touched upon,

Part twa of Corl Brown's letter will ba
published in the next Hdue & Film Print




B REPORT

Gone in 60 Seconds:

The
Novosibirsk
Extra Short
Film Festival

The great thing about extra short
films, explains Dimitry Bulnygin, the
organizer of the Novesibirsk Extra
Short Film Festival, is that “if they're
shit, they'll be over in a minute.™ Held
on June 4™, 2005 at the Dom Kuliury
Oktvabrskod (October

Hevoluton f:ul{u.u—.:l i

Revolutsi
Ihl‘u.'f 1."
Novosibirsk, Siberin, esF showcased
extrn shon films—all under 6o sec-
ondi—from around the world. The
genre of the exra short film is as old as
cinema tsell: Lumitre's 18lgs film La
Sortle des Usines is only 50 seconds
lomg, What was onee a limitation
imposed by wechnology, however, is
now often a choiee made for stylistic
reasons and, more often than not, a
limimation imposed by a lack of fund-
ing. But a lack of funding does not
necessarily tronslate into inferior qual-
ity filmis, as this yvear’s Novosibirsk gss
demonstrated.

H-II.'I]H:III. I CODlCMpOTErY  Artist
from Novosibirssk, organized the first
such fest five years ago as a spool of
more traditional film festivals . “When
| was putting together this parody—
vou know, complete with me in a tutu
anid my dog giving om awards—we
decided on this short ll'llg'li: af film,®
explained Bulnygin a few days before

the festival. As it turmed out, the ||iJ.i|Ji-
tv of the films was so high that
Bulnygin  decided to ke on the
responsibility ol maounring u resl festi-
val, What startzd as o gag mmed into
sormiething

“quite  special. " And

Buloygin fn't the only one who
thought so, In the second year of the
festival, enitries lri|1|r|| and, this VT,
Bulnygin received over 200 subumis-
SIS,

While the majority of the films rep-
resented still originaie from Russia or
former Eastern Bloc countries, this
years submissions also came from
counitries as diverse as the vaa, Croatia,
]Jllm.rl. ||lu|j_.'_.||| T .\1L.l|lhl'.n. Sri Lanksa_
the United Kingdom and France
Funded by a gramt from the Ford
Foundation, Bulnygin has been able to
do o tremendons amount in the last
five years, The extrn shorts have trav-
eled around the world and have also
bisen shown on Russinn wlevision, &
sommewhat incongroous event for a film
festival whose motto 15 “We'll show
what you'll never see on TV.”

The festival itself is divided into two
parts: the non-competitive screening
and the competitive  screeming,
although both are shown on the same
evening. The [lms in the competitive
program are divided into two cate-
gories: video and animation and both
must adhere 0 certain rules. They
must be no longer than 60 seconds,
and they must ollow eertain narrative
conventions—they must have a begin-
ning and end, as well a5 a plot. No
video loops allowed. The films in the
non-competitive showing (roughly 20)

tJ-'I‘uI' ”I!r (RN TSRl O ||!1l|1||1'r. T
met the sirict requirements for the
4'|I!I1|l|'1lll'l| e showease but which sll,
according w Bulnygin, merit o sereen-
ing. Despite this appurent organiza-
tion, | was fruscrated by what seemed
to me o be rather arbitrary decisions
about which films fell nio the anima-
tion calegory aid which fell into the
video category, For instance, Kyjo
Kristjansson-Nelson s film, One
Minute Interview, which was a beau-
tifully animated and compelling inter-
view with a bey, was placed in the
video competition, as was Mutabor,
by Zer Gut Group, another excellent
ﬂ!l!l that oommsined animatbon  sand
viden

The jury isichosen by Buloygin each
vear from n.l; mtermational wray of
artists, filmmakers, and film theorists,
Bulnygin is guick 10 explain that a
mare diverse pool of judges allows for
R |'|-_!|1|H4|r1'||ll jllllil'ill. |ll'1|l:'r-:1. “l'
has noticed how eultuenl differences
play a large pert in determining the
judges’ responses 1o ench film. For
example, Maxim Ushnkov’s Flight, an
animated short about flying hearts,
with bulbous ases, was a huge crowd
pleaser at ihis year’s festival and yei
left me, and the foreign judges, cold.
Cultural differences were also appar-
ent ms | wartched the festival, Viewed m
one sitting, with a three-second pause
berween each fiam, the pProcess was an
experience untg itsell, The hall was
|!.'||'|il|'1| J|l|1| thie audience was Jl.l'll'l.'rl‘_f
involved  in films.
Favourites—muinly  Hussinn  (ilms—

rating thie

were greoted with hoots and lnughter




and thuneerons applanse, while others

were given a loud “Not bad! Not bad!”
ar “Pretty good!”

Aside from giving the audience a
chanee to view over 70 films in one sit-
ting, the genre is interesting for its
ability 1 blur distinctions between
beginners and more experienced film-
work, according 1o
Bulnygin, stands for itsell; he asks for
no cvs and very linle information
about the artist. Thus, the filmmakers
are an eelectic mix of students and
emerging and established artizts. For
example, each year there have been
enirics from a tinv town in Croatia

makers.  The

called Lapreshich, where students at a
local school have mastered the ant of
exira filmmaking—winning
prizes in both animation and video
categories this year. These films are
shown alongside those by established
artists like Olga Kisselevas Seven
Deadly 1Desires.

:-'|I 10T

The festival ended with a re-screen-
ing of the winners—not a |:ig rirme
constraing at five minutes! Since the
ﬁJI.Hl SCOMS WEers so ll"l.li:it'.. l|'|l' "r"".ulll.i
prize was split between several films.
Chris Davkin’s The Burden of the
Eternal Realm, from Sri Lanka:
Loptichs Moses, from
Croatia;  and  Maxim  Ushakoy'’s
I"Ijr.:hl—]"_'l rj.“' lhl.' EHHIIIE'IH'J'
favourite—shared the animation prize.
The video prize was awarded 1o Nes
Fuck Da Shakin:
Svetoslay Viadimirov's In the Garden
of Edem: and Davor

Jadranko

Ruki Group’s

Biruzh’s

Common Morning in The Courtyard
of FKVK Zapreschich. B

Martha Solaman is o Toronka-based emerging decumentary filmmaker, She recansly spent seven manths
trervelling in Russio where she gothered material for o shart film obout the Gulag. She s also curmently com:
plefing o short decumentary about obarfion rights odivists inToronio

Martha Solomen's: Extra Favourite Exira Shorls

Movasibirek,
Admitredly, | hove no idea where the *
ke fifs indo Hhis plece, but nonetheless this is o

film, A of clay seams
i Vsl el A ol

creted by the
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. Honger On, Fernande Bosno, Mesdrid,

Spoin

Cine long shat of & mesquils on on cirplane
Irying Jo hold on as the plane faxis down tha
muw.ﬂ!uap&.ﬁrqﬂq kor o mosquic
mem

7. Raingtarm, Akike and Masaks Takada,
London, UK '

A visual freal—a reflection of o cityscape in o
glazs with the corbonation ocing o3 roindrops.
bean weiching a a wine

filled—playnd

i reverse.
B. Mutobor, Zor Gul Group,
Yakoterinburg, Russio

The real warld iz sl fromes
of wreellonce shle vides of peopls doing
ing in his window, @ youhg woman walking
with Then our dention is drown o
one ond it mwloie inlo o forcitul ani-
Mm*ﬂﬂiﬂpﬂmwh
man smeking in his windew is now the caploin
ol a lage ship, o veoman morphs into o bird.

b the resr he gore.

10. One Minute Interview, Kyja
Mitwaykes, USA

A ane-mirute animaed inkarview during which

the subject, a frve year-old boy, muses on sub-

jects on diversa oa ghosthiling, the cops, guns,

vompires and girs.

For more information on the festival and
how to submil your extro-short film festi-
wal visit wwsw.esf ek




B INTERVIEW

A conversation with MATTHEW TOFFOLO

Matthew Toffolo is o writer, producer
and director. More pertinently, for the
scke of this interview, he is the organiz-
or of LIFT OUT LOUD, a twice-month-
ly workshop in which members have
their seripts (both short and feature-
length) read by professional odors and
then get feedback from an oudience of
their peers. Williom Lo Rochelle spoke
to Toffolo earty this summer.

William La Rochelle: S0 when did

VORI STATT MUNming LIFT oUT Lovn?

Maithew Toffolo: [i's been almost two
vears now, The first official event was
June of 2003, In May of 2003, a wum
member and writer, Cameron Groves,

sot up o reading with another writer o
hve their serijis read out loud using
actors, | anended the event, saw the
great 1n:l1-r|liu| af it, talked it over with
Roberto and said | wanted to keep this
going ns 0 monthly thing. My main
motivation was to bring creative peo-
ple together (actors, writers, directors,
producers ete.] to an event. In this
mcket, nothing is more important than
networking with your peers for many
reasons, | he main reason being sap-
port and creative stimulation. So many
people who've participated in  this
evenit hove inspired me, and I've alsa
formed a lot of grear relationships, And
I like 1o think that others can say the
s thing,

Since the change 1o twice a month,
g comunittes has been formed for the
event. We are all doing different duties
o hrlll. make the event even more pop-
ular, plus use it as advertising for the
wrr organization. li's already worked.
Brenda Kovrig, a usr board member
and a terrific documentary filmmaker,

Geoll Kolomayz, a friend and alented

actor, Christina Ray, an established
writer amd previous collaborator, and
Mare Galand, o Glmmaker and master
gulesmnn, work on the event with
|r|!.'!u|'||'. We are all determined 1o roise
the scope of filmmaking in the city of
Towranto.

Wl: Has there been a difference in the
approach or the structure or rules over
time

MT: | really have dome a complete
overhaul with the event. When | stan-
el i, | went into it really blind and had
no iden where 1t was going. | was also
very busy with my producing  and
directing career at the siar, so 1 just
wedil mul|l|:-h}'~|||m1t]t secing il it
would come 1o life on its own, But the
turnaround for the evem came from a
suggestion by o friend, Alan Powell,
whio | eonsulted with wo wry o bring the
event o the next level, He suggested
bringing on o guest modermtor, serving
s the event's mentor who would facili-
tate the comments from the audience
and lead the event. After a couple of
| moulded

and it became the thing that made the

months of trving this

event a sucoess, 've also had to really
make sure the scripts were actually
ready 1o be read. I've assembled a
group of established writers 1o help me
read the subimined seripis and then we
voie which ones to do, But nght now
I'm |!|r1||i||p; that the sereenwriter's
Eroup thint Avon Dunn has formed will
help focilitate  [that process]. And
Pizea Pizen beenme involved, as they
now sponsor the event and give us free
pizzn o serve ot the readings. And
there's notfing nu!r}rmlrn[ filrmmak-
ers like more than free food,

Bl LOUDMOUTH I

WL: Has any script boen oad more
than once 1] |:|I||H|:|rr :}r;Lﬁ'r

MT: Mot ver, bur that will change soon.
A lot of the scripts hove aeroally
maoved onto the production stage right
after they've been read, so there was no
time for tha, Bt a lew seripes,
because of the feedbnek they received,
unidergn o major overhaul and are
ll']lli!ﬁ' I IH' lr-l'rml il |||.-r' EYENL

WL: Are short seripts atiracting more
audience beeause there 15 ot least one
seqt Tilled et anrthvor ¥

MT: Shon scripts wre what most L
meembwers pre liu-||:|g a0 there is more of
an understanding. I'm wvery deter-
mined 1o make: the feature ovent just as
popular as the short event, And 1 will
But what | want to do is seripts that
will bse shist i the very near future, |
wane I||r' vl i |||' i ]||'|'-:--|‘t'|':'||.'|||J_l| l_rl-
the seript thnt's going w be shot so the
WTIEF ipllqlfqu 1||I|'1'I1|J‘ J.;q'l. {C¥] ]H'Ill’ il.

and the lllrlrl"'\lnll nl  moderator  and

awdience can tell them what works and
what possibly might be o litile unclear
If you're going w buy a car, you're
EOng o tes) llh':lu' il |.‘|J.:I|I!’ [l-- [hr'
same thing with a film. Before you
. vou might want o
And that is what the

-\-FIHH! the mumey
test drive i firsi

cvent is oll alvout

WL: Is there a pnoticcable difference
hetween the rem

EHH ||'I AUTIA ROTEErS
mon-union?

I\-l'l': "‘nl,

WL 1s it realistic for no-buodger film-
muakers, most of us in e, o st their
sights on acria ensts when one has 1o
become a member of the Producer's
-'\i“il'i-ll”lll'b [ IH-IILF' LFE i |-|lI rlli" Jllftll'll'
able Tire program?



William La Rochelle

MT: Let's just not get into this actia
thing, 1 can go on forever about it
That's a separate article that | am
more thamn IHIIIE]_\' to talk about. Things
will change.

WL: Have you sat in on other table
readings im town? If so. how does wier
OUT LOUD compan:?

MT: wrr ouvr Lovp is  innovative
heeanse of the !-'»]II‘J‘i!EI guest moderator.
In this feld. we always need a mentor
who's been where we want 1o go, and
bringing someone like past moderators
Julian Ritchings and David Weaver to
the event & what makes it more |||:|i1|||:'
and overall a better event for everyone.

WL: Do Yo think that. while a table
reading with much IIiJlllJ‘r'Hl‘ IMAY SCOre
well as a radio performance, i may
mean that a director is stuck with pie-
tures  of peaple talking? Whereas
maybe a dircction-heavy seript which
sounds dreadful in a table reading
might make for a better film?

MT: Mo 1 like 1o think that pe

Ell[l"rIfJ ||‘If' vl il[l B “'illl IIH" L] rIIIII‘I'-

ile who

standing thar the seript i going 1o be

trned ingo o film. We've had a lot of
seripts read without much  dialogue
and I|l|'1_.' tarned out fine. When the
story i there, people are visualizing

themselves what they are seeing,

WL: What are you getting out of w1
ouT Lovp as a divector/producer?

MT: S0 much that 1 don't even know
where 1o iu*;.::iu. Bur the T‘l‘ErJti"]’l.-i!li.F]:—'-
I've formed is probably mumber one.

WL: How did you gt the likes of
Bruce MacDonald o
session?

I!IHH'l'nHI' i

William La Rochells is currently woli
parfially shot Super B featurs before

MT: You pick up the phone and eall
them. That's Mare Galani's job and he
is very good at it. Simple as that. Bruce
was a great moderator becanse he was
one of the co-founders of the wrr
organization. If it wasn't for motivated
and dedicated people like Bruce, vy
would cease to exist, It was a grear nos-
talgic trip for him when he atended,
and he was very happy with what wrr
has now become.

WL: What are vou persomally planning
for the futire? In or ouiside of wrr?

MT: | am a planmer by nature and vy
out Lovn s just an element of what I'm
doing with my career. 1've had some
success so far, mainly as a produocer,
and I'm ready o hit the next stage of
my career. So far this year, I've direct-
ed two short films, one that is starting
to hit the festival cireuit: and the other
that was just shot and is currently in
||1|:=E-E|r1u||w[iu||, I've alsi lrmdmwd
and co-wrote a film | coll aborated with
The Collector TV
Christina Ray (and wer commitiee

seTies  writer
member) and the actors and por were
invalved in the project from its incep-
tion, And I've formed a collaborative

up with other writers, direciors and
actors where we get tu;_::\liulr wt'!lki:l.
and workshop our upecming projects
and basically just have @ place to play
in a non-judgemental  environment.
Right now 1'm laying dowm the foun-
dation for the foture and 1 have a lot of
things going on. Mainly setting up a
feature film | will direct in the fall.

WL: Where do VoL Se¢ LIFT OUT LoUD
evolving or q'hzm;_-in;_r evemtually?

MT: | Imlw- to find a |1T-r-r1'~iut‘ i work
with me in the future so there is some-
one | can pass it omto. | want this event
to continue for the next 5o-100 years,

on his own screenplays and other writings whils irying o soboge o
slock expires or he does.

| want this event to always be there
and I want to still be able to attend it
when I'm go years old.

WL: How many of the scripts read a
urr our Loue have been shot in one
form or another? How many of those
have you seen®

MT: | was just trying to figure that owm
myself recently. 1 can think of ten films
already completed and about four cur-
rently in post-production. ['ve seen
most of them, and a lot of them wmed
out really well and have done quite
well om the festival circuit,

L
WL: Is there an eagermess 1o see each
other's projects fidished? ls there a
sense of community?

MT: | want everyone's projects to be
finished. There is nothing that makes
me happier than seeing people make
movies, | love the process from incep-
tion to distribution. [t's the greatest
medinm of all. And what us flmmak-
ers need to do is get wgether and share
with each other whar we're poing
through. If there's one thing I've
learned, you can't do it by yourself.
You npeed people around you, your
peers, o share, o laugh, o ery, to pick
you up when needed and 1w motivate
you when you've think you can't do it
anymore, There are so many brilliant,
creative people at e who at times
don’t feel comnected o others and feel
that they can't go on. | know this
becanse 've been there, And 1 just
hope that Ler our Lovp ean help serve

as a positive place where people can
get together and we can all pick each
other up,




B REPORT

The Pride of Parkdale:

James Burt

© 019 Wwah ol b winio

While others less informed might gripe
that the downtown of Toronto has only
erime and a busy nightlife 1w show for
itsell, such presumptions were buried
at this year’s 7 annual Rehab Film
and Video Festival. Audiences and new
and established talent gathered w
Parkdales Fuller Parketie and Club
ONs on the weekend of June 0™ and
12* o view new short films. (Credit
where eredit’s due. e contributed
much of the brilliance on both nights
and many of the flms had been devel-
oped over the months previous using
uEr’s services. ) Festival director Seott
Berry (now Executive Director of the
Irmuages Festival) acquitted  himself
onee again with aplomb. Some high-
|i_',}|l|:.-.'

COOLIE GYAL

Renota Mohamed

The personal just got poetic. With no
musie, an empathetic voice-over, and
some very ordinary Super 8 images,
Mohamed ereated & poignant shor
detailing her coming out 1o her parents.
With a collection of images featuring
photos, sewing machines, and wood-
working, she dissects what one would
imagine the concept of a “family” o
b, and places the viewer finmly in her
shoes as she confronts this most diffi-
cult of issues.

The Rehab Film and Video Festival

SHAOLIN SISTERS

Mizshann Laun

[ hope that Lan will accept it as a com-
pliment when I eall her film “a hoo”
This ereative black-and-white 2hon
features two  clothes-washing  sisiers
duking it out over who left the lipsick
in the wash. Lots of “chop-socky™ edit-
ing and camern work. Lau even plays
on one of the clichés of the kung fu
film: overdubbing the dislogue so the
charaeter’s lips move at odds with the
dislogue. A very refreshing bir of fun,

PILS SLIP

John Greyson

Thiz short black-and-white video is
prety much what one would expect
from Creyson—something both beau-
tiful o wateh and well amuned w the
brain and heart. A psendo-musical,
Greyson's short provides the viewer
with a poetic loek at the fight for ams
trentments in South Africa and the
lengthe people have gone o obiain
such drugs. Never preachy and always
elogquent.

NAPOLEON'S BRIEF

HISTORY OF THE WORLID

Jamie Shannon

Also quite refreshing, Shannon's video
depicts a puppet show of Napoleon

E]j:‘i['tllil".‘ijfl;{ G Wlr llr“l 4'llllﬂil§'| ZlI'HI

Stills: [from lef 1o right) Pils Slip by John Grepson;
MNapoleon's Brisf Higtory of the Warld by James
Shannon; Coolie Gyal h}' Renoto Mohamed

reaches a climax with President Bush

giving an  address 1w his  fellow
Americans., Shannon adrenalizes the
oft-tired political satire genre, A hilari-
O el aof Michael Moare is worth
the cost of 1||§~ whole flm. Perfect for

rl b Ci LR !':| ._\:1'[ L 1I'L

THE QUICK AND THE IDEATD
Stephen Andrews

A uniquely eomposed and  vismally
impressive animation of a news eclip
from the: Trag war. The grainy, stippled
abstraction of the images ensure that
the viewer gets a graphic sense of both
the brutality of war and the cold
LITIpussiviy of the ||i!_"|:||1_. WS,
Unfortunately, I saw the version of this
film soundirack
might have given the film more of an

'I-I-"ililﬂll-l "'“llﬂir. l\

OV I'i.l" '\'i‘d""l'iil i|r|| MICLL

COMING + GOING

Larizsa Fan

]iJ*;Lr|i|r Bapm film i= alive and well, and
Fan proved ihat with Coming +
Going. a short and poetic film thar
gplits  four images across a single
gereen, Mot only does the Sy film lend
the images of windmills, trains, and
other urban movemenis an organic
aquality, but the experimental electronic
soundirack provides a vibrant counter-

point to the motion of each image. 4

Jomes Burt i a UFT member and has just comghet
wed his First shor Rlm, He has also pubfished arfices
in Broken Pencil ond NOW, When nat working his
dury job, he travels, finds the city's best Guinness
taps, and dreams of ocally making o conser in the
Film busingss



KEITH COLE

0 Whai ki

make?

i ol films do you

| make shon, sweet, sassy films with g
definite homo  bhent—ithe sexier the
beows that star in them the betier,

& What are you working on now?
I am cwrrently working on a shont

~|'n-:-1||'-l.'| v ealled The Art of Making
Martin. It's a musical abowt my rila-

tionship with the very handsome and

very talented (and vingin wier member)

Martin MeNenly. 'm sure it's g

ing to
b o hit! Sarah Polley, if vou are read-
ing this, there is no mole for youl So
dom’t  ewen bother sending in

photodresmme.  The  Dale
L .}lllhicl anid Jenmifer)

SISLETS

sl mot apply
either.

& What's your preferced medi

Super 8, thmm or 35 mm?

| bowe 1haast. Super 8 is fun and cool bt
[ prefer abss. | simply cannot afford
g5MM,

(4]

w il you ﬁll e Yir wurl:?

I self-finanee everything. | have e

ten or 2o short films in a decade, and |

have probably received about $7.500 in

grants over that time 1”"!'!'::":1. My grant
writing skills are hormible so | rarely
n||]|-l:r. I'd rather "F"'“'! my time act

Iy rn.-rl-:iur_r work then writ

applications,

@ How are you distributing your
work?

The good folks at crsoe do that for me,
® How does LIFT benefit you¥

In every way possible. 1 use all the v
has to offer, That'’s the trick about these
artist-run centris—you have o milk
‘em iy for every ounee of excitoment
they can offer. That's why they exist,

@) What's been your worst fil
munk

EX Perience .*

Caamnes and our cute but very unreliahle

as working om a short with Micharl

actor wasn't showing up. He was over
two howrs late and we were s tncky
lpcation. | was completely stressed out.
|':'.'E'JL[IHJ|I.:A.' wie had o re-cast on the
SO anid find another cute by -f}!.'h::'ll
we did). Our first actor never appeared.
One year later the Glm, A Litile
Death—Cui Keith Cole, got into rive,
and our first choice actor who never

showed is kicking himsell now. Bad

bow! That is why | always star im my
own films—1 am the most reliable, tal-
ented actress | know and :nhnwiuj_r L
on time is parmmonnt (o any produc-
tion. It's like being & divorced father:
you have tw show pp for your son's
baschall game even Hmu;:h vou know
that your ex-wife's new husband will be
there and vou hate him. You still have
tos show up.

& Besi?
| have several but working with people
like Mi

Simone Jones, Laura Cowell, Catherine

i

| Caines, Hope Thom

Rankin and Roberto Ardganello all
muke it worthwhile. Laorm Cowell was
iy editor on my short Coyvote, beanti-
ful, and we had a blast in the green
room ot LErT om the o flathed.

I I:‘-~lll||l!.' l'-llllli.i'l;_ I rl.'.[!l i- i :‘-Elll'ﬁ'. IIHTirIF[

task, bt Laurn and | had several
adventures editing that film




Bulletin Board

Upcaming Funding Deadlines

Conada Council
1.800.243.5588
weww.canadacouncil.ca

Grants to Film and Video Artists
- Research/Creation Grants

- Production Grants

- Seriptwriting Grants
Deadline: Cctober 1, 2005

Travel Grants fo Media Artists
Deadline: Ongging

Ontario Arts Council
416.961.14660

wiww.arts,on.ca

Grants o Media Arfists:
Mid-Career and Established
Deadline: October 3, 2005

Grants to Media Artists: Emerging

Deadline: December 15, 2005

Chalmers Profesional

Development Grants
Decdline: December 1, 2005

Integrated Arts
Deadline: Movemnber 1, 2005

Torento Arts Council
416.392.6800
www lorontoartscouncil.org

Media Arts Gronts
Deadline: Movember 15, 2005

Calls for Submissions

2006 iIMAGES
FESTIVAL OF FILM AND VIDEO

Imoges is now occepting film and video
submissions for considerafion for the
2006 Festival, which tokes ploce from
April 13-22, 2006. Download the PDF af
www.imageshestival com and get back ko
your editing bay, the deadlines will be
here betore you know il

DEADLINES:

Early Deadline: Movember 4, 2005
Late Deadline: November 18, 2005

SUBMISSION FEES:

For short film or videa (59 min or
less): Before Movember 4th, 2005, $15
CAD (315 US for international submis-
sions), {Afer Movember dth, entry fee
goes up o $25)

Feature length film or video {60 min.
or more): Before Movember dth, 2005
$35 CAD [$35 US for international sub-
missians). [after November dth, entry fee
goes up o $50)

Submission results will be sent out by mail
or email in late January, 2006.

Closzifinds

Classified ads [30 word maximum) are
availoble fo LFT members for the low rale
of $10.00, and o non-members for
£30.00! (Please note, the discounted fes
for LIFT members opplies only to personal
listings regarding cost/crew caolls, person-
ol sales, screenings omnouncements or
similar notices—classified ods for goods
ond services wil be billed at the non-
member rate] for more information,
please conloct the UFT office ot
414,588 4444,

Clubs

Comara-less Animafion

The comera-less animation club is held-
ing its monthly meefing on Tuesday
August 30, 2005 from 6-10 p.m. in the
LIFT mezzanine. This is an informal gath-
ering of LIFT members who hove an inter-
est in painfing, scrafching ond other DIY
techniques opplied directly o film,
Exomples of comero-less onimaotors
include filmmakers such as: Len Lye, Stan
Brakhoge ond Mormon Mcloren. The
atmosphere is akin to o croft circle or o
quilting bee and wos inspired by a simi-
lor club, founded by Stan Brokhoge.
Please bring somples of your work, mate-
rigls, music, ete. RSVP Andrew @ 414
588 4444 or email lew_ro@yohoo.ca.

Mo experience nacessary.




: O
Images Festival 2006
FILM & VIDEO / NEW MEDIA / INSTALLATION

i~
y

weil bleiided

film & video call for submissions
www.imagesfestival.com

early deadline: 4 november 2005
final deadline: 18 november 2005

-

- o s el e e e i
Carnda Comeil  Comutd s i ﬁ_h taranigariscouncil | £ | F:n:: bt ETEIHfrfm Canada 1,:{;;;:;: i I+ == -



ONLY FILM LETS YOU SHOOT ANYWHERE.

Film cameras are increasingly more
portable. And are better than electronic
capture devices at withstanding variations
in temperature and humidity. Plus, only
film gives you the visual information
needed to explore all your options in post.
KODAK Mation Picture Film.

The freedom to go wherever your story
takes you. www.kodak.com/go/kcimotion

(F)I;%EEDOM.
FRUSTRATION.

FILM. THE DIFFERENCE.



