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FILM. THE DIFFERENCE.

ONLY FILM MAKES THE MOST OF HDTV.

Film lets you bring more detail, truer colour and wider
Latitude to the HDTV screen. Most electronic capture

is compressed at origination, creating aliasing
and permanently deleting image data. Film's
abundant image capacity—10x that of electronic
capture—ensures your story will Live on ng matter
how HD evolves. KODAK Motion Picture Fite:
Make an impression that lasts. To learn-more,
visit www.kodak.com/go/motion.
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Masthead Editorial
L e Lhr Py : T | orwegian  Kont Nordby  sas born with an
SR 2 == \ extremely rare form of colour blindoess where fie
= covaale] un!} sre the worlidl in shades of LTy

Declared legally blind, he was semt o g school for th
visually impaired. Nordby run away, mefusing 1w be
Inbweled blind and tavebt himself how to lve o nommal
life. Nondby became a respected  msearcher of colows
vizion and was an assistant professor of psychology at the
l TiveTsay ol L,!nln E” hi- E""':T"'l'h‘.' Visaors b ax .-u.u'lu'lu I
{efiromal, Nondlw descrile= how colours translate in his

monoclrommatic workd

Mageiing Commine ity :m’yn'rur speciml sensieraty s ool ke Sl
Ao Chamens g 3 f.r.f'--r'Hm-'r‘irrrrrJn-'n' bleack aared st fifm. 1o e
ence the colour called red @ 6 tery dork grev,
neardy Mack, even in very brghi leht, On a grey
sesivve Lhrmoior), Ve : ct sodle the blue and grecn cofoiirs T see of mid-grevs,

i ; somewhiel darker greve if they are satumted, some
what lfighter greys when wnsatirated, fike postel
eolours, bellow is weually a mther lght grey o me,
AR bt nstoeelfy: nor rHriﬁum’ wrtthy pfeite, Broven wan
aerinel B ally appears as o dark grev and so does a very sal
urnled prange.

danarelant Fil ol Seraiin: 1s RN 1 Strange, stunning, surprising, vet you get o semse of
_ Nink e \ vibronl inelooer - his foreign, buat visually deh world—a sorld thng most of
ity it o . BeoTUTon SGuspAent ondl Dol prodki ns will only ever experience while warching an experi
filir ws ond  mucl mental filim.

Each year, the Images Festival (p4) manages to mke
ns out of our visunl comflort sones, rarely serving the con
ventional and foreing us, literally and fguratively, e view
the world in new and unexpeeted wars. More political ar

Voung and the Restfess star omd ReelWorld  founder
11|||:t;| Lee Willhamas wish for total colour hlindness in
the Canadinn film industry. Will it bappen in her life

time? Sadly, she thinks not. but artists like Sedina
Fiati {“In Their Words™, p2o) and Shelley Nimo (“Nin
Faeapism™, p.8) are rapidly writing themselves into the
sl and intn the mdustry. 1) 1'-"-'i—-"_11t-'- s mevoaiiidl of
her sense of displacement. In “The Maoees of Mogodar

prac). she serves as o guide, vividily demmonstratiog the
peerils and jove ol himmakmg m a country where mol
everything is black and white. With each isoe, we work

tor mke our shades-of-grey wonds and pectures sparkle

1/ TORONTO Culture Hepe 300 sujoy it

% Bummi ‘||‘|-|'||1_.'|1
magarine@lifton.ca
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he recent federal election has
T sent a ripple thowgh the col-

el community with many
fearing that new Conservistive govern-
ment will respond o culliural issues
with the same intransigent reaction it
displayed during the campaign with
rights to same-sex marriage and abor-
tion: rights. While 1. like many, have
reservations about the  conservative
ugenda, 1 look forward o a fresh per-
spective on assessing, one, how enlmr-
al revenue is distribuged through the
Department of Canadian Heritage o
institutions like Telefilm. the National
Film Board and Canada Council and.
twa, how these organizations suppor
independemt filmmaokers and: artises
throughout Canada.

urr is part of o vibrant artisi-run
community that is indirecily. pulbdbicly
funded by the theea levels of govern-
ment: municipally theough the media
arts progroms of the Toromo Ans
Couneil, provincially by the Ontario
Arts Councill and federally by the
Canada Couneil,

Unfortunately, the media arts sector
is ut the bowom of the culiural barrel
and receives the least amount of dal-
lars out of all the different euliural sec-
tors [unded through the ans councils.
The Omario and Toromo Ars eouncils
go so0 far as w combine the media
anid vizual arts prograoms so that their
grossly inndequate funding isn't olvious
in comparison to the pssistance given
to other cultural sectors like the per-
forming arts. Cangda Couneil does
offer more opportunitics 1o assist media
arts organizations, but the financial
support represents a tiny fraction of
their overall budget.,

As g result of our current public
(under)lunding struocture, media aris
centres across Uanada are known for
their remarkable ability of stretching

Message from the Executive Director

their funding to provide a range of
services and programs and, unforto-
nately, for paying their siall patheti-
cally lirtle in the form of wages and
salaries, In fact, almost any entry-level
eultural worker at the Roval Ontario
Museum or the National Gallery
in Ottawa earns more per year than
any executive director of any artist-run
media arts organization in Canada,
Consequently, our community often
loses quality staff 1w larger, more
mediore arts organization becanse of
poor salaries and lack of benefits.

The iromy is that ter, like so many
other film and  video production
eentres across the couniry, is mandated
1o support  Canadian  independent
filmmakers. You would think instit-
tions like the National Film Board and
Telehilm wonld help support Canadian
productions centres; centres that not
only provide access 1o mid-carcer and
established filmmakers, but also goide
muny emerging and aspiring filmmak-
ers through the system 1o mone
industry-hased organizations like the
Canadion Film Centre and the National
Sereen Instinuwe. Instead, neither the
ain mor Telelilm provides a penny of
financial support to LTS opernting
budget. Moreover, they don’t even have
annual grants/programs 1o assist artst-
run centres despite the fact that so
many production centres now offer the
industry standard in Glm (Super 16
aund g5mw) and video (High Definition)
production equipment,

Why are Telelilm and the ses oot
udequately supporting media artists
in Canoda thar are served
artist-run centres? Wouldn't it make
sense—especially in English Canada—
W provide  greater  sopport o
mid-gareer ilmmakers, considering the
relatively small pool of wlent that the
wre anid Telefilm deaw from?

Roberto Arigune| lo

et me give you an exumple,
Anmm“!‘, Telefilm ap-r_tlﬂﬁ millions of
dollars on training in the film and
video sector. However, oone of the
wriist-run centres that provide training
and have thae imluslr_\' standard in Gl
and video EuipmeEnt e eligible for
funding despite the liverally thousands
of Conadinns whoo ke [L[ivuumge
of affordable workshops and courses
offered ot these  coentres,  Wouldn'
it make sense for Telefilm to invest in
artisi-rui pnulul:'l.iuu conters in onder
iy inerease the oinber of affordable
all-inclusive production courses. which
then could !il'gll'lﬁ!!lll!l'j}' boast the num-
ber of short films made in Canada?
In o few short years, there would be
|irﬂn|!1!.' thousanids i-t' Canadians pro-
ducing work: thoustnds of new ideas
from mid-career [Mnamakers for fea-
ture projects that Telefilm and the xem
eould draw from for their feamre film
I]ﬂlgl.'ﬁ“lﬂ.

Instend, Telefilm s awarded mil-
lions of dollars 10 DTS like
the Canadian Film Centre where only
a couple dogen students graduate each
vear. What a terrible piry. And people
(hopefully  Minister of Canadian
Heritoge Bev Oda to0) wonder why
English Canuda can’s even reach that
coveted 5% goal for Canadian feature
films in the commercial market

Roberto Ariganello
director@lifi.on.ca




B LIFT 25

IT'S THAT TIME AGAIN

FOR FREELANCE ARTISTS

Whether you find them frightening or frustrating, you have to do
your faxes. And unlike those who work a single nine-to-five job
year affer year, you have more than one T4 slip fo worry about.
Freelance income from several different sources, expenses, grants,
membership fees, donations, all add up to @ mass of paper you
have to figure out at tax time. With the help of Amanda Mills, tax
professional and founder of Artbooks Financial Management for
the Arts and Loose Change Financial Therapy, FilmPrint gives you
few ideas to make doing your taxes less faxing.

1. Decide if its for real, Simply pur,
Il h1|-|1|1'-.- i.a -un-llirllllrlp: :|.n||'||' ||':|.'J'I|.:_i'
(o make money fron, But yon can’t
just efaem thai's what you're trying io
b vou have 1w be able [rrove
it. To dietermmin: if g..mr !I’!II.I!IJILITII_' is a
business—and oot just a hobhby —the
govermment  considers, among  other
things, how much you make; the
time you spenid making lilms, promot-
ing yomrsell and trving 10 get work:
and vour qualibications, like education,

awarsds and professional menmberships,

2. Name every project. “Treat it sen-
outshy, savs Mills. Mot only will nom-
ing projects belp vou organize vour
files and track your costs, it will help
you loeok at your [lmmeking as a
Iimna fide bunsiness,

4. Claim all vour incomie. Il vou're a
courer by dar, work in a post house
weekmights, want taliles on weekenads,
and your death metal band gets the
oildl gig—all on top of moking the
oevasionn] Ilm=—it all poes on vour tax

el

4- Get a GST number. You don’
legally have 13 have one untl you'ne
making 530 000 or more o year from
ill freclance work, bt Mills points oo
that there are two benelits 1o having

T '”w GET VO [y on ||r|§. isls l.n“
must ll[ll"rl IH"III! II-H'I'L'. }lllll' 'U-'n'l-:ll irl lhl'
form of @ ersdit. And VOHL TRy lik
i |||||r|'=w1-|||.|l in the eyves of vour
clients (if vou have one, vou must b

ul.:LLu: i |hllri 3K |121|!"'

5 Dot spend your GST on a eameri.
As tempting as it may be, the ost you
collect is ot VOSUT Ty Send i 1o the
;,[_u'rr'l'llill.l'u[ aAP; 'i|I-| |l'1-- ||:||l|FI|L Ih;|||
'-'i-il.ll'lllll:'_ hundreds of dollars  that
aren't vours baild TR R T lsank

LRl

. Count lhr" Vears. You have thres
years (0 tum a profit in n standard
business, In the case of Wlmmaokers,
revenue [ron sales, commissions, roy-
plties, fees, pranes and awoards oll
count, But we all know @t can ke
vears (o gel somewhere with o el
so Mills sugeests two things: Consider
i 1iEL lor all your Frants anil awamls
every thind year so vou can relax and
Ilﬂ'l-l'i”' LLELIN I'I'li"l T= r“rllli' WD YR
i btwesn, And talk o vour gecoini-
unt about putting the expenses and the
incomme aesocinted with esch project in
thee smme vear. =1 vou fundraise (or &
" aavs Mills

include that income in the vear tha

rll“l- R Yrnr !|||H |I|‘|'|| lin

LR 'II“‘" n



Corinna vanGerwen

7. Keep good records. You don't have
to itemize and cross-reference all vour
ineame  and eXpEnses o an Excel
HI‘!I‘E‘JIII.‘ilII‘t"I. bur legally you have 1o
keep a record of it all. Mills says keep it
simple: receipts organized h:.' category
it !!!I'H'l_‘.ll;lpl'ﬁ or folders are all you
s,

8. Do the BUVEN=YVear ditch. KH-FJ all
vour records for seven years then
you're free to get rid of them.

0. Know your expenses 1or. When
you “elaim”™ or “write off” an expense,
vou reduce the amount you're taxed on
by subtracting your costs from your
income. The government does  not
reimburse the entire cost.

1o, Know your expenses ez, Of the
Wi llln-l::llfl‘! Hr 1'1‘”'['5‘:!‘. ”ﬂrL‘iU“!“IFI':
L"‘K]d!i am ll]"‘ CHsyY ElHrl! you .'i”]“r!l{'l
the entire cost from vour income. lems
I.ik"' I;][l] 51(]{"': J““I PI[_\']I""" o cast
and erew full into this category.

1. Know your expenses 1og. The sec-
onil tvpe of expense, assets, like equip-
mient. is calenlated differenty. You can
write off o percemage of the cost for
each year taking inte consideration
depreciation,

1z. Don't elaim your dog's vei bills
unless you made n movie about it
This should be a no-brainer. Claim
only legitimare work expenses, other-
wizge yvou're committing frand. Tha
s, Kesp all your receipls—work and
nonwork related—so that if you are
audited, you can prove you didn's
claim your personal expenses as well.

13. Don't be seared of an awdii.
Irlll‘}"]’{“ not [Illll CRLIELTVEER Iilllt if you
Illl'\'!.‘ El“ your F.'L'!l!'drj, [!It‘.:t' H-]'I.'I.HLI!] IH‘

Corinna vanGarwen is o senio’ sdior of Stle Al Home mogazine in Toronse. She holds o Bachelor of
Fine Arts from Vancouver's Emly Carr |ruHh.r|&n-‘.ﬁ.rluﬁ[hsigrl.

low-siress  (unless wou  cheaied, of
cOurse ),

14 H.t-.np a diary. For all those items
you can't get a receipt for, like photo-
copying at the ||-L||r|'u': |1'!rn||1f_ keep o
list. Write down the fiem 4|r:54‘.ripllnu_
dare and costs you can still claim ivems
i don't bave a receipt for,

15. Claim all your cosis, Even if the
project never got off the ground, any
incurred cost is deductble.

6. Write home often. For those whao
film abroad, Mills recommends send-
ing your receipts home by mail. For
every country you sisit. stuff your
receipts, alomg  with a  currency
exchange receipt (80 you get the right
exchange rate), into an envelope and
mail it home. They'l be ready and

wailing for Ii]'ulg when you e back.

17. Remember, vou're still Canadian.
tven il you're filming abroad. vou sill
hil'l.‘l' 1] [ih' your Linxes al I:l”l]'H".

18, Aveid incorporating your busi-
ness as long as possible. Mills warns,
“rII]H.'n' e exira cosis 'ﬁ'ill! lj|1|1' XL
iﬂl}'hil['l{.“ Arld |1.|‘1!'\I e FJ!IEJGF“'U]"R..
s A ['Hl'llllnl'illll CXIFE 08 [ ."H.'i]ll.l"-l![l!‘
legal entity, Unforiunmely, some grants

are. only available w© nrporaied
COITRILIES, in which cnse g.uu'll hove
o file twice—Tfor the corporation and

as an individual.

1. Plan to pay. Talk o your accotit-
ant to determine what tx brackei
!.'Ll'IJII"E' ]'I.l-ﬂ.'l'l\- Lk IIJ.I” i.ll{ll. I.I 'h!'ll Bel ll!ﬂiill."
a percentage of your income through-
oul the year. You're likely 1o save more
than vou'll have w pay, and vou won't
be struggling o come up with what
YO owe: ail Lox e

20. Inlerview your i{ax preparer.
Mills achvises you find someone who
appreciates your work, who doesn't
jllrigl" or shame you, and whose integrity
youl trust,

1. Get comfortable. You can do vour
mxes yoursell, bur, us Mills says, “Ir's
nice 1o have an allv.” A professional
tax preparer i& best equipped o make
judgment calls,

22. Hire a babysitter. Although some
Lax proparers 'I?i-i” {lllli Ujr i.II] ‘\'lllll"
expenses for you, it isn't cheap. Mills
recommends you hire an organized
rril"[“‘i oar I]l.‘i.{'.{hi]l'll]l' [LE] I“J!ll }'iJ"r I‘Illllli
HE yOu 1.!L"'_|r' your I‘l'l'.'ﬂ'i;“.‘i.
?

24. Beg, borrow or steal an adding
machine. When the time comes to add
up all vour expenses, it will be a lot
engier if you use an adding machine
that will print a receipt. You'll have a
paper trail that will make it easier o
see if you made o mistake,

24. Make a list of everything you
need. Before you sit down o do your
LXes OF Visil VOUF X Preparer, ensure
vou have all the dosuments you need,
Check out www.loosechange.com for a
sample mx checklisi.

25. Know when to file. File when (a)
you owe the government money and
(8] when the government asks you to.
Il you owe money and you file late,
there are penalties, Sinee you have to
caloulate your 1axes to see if you owe
money anywiy, you may as well do
them every year, Hley, vou might even
get a refund.

For mora information, wisit:
P oo/ artbooks




m PREVIEW

{Elockwise from top: lsh) Losse by Masa Cybelle Carpenter, You Don'l Biring M Flowers by Michasl
Robinson, HERE by Yincent Grenier, ond How Little We Know of Our Malghbours by Rebecen Baron

According to Punxsutawney Phil, spring

will arrive by mid-March. Believe what you will, but
in the media arts community, the first day of sprin
is generally believed to be on the opening night o?
Images—set this year for April 13. So mark your
calendars, as you won’t want to miss what has
become North America’s premiere media arts festi-
val. Images encompasses the best of independent
experimental film, video and multi-media installa-
tion works from around the world. While Toronto is
blessed with numerous internationally recognized
film festivals—from CFC's Worldwide Short Film
Festival to HotDocs to TIFF—none come close to
Images, in terms of the breadth of on-screen and
off-screen programming.

B IMAGESFEVER I

l had the opporunity to sample

o nmumber of works—sort of

i amiae bowche before the

ten davs of feasting beging—and whan
a humlml| it will be, Dhere will be eighi
infermational  shorts programs, along
with the  small-gauge-lilin - focnssed
'H'|||1|.':'-Il Lanne™, welibchi this year has o
strong showing from Canadian talent.
Two programs of lnilinn experimental
hilms @re an exciting additien o the
Images line up and will be curated by
Shai Heredin from the Experimenta
Film Festival i Mumibad. ln addinon,
there will also be o progrm. celelrat-
g the work of the lme Culsan
flmmaker Nicolas Guillén  Lamdrian
and a program curated by local Jon
Davies on  ekperimental  animation,
which will featmure a Blm by Winsor
“n'l:ug. frowm 118

This vear, the Conndian Spotlight
retrospective shines on Québee-horn
Vincent CGrenier, who s perhaps no
that well-kvown in Cannda as he hos
spent a good part of his carcer in the
vs, The retrospective offers an oppor-
tumity b0 see how his work has evolved
from the 1g7os, when he worked with
ibaint, to now, where be wses video.
Hi= films in the 19708 are mostly
silent, black and white, and play with
the optical illusions of creating three-
dimensional images on st screens:
todday, his work s often i colour
with mudio

Two of his later filins will sereen m
this year’s lestival: Tabula Rasa and
HERE

philosophiy thae e Lirth the oond 15 o

Tabule rosa”™ refers w the

Blank slove and thai socicty shapes the
individunl. Grender shot Tabula Rasa
in 1goy in o South Broos high school
We see imnges ol oppreasive |r.||iuu}-
abandoned stirwells and empty clnss-
moms, We overhear stuidents  nlk
whout thear }u'l---pll--rl- of the world



=

Caroline Avery

andl  ileseribe  their faninsies  about
superheres. In one shot, the camern
lingers over o doorway that has *Where
law ends, tyranny beging”™ carved ino
the fncing. HERE is more playful.
Visually stunning, it wos lmed in the
playgronnd of Grenier's VoL s01, In
the il vy soldiers drift through pools
of eolour wnd light. Grenier plays with
our eves, challenging us with what's
real and whon's not and showing us he
is entively a1 home working with both
video and flm.

Creniers work contrasts with thar
of the vx's Guy Sherwin. For Sherwin,
film is integral 1w his work. He p-usl:u.'s-
the boundaries, experimenting with
camern mechanisms and photo chem-
istry, His earlier works are often hand-
processed, silent, black and white films.
When there i sound, it usually comes
from seratchings mode on the film's
surface, Shot on Super 8, Views From
Home i it of 0 r|r|mrtun- froom his
previous projecis. Most of the footage
comes from 1987, but Sherwin edited
this version in 2005, The resuli is well
waorth the wait. Light and shadow in
his East London apartment perform a
gloriously elegan jazz ballet as apples
andl limes wither, puddles dry and tea
grows cold. The soundirock comes
from recordings made by saxophone
player Alan Wilkinson as he rehearses
in the apartment downstairs.

Alsr shot on Super 8 = Francesen
Cagliardi’s Short  Sentences.  The
lilmmaker offers @ collection of por-
traits of his friemds, filmed over o num-
ber of years. Ench person says only a
few words, Freed from any coberent
narrative, we are able w focns our
attention on the charmeters themselves,

Rebecea Baron i o flmmaker
familiar to many for okay bye-bye.
Her latest filin, How Little We Know
of Our Neighbours, i a documentary,

Cormdire Avery 110 Toronso bored weiee mWhaqmumd:mlm

which reviews how photography has
been wsed in surveillonee. From the
first days of hundheld eameras in the
18os, which brought phowography ou
of the studio and oo the streeis,
Baran's filin follows the technologieal
advances ithat made comerns smaller,
more portable, aod allowed for oone
stealth in photography. Such advanees
inevitably facilitnied voyeurism  and
other invasions of priviaey, The film
focuses on ane project in particular
the Mass-Uhservation Movement. The
Movement began in gy and recruited
observers o moniter andinary |=-m|p|r

in focus, while others are a blurred fast
forwarding of time. Michael Robinson's
You Don’t Bring Me Flowers por-
trays the majesty of nature, As much
as we try 0 capture it in the plioto-
graphs of o National Geographic,
Robinson’s flm shows tha noaioee lins
a power and choos we cannot tame
with the lens of o cumern. Two
Hummingbirds by Mary Danicls is a
quiet, contemplative meditation on how
over time we adapt 1o a loss and move
or. The film shows ways in which we
might not think we are connected o
ourr ervironment and surrondings

Lesser known filmmakers take creative risks
with their works exploring our under-
standing of moving images and challenging
how we interpret the world in which we live.

in public places and record their mun-
dane actions such as tming the length
of a person’s laughter during n movie
or noting the number of pints drunk in
pubs on a Saurday vight. The film
deals with the group’s relationship 1o
surveillance, pubilic sell-disclosure, and
privacy, and contrsts with presemt day
Britain, which has the most eamera
surveillance than any cther country in
the world.

Lesser known hilmmakers take cre-
ative risks with their works exploring
our understanding of moving images
and challenging how we interpret the
world in which we live. Ashes by
Dianne Ouellete capiums her grandfo-
iher's mourning over o three-year peri-
od as he buries, first, his wife and then
his son, while waiting almost impa-
tiently for his chance to join them.
Despite the sorrow, there remaine the
jov of evervday life and time spemt
with family, Some shots are sharp and

The aptly titled Lnsso by Main
Cybelle Carpenter is o chytlimie, (ree-
wheeling exploration of how gravity
affeets our perception of landseape.
The first time | watched this, it didn't
stand out at all, but after revisiting it o
couple of times it grew on me. Some of
the visual effects will likely be more
effective at a screening than on a v,

Lasso underiines what's always a
limitation of flm festivals for me. As
works are often sereened only onee,
somerimes it can ke two or three
sereenings 1 really understand u com-
plex a piece of work. But, with over 100
films, it's not really possible 1o ke all
of Images in.

Ahh... to be so spaile for chioics,

The 19™ Imoges Fesiival is on April 13-22. For more




B INTERVIEW

NIROESCAPISM  viovioanisus

al ereative hero. Yes, 1 just said

511 helley Niro is my own persorn-

Niro is my hero. [ first gained

a sense of complexity o my own sense
of identity looking at her photography
instillations, which were all  very
cheeky aned subwersive takes on how
Indigenons people are stereotyped and
hiow we stereotype ourselves. Photos
porirayed women in Niros  family
looking like confident glamour pusses,
which consequently made me fee] okay
with the idea that | would grow up 10
have o flat Nish butt and a man belly.
Hallmarks of Nim's work are humour
nr HI Illh“" Il'n.ll l'lﬁ"!-l'iiﬂL_l-TH‘!‘_l-_ I{l"r I.i]lr‘.'!-t
film is no exception. Suite: Indian
is a weries of vigneties that knit weeth-
er the many subjectivities encompassed
in the misnomer ‘Indian’. Each vignene
is differenr from the last in formar,
style, genre and coment. They are con-
Mlicied, hard, Funny and ofien beautiful
hillfl‘l'h

Miroe's first Llm, It Starts With a
Whisper direcied with Anna Gronay
in 1y, marks the 500-vear anniver-
“-\.II]-\:I 1'[ { lllll"ll“.l" O, NTRFE I'Ilrrl'l':l?.
the 500* anniversary of colonization
|I [£] «nll '|.||1-|'|.'|. u'rr-f'ltl'r‘l [nr jl:-= T -
pelling story of a voung woman who
pevils guiidance Trom lll.'l_l_"'ir.'|| PeTsOns
visiting in ithe form of her aunties and
elders. The idea thar we are victims is
laid 1o rest s the woman finds her
strength in an almost stolen history, N
Starts With a Whisper is part of our
collevtive wake up eall. Niro mines
|II1I||- docuwments the |:lil-l in order | (1]
notively meinvent the present and give
us all o more empowered and bal-
o] Future,

Wanda MNanibush: How do vou think
living in Six Nations influences vouo as
an artist? Do vou think your work is

inflweneed by commumity, landscape?

Honey Mocassin by Shelley Miro

Wanda Nanibush
talks with filmmaker,

photographer, and painter

SHELLEY NIRO

about breaking stereo-

types, comedy and when
people don't laugh.

Shelly Niro: | am really influeneed
by my commmnity. The landscape,
definitely. It seems everyvone in the
community did something. There were
l]lf\i'r"' IIJI'||' witre |1|'|||1 “II[!{!'F\- il'“'
elry makers, mitle makers, drom mak-
s, T il."-lllllllllj'l'l-_ [RIRE S gt \!quil[
thmt creativiiy Woe hn!,-l'rl fnr l_-;:l.'|||!ﬁi

|| W I’Illll' II.I|ILI.l!|'|

WN: How do vou think the commimni-
ty responds 10 contemporary art mude
by us? How has your community
responded 10 your work? Do you see o
peed for our work 1o be seen I-!.' ir
pmph*?

SNz 1 believe our people love o see
what's going on. They want 1o be chial-
lenged and stimulnied. | believe that if
thieir fr-:-]in,-_:- are taken o considera-
tion, they will respond in n positive
way. Sometimes | got a linde nervous,
bt in the end i feels fine. | oy o be
respectful, but 1 also iry 0 push the
fomits of imagination

WHN: Honey Moceasin was vour firsi
lomger length {47 mins) film. It was also
narrntive Gciion, Where did the story
come from and what did you hope 1o
nchieve with the siyle?

SN: Honey Moceasin was created 1o
capand the incliusion of other Native
personns and chareters, At the tme, it
fied like the Native people were starting
i stereotype  themselves  based on
SLETeOlVes. I wannted v et away from
that. 1 wanted o invent characters,
never before seen on film, or ar least
oot on Native film. So | played with
character, location and motive. 1 want-
ed the stvle w0 be playful, serious and

AFsy

WN: Honey Mocensin has been par
ticuilarly popular with posteolonial and
postmodern theorists laegely Tor its eri-
tijue of i stmbale Dreckinm i lennity e For
its use of comody 1o destabilizes comly
What do you

notions of “lndinnness
think of this¥

H'\: I I|»\-|'II||4|| Ly Creale simsng wisnen
-'h,||..||'|r'|- l 1.\.:|||I|'|| {1 a1||m. i =i

comumumnity, one that had aws, b



was trying to rely on traditional beliefs
and one that had room for diverse per-
somalities. | wanted it 10 be funny, as
some Native films can be downright
depressing. Sometimes the message is
very clear, but [ wanted Honey
Moceasin 1w counteraet that down-
trodden element and show a different
side to Indian reservation life.

WN: In Honey Moceasin, the closet-
e eross dresser who steals and dresses
in the wamen'’s pow wow regalia is, to
me, a trickster moment in the flm,
I love the way you place a challenging
character in the film and so naturally
have the community aceept his differ-
ence, ls this wishful thinking or do
you think our communities are that
accepting?

8N: | made the character of Zachary
John as an introduction o diversity
within a Native community, .-'thlmugh
we know of the grand seale of diversi-
ty within these kinds of communities,
we have a hord time articulating their
presence, Sometimes we just have
o look around and talk about what
WE S0E,

WN: Do vou think comedy is difficult?

SN: Comedy is like an evil cousin.
It taps you on the shoulder, At first,
you go “naw’ bt it kﬂ‘Fi.‘i tapping.
Finally vou just give m and go with it.
It starts as a small ide.., that ETWS,
And it 15 difficult. You don't want to do
stuff that has already been done.
Originality is the key but, man, your
brain goes on a roller eoaster ride
thinking about the timing, the audi-
ence, “Am | just entertaining myself?”
In the end when it works, its wonder-
tul. But that's the challnge, sometimes
they don't laugh.

WN: In Suile: Indian you wsed many
formars. How do vou make choices
abont formats?

SN: !"nrmnll:'mE 15 an trx[u‘.rj[mml.u]
choice. Sometimes it’s done in di;_r,il.ul
formai because of costs and [ happen
to have it available 1o me. It depends
on the priKcess. Suiie: Indian was an
rx}:r.rl:m“.nlnl type film. waned 1o zee
how [each format] locked against each
other, | also wanted 1o see il it would
work with the [\'i.g:m'.llrﬁ]_' iff it would
add or ke away [from the story]. 1
wanted 1o see how the por responded
o working with the different formars.

WN: In Suoite: Indian, you wsed
dancers for the first time, How did you
fimed Iilming dance?

SN: We used 16w for the dance
sequences, Dance is o powerful art
form and certainly in the Native world
we don't see enough contemporary
performers doing what they do. This
makes it more obtainoble and gels it
out there.

WN: Given that you are a curaior,
can vou talk about the beginning of
Indigenous cinema and how much it
has changed. What do you see as
significant changes?

SN: There have been grear strides
taken into creating an  Indigenous
voice in film, The stories are becoming
a0 diverse and articolate. The range
that was covered in ImagineNative this
past year was astounding. Every year
it l‘.!llll]:_'.l!'h' III]II BIOwWs COVETS 0 IL'“ ﬂ[
different realities,

WN: Do you think there are a lot of
opportumties  for Abonginal  artisis
who want to work in film?

SN: As evidenced by the ever growing
response (o Native film  festivals, |
think we are growing as storyiellers in
this format. It is a powerful twol, and
one that maintains interest; people are
filmn liverare.

Wz Il you could think of one thing
vou could change aboul your work,
what would it be?

SN: What wounld I change? 1 don't
know how to answer that. The process
is a long one, especially in video and
film. T mull ideas around for a long
time and then start putting them down
on paper. After an exvensive writing
period, | start filling” out application
forms for grants. Then you have to
wait and see. If successful, you ean
start gerting the crew and actors, So
this is wsually three
roacl. By the time the production is
finished. 1 really don't know what 1
would change,

}'l"ﬂﬁ‘ Ih ML tI'H.'

WN: Do you have any adlvice for new
filmmakers?

SMN: Love it, love it love it. When vou
put so much time and thought into a
picce of work that takes years 1o make,
takes you away from your family and
friends, costs vou money, you can only
love it

Wanda Manibush is the Aborigingl Arts. Officer o
the Orario Arts Councl.
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BLUEPRINT T0 A FILM

|y =

= torvhoards are primarily a
S menns  of  communicAtion
h “Words ean fail very visual
directors,” Hebbs explains. =Thumb-

nails and storyboards can help them
communicate with their erew and pro-
tueers.” Storyboards can also serve as
i Iu|[v|1!|,' el i sl W |1|'|} At'jli'ljtlll"ﬂ- [T ik
1||.:h1 il 1r|||'|||1'l| COVERIEE TS b
collapsed, the director can consult the
beoaardds sl 1||1i1'k|1_. see which selups
and shots mus be covered (o make the
day. The prodscers ofien insist on hay-

Lrlg tluhlnm[ﬂh ”pr' ||-|u'|1'|l- 51'i'|.|' them

¥

41 IV 1\

a window into the production and |u'|p
CVEry |1i"|_||;||'||:||1':|l roomlinate s effors
and know where best 1o spend time
il TRy For elfects and stomt
departments, storyboards are indis-
pensable in defining the seope and
budget of every shoi. The boards are a
CRORLERTLRTRLR] relerviee 1r|ri|;| [u;' 1"|.|'l"e.l|:||1'
".'l-'ui'l-.lllg O A iovie

A [ormer arist for comic books—a
visunl medium with many similarities
Lo IO l-!ill'?.]lllll[l"-—l‘Illlrll'\l |'1||I||m-
siees learning he language of hilm s

eritical 0 success fi= A sty s md

David W. Scott

¢

Of

Toronto-based storyboard artist Ron Hobbs has drawn the boards for some of the biggest
films shot in Canada, including Pushing Tin, Chicago, X-Men, and Saw 2. In constant
demand from both American and Canadian producers, his work is pure visual inspiration.
Starting with a script, Hobbs works closely with the director to translate action and locations
into @ working story. What emerges is a sncpshot of a finished film.

irmest -‘llll.l ll.l"l' Ty -I'|||l1_| = i

leawrm the longoage of blme  Silent
movies, LErmar expressimnism, clmssi-
cal Hollywood all  imspired me. 1
learmed From mevies like Citeen Kane,
Strangers on o Train, and Criss Cross,
Examine grewt movies fromie by {rume
W learn how continoity works.” He
;ll-dr |'II|.F|1L|'|'-:IJ'1"| '!:II' iltllnll'qulll'-' Il[
studying lilms tt e similar o what
vou are making: “Il you are drawing
the storvhoards for a low-budget indie
Bl wuily lots o dialogue then check

LEONI | Truffaum il Chalsrol nisl
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STORYDOARDING METHOD
Storybonrds do not ypring io lile without thorough
g ored i y work Mor om

woryboords writen in sone: locofion chonges
o rvriey of ony phose of producion meen goeng
bk and reviing the boordy

[Alsren ledt) Shotlsl kor Cold Creek Monor o3 dis
cussed with director Loter Hobls cected e
thumbrcily (above right] occording to the shotir
Tha thimbnaib go io e director for fnal sign-off
{Carsorbold) Exarnple of & fnal boord from Sow 11

StarWars, If voul are making a the-
atrical feature, don't study v shows;
they work differently and have a dif-
fervnn visual language.™

e collaborative nature of Story-
boarding requires the artist and diree-
tor share the same technical innmm_m-
This vowablary  deseribes  different
Fromiiig heighits (o medinm shot versus
m wWesherm :l. TN IMOvememnts !:tn:lz'L'-
img versus trocking) and the ‘axis’
(nlso known as the fe-degres rule or
the imaginary line, |

Hobles explains o key concern for
the storyhoard artist and the director
i= to pever eross the axis’. Daoing so
destrovs one of the key elements of
clussical ||Il|!_l.'l|||u|-|| Pl 4'|||mi||u|'|:l._

“Working directors are fred for cross-

3. Wiork with #a chimcior who crecies S shoind
Wrie g shofon descrsheor orde blonk $omi
sl prage, [Encmple oheves on the ko)

d. Crecte plon views lor some or ol shol Top-
dorn koo, halp th orfat ond dirmcior 1ee
which thot e possible with the given blacking
ond camara plocement

5. Drovw thumbnoil versions of e soryboard
Filting aix drowings per .5 % 117 poge,
thumbrails are smaller and leis dssailed than il
boards Mphhdirﬂhhwﬂd
bafora tha bl size baards are created. (Example
above an iha rght)

6. ODrow hall siee boards with thres drerwings
por pog. | See mompls on following pagel.

ing the axis,” he save. Monitoring the
axis @5 one of the kev on-set mles for
th ST supervisor, E‘;r—u.--n.':ng the
axis in the -l|.1l"_l||-|||,'|r|||,-u 1= crucial,
Under pressure on sei. the director and
1h1u|rnr|r1|t hieaeds will fall back on the
storyboards 10 ensure their coverage
doesn’t cross the axis and will be cut-
table, When o dirsctor gets into the
l‘l|irillf.t L] B ||Il|1 |]|4'- COveTEEE won't
out because the axis has heen rrossed
or an nngle hos beon missed, itis the
storyloard artist who will wear the
Islaunne, ‘|.1'|'|-r|:|i||;.l; i Hobibs, “The m||:.
T it s Hl'l-'l'|llu]|||' i cross the axis is
1|Ilri-l1;: i meton it [LLE i when o

want o disorient the mnichienee,”

Dvid W, Scolt i o Toronto bowed dirsctor M lot
ext blm o the dromote lotes The  Babanviour of
Howtat |mowrw bebureoyrofanne comi

\1) o715 TV ow ni
—CoRD TAUT



ICHAEL REACHING

BLUEPRINT TO A FILM

For filmmakers who don’t have a traditional fine arts
background, picking up a pencil and drawing may
be daunting. Here are some of Hobbs's storyboarding

tips for the non-artist.

Gaod snaugh

*If YOU Ore thir director, dmwinﬂ simplu shick ﬁg.lrm
iy b anough. A long as yeu con undervand [thae
drewings)], you heve o lemplote lo work from. I you
need o communicate more deardy with producers or
department keys, it moy be Hme jo brush up your
skills ar being in on experienced arlist, Drawing
dlowses, which con be o valuable asset for directors,
develop on opprecition of depth, proportion and
perspective that goes beyond drawing storyboards.”

Proportion

“To get the comect proportions of the human figure,
remomber fhe overoge odult male is seven heods
high [that is, their Solal Bgura i fhe same height os
seven of thesr heods sacked on top of soch olfer).
The overoge odult femole i six heads high. The
avernge child is only four heods high; giving the
characierisfic ‘big heod' lock immediately identihes
children *

Scole

“When drowing shoryboards, sole is offlen more
important than delail. Scols helps suablish depth in
a hwo-dimensional drowing. Learning ane-point per-
spactive fechnigue ollows you fo ploce your objects
and charociens in the oppropricls scols for Mhoir
plocement in the frame. Remember that in a high-
m'nﬁu:h:\l. the horizon line will be near ﬁu:hpr}f
hﬁm,urdhnhwwdﬂdﬂ. the harizon line
will ba near the boiom of fhe frame.”

Foreshariening

Foreshorfening—one of the hordest, but most
affective drawing skills to leom—comveys the sense
of a 3D workd in your 2-D drawings. Foreshoriening
simply means you see more o what is closnst o your
pt;inrohinw. Fnru.nquﬂn_, it person in your drow-
ingy has their heod filked back, owoy from the lons,
then their chin and noss should be bigger in tha
frame than their kershead *

Use wards

Sormatemes the writien word is o ey port of the so-
ryboard: “Mo matier how good the seryboand
orfist, some shoks con be diE‘Hl;u& o convey ina Hl:rl,
block and white drowing. #oving comenos and
charachrs are Iricky—aBan requiring twe or thres
storyboord fromes to describe a single shot from
beginning ko end.” The solufion? “It s imporiont 1o
make bt netes below the frame, describing any-
thing you think might be undear. Even obvicus nales
will help everyona undarstand tha serybeards in the
M Wy,

As a visual bluspeint of the film, darity is the loy
to undersiandable soryboards. However, Hobbs
alio emphasizes the emohonal nolure of ey
boords. “Storyboands should be expressive” he
enthuses, Tk the movies thamsatves, Liks o geod
swript, staryboards should inapire the Hlmmaker o
ereate a great Rlm *

Keaping it simple with €ald Creek Manor. Stick
Figuru may be enough, says Hebbs.

Opening scenes lrom Chicogo show proportion,
woaky and bt

An example of forsshortening from Saw 11




B INTERVIEW

REPRESENTIN'

As the ReelWorld Film Festival reaches its sixth
anniversary, actress, filmmaker and festival founder
Tonya Lee Williams is proud to see her creation
grow and flourish. And while ReelWorld is one way
of redressing the balance, Williams admits there is
still a long way to go before true racial diversity is
portrayed in Canadian cinema.

Stefon Chiarantano: What inspired
ReelWaorld

Festival (nere) and Foundation?

you 1o start  the Film

Tomyn Lee Williams: | had been
going to film festivals since the age of
iy and loved the experience, 11 a won-
derful opportunity w0 see films thai
may never get picked up lor distribu-
tion or 1o see flms thot moy never

SO fo your ;-:__-_:.T. LR |

_..._ m.—-...n___._... _.:-._ ...u:.-.i.

TMESINTes,

Filmmaking = a communal activity

the best way 1o find them is thr
g their films and being oble w
s o film festivals, ve Touned

sl _-—_ our _m_._-___.:—... ...-.—.._1..-__=m our

filmimnkers of colour in Cannda were
completed  disconnecied. They  were
out of the loop, 1 would wik w a
filmmaker in Toromo about  wh
sommeone in Montreal was doing and
vou'd think thar | was walking alsur
soinething from another planet. They

.l..:_.__-L _.nn._.1 Lo _..._.—p_.h- _._—...l...— 1 ..._.-:.- i.._u._.-._

| wus speaking. | would mention a film
that was playing right in Toronto and
filmmaokers here would have no jdea
thit it was sereening. 1 knew some-
thing had 1o be done and my thought

wis 10 create o ploce where they could
all come together and build relation-
sliips o __-_..:.r._. thieir work

SC: What is the mandate of wers?
TLW: To preseni and help filmmakers
of eolour aned filmmakers whose proj-
cets reflect racial diversity,

SC: Now in its sixth your, where 10
do you see mwrF going in the next
five vears?

TLEW: mwwr may have come from me.
but it's fapped s wings and taken
E.ﬁr... "_....i _...... e ks oW :__.__4”_.. _._..-
become an adilt serv

I IANY s
ters. That'’s o good thing by the way
We give birth 1 things and we mmst
release them o sink or swim on their
s of Reel Waorld

lies in its having more value 1o the

W ._-...._:11. ]
_v_.-_.._m_r.. i _:.-_ L]

L .n.._:.__th.;:_____r._... Ol VOUT Appeoint -
ment 1o the Toromo Film Board. Whan
does this mean i you?

TLW: It's & wonderful opportunity o
do something constructive in further-
ing our __:_.."_...E_..___.. filmmakers in
Toronto. 1 also sit on o sub-committes
of the Toromo Film Bourd, which has

as o mandate o create opportunities
for Indigenons lilmmakers,

S Whai barriers do yon wish 1o see
remioved o level the plaving field for
all in the Canadian film industry?

TLW: | don't see it happening in my
lifetime, but 1o see the entertainment
indusiry in Cannda become completely
colour blind would be nice. That's only

' lin -. Faran _5..“__._..__ Yuini v_u_.__..__.. Tn.;__ -__.

of colour v position of the decision

minkers, 1'd o see real diversity in
the executive positions of Telefilm, oae,

._.-__:_ :____...-. '_j;__: siers, ___._... LIRS,

in all governgent lunding agencies, in
distribunion, theatrical agencies, agems,
managers, i the hanks. We need o
intensify our efforts neross the board.
When you are o person of colour and
are presenting an fden 1w deeision
mnkers, it's so s very difficult o

_mu.,...- .._.__—_.m___.__ you .___._.:._.. .__:n_ ._..__._-.._. you

think the story is an important one o
tell. In 1a, most of the major sdios
have diversity departments. This allows
the flmmakers 1o pitch their projects

1 _1...__.__. wha get it nghi away anl

_l__._ (N [1] __:u 1..:. .__._._. __.-.:_...__.._. ___ _"__.._”r..-

a hig difference. Il there were diversiny

nt inidus-

in the Canndian enterts
try, they'd get it from the sur.

S5C: Los Angeles or Toromo? Which

city dis you prefer?

TLW: | like them both for differem
I like how quickly things

Ve i LA

frp sl
Decisions  are  quickly
immedianely

:—-.-..r. ._.:__ THMEY I8

released. 1A s oot afmid of tackling
budgets in the hundreds of millions
Its also not afmid w approach the
biggest stnrs in the world. They are
alao the masters of marketing and ean

turn a profit even on n bad fillm. At the




Stefan Chiarantano

end of the day, what the investors wam
is their money back and
In ra, 1 love thar you get a team of

e,

Managers, agenis, unions, talent, mar-
keting agencies, producers’ reps, busi-
ness managers who all work wgether
to make the project the best suceess
that it can be,

What 1 love about Toronto is tha
place  where  independent
lilmmaking is happening. You can do
just about anything under a ceriain
budget. You don't have o million eyes
watching your every move and every-
thing doesn’t always have o have the
vote of a committee. So, for certnin
types of movies, this is a wonderful
place 10 experiment and tuke chances,
What's funny though is that people in
Canada have a concepiion that people
in 1A are the divas and can be difficuls
1o work with, However, I've found it's
completely the opposite and industry
preople in Conmda are overly sensitive.
| find I have 1o be more careful about
what | say and how | approach people
here. In La, you can pretty much say
what you like becanse they're a little
more thick-skinned and don’t ke it
personally. Tempers can flare, but
everyone mikes up later. In Canada,
I've found that when tempers flare,
people start 1o quit and the project can
become  compromised. In  Canada,
vou've got o mind your Ps & (s, [ do
think we have more vision and can
think way outside the box, We tend 1w
be more creative with what we do with
the Little ey we have to work with.
S5C: What was it like w direct the
lilm version of Trey Anthony's play

Da Kink In My Hair?

its a

TEW: I was a challenge (o direct the
project because Trey was the ploy-
wright and it's always hard o hove
someone let go of their views and allow

Stefun Chiarantana is o Tarnlo-based independent, sxperimental filmmaker who molkes low budget

shaet films.

others to make changes that they may
not alwayvs agree with. | like the play,
bt my vision of it as a television
drama was quite different from the
play. It was a strugele 1o balance whag
the play was with my vision, The next

properly budgeted and where there are
the funds (o pay for the best in the
business  makes for 8  wonderful
filmmaking experience for me. To
know you have a wonderful line-pro-
ducer. your locations manager is the

When you are a person of colour and are presenting
an idea to decision makers, it’s sometimes very
difficult to first explain your culture and why you
think the storyis an important one to tell.

big hurdle was the huflgcl. It was an
insane budget of ook, There isn't
much vou ean do with that amount of
money, but that’s all we had. So. | had
to make a lot uFrumprmni.-n;'.-a and 1 lost
a lot of the visuals | would have liked
to have seen. | had to cram my shoot-
ing into six days and many times could
only do one take on a scene, The best
part was the talent. | had a fanrastic
Eroup of actors and crew. | couldn’
have asked for better no matier whait
the I}utlgl:l was !

SC: What hlm projects are you work-
ing on right now?

TLW: I'm working on a featwre film
Mulr.lng Room for l.il}'. It was one of
six pitches selected  at last year’s
Toromto  International Film  Festival.
I'm working with Erin Faith Young,
Academy
Award-nominated short documentary
Hardwood. We've received Fumi'u:g
from the Harold Greenberg Fund and

the pmflm‘.-nr of the

AT [TV L Hy rﬂm‘ﬂﬂ I.

SC: What has been yvour best filmmak-
ing experience?

TIW: Now, | know higgrr hu{lgq:l.-a
don't always mean beiter films, but |
have 1o say wan‘inE on a project that is

best, your set director can create bril-
liance out of air are worth their weighi
in gold, To work with op professional
lighting people and with a por thm
somehow gets vou “that look™ is a
waonderful experience, 3
SC: What has been YOUP  Wors]
filmmaking experience?

TLW: | worked on Captain Power
and the Soldiers of the Future and
remember having to run through a ser
with explosions going on. The sparks
from the explosion set my wig on fire.

Catch the 6™ ReefWorld Film Festivol from April
1923, For more detoils, visit wew, reshworkd.ca.




B CINELOGUE

THE 5
MAZES OF
MOGADOR

In November 2005, | shot Mogador in
Morotco with professional choreographer
and dancer Stephanie Thompson, who
performed in and co-wrote the film. Shot in
the coastal town Essaouira, as well as, the
Berber mountain region and the sand dunes
of Morocco, this is a poetic travel postcard
fold through movement with English, French
and Arabic voiceover. This 10-minute film,
shot using Super 16 and Super 8, captures
first impressions of a mysterious place.

The project creatively evolved as we trav-
eled. Stephanie’s movement was inspired
by the location and setting. | determined
the shots and the fransitions while the cam-
era was rolling. The local people in the film
were not directed and their interaction with
Stephanie was not planned. It was sponta-
neous, organic and intuitive. This experience
was thrilling, but not without its tremendous
challenges and surprises.

I], Wiss i e writor deracior, DOP  sdior ol
Mogeadar. She is currently shocting her dacunen
fary Echo aond writing her i featoee drome,
Boomerang. She ia the co-writer and co-direclor of
Matal: A Headbangor's Jaurmiy




JOURNAL

I have an argument with the security
supervisor at the vk airport, He insists
that my film must go through the x-ray
machine. 1 request o hand cheek. He
insists the x-ray machine. 1 insist. He
insists. | insist. He refuses. | plead.

“These are the regulations,” he says,

“And if the machine ruins my film?”

He gives me his card.

“What good is your card il my film
is ruined?”

He writes down my passport num-
ber; | think | am officially in trouble, In
thirty minutes my plane is taking off
for Casablanca. | have w go. The hot
pink “Do not x-ray” tape is clearly
ineffective and the film is I-I‘H.‘I!ﬂ:\fl.

1 arrive at 10 gy, in Marrakech, The
airport is small, only two luggage
carousels. [ am the only person still
waiting, The camern and tripod don't
appear. We have no gear, Filmmaking
and travel, is it ever smooth? So every-
thing is as | Hrw'.l:i,hrl_ | h]'nul]-t by A air-
line official about the missing gear and
gel lhm-ngh enstoms, It is past mid-
night by the time | meet Stephanie on
the other side of arrivals. Stephanic
has been Iix':ing in Marrakech off and
ol for over a year.

We are staying at a Rind—n tradi-
tional Morocean house—il you stand
in the couriyard you can see the sky:
there 5 no ool Al four ame.
| am awoken by the call-to-prayer.
Haunting, it sounds like a mysierions
itroniz, | pray the film is not I!Illllll:_'!‘tl
i that the gear armives,

& Wk

We have to wait in Marrukech for the
equipment 1o arrive before. we can
leave for the coast. | use this time 1o
phone Kodak, Kodak says the film
“should”™ be fine. There is nothing 1
can do; 1 aceepr that the film stock
may suffer I‘uggiuj_r.

|Focing poge) Production shll frem Megador

During the day we ride our bikes
through the nparrow,  eobblestoned
alleys of obstacles: donkeys, people,
merchanis, caris, cais, horses, garbage,
mopeds and potholes. We move into
heavy tralfic where lanes wre indistinet
and it is random chaos,

It is evening when the gear finally
arrives. We get on the road to
Essaouira. It's a two-and-a-hall hour
juurney by car. We drive through small,
desolate wwns on an unlit highway.
We don't know v.'lij.‘, but other drivers
blink their headlighis at us as we pass,
We arrive safely, make dinner and go
tor bl Thiat night, [ am awoken by the
call-to-prayer. | pray for a suceessful
first [!n_\r.

She goes over to the
gendarme and offers him
100 Morocean dirhams
to buy a permilt.

He looks at her and says,
“What you are proposing
is corruption.”
Needless to say, she starts
backpedaling, and fast.

* % &

In the moming, we design the costume
[ panir of Moroccan style red panis and
a shirt with a brown eapuche-siyle
lwrd), puarchase fabric, drop it off w
the tailor amd find our first location.
Off the beaten track, it looks like the
area was hit by an earthguake. There's
a massive barren courtyand where once
siooed many homes: a synagogue, on
one side, and a thirty-foot majestic,
red  wall separating us  from  the
Adlantic, on the other side, | witness
the thunderous sound of crumbling

ENTRIES

buildings that continue to break and
fall apart. We call this location the
“derelict zone™. Sites of decay have
always been particularly photogenic to
me: | suppose it is the idea that on the
other side of destruction is creation,

It is here, in the centre of the derelict
zone, we decide to wrap Hlupl'm:lir: in
white cloth like a eocoon. She is six-
fect tall and covered from head to oe
in white. She looks like a Muslim
woman in traditional dress. | shoot ai
1 s as she slowly unravels. People
begin o gather, kids mun around
Stephanie, and many are interested in
the camera. A fellow dressed in a iy
dirty pim’rri.i:ml :il][l‘ilnl;! viest 15 drool-
ing excessively through his missing
front tecth. He E:nrﬁ:.«}_r. his face up close
i mine. | ITl.Ilﬁi__l lcrr.'p him away
because if he bumps the camern, we
have to start the shot over. It feels
rather intense, Sl{'.l]-h!l.llil‘ cannot see f
thing. It takes about five minotes for
her to be free. When Stephanie is out,
she runs full speed with the cloth flving
hehind  her, Jrast all the I'I'!"!ilﬂ.llltl'.r!-.
into s smiall, distant tunnel. The erowd
claps. We have created an imprompiu
theatre for the people. From a rooftop,
a looming shadowy figure casts an
ominous finger shake, warning us
stop. Our sense of welcome evaporates,
Ohur first day has officially been called
to an end. We |::|c'|t up and flse.

We atiract a lot of attention in this
o, for two reasons: the eamern and
Stephanie’s calves. People yell “action”
as we walk by or else they point a
Hli'pimnir and say, “Wow, big-calves-
sporty woman ™. We have beeome visi-
hle in the town. As we work. small
crowds wateh, The reactions range
from what seems like disgust 1o full
applause, Though many people hold o
hand to their face, there are others who
Iilrrnll!.' junmp into tha shot.




One day, we want to capture the mar-
ket on film—not the part for wurists,
but rather, the market that lay beyomd
the Balb or door, where locals barter
furiously; women squat on the side of
the road selling eggs from a stash in
their laps; live chickens, hens, lizards
and wrkeys are sold; and decorative
testicles and whole mution hang in the
open o whet the appetites of passershby.
This is the authentic Morocean market.

The shot entails Stephanie walkimg
through the erowd making subitle
dance gestures. However, we cannot
shoot openly so somehow 1 need 1o
hide. We hire o man and his cart. He
will be my dolly. I sit in the cart on a
pillow, the camera is on the wripod and
| am covered in blankets. We are hard-
ly inconspicuons. The lens is visible
and Stephanie dancing is cerainly a
spectacle. To prep ourselves, we first

shoot in one of the hidden alleyways.
Young boys mimic Stephanie’s dance
moves, woman peer from doorways—
we capture one of our most dynamic
sequences. Then it is time to shoot the
bustling market. We are nervous. If we
get canght, it is more than just a fine:
the gendarme (police] will take the
camera and the film then escort us o
the airport. Can we really pull this off
effectively and safely? 1 get out of the
cart and we walk through the market.
We pass a cop every three feet. The
consensus is no, this will not happen
without provocation. So instead we
will remember the market and not be
able to show it on film.

LB B

At sunrise, we head to the harbor,
Essaounira is a port town. The fisher-
men work during the night and in the
early morming. Their small blue row-

hoats are tied together in a large clus-
ter and glimmer in the sun. Stephanie
decides she is going to climb across the
boats, The red pants are a dazzling
contrast as she makes a quick dash
across the (loating convoy. Behind s is
a cop station. 1 can see the gendarme
from where 1 sit. Bold and defiant, we
doit. We capture the scene once. There
is too much attention so we decide to
take a break, A policean approaches
us and he starts inguiring about the
nature of our business, We convince
him that our project is artistic and that
Stephanie is the focus. He believes our
intentions and lets it slide. We ask il we
can do it again. He says no. Off we go.
The sequence is hardly covered. We
need o go back,

w ok W

I do not sleep at all, | am stressed, We
need to go back to the derelict zone,




the boats and the harbour. The thought
seemns paralyzing. What if the gen-
|!E|.r.|'|"':‘l Z‘i'"p usf “IIH" ir‘l“'?-' l-llk‘.': ||“"
l‘H"]“rE!E i’ﬂrﬂ!wiu J.Hl.'l fl.'-ELI' ]'I-IZI.EI 8L, I:."
we need 1o leave Essaouira and go 1o
li“: “““]“r_ﬁ'.‘!il!ﬂ “'I“:l" T e '“li” S
usy i i ll“'“l“' I|II'I::III;_1|I :“'" ﬂlll'“l"

ITELYIET. 1 LY Wi el our 'lil'l'l-' 'l\'ill LT
- - =} b

any more conflic,

* &

We wake up at sunrise and head back
to the habour. Stephanie dicides she
will use charm and begging. She goes
over 1o the gendarme and offers him
ioe Moreccan dichams 1o buy a per-
mit. He looks at her and says, “Whm
you  are  proposing s corrption.”
Needless 1o say, she starts backpedal-
ing, and fast. She explains she is doing
a danee film and tha she is werribly
stubborn amd she dido’t want o go
home withowur shooting this scene, He

[images above) Production shlls from Mogodor

Erants us 5 minutes, And so, we quick-
Iy film the pick-ups.

We are done in Essaouira. We pack
head for the Atlas
Mountains in the Berber region. Past
Ouirgane  Yalley, we sweep up the
winding road of the Ti'n"Test Pass,

the car and

We stop and shoot scenes as we make
OUr wWay up.
the summit, We stav in a sinall hotel,

i i might when we reach

which runs off a car battery and has no
hear. It is frigid here.

* ¥ ¥
We wake up to an exguisite vista of the
valley, We have 300 hundred feet of film
left. We shoot our last scenes; the cam-
era rolls out in the middle of o shot, It
isnwrap. [tisa hitterswest momint.

i i

Bevond the mmlimde of situational
rifts, the paramount [:nmhh'ru is i moral

one: How does one respect the culiural
ideology of non-representation in a
Muslim country when your ohjective is
o represent it? We become  acutely
aware of our own vanity. We chose w
shivt here 1o awaken our senses, o
experience the unfamiliarity, yet th

the same reason we are self-conscious.
We decide to proceed because our
intentions are good; we are coming
from & place of honesty. This film is
not about religion, the role of women,
represeniation  or
Monetheless, we are conscious all these

cultural |H|ijtire~_
things are connected 10 what we are
doing here. Our experience minkes e
reflect on who we are as wesiemn

women, as artists and s |H‘\|I-]II:'.

The film is fo ba complabe this spring




B VIEWFINDER

IN THEIR OWN WORDS

It is possible at one time or another, all those who have
attended acting classes, kindergarten or therapy have
been told to act like a tree, an island, or a porcupine fry-
ing to get through a doorway on two legs. We only have a
sense of how difficult it can be to bring a character to life.
Actors are the ultimate visceral presence on screen. Unless,
the performance is akin fo its ambient world and utterly
believable, the carefully woven illusion is shattered. Think
of all those films where the acfing was the deal-breaker.
Actors read the script, study the character, fill in the blanks
and then metamorphose info a real person, with all their

personal idi

sies, sensifivities and belligerence.

Without actors, our films would be simply text on paper.
An eclectic selection of actors talk about why they are
involved in independent filmmaking and what keeps them

going back for more.

THE VETERAN

Trieed, feated and true, Joyne Eastwood's
cetrver M npruurﬁ.f decades. An origi-
nel member of the Second City Troupe
anel Second City Televonon (sefe), she
hiw brovght many chamcters o life,
working steadidy on stage, lelerizion
aunael filem,

“1 think the mdependent filn
industry is kind of making a resur-
price because when | started out in the
lilim basiiess back in Torooto, back in
160, that's basically what was going
o, It wis independent films like Goin®
Down ihe Road which lnunched Ty
career, Don Shebib sold his hovse, ook
the money and linanced Goin' Down
the Road himsell, He made it for,
I think, i'u_lll.lgn to o hmdred thouwsand
dollars, And then Canada kind of
moved into Telefilin and films being
supporied; that seems 1o be drying up
and probably some of the most inter-
esting flmmakers right now, are the
independent  flmmakers, the voung

filmnakers. .. It reminds me of what it
witg like bock in the lowe sixties and
1*||r|1_. REVETITES,

“My very lust experience was with
Do Mekellar, that was an indie flm.
now | can't remember the name of it
bt il was |m.l||'.'|.“1_. l:ll.llr winild :|.1|||
mind doing this for three hundred
bucks or
]:Nldl. “- hr'li.:lt. I 1.:|.||1 '!;r-n ||I|.r1 nll'.iuu.-l}

|:u||l||||||_::"' Becanse it was
l'\r':l‘_l]mul'l. else  said VOs h was
dhelighiful!

] do 1|“--..|- illll |||'r'1-| ||N'nl1-u' Iilln 1=
my first Jove, | want (o see great films
mudiide i Cannda. Now, I|:||:'1I.' ot have
to b big budgews films; thacll never
|||||:|u-|| in this eountry because we
don’t have thot type of money, But
what we do hoave is the talent and [
think we know how to wll a ﬂ'ull:.
good story without having to spend a
ton of dough.

=1 wani in -T.:l.'!. i . | Wi i
never stop working. | want w die on
the set. | want 1o die ar the crafi SETVICE

iable. Oh no! There is no cralit servaice

l-l.lllll' LU L] IIIIIF'|H'I1|L'J|-| ti-ll'llI i want o

have that bast muffin and keel over!™
THE ARTIST

ﬂn'ﬂ-'nr'ﬂ.f.fr trovined actor and doneer
Sedinee Fiatt has recently started writ-
i g wlie can foaee more conteel oper
Hier rodes shie plays,

“1 started off a8 a theatre aetor so
film’s & fairly new mediom for me
Independent  lmmaking s really
interesting because when vou do find
something good, s original and if-
ferent from what vou see in the main-
stream. 'm imterested in how |a-ru|||r
L = I1|r ‘Ill"ill |||:|ii (1]] "4'1'II|L1 R ET ] H‘
the workd that doesn't |1r-1'-u'|r||!; FLis |
-'m|||1||.|||||'||lq'|1 Py i 'I.l.llir; .1|.|1|.|.4'l|| il

o ‘ tll.ﬂ l'hﬂ”l'[lr_'l' ‘lllll(l |ﬂ' 1i|“||rl=:
eood roles. Az an actor, | think I[||||'
industry puts] black women in a cer-
tain context, somewhat stereotypically,
ﬂn 'EII'H'F'l- leswel |1||1|'|||'l||||'||l |i|:||l
there’s o lov of misdirection of the
actors, Actors really hove womke it upon
themselves 1o [understand the role]
hecause the director isn' |||'1'1"|-q1rl]1l..
going tor be focasing on the ating,

1M like o be really involved in the
whaole process: writing, neting and pro-
ducing. ldeally, I'd be able o write my
own stufl, set up my own production
1'|rl||!u|u:|. ||rlt{1illlllhll e il

“My lnst on-sei experience was real-



Radha Menon

Iy good. The lilm was called Skankin®.
I's about race relations and Toronto. |
had a lot of freedom... 1o change the
seript. It was written by a British per-
because we filmed it in
Toromo, the [expressions] were a bit

SCHIL l|1||

of f 20 | was, like, 'l need to change this®
g0 it gounds like what the character
would say, | had the freedom o do
that, which was great.

“Filmmaking is slow. It requires a
lot of patience and it requires a lot of
persistenee 1w just shoot the thing. You
have to really leam how to break
things down at the moment becanse
it's very segmented in moments. It's
process orienied.”

THE UP-AND-COMER

The I,ﬁm- that evervone knows, bt e
nof a fousefiold mame: Tony Sciana
Soml  Food  ard
Degrassi: The Next Generativn

“I see the independent film indusiry

has  worked  on

as stromg  and yel weak, s strong
because it has a lot of ‘original ideas
anil the people behind them are strong
becanse they believe in what 1|!=':."n‘
doing. They're ready to try new ways
of filmmaking. Its weak because thie
funding izn't there,

“1 love working with innovative
people who like to take a chance,
It helps me improve my crafi. | get o

practice amd | think it makes me
a more versatile actor. lndependen:
filmmakers allow me to take chances
and allow me to go out on a limb wiih
the different this

s | want 1o try.”

“My last experience was great.
li was a short comedy A Gyro Full of
Dollars from director Vivieno Caldinelli,
They punted my bald spot so it looked
like | had a full head of hair. 1 fele lilke
(breaks into song) simging and dane-
tng in the rmin, | ean’t ask more
than that.

“The filmmaking process is tedious
and [ have wial respeet for anybody
who tells me they're in ihe film indus-
iry, independent or otherwise, 11s very,
very hard work and people usually only
see the finished product. They don't
know whai goes on behind the seenes
and all the leg work people have 1o do
just tooget the shot. And its always
ahout the shot or ot least thats whn
I'vee been told, “It's abowt the shot!
It's abou the shot!® Se...
the shot.”

it’s ahout

THE NEWCOMER

When an aritst fenelly commits to their
rm_ﬂ' with the knolecdege that insecuri-
tvy rejection and possibly starvation
awetl, % o momentous  occasion.
Aficia Flaherty has recently ehosen
this path, although it'’s haedly surpris-

ing she got the bug; as a child, Alicia
fuing about on the set of sciv with the
likos q{,I"Ju,Fn.l Carily, Wartin Short, and
her mother, Jayne Enstwood.

“Ultimately, | wounld like to be a
waorking actor, 16 1 could have half the
career my mother has had in Toronto,
I'd be a happy, happy actress,

“Is either Toronto or Vancouyver
for people who want to be an actor and
the problem I'm finding is that it takes
i g:n:l! seven o fen Viuars tn make a
name for yoursell, to actu
casting directors call you in by name,
Another immediate challenge is that
I'm rwenty-five: 10 old to be young
and oo Vg to be ald,

i IIJI'\.'I:'

“My father teaches at comedy writ-
ing ar Humber College and a former
student of his wrote a shor 'Lmlrprnd-
ent film, the working title was “Robbed
Blind" but 1 believe they re-titled it
Caper Number Nine. It was this real-
ly dry comedy. | had a great experience
and worked with wonderful Fwnplr for
three or four days. It was so much fun
and with such a limited bodger, Iiu-!.'
did s0 much. They made everyone
enmfortable and nobady had any high
and mighty attitude.”




B VIEWFINDER

ON-SET KNOW-HOW

Okay, so we know there are five basics stages to mak-
ing a film: development, pre-production, production,
post-production and distribution. Lef's assume you've
dewer;ped your project: you have the script, you have

a director and maybe

or o short film you're produe
F ing anid directing, it's worth-

while w0

n.'nu-njﬁrr Lq'l'EIIILL'

vour crew sl especinlly if you plan
an paving theim. That said, not every-
body wanis or needs 1w be paid; there
ane ph‘l:h_. il preopile who are Jw:l-:in;_r
for some experience and others who
are simply willing to help vou. | have o
number of [ricids who are Blmmakers
and often we will ade services on
each others hims. In other womnds
we e ool laborators

wrt is the snme thing—a collective
that supports all the individus! mem-
bers; di's o great ploce 1o ger started if
vou e looking for cast and erew. The
organizntion is on excellent resource if
LAl nevil 1o mssemible the i'-nl'rli' whin
are going to help vou make vour film

Next vou need 1o stant coondinating
elements of the production: location
equipment, flilm, shooting schedule
Basically, you need 1o organize every-
thing yvou can think of before yon go 1o
camern on your first day of shooting

The director and er chose locations
where interruptions by o curions pub
bic would be kept 1o a minimum. When
vou hnd locations you like, ask the
owners if you can use them. In one
case, the w1 walked tnio a building and
asked the building managers il we
eould use their alley. They were totally
enal with it. This eost us nothing and
later we learned that producers for a
big-budget feature film had paid quite
a bit of money 1o have the same locale
all 1o themselves for the next two days

some actors lined up.

A funny coincidence that shows von
cun sometimes have the same thing a
I l“}\\--lli meovie huns without the !Illil‘
price tng

Enisure vou leave the becation exact-
Iy the way vou found . Coe of the
wirsl things vou can do s “bum” a
location: wreaking such havoe that the
iwnier will never allow the location 1o
be ised again. This hairts the hlmimak-
ing community because independent
filmmukers depend on the genemosity
il nithers and the more bumed locations
there ane, the sorse Tor us sl

Again, in o collective effon, people
contributed whatever equipment they
had: the por had his own Oss come-
ern. Another crew member had access
o o oar reconder. Evervhody  poaled
their money and boughit hlim stock ., not
from Kodak, bur on eBay

hunidred feet For fifty bucks, Acoording

abwut five-

i the £r, this was o g risk becanse
the film was expived and we hod o re-
enn it ourselves. | wouldn't ke this
risk if you're not ready 10 gamble on
the resulis. You really need o know
what you're doing before you stan
re-canming film yoursell. However, if
1.|-||'Tl|- up for i, take a chanee: Vi can
find 1ons of fim on eBay that doesn’
need w0 be w-canned. [t might be
expired, but itmight not, Look around.
You'll find it eventually. And vou'll
save o whack af dough

Ihe crew devised an intense three-
day shooting schedule and, voila, we
were pretty much ready 10 san
Having a tght erew and cast helps a

Daniel Albahary

lest. They should be able o get seenes
down with no more than two or three
tnkes. Moke sure if people are volun-
tevring on vour film, they are one hun
dred percent serious about it Theme's
nothing worse than an unmaotivated or
aloppy ellort 1o get in your way when
you e irving bo shoot o bl

Be contions of the weather mnd your
lighting conditions. The greatest chal-
lenge 0 producing this film was deal
g with eovirommental elements. Hall
"‘r WNEAT ["Iulill"l"‘- WEIT CRICTOT "'IF"r"
close 1w the waterfront., In the winger
s bs oo, I WL 3an, avaid this eali:
vou might be able o wlerate i, b
sometimes vour gear won't. Frigid
femperntiies can seize Up YOur geor
L T ol shusdder lLi}|I'_'_h1 Toemars, woanmd
chill, andd reering temperatures, drift
ing clouds shified the hght o Gl
fusesd 1o hiwrd on several oceasions

At some paint, vou have o know
what you're doing. And the only way o
gt o this level is o go out and do the
best you can. Leam from expenience
Experiment all von want and have as
much fun us possible. There are no
rules here. And iof even if there were
heek, they were made 1o be broken

Doniel Allvahary i 0 Super B and 18mm ahcona-
do. He hay worked in the production indusiry, shools
Supar B, and is working on kis firal 1 &mem shoet fitm
His company Ml Malion Digitol produces and dia
tribu e, maion pichure oonient kor the weh
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Upcoming Funding Deadlines

Conada Council

degm:hhhd’mhrﬂm
Deadline: Ongaing

Brovo!FACT

416,591 7400 ext. 5815

wew. brovolodt com

Deadline: 17 March 2004

BrovolFACT awards cover up lo 50% of
o project's fotol cost. The amounts vary
from several hundred dollars b o maod-
mum of $25,000.

National Film Boord
1.800.267.7710

www.nfb oo

Filmmakers Assistance Program
Deadline: 1 April 2006
Amount: Up to $5,000

Asirol Medio's Horold Greenberg
Fund

416.956.5431

www.astralmedia com

Deadline: & April 2004

Seript Development Program:

up o $18,000 may be advanced for o
first draft

up to §12,000 for o second draft

up 1o $10,000 for o finol droft and

up to $25,000 for odvanced Senior
Project funding for costs reloled to seript
polishing, packoging, workshopping, efe.
Ontario Arts Council
1.800.387.0058

whwwarts.on.co

Granh to Madia Artish. Mid-Career and
Esoblished

Deodline: 17 April 2006

Amount: Per-project Basis

Caonadian Film Centre
A416.445.1446
wew.cdnfilmeentre.com
Feuture Film Project
Deodline: 28 April 2004

Calls for Submission

The 5™ Annual
Female Eye Film Festival
1=4 June 2006.

The Female Eye showcmes feature and
short dromotic, comedy, documentary,
i and animated films directed

writers with the provision that their story
features o female protogenist

Extended Film Deadline:
17 March 2004
Eniry Foe: $45.00

Extended Screenploy Deadline:
30 April 2006
Eniry Fee: $35.00

For more information and guidelines for

Announcemaents

LIFT Artist-in-Residence

UFT welcomes Yuike Matsuyoma from
Japan os our 2006 Foreign Visiting Artat
in Residence. Yuiko will be working on o
new project at UFT, which will be show-
cased as o work-in-progress ot the Imoges
Festival in April. W look forward o shar-
ing our focilities with Yuike ond leaming

Tom Berner Award

sented each year of the) Imoages Festival,
commemornaies the lote, Tom Berner, who
for many yeors supported and nurtured
Canadian filmmakers. The owaord is pre-
sented annually o on individual who has
provided exdroordinary support to the
couse of independent Klmmaking in
Torontko.

It is with great pleasure thot we present
the 2006 Tom Berner Award %o Ray Cook.
"Ray Cook is a sound genius and a film
opfical expen, He has been in this indus-
try for years ond is now at Tronsit Audio
Services. Whils waiting for my Fim to be
completed in his capable hands | weuld
read the hundreds of occolodes toped lo
his walls. Letters ond cords from all over
Canodo, every film schodl, every inde-
duction houses producing companies ol
from various yeari—it was like leoking al
a historical piece of celluloid art on his
walls—simply unbelievablel Ray Cook
has worked on so many film projects and
avery cord/letter thanks him for his
paience, care and lemrific work on their
Films.* —Kaith Cole




- _ALISOI

What are you working on

nowe? I'm working on a film

about carmivals ealled Carmy
using Buper 8 and still photography. |
also am working away on my second
feature seript, Jumbos Clown Room,
And dancing Argentine tango.

What is your preferred nedi-
am? | love Super 8. 1 used it
when 1 was .l:!m-mlng Traln on
the Brain. It a beautiful photograph-
i format: a format that | am most

confickent using. | lowe its immediaey.,

Seeing that this is my last chance
make film in Kodachrome o, U'm buy-

ing a lot of it off eBay,

How e you finanee your
Silms? With grants, Invest-
Like everyone
Mouth to Mouth was o German/u

ments, else,
L'npnnhi:'linu_ Train on the Brain was
financed by Channel 4 with a eomple-
tion grant from v Ontaro, Carny is
Iwirlg financed IFI.' Channel 4 and 1vo,
bt we are stll |uu1:'m;_: for additional
fl:n[iing. I've also had commissions
from the sec,

Hewe do you gel from being a
15-year-old  rumweay from
Nova Scotia, to sqnalling in
London to foining a culi member io
getting an MA and becoming an
award-winning filmmaker? It was a

1L

shightly sanctioned running away, One
parent supported it and the other did-
n't. | had intended 1o change the world
by inciting anarchy from a squat in
London. However, | became disillu-
siomed with thae lifestyle. 1 went 1o
dance college in South East London
and a guidance counsellor wrged me 10
get o higher education. University
was free in London in the late-Bos and
It beat squarting, belng unemployed
and on the dole. At Darlingion Arn
College, 1 took a six-week video mod-
wle and decided this was what | want-
ed to do. | went to dance film festival
in Germany and thought “1 can do
this!™ 1 made my first and most sue-
cessful film, Kissy Suguki Suck, to-
daie in ':i-|,||u~.r1.||ﬁ, It was Jliu'kml up I::.'
Channel 4 while | was still a student.
Eventually | applied to the Roval
College of Art in London.

Tell us a bit aboul making

your first feature Mouth 1o

Mewth, Mouth to Mouth was
i qlru_gul!' o make. It wok me r-igllr
years to make and aged me 10 more
years on top of thai. Festivals are real-
lv important. IF you don't have a big
festival attached to YOUr project, mno
one wants to twouch it When it didn’t
get into TiEE, it was a big disappoint-
ment. This was also aromd the time
when | had just returned 1o Toronto
[after iua\"ing lived in the vk for 18

»1»
AV

A

vears|. This was supposed w0 be o
homecoming and, instead, | felt like
| hadn’t been supported by the film-
making community. 1 felt like T didn’t
belong.
]
So i must have been gralify-
ing o gel positive media cor-
erage. Yes, ' stop
complaining now! There has been
s{HTIE gnn:l press, i"‘l'hll-ld' wWent o see
the film, Atom Egoven put the film on
at Camera Bar,

How did  Atom  Egoyen

become involved with your

project? | met Atom 10 years
ago at a Moving Pictures Festival. He
had seen my filrs and offered 1o hs'ilr
with future projects, Later, | sent him
my script for Mouth to Mouth and
wsked him if he would consider execu-
tive producing it. He said no, he wasn'
imterested, | HI‘TII working on the m‘.ripr
and roughly two vears later, | sent it o
Atom just asking for some feedback, |
e
1" re-nl]:.' like 1o

this draft was 1 better

el ed
I_‘lll 55

hecause he said,
executive produee this.”

We don't see your name in the

npﬂniﬂg eredits, How ran we

tell we're walching an Alison
.'lfm'rqr pictere? Une actor ]'uil'lc.- up
another actor and spins them around,
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CANADA'S FIRST NATIONAL TRAINING SCHOOL [ER{RACE SaNADUL SCREEN TRANING CenTne

“Afilm that is sure to inspire repeated late-night viewings™

y3 1Buj knows how to make a low-budget leature look snappy. The editing is so flashy and

Wmncheaptums mtnmnl clever, the photography so canny, and Craig Glosteris deadpan mug so fantastically

camera-friendly that its cheapness just makes the film kook codl, like some obscure
noirish takian thriller you might channed-surf to at 3 AMI Now Magazine
iindepandant film and expanmental cinema are romantic terms that get thrown around
with distressing impunity, but Otto Bujis 16mm mindfuck is an admirable example of
both. ttis also doubliasshy the weirdest movie 1o ever come ot of Windsor, Ontarnio,
a city not known for its thriving avant-garde hipsier subcufture, But then neithar ks
Missoula, Montana and it produced David Lynchi Eye Weekly
iA film urdike any other at this yearis lestival. Otto Bu| has crafted a film that
draws on saveral influencas, and yet one that is complately unigue. He makes a
confident debut, and in a fiim that is sure to inspire repeated |ate-night viewings,
brings the festival one of its mose challenging and satisfyingly comple films]

2005 Vicloria Independent Film & Video Festival (Vicloria. British Columbia)
ek iWhat makes this movie great s its uncanny sense of homor, the over-
whelming dread of uncertainty that cannot be shaken off, even as the cradits flashi

The Metro Times (Detroil)

the eternal present

Written/produced /directed by Otto Buj

Canada 2004; 77 minutes; black-and-white; 1.37:1:Mano

DVD Features: 1 Digitally-masiered transfer from onginal 16mm film alements
Commentary track = Sceneindex ¢ llustrated insert with essay by ilmmeaker
Limited, numbered edifion with clip from 16mm theatrical print & RSDL dual-layer

Available in Toronto at Bay Street Video, Suspect Video, Sonic Boom, Ammo Video,

. Sam the Record Man, Art Metropole, Starstruck Entertainment, and other fine retafiers.

Available on-ling in Canada from videomatica.ca, or directly from the filmmaker at systematicpictures.com

For whobssaie infoemation, comact KRE Maedia Corp, (519] 568-81 94 or info@ kromodin. com

Mow out on DVD
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ON SCREEN 13th-22nd
IN GALLERIES ALL MONTH
S T o T

IMAGESFESTIVAL.COM

e A W ==
MORE PWYC EVENTS
THAN EVER BEFORE!
=2 FlLM & VIDE) &=
Shelly Silver, Diane Bonder,
Mark Lapore, John Price,
Mike Hoolboom, Zoe Beloff
AND MUCH, MUCH MORE!
o=

== [NSTALLATION ===
Why Always Instead
of Just Sometimes
Twelve short works by
Deirdre Logue at Paul Petro
Contemporary Art
==
Laiwan's Duet: Etude for
Solitudes at YYZ Artists’
QOutlet (featuring musical
performances by Lori
Freedman & Susie Ibarra)

=2 PERFORMANCE =

Live 3-D performance

by Willy LeMaitre
="

Crazy sound and light

shows all the way

from Japan and Italy!

. FIIM & VIDEQ, INSTALLATION, PERFORMANCE, NEW MEDIA | =

—

——
-
b1 I‘l Cormtiarn  Paifrsne TELEFILM
H W A
Camadds Coiwil  Comasdd den Arts g RSN SRR TRARAR s
e T vy e Caonaasla
i e e e s et Sy




