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PREACHING
T TO THE
CONVERTED

Art Dirocior: M

It wasn’t the film’s fault.
It was me who didn’t understand
Contributing Weters o what | needed to do

Burt, Cai

-]

had big hopes for my film. And
because | had big hopes for oy

1 ol pet m od

A e film. the .'|'|.|I|||'||‘ itleq of ereating a
work for the Film is Dead! Long Live
Film! Programme was terrifying o me,
Ive done linle Glos before, Randomly
filming with Super 8 woul Regular 8,
buar this was the first dme | was going
in with & plan of exactly what | wanted
to nchieye,

I got & group of women ogether and
one lintle girl 10 come over ooy
unfurnished home = we had  juss
moved — and help me make a Glin
about  elaborate African  hairstyles.
We had o start first thing in the mom-
ing. The idea was that with the power

of stop=motion. | would film varnouss

extended hair braiding sessions, The
film wonld only be about three minres
long, but | would show the creation
of several elaboraie stvles in several
seconds.

We filmed — aned did hair — for the
whole dav. Adeola worked om her
dreads. Kai-Kair had her har done in
cute litthe beaids, Ola wsed extensions 1o

transform  her hair into  voluminoas,

EYE WEEKLY




dramatic rwists, Even [ gor in front of
the camers 1o zer my  chemically
straighten hair brojded ino pear and
tight cornrows. We could hear the film
whir and elick every few seconds in the
camer. The lights heated up the oom.
Kai-Kni  kept

Bunmi™ if ghe could play with the cam-

asking  me  “Auntie
ern to which all the other Aunties
brizkly replied, “Nof™ | el the wror
draining away and thoughi, “Ah, this
might  work.”
implicitly and who had been helping

Reneta, who | trust

I I'ur T |IIEL!I L hours IZJ Lt IIEl!.'.

b o go home. She gave me a quick
lesson on how 1o read the light metre
and  headed for  home.  Completely
alone with the camera, | panicked a lit-
the bt fels uL'm_.'. i"ilm':llg contimsd for
anither few hionrs without g gliteh.

A lew days later, | found our tha
| had the camera on the wrong sei-
tings. My [ilm was overexposed. After
the planning, after the sweari

o under
the lights, after lnrniqli.llg miles of hair,
undl after feeling that this was really
turning into something. | haid 2co

mietres of white Hght, A whole day of

nothing. Is film dead? Hell yesh! 'm
going to put my hands around  its
serawny, little peck and squeezed the
life ot of it! How can something that
vour work o hard on go s wrong?
Making a film i= like raising a diabol-
ically evil teenager. You've done your
biest to morture her, help her grow int
something wonderful and meaningful,
bt she doesn't listen, she breaks vour
hieari. She does some abhorrent thing
and she has totally disappointed you,
After  the pain  hal  dissipated,
| wnderstomd that all was not lost. f'l.i:.'
Imlpl.' could be fixed in the processing,
Another filmmaker wld me | could
colour and manipulate the foorage, It
wasn 't the film's fanlt. I was me whio
didn’t understand what | needed v dio,
Madi Fillar calls the whole business
of making movies a leaming provess,
Pillar says during her interview with
Radha Menon, =1 love Olm aod wse o
as mnch as 1 can. You have o koow
vour material, know vour camera, s
it process yon have o learn. You are
investing in your learning process. You
have to do esis, you have o train

}

voursell in the ari ulr‘ﬁlluumkin;."

We talked 1o over 25 artisis abom
their projects, abow their thoughts on
the futare of celluleid, and abonar their
nse of digital media i their work.
Some of the responses are laced with
worry., Some are jubilant, Some defi-
ant. Others are flippant,  taking o
'\'.'ll:lll"'l.l't'-'n'\i”-|1zl|l|u‘ll-'|'.\i]l-ll.‘l|r]h‘|l
attitule. 50 once agam 1 ask. “ls film
dead?” | leave thar for yon to decide.

Bunmi Adeoye
magaine@@lift.on.ca
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FILM IS DEAD

“Independent film today does little except try to emulate
the mainstream, and experimental film has been completely
eclipsed by video art. Working in 16mm or 35mm film is
prohibitive financially, and, let’s face it, the medium of film
looks tired and has major distribution and exhibition problems

compared to video.”

— from Tom Sherman's “Video 2005: Three texts on video” in Canadian Art (Spring 2005)




-

a false dichotomy.

I think positioning f
It's ironic that not toofle as the preferred format
in the contemporary ¢ now, as the commercial

fim industry switchiE vivnd as the art world begins
to take stock of 100 years of | history, celluloid is becoming

a medium you increasingly see in galleries. Is film dead?

How will it survive? We don’t know, but we know that it will.

— Clive Holden Film is Dead! Long Live Film! participant

Ll
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emotion pictures

In honour of LIFT's quarter century birthday,
25 film projects were commissioned.

Despite the celebration, a veil of uncertainity

rests over the future of celluloid.

aime of ws heard about of i, oth-

ers chose o ignore it and others

are out 1o fight it Tom Sherman’s
“Video 2005 Three texis on wideo™
exsay in the magazine Conodian Art last
vear was an old fogey's rant - and n
wakenp call. Those who have ever
dabbled in making films have probably
heard fricnds or family probably issue
the same bystander advice: “Siop Fuck-
ing abour! Save some cash and gl g m
camera and let’s gei this show on the
rond.” Many segments in Sherman's
essay wiske just bits of know-it-all bias,
thus easily broshed off a5 such. Bun i
did serve 1o shake up smme people o
the real sitmataon, When Final Cuat Pro
is the dominant editing foree, when
many great modern filmmakers are
dumping their Arri's for lighter hand-
held  gear with  contained  pixilaged
sereens, amd when the demise of eer-
tain Kodak siocks are happening on a
muonthly basis, the real question begins
to arise: s il ruly dead?”

&  FilmPrint Movembor/December 2008

“No,” says lohn Porter. 1 see it

|.I 'I-]'lg sl IIHI SCC WORILE lll'llFJIl'

ming o pick up [analog] cam-
eras, The voung and new Glmmakers
are the ones beeping it alive.” Porter
should know. Showensing his new film
Beauty: Film, Death., Porer, who
leads many workshops and classes on
Super 8§ filmmaking, savs there is a
both  Morth

America and Japan for the film medi-

comtinued  inferest  in
um as it is a toetile media ond has o
appeal for young people akin 1o col-
lecting vinyl records and rediscovering
other art forms of the past.
Ouawo-bassd  filmmaker  Penny
MeCann holds a similar sminee 1o
Porter. Her vew fillin Lake Ontario
(In My Head) will utilize both 16mw
and Super Bsu film and will contain o
vistalhorizon of Loke Owmario as she
would remember @t like a memory
from the past, While she is optimistic
like Porter about film's ongoing life
ane going so for as (o say thae il sall

o a

has o quality like 1 memory and she
e sees people using film frequenily,
she does acknowledge thar film is very
much “a challenge™. Video has come in
as an aceessible medivm and beeome
prominent in the filmmaking indusiry,
Bur she then explains that pn and
other video forms do not have the visu-
al eonsisteney and natural visual beau-
ty that film possesses. The key for her
i that people sill continue w shoot on
&, 16 and gmvm as that will keep the
interest alive,

“Film iz more like a craft, Like print-
making. s becoming less like a way
to tell swories, less narrative based,
and more o specialized visual erafi,”
savs Vancouver-based flmmaker Ay
Lockhart who shoots on video, using i
for animation and shor naeratives, For
the short, led  Tell
Mumsy | Love Her, Lockhart explains
the look of her new work — o posteard-

tentatively

like rendition of Lower Canada — could
onily be made with the aid of film.



Poarter's new film will be
a loop showcasing film dying
and being reborn onscreen.

FilmPrint M




German is working with

metal sculptor Marta Celafrom

to create a metal shipwreck.

its hyll and ribs will be

‘the centrepiece of the installation.




Toronwo wlenr Traey German, like
Lockhart, o aints 1o the wnique
qualities of film. and how is images
canmot be recrented using any other
medinm. She also talks aboun the high
price of moking films. German echos
Lockhart's comparison  of  film 10
printmaking by s ting its costli-
ness is like painters usi
paint for spec i sffects. Her
new  film, Impeded  Sieams and
Stains:  Series  Two  including
Isis" / is bweing - with 1hM.
black and whire. high contrast film
and i= being hand processed. tned.

toned, and oprically printed. German

Celalrom o create a metal shipwreck -

its hull and ribs will be the cenirepiece

stallation, ”11“ fih“ 1,lL1|| ]H'

as loops onmo the ship’s

skeleton, sccompanied by am experi-

mental jazz soundirack by composer
Jean Martin,

-Illl.l‘ -.lllljl‘l‘l Il[ h;lllll F||'1u'1=,-,- iF |:|1[
optically printing film has been appar-
ent for Vears in the work of Jolin Price.
Whether hand tinting frames or cut-
tig - s own gatives, Price has
achieved a high regard in the local film
community as someone who stays o
|4rj|'il| o all avenwes of film=hbased flm-
making. His lntest work View of the
Falls From ihe Canadian Side is
currently being developed as a single
channel projection with an anamor-
phic lens. Al film will be hand
processed and shot on different stocks.
Frice humourously makes the ohserva-
tion that film is mot 5 W
are still making i.” optinues o

use of gmm stock as the pri-
mary shooting medium in his work
with film crews, He also uses his work
o imroduce the medivm w !
filmmakers, For Price, the key is both
film’s comtinual reintroduction 1o vouth
and the commereial industry s commii-
ment to nsing it for their work as well,

— Jarmes Burt

While McCann remains optimistic
about what is to come, she admits
the medium can be a challenge.
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TRANSCENDING

THE MEDIUM

Film has been described

o mediation of reality.
Following that definition,
Elaine Speigel’s work

can be described as
focusing on the possibilities
in that mediation.

10 FilmPrint November/Decembear 2004
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Blaine Speizel s works inclinde site-spe
cific.  imstallagons,  mult-projector
covironments at clectronie musie fiesti-
vals amd pon-parrative  elemenis  of
film — where expression is found in the
formal elememts of the photographic
unage, or the chemical/technological
procesdses involved in the creation and
projection of that image. In the tradi-
tion of Stan HI':IHI::;}!' and  Hollis
|'1'.'|I||.!|I|1|'| :';]H'iﬂl'l ml.'q|u- old and new
ehemical,  physical  processes and
manipulations on  ithe  photographic
image that aets on the film in unigue.
.:til--ll:-l.l'1. .'|||1|: n[r-e-ll |:||I| |I'1"|iie'l.'t|||r 8 ;L:'. =
- llr'l-l'l'ill_'_' new rssibilivies in liowe that
i|:l.'|,:_"4' i= |||'|'|'|'i'.'r'1|. !'-'||.|-j'1_r|-]'-. ileserilies
thie initial idea for Ius  installation
Hli-l:'l-l'!i.ﬁ di= S0l |1'I!|||||_: |||:|r ||:||i |r|"|'l'|

Artisd oy projecior Bloine Speigel

fermenting  for years, “This  picee
evolves oul of constant experimenting
with organie and materinl processes
andl sindies in mystieal trditions and
experictees. [It] uses o projeeted Flm
LRI (T darkened s, ihe ELETERE
tor beam travels dhrongl four lavers of
cascading fabries.”

These works disregard the notion of
film somas deseribe s o form based on
artifice, as it displays the processes
wetingg on the mediom ns it very anths-
ject, The debate on the Totare of filin
in the digital age is much less rebevan
flll' fArtsis |!Ju' :'|| lr'i'..ll'| - \.'u'llll'-l' T l|*- ui
expression are the same film-specifie,
plwsical and chemical processes il
define film in the firsy place,

- Vi Farr



HIGHER EDUCATION
“Money seems to be going
down the drain, but nol
You are investing in your
learning process.”

Experimental filmmaker Madi Piller's
corner of King Street i erammesd
with her work, Siriking photography
with vivid colors and images plaster
her walls

Crowing up in Peru as a producer in
advertising, Piller had good erunining
in all types of formars and explains
thar she was always interesied in the
photgraphic  side of  the  process.
“Taking pictures shows you the art of
filmmaking,” she says. 1 love film

Crver gazy o just ploin cver? Pillar fries to get the mest out of film.

andd use it as much as | can. You have
to know your material, know vour
camern. s a process you have 1o
learn. Money seems 1o be going down
the drain, but no! You are investing in
your learning process. Yon have wo do
Les1s, yion have to train voursell in the
art of filmmaking.”

A member of Toronto Animared
Image Soceity (Tas), Piller vses the
Oxberry camera for her 350w project
Yive le Film! Piller is positive  that
film will noi die becanse it is an art
form that eannot be replaced entirely
|||3.' videos point-and-shos execution,
“With fillm. vou have to be aceuraie,
organiged and trained. You have o
keep notes abour what you're doing,
With video, you twrn it on and flip
the monitor, Do [ have a |11'4'r|m-"'

o

Yes, 50 you shoot. Bur video makes the
prowess h|1|-||F|:¢ I

Projection is the only way o show o
film, savs Piller. And now that mos
theatres and  festivals !unjr':'l 1Fij_'ilil|
Tormars, the process hias been ||||i_|F|IL'||_
bt has changed “the emotions of the
creation of the film.”™ A visceral layer
ripped away leaving only a shadow of
the original crearion.

= Mrretfecr Mevanr

FilmPrint Movember/December 2004 11
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VYDEEO T FLM?
a

Enter the frenetic world of Pete Dako and bill bissett

Tell us about your film.

Peier Dako: SARSDUST  [More
Muosguitos Than Oxygen] Chapter
So.6b from  “Porn Siock: The
Missing Reels™, the cast featuring hill
Dako, Rose Cullis,

Fastwurms. John Pagani, Lisa Pereirn

bissett,  Peie

iIIIll |||:|p|'|'-\. ll: is Hlll,ll'l' Hoand ll:i'r:illil
video on mvn, The original soundirack
sy i= |:'!. Isissett. Musice Il!. ko,
Heve's o syiopsis: During a lolk mass
revival, the lme BElizabeih lavlor s
.":'.1|L||||1'Il |'|"!||||i:|'|:‘_' ill il I'Iu'l.‘il‘“.lI l'l:i“]l" 'Pr
mond  ve. evil. Christinns  stand-off

mmin=t witches and hilarity ensues!

bill bisseti: clizabeih tavlor is th god
witeh i she subsumes ehristvan soldy-
s Siw |||1-:|, i [1'|'| EIId'_\':-IIl' ckamtsee
llli‘“ﬁlk I|||h;“'||.ui' EI‘II"]I"'!" "I'I"!I"'ll
l,"_lfﬁLijll_{'_l ||I1.1" til'fl r III}J!I["\!' ll‘l "‘_,"'"1'
magik aris n can breeth deeplee agen

Is film dead?

Dako: Mo books and |||l'illl el in
appear 0 be dead andfor dying, b
moving visunl imoages are stronger.,
more powerful & more plentiful than
ever, i love the look of Gl o love the
immediacy, spontaneity and nlimanely
CONTROL of vieleo cspecially FINAL
CUT PRO. Either i transfer flm stock
tr digital for post production in For or
i just shioot in video, and skip the flm
part aliogether.

How do you think film will con-
tinue to “live”, transform, grow?

Dako: DICTTALLY = ez nowy, iPods,
Lons, Foas, lapiops, projeciion screens,
‘]l‘l'!lili"‘ |l|||+ l'illllf'.t]nllllh‘:i:‘"ir'g 'l_\"'
1=, holograms anel things we haven't
even imagined yel ;.'l.ill carry on e
visual language of [lm long after acou-
al orgamie filim 'ﬂl!l"l.'..‘- bsernmme extinget.

FilmPrint Movember/December 2006 13
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“We have to create a revolution that \
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B FiILMm 1S5 DEAD! LONG LIVE FILMI
THE BACKWARD GLANCE STARTING

“I think of the different rela- FROM SCRATCH
tionships I've been in and Next steps for film
how they seemed so impor-

tant, all consuming and
passionate at the time, yet
when | look back at them

| can hardly remember most
of what went on.”

Meverss Chronological Encounters
with ihe XY Chromosome is
Cliristing —E._.__..: _.._n._.__.:___r...._. of the eom-
plex and bricare detnils of the past,
Hav's film moves backwards through
i i tnke a look ot one woman’s rela-
rionship history with vanous men over
u iwenty=vear period. Using 35 10 and
Ban film, Ray sets oui 1o capiune the
LILER ] Dl nr—. -—-..—n.!j. as u—.f... mﬁ.‘-.r LU
in reverse onder through a series of
short vigneites: “The first soenes are in
big, clear saturated gmum. As Vinl 2o
bk in time, the images become grainy
il desareaed 10 emolate that sense
of distunt mesmory,” Ray uses very linke
dialogue 10 convey  the subtleties in
vach seene, Her rreatment of the unspo-
ken goes a long way in proving th
although brief, the moments selected ns
memory are often replete with signifi-
cance and meaning. =1 find with each
relationship there's at least one scene or
one birief memory that sncks oun with
erystalline clarity and summarizes the
whaole of thar relationship ™

Fila's upiopue ability 1o caprure with
“erystalline clarity™ is one in a long list
of reasons for its use. For Ray, it may
e the most alluring. “For me and for
those who love film, there's something
intangible abow s quality and the
way it captures light that feels morne
alive anil real.”

= Lawirie Tiwvmsfierud

14 FilmPrint Movember/December 2004

At the last minute Craham Hollings
had 1o change his gume plan for his
filin. He gave some of his thoughts on
the fuvure of the medinm:

“I'm beginning w wonder if film is
going 1o end up as oomedinm for arists
i experimental flmmakers. 1 don'y
pay ciiongh amentdon w where the
industry’s going, but U've just been
hearing that it won't be all that long
before movie theatres are sereening
digital and o lat of people are sayving
that no is starting o look hot, includ-
ing people who two vears ago wouldn’t
wuch video with a en-foor pole. So
| am ihinking it will be a specialist
meddivm that's prst used by aniss, and
big film production will all go digial.”

“I think it depends on what people
are doing with it The Dogma filnm-
mikers” stull looks grem like the The
Celebration all shot on vides and
Blowen upe o filine e depends on sl
you're working with. Ar the same time,
I just waiches Barry Lyndon [by
Stanley Kubrick] for the fiest time and.
vou know, | can't pleture getting that
look out of video, You miglt get other
interesting looks ot of an electronic
H.-'...m_._:-..-. _”'n_— - -.I-._...n Lo -_.rh.n w.__—_._....-.ﬂ.
ever going 10 g i 1o look that reh”

Hollings s hard st work on his

revised project for the jﬂgniﬂn:-
= Dhegrwed € dpwin

GENESIS
Resurrecting the past

Perhaps 1o grasp the ultimare fae of
film as o mediom, we must first
explore its beginnings. The past has a
manner of illuminating the path of the
future by providing insight, The first
thing experimental Glimmaker Franei
Duran ever filmed wos o black and
white doeumentary on the Take Back
the: Night movement as oo andergrad-
uate  student. She has  decided w0
explore the roats of the first *lilms” thit
were documented.

Az with all successful developmens
in human history, finding the first film
ever made is wrought with controversy.
There are & number of stakebolders
who want to claim the title, but as with
all major ._Tﬂm__._.....m..‘. the truth lies in a
concurrence of developments, simulia-
neously in a _.1-. m._i-..._... iuite remote
ﬁHﬂ-h-_ ..lh....r ..-;-.rh. -__-_.E ..__-m.u. —.H....n -W—ﬂ._ is
not in doubt is that there were early
versions of the .2._._-_.?.1._.\_ being devel-
aped in the late hall of the nineteenth
H-.v_-:_H...-_...

In The First Thing Ever Filmed,
Duran Jrirys _!:.:.m____. o the bistory of
film rechnology. Filmed in gaam the
project will be a five minute piece
recreating and giving __...ﬁ:.-_ tinme to o
early films: Thomas Edison’s early
camera fest which portrays a ghostly
image of an indeterminate figure and
the second, Babys Dinner by the
Lumiére Brothers, showcases parents
feeding their haby. Both vigneoes will
be filmed in black and white,

Reaching one arm into the past with
a firm grasp on the futare helps in the
thought process of the here and now.
Film, with its staying power and abili-
ty to evake emotion like no other viso-
al medinm, must comtinue oo, What
must stop is defined by Duran as the
death of our sense of wonder 1o film.
The amtidote? Return 1o the feeling of
awe that was felt with the first motion
picture you ever saw nnd recapiure
that emotion.

— Hesither Richards




Child's ploy? Mot obwoys. Elida Schagi's lisle ane

con show down th filmenoking process

FROM THE
UNIVERSAL

TO PERSONAL
"People still choose
media based on
expression.”

Memory is a Meeting thing — ephemaer-
al, shifting, changing, elusive. Elida
H:"||1|-:11 is hannred ]I-I\. t, and it is this,
in all its mystery, which informs her
work. Her first piece fyklon Portrait,
a shor experimental film-poem tha
incorporates archival footage, family
photos, water imagery and thoughtful
NArration, is an ATTETpL 10 1'1'1':=||!I|II'1‘ il
MOy that i= mot |:||'|:'.-i.|';_|“'!.' hers, b
rather a collectve TRy of an entire
]||-|r|:|l:'. Of Duich-lewish backgroond,
Schogt has wried to moke sense of the
las of lier "_'I'q'ill.lj’hiil'l"l'll.'- whao died in
Auschwitz 1||||'i:||'l_! the Holocaust, and
her subsequent o films, The Walnui
Tree  and  Silent Song
an award-winning mlogy thar both
mourned the boss and celebrated the
comtinuation of her family and her
|I1"l}]lll'. I

I HECILEE

It is the constant interplay between
the personal, the universal amd the
intellectual thar makes Schogt'’s work.
all of which accesses memory, especial-
Iy in its buried and hidden forms,
so effective, powerful and. like memo-
ry. sometimes intangible. Bather than
bludgeoning us with straightforward

3
narrative, Schogt chooses symbaols and
llegory 1o take the audienee on o juor-
ney, In her last eompleted film Zero,

Bchogt ag:

lar Fashio

10 AU IETOrY 10 el
, andl in getiing 1o her reve
lation of childhood trooma, uses the
mimnber zero, or emptiness, as both the
beginning and end of her journey.
Schowet's lastest work carries similor-
ities 1o her previous works in s
suecinet minimalism. [t s o simple
pairing of optically printed fine footage
and a photograph. Entitled Her Name

Was Violet, the pieee payvs homag
a girl who onee had her whole life in
fromt of her

N the death of film,
acknowledges that many  have been

Sehogi

swaved by the eult of wechnology and
notes that the corporate world's inelu
siconn ol plaised olpmolescenes i s sl
ing strategy @5 perhaps why  people
need o ialk abomt the death of an ari-
form, but as an artist, her observation
is to the poin. “Arists are not ns con-
cerned with these issnes, People sl
choose media based on expression,
S, no, | don't think fillm is dead.”
= ilorier Kine
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M FILM IS DEAD! LONG LIVE FILMI
DANCE WITH ME
Will film go the way of disco?

Even in 2eoh, when diseo has been
declared dead for sver twenty years,
most people would seccumb w0 s
infections beats. Iy may be in the priva-
oy of their own Lome, bt a hiead
would nod o the best amd, depeniding
o the lewel of nostalgin, the seme and
feer wounld soom follw,

Sinee i3 incarngtion in the wymos
diseo music has been wreapped in con-
wroversy by the mamstresm aetion of
the population, especially in North
America.  Associatsd  with  defined
unsavoury behaviovral practices and a
hedonistic lifesiyle, diseo conkil never
bieant its bad rap.
iecnnger  growing  wp i
Northern Omario during disco’s hey-
dlay, video and flnmaker Hoy Miehell
woonld ventwre 1o Toronto with the leme
and promise of fs diseo parties, i is
only fiting then thay when asked 10
partake in the Film s Dead! Long
Live Film! project he chose to reflea
wib e fate of disco with the fate of
wiihess anad Glmmnking.

The project i= colled The Edge of
My Life i= <hot on Super Sum filim and
edited in video, The viewer ean con-
TI'ITIIIII.I'.r |]:If Pﬂrﬂlll‘h\ 1'II|I'H'I‘I'" nllll
anil dlisen while wanling Mitehell sing
and danee 1o an ovigingl diseo nine
(with music by mosician Michoel
Stelky and lyries by both Mirehell and
Seelky).

As a

“Film and video are ever evolving,

The tithe The Edge of My Life <iz-
nifies a time of eeflection on whar it
means to be no more. Although the
anti-disco music movement was fester-
ing, disco did not leave us, but passed
on the wrch, giving birth 10 what is
now  lalseled  wedwn ueie such oo
house/techino, chyibin aod blues and
(ETENTTERTEN

Film and vides, too, ame ever evalv-
ing: not dying b living on in new and
improved echoologies. Film and video
lay somenhere between the chasm of
death and reliirth. This inevitable evo-
hition must be embraced in order 10
shape the fate of video and Glmmaking
in the fumre,

— Henther fichwels

not dying but living on in

new and improved technologies.”
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THE SUITE MASTER

From film to video, poetry to prose,

Clive Holden doesn’t shy away

from any aspect of art-making.

Tell me about Mean.

It will be a three-minute video origi-
nating from found footage and created
from imtensive  filmie  and  diginal
processes. The original video [omage
will be entirely of hockey fights, but
resulting i almost entively abstract
visuals. There will also be an secompa-
nying essay entitled “Mean”™ availabile
at wwwaneanutopiasaite.com,  The
theme of hoth the film and the essay
will be how we aitach sometimes
absurd  levels of mesning 1o such
things as sports or naticaal identity,

And whot about the bigger
project?

Mean will be part of my Utopia Suite
project. which was launched as o web-
site earlier this year ar [mages Festival
and will ultimarely result in a feature-
lengih filim and a book Utopia Suiie
encompasses [ilm/video and writing.
but the exhibitions or presentations of
these works, and especially the andi-
enee response that folloes, will alse he
comsidercd active parts of the projeet.

Similar te your last project Trains
of Winnipeg. Are there other
similarities?

O consisteney has 1o do with my art
practice, in that el of my ar-mak-
ing lins u ]:III}'SEEE.I aspect mixed with
less hands-on digial proscesses, | like
I CHEaEe my 1ILH.I}- s well as 1y nrinnld
when | work. it seems o produee bet-
ter results. For Mean the physical
aspect will be in ||u||1||i|1g_ actual eollu-
loid in o wvaricty ol “handmade”
provesses hefore ﬂmlingup om video,

Where do you stand on the
whole film is dead, film versus
video debate?

I think |)-|'.nsili|.ul|':|:i; Filim npu.illr.l wideo is
a folse dichowomy. Really, it's o ques-
tion of art versus industry, 've alwayvs
worked in both media, mixing the two.
It's iromie that not too |u|1g A video
was ihe preferred format in the con-
temporary art world, bot now, as the
eommercial flm industry switches o
vidiso, and as the art world |u'g':||5 1
take stock of wo years of film histwory,
eelluloid is IIII.'!I!III'I'.I.'IIIE% miedinm you
increasingly sce in qulnrfmi. Iz Tilm
dead? It's the same af asking this of
art, How will it survive, zrow, change?
We don't know, bt we know that it
will. I'm optimistic. We're in the Lare
beginnings of an axplnﬁiun of sudin-
vizual ﬂl'l-llulliillg, a confluence of eel-
luloid-based art wiils digital culture
that will produce resulis we can’t yer

imagine,
= et Crenntillon
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Preduction still bor Beach Carousel

“1 wouldn’t be doing this project in the way that
I'm doing it if I thought film was dead.”

20 FilmPrint September/Ociober 2008




DAY AT THE BEACH

Peter Grucza's seaside merry-go-round conjures feelings of nostalgia and whimsy

What is your film about?

I1°= a Muid answer becanse 'm sill ry-
ta il ont what Beach Carousel
is about through the process of making
the il It started ofl s o very simple
iden of a day ar the beach following in

the Trwnt st pos of ||~dn}'-ill-rlu'-liﬁ' a0
of filmz that were made o long time
ago, yvou know, Symphony of the
Ci

li.jil" -lll]lt i.[la EL|IJI:'|II1. LI CSCINpM r]'UIrI ll!l}'

That's sort of what thiz film =

e iy life. It davwned on me thar part
of the project was going o probably
eentre aronnd o carousel that 1 know of
that is over o lnmdred years old. still in
aperation, stll being mainiained by
crafismen and engineers w0 keep i
runing; its still aecessible 1w the pub-
lie. It shares very similar history 1o film
just by way of its age and the enjoy-
meni that it brings o young and old
people, and | wanted 1o use thar as o
starting point for creating the filo. I
a wonderfully graphic and rhythmie
thing that exists with that carousel,
Jusi the movement of the animals, ithe
colours, the enjovment @t that brings
are i many ways related to the whole
“Film 15 Dead” project in thar film
ism't dead. lvis alive. It sill brings
enjoyvment. [ still has history,

What format are you using?

U shooting in Super sy right now.
I hope to fimish in gras. Super b
will give mie just enough leeway 1o fin-
ish o ggust il | want o and it's also
a formai that | know | ean easily hold
inn iy hand and get close, be very per-
sonal with the shooting. Rather than
having 10 have a crew and a lot of

extrns around me, T ean just ke the
camera with me and it doesnt look
much different than some guy who is
just holding up his video camera.

Do you think film is dead?

Well, isn't the title for the whole proj-
et actually “Film 15 Dead, Long Live
Film?" It is a bit frustrating 1o always
hear people alking abour the project
as “Filim Is Dead™ 1 think i would be
much more appropriage if people said
Filim™ is the project.
| wouldn't be doing this project in the
way that I'm doing it if | thought film
was dead, Film is changing. Film is
still vibrant and it has o unigue char-
acter it that video doesn't have, And
| think that anyvbody who is shooting
video will say they are different medi-
wms, and there is nothing wrong with
having vwo different mediums, and so
| think “Film is Dead™ is not gquite the

“Long  Live

way that it should be approsched,

It ie definitely changing, when you
have a harder and harder time being
able to get prings for a film. One of the
things 1 realized was if [ just shoy the
{ilm on sy | may nol have an easy
time being able o ger o projecrable
image, Alihough, vou can sl do i
There's going 10 be more and more
digival aspeets nvolved o filmo aod
that’s part of where U'm going with this
project. Pve decided o iry and ineor-
porate the organie nature of [l his-
torically and combine thar with digival
tools for munipulating the frame-by-
frame aspect of it 2o that rather than
using an optical printer, 'm going 1w

EITHIN.!]JI'_F ll” a Il-il I.III my 'D|'|II'I-|. E‘“_'.{'i“l":l-'.

I'm |51.'|~|:. gOing Lo constraot the entire
film frame by frame, but in o digiol
Fashion so that its an experiment with
the older medinm and o newer medi-

um o osee where they e going (o g,

ame | don't think anyone koows for
sire where everything’s going 10 go.
Distribtion formiats are changing, and
the actual way thai flm is going is
going 1o be op o inclividual artists.
Thev're going io be the ones that drive
how s shown and !.I'I. what format its
shown in. whether its a5mm. whether
its shown on some sort of digital cam-
era, there's a lor that VoL Can still dlo
with this old media, 15 not really an
old media, it's sill something tha has
|:u|q-u1iu| for |-x|!luru1iul1 and 1 think

peopli are going 1o keep exploring
— ifen Wafte
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B EIrLM IS DEADI LONG LIVE FlILmMm!

NO
COMPROMISE

Benny Zenga prepares for the moment




In Ski Bovs, a daring group of “folk

sivmt prtists ride, surf and silo dive

their woy imto the imaginaion of
=ieve K

when he discovers the ki Bovs, “losi

orade  selweol  teacher

i
11

footage™ at an auetion. The dyonamie
andd dnventive patore of the stunts
ingpires kang and propels him on a
joarrmey o learn more aboot the bova
il thieir ideoloeies

For filmmaker, Benny Zenga, shoot-

ing Ski Bovs on Super 8 reguired

care bul 1r|'| waration amd |

NE as o

aviiid having

0 TR CONprorses,

“The ulimate s when that compro-

uise dloesn'i ||:|||||1'|| because von've
il i shon of T the o, sava Zenga
ol |':||'l'|h|'i||;5 thie stumts thin I.i:_'ll.iml a1
prominently in the plow =1 like to shom
single shots thar move along hecanse
il'- :||:|r|1II I||1' iI|||I|:|'-'||:|1"¢. |I'- i||||'|ul
that memens,”

Fach seene of Ski Boys Lenefis
froom Aenga’s beliel in Alm’s LTS

CHpHLTTg the truth and

1'I|.|'J'_|:!. il I|||- TERCREnaein, ™ |.-]|1' TR i-
W |||'||

v see this I|-|-r.|'-_-| VOrLl  dEEE wWwre

in on the action.” he "“'F'I"'i“"

thant the setion is unl ||-|i|:|_ﬂ_" {ur II|1' |.i|'-l_

pimmie, 1 think tha eIy trimalates

really well, | ihink iha H|||||'|' i -
tures  that CTIERE unlike ooy other
ronedlinanm, ”

|'h'-||ilx' the seductiveness of video
and the endless purstin miake vitkeo
ook ik [ilim :r":ru:_'n lseliewies thit Fillin
is here wostay. “1 get caonght ap in
[vidleo| 100" he conlesaes, “I's some-

thing that I'm olwavs ecoming g

at, b filim has this mog 'illilll-.li'

i
itv that et be emulared by video,
Film i this viable, impormne mediom
IIl.ll '|-I|'.||||||||.| ||l:' |||;_~_-|u:n-||. Ill| iy

NS

— Letnirre Tiwerrshenel




BETWEEN THE FUTURE
AND THE PAST

James Gillespie finds
new life in an old camera

What format are you using for
your film?

| chose the goms bilack and white for-
mai for Shadow Tracing. This gives
the maximum amplimde of possibility
for o film that accomplishes dream-
like qualities throngh hand processing,
tinting and toning. Although produced
as @ silent flm, | am considering the
possibility of the film being “played
to” andfor “spoken to” during per-

El IFTIECE,
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Gillespin shoots with German 35MM hand-cranked come—o.

What is your film about?
A Vi |':|_r|3,' Loerman g5MM hand-crank
movie camern, made in Dresden in
9ol but recemtly discovered in thie
dark corner of o Toronto junk store, is
found to bear o Chinese msceription in
addition w the maker's marks. This
film will indulge fantasies of events in
the history of both eulires that thie
camera may  have  wimessed and
recorded. The camera itsell ultimately
records impressions of life in Toronio's
present-day China-town in the hands
of its new owner. a young student chal-
lenged by identity and history, b
enchanted with filon, in a digital world,
The historie camera belongs to me. I
is 8 Heinrich Ermemann g5um Kino A
The body is made of oak and the mag-
azines of mahogany. On the steel plate
that mounts the shuter mechanism,

and  where  Ernemann’s  loge  i:
inseribed, there are also Chinese char-
Film

Company™. It is the discovery of this

acters  rranslating as  “China
inscription, indicating that the camera
has spent part of its life in China, that
inspires both the seripted student and
mysell w0 bring this camern o life
again in the production of o short
experimental film that plays with the
idea loyered experience and eyeles of
the framer being framed.

Can film be replaced?

Film could never he replaced. bui
knowledge of it wounld persist frsrever
in memory, and in legend. and the
telling of stories that reminisee on its
slorons {Ii[:l..\ Tlins, film will never
truly die.

= Hurarm Aelooye



OLD HEAD

ON YOUNG SHOULDERS
"A new generation of film-
makers needs to be
acquainted with old-school
techniques.”

“1 dom't think film will ever die. | think
film will live om, but the environment
that it lives in will change,” says
Mishann Lau. “As digital technology
gers benter and more popular, people
will rediscover lm and it will becomse
new technology again. Like fashion,
everything old become: new again, just
alightly differens.”

Using a varicty of media - Super 8,
vhsan, digital video and a final print of
asmn = Lan tells o tale of love, loss and
memory in Robot Love. And L..m_:_:,
the threat of newer, “shinier™ technolo-

zies, she sees the possible .:?..::..inm
for film as a result of the rise in video

el digial.

“The new generation of filmmakers—

the kids u,E_:m. = need o be imtroduced
to the old-schoal technigques of anima-

tion and optical prining, says Lau,
By king advaniage of erjuipiment
r, young film-
makers will lewrn the creative process
of movie making as a hands-on experi-
ence. “We now have the opportunity w
ws that were
veserved for professional labs because

offered by coops like

_...._.-H__ ._”:-.d.. 1o wse e

many of those labs heve since closed
down due to thie spreac of digital tech-
nology.”

While Lau uses multiple formats in
Robot Love 1o move between memory
and reality, she a nowledges that in
the end it is hard to enmpare, Despite
the adided expense — and oceasionally
linicky and time consoming qualities
of film = her heart is clearly on one
side. “Film is beauntiful and magical in
a way that video could never he,”

— Kietleloers € masted

IN THE BALANCE
A fitting sign
for the motion picture

Brendn  Coldsteins  new  project
Horoscope attempts o prediet the
furure of film by popular divi
methods, While so far in Golds
fndings, its fuwre is not looking so
good as forees are interfering with s
ahility 1 progress, we can rest assured
thai film’s astrological lowve hife hos
potential, Coldstein mirrors sociery’s
turn to the esoteric to find answers.
Using the debut of Thomas Edison's
Kinetoseope as o departure  poing,
Galdstein probes inte the comple
of filmmaking by uriliz
footage and  optical printing  weh-
nigues. After graduating from oean,
Goldstein’s proctice hos been foeused
om video and installation partly due o
accessibiliry, u _.:HF..? she fimds masdi-
tative, It is in this slowi
one can see nuances and beauty; a

.._”._ LI |

meditation that s __f:.mi:_.mli. shr
argues, in video's immediacy. Video
production is
oping a "product” Goldstein explains.
This is a sentiment that she is happy 1o
disregard  in  exc
process-oriented focus - planning and
thinking abous th

After rending Tom She

L _.G_._:ﬂ_....& H1 n_-.f._..u.

e for  film's

mtent a _.-m._ [ IR &

i’ article
in Ceracfion Ard that anmounced  the
irrelevance of film, Coldstein, while
agrecing with some of his points, had
the wrge 1o fight him. Her response
is o return o celluloid, challenging

any notions of decrep
tnining another perspeetive, Coldsiein
takes the date of 17 October 1804, when
Edison’s Kinetoscope muade its debut in
London, as the birth of filmmaking

._..... _-_. TSCEr-

and as a basiz of the natal chart she is
making for her film. So if filmmaking
i# 1 Libra. what's your sign?

= Arer Boaregpens
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FLICKERING
CARTOGRAPHY
Lina Rodriguez charts
shadow and light
with live performance

“Film is dead.” 1 was trying 1o think
about the subject maner. | was think-
ing what is film? What is the essenee of
flm? Amd | Plain’s

“Allegory of the cave™ [in which cave

I'l'II!l‘I'Illill'i'l‘lI

prisoners use shadows on the cave’s
bhack wall 10 decipher whar  they
Leliewe is going on in the outside
world]. A loi of film theorisis have
compared Plaws cave to cinemng cine-
mia @5 shadow of reality. 15 cinema’s
mission (o represent reality, o docu-
ment reality, to show you what you see
1 edecided 1o go with the essential ele-
ments: There is light and there is shad-
ow. | think that’s why | love [l
becanse of the beaury of how angible
it is, You ean tonch it and yon can put
in a projecior... Its like a puppet
"-II'I“...

“| am going 1w be the person tha
rurns on the projecior. | dido’t wan o
do an installaion thar was  looped
bevanse | sanied 1o call aifention to

the fact that images don’t happen by

26 FilmPrint Movemboer/December 2004

themselves. Even when vou're in the
theatre, theres someone  thar  loads
these films imto the projector and then
there are the lights and they have
rewind the film. Ii's not mechanical:
ihere’s hnman interveniion.

“ln the  aflocs,  phatographer
Eadwenrd Muyvbridge smdicd move-
ment in animals, He ook still ploto-

graphs, He was obsessed  with

movement  and sinidving  moverment,

He ook photographs of horses ranmning
and when you see these images one
il||'|r'|' |]||- 1||||1'|:' I|||':|| Illd'ﬂ'-- the illusion
of movement, | use o similar approach
inrving movement  in
lmans [in In'TermitieMNi].

“Cinema s impression, images are
films are
\Il” |I“| I illiftﬂll\' .II'|||I i "l'll”.l:l l”:.!l"]"

1o sty

Inpressions, INpressions.
er... Bur then yvou go amd watch a
|1F|r|[|_|]|il |'|F[|'|I'1I:l I|H|1I|" !F:i IllFI.I? W 'I'I!.
there’s po space for me o think any-
|||i|;|_1_lI I']'\I' ||q'ru||\r' Lh r'1':. I ||'|||J.! 5 Sin is-
stricted and -upﬂ'iﬁl'. I wani i be a
kind of filmmaker that i= a -
maker, S0 vou make a map with
options and there’s no one destinarion,
| don’t wam a film where vou sian
here and end there and when you fin-
ish, vou say, “Yeah, love does conguers
all.”™ That's mot what | wang o do as
filrmaker.”™ = Bunene Ay

Rodriguez leads te way,

"



Back to bosics: Reeves reburns o his rooks,

SOUNDLY DRAWN BOY
Richard Reeves

on an audio journey

How does this project relate to
your previous work?

Aura uses similar rechnigques of cam-
ernless  amimotion  that have  been
deweloped  through eaperiments  aned
my previous works, What makes this
projeet special for me is the returming
o the roots of coeating a film entirely
an film, & colour motion pictune with

steren sound. without il

s of any
camera or reeording device, All of the
“visunls™ for all of my carneraless films
have been natural o the technigue of
cameraless, not using any digital sean-
s or cameras of any sor. However,
with the audio, 1 havwe been able o
input a library of handmude urnirnl
film somnds o a compuier and com-
pose soundscapes inoa digital envicon-

ment, Both lr'rhuiipl:'.- (chigital or
direct) are creaved one frame @i a time,
and are therelore “animated” somnd,
While the computer ioes |."|!1IIIF|'
the integrity of the original oprical
sounds, it does change the aesthetic of
Cred o,

divect-to-lilm  sonndscape

| have always felt the loss of infmacy

with the physical waeh of the film
o it entered the illr

il [IE '“.'l'll'l [!.

Where does the fitle Aura come
from? =

The title for Aura arvived while listen-
ing 1o the amdio work <in-progress on a
mivioln. Dust particles ereate o dis-
net film sound, perhaps the very aura
of the film isell, like grain. This began
the process of thought where  the
sereen image has s aora of soond
Aoating in air. Hand-drawn sounds
projecied into space.

What are some of the technical
concerns you are faced with?

Animating sl di.n'i'tlg.' omto Film
possess limitations: layering sounds is
muostly impossible as is adding effects
like reverb, The sounds rely on the

spaver between the speakers for natural
effec. Working within linitations is
good ihing. The dircci-to-Film sound
ereation proeess is quite visual, chang-
ing the size or .-h:;pr of the sonnds will
change frequency and volume, | keep
trying to get the projector (o speak,
— Mrria ;.If'lr‘n'y\':u
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FILM IS DEADI LOMG LIVE FILM!

“Mo. No, film is not dead.
| don’t believe it's dead.
| don't want it to be dead.”
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40-YEAR-OLD VISIONS

Peter Stinson pieces together
a family member’s candid
foctage in Gene’s Film

Whot is your current project
about?

I =ort of o drilloeie G LR LI
Bavemela s wevan ooele Fagene Steain
who was an avil smanenr Tiliomaker
Fram 1his iepgos ol thie 7os. He shion o
Jot ool Filonis ool Bvis Baomily soned broann ron

e pownne otber s, Thes e aciion
Film, o bl <losi o R bchmmne, |
wimiie lin ikt =i -||||- leoomnn #laessae
Filinn= .||-.-| inge] TR --:,lli..l”x |-||||I-'-| i
linibe oo caei=lily  mnd slow them
oy o Bloss slvenne e el thwen e
ittt her with o somewhot lusirial
ainnilemeck. He aned  his Bova meedld
Twsguns. Bl Doonihe Doomnns it leis Doaws annal
e aronn Bonten ot gk 0 ey oot odiber, Thiess
= thi= euliwee ol guower Dagil Facine
il s o I.:|||-|:. |5-|i||: 1] LS \-||I||
Vineerriee il I actually, Then's
lints ol sl o Looomniboes= =i aeomanmil
the teoilor weoreline dod Ga thee et
Pant. Dos Dike o seeme Teoan posplio
T ||..||i| - [ i|| il fiplale lii =
this liirabis, Fasreage wis prreiiy el
Mieli ol liis Toonmgse is tonally |ll'll|l'-

spognal, Do 1 e ehorees aonnad o Doanld T sonimnnnes,

| 1T i -||.l.||| ||II||' |'-\.|||| il | TRAE s =

Do you think film is dead?

Mo M Gl i ol deasel, Tl Tk ol
il deeeplacalale, 1 oilink it
Nidi% milir g wneel g Do tlist wissnanl i
Ik a5 =il .||-|l|ll'1.|'l'l| I enonizh
VAT ||||.|.:'. il ahigeerors a1l
lopk dt=cll i still dbesived ool ceriaindy
wint Uhaae Dinee sirwseen varen cin o l|'||l||l'.|'l' ]
1 e von e adinesi dlagpaliane i = |
Paivesdss seenn wlignn olie Bogesq ooy wo Lili
tivibafers Lok ke, Buon D odoan Dasliove

i alepds 1 adont seorg i oo Foe el

How do you see film transform-
ing?

W hews they st dimiial eamners i
con repboee thie pixels on oo e ey
II.|\.III LA} I LR R ks ||I||' '||.|” II" |I".|'I
Line it =0all pwose ecosppoimical in ovies
T ||||||'i|||- vies, ey el show
spriendy olieion] filo evcomemoecnlly, b s
il relnvively cheap compared 1o i
il

L] |'||.-|||i'. il thie EApE=Itr || viel ‘l.Ill--l
witly wios tlin = the way 1ts oadner, it
it e thie ariist. Tle peojection of
il swnn wainn 1 ||-|||i|.||| T R T Mk
[IRREIL} | |||||| |||||||-.|||'l| e ||I|||||'
tion ol wicleo 1= qust bastier, s stpslie
] -|I|||||| LLEL R LT b B | '.|||- -||-|| LERTRY]
Filui JariEt peed o waaher than o il
o videss, It ands wnosther effect of pix
elss it a0 dliMTerenn look. Bat tlua's T
||-|- AR RRTE st LR | L Tt |"|- |l|||l|ll
||_|- ||-.||||.' ||'-- _:|||| ||'-- (L YITE] il
e dil Terenee, € l':I.|l|I|:l hIH |u-l..l|l
II'\-|II.| = 01

|!II'II '\.'uIIIII SO WL Bk ||"||':|II-|' i

I woml el llie, Inn
s o whiele ol =g,

Hew do  you
work?

distribute your

I wpsunend wontione b sencding i v [osi
vak amd  ealleries  amd  sialT ol
|I||"-|_'i| |I| 'lll“'l"l n '|.|II:| IIl" niril
prrndii dhintrihnors, 1 wuess what im
-.|xi||_' PR [T =l wli=telsnntesd el 1l
i wigy slhowime o video version of i
mivwny, Iis rare thiae o Testival will

wamtl 1o show Tilon, oeles= 0= o0y

LAY
Wl woe mmade vbsess FilmPeams sl
venes e, 10 owns e Toe Testivals 1o
winll 1o faliny thie perimn. | seonalel Biave i
st o 5. D evaseember ihee Woarlibwah
Sliwd Pl Festval o Tovogine comili
|||.-. il il i e thiearee ool i
wie thrse vieairs o, Phis veare Tin
wark i preint drnffie wi this L inlerry
loppernamnnoonnd Falon Foestoval ool il =
e it Dl wis ihsast st vivdin
Tl venr there waon 1 b oy 10sgsg

! el € ieens
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m FILM 15 DEAD! LONG LIVYE FILMI

BRILLIANT EXPERIMENTATION

A meeting of art and science sheds some light on illumination

A thin white line quivering on the
sereen a5 Wick Palidwor deseribes his
film Pulses of Light: “The candle
light is like a control group. That line
is from the shutterless camera becanse
what happens is when vou film a ligh
[using the shutterless cameral. it
sireaks, I'm going to shoot candles as a
control group becanse — you see thm
lime? — it's perfecily steaight, I's very
sharp. It's a very pure line.

“Some lights give you o weird shape
and some are very siraight, yve discov-
ered that when | shoot with a shuner-
less camern, differemt lighis behave
differently. For example, sireetlighis
are soddinm vapour. Streetlights aetual-
Iy emit gas a8 a pulse. 'm not a toul
expert on this. 'm going w do some
researcly, but let’s zay thor it emis
pulses. So the sodium  vapour ligh
puts out i pulse every sixtieth of a sec-
ond and our eyes don't see the pulse,
My shutterless camera “sees” the pulse.
It starts 1o ‘see’ the shape because ivs
not just coming oui like the candle,
which is pure light, which is not elee-
tricity, Candlelight s independent of
the eleciric evele so it behaves in a cer-
tain way and if yon film a light thart is
om an eleetric eyele, suddenly vou see
these weird shapes, [Electric ligh is]
not @ continnous thing and onr eves
are fooling us. The shutterless camera
behaves like a scientfic mstroment. h
reails the light evele. | fined that kind of
cool because yon might think of a
camera a5 only shooting a movie, bt
it's like scienific instrument; i can see
that different lights behave differently.

I've been shooring lighes with the
eamera sort of randomly. just shooting
neon lights,  streetlighis,  whatever,

30 FilmPrint Movember/December 2004

When | goi the resulis back [for the
first time], D was looking at it and | was
freaking out, thinking this light looks
like an aquarinm with bubbles ravel-
ing out of it. Which light was it? | don’y
know. There were other lights tha
looked like |hr-'3.' had a Imriwr.-:]uq- .1||i||_
You know those harbershop signs tha
spin. Well, 1 had lights thar had tha
weird shape and ihey were spinning!

“Far this project, I'm going 1o shoot
a variety of light sources s a con-
trolled scientific experiment: an incan-
descent  light, a  fuoreseent  light,
a follow-spot ina theatre, LEn lighes,
black light, a high pressure mercury
light, neon light, U've got aceess 1o an
mar light, which is a movie light,
Streetlighis, Candle flame. P'm going
to shoot these lights, bur this tme 1
know what U'm shooting instead  of
random lights on the stree”

= [ Aeleove

“Film is just beautiful if you
And sometimes even if you
it can be beautiful.”

ek




Chemical accidents moke a beautiful thing

shoot it right.
shoot it wrong,

FATE AND FOLLY
Beautiful Mistakes

“| hear o lov of people alking alwa
the video revolution = video cameras
ure more aceessible and cheaper = bt
in terms of narcarive, Tilm will Jl|'A'II:|.-
b: o major tool o wll o -IHI':.'.'. SHVE
Eric Plummer. His project Negative
5'}“1-1_" |.“1||'kil|:_" 1'|1|r'.i .-hl.ll ill !rrIH'L:
and wliite o0 Hu'wr P, is A miix of
filmy and sl images. An explorarion of
TR LAY, ||-|-|'«.||-r|.'|| vision and experi-
e, et 100 an 1||'i::_'i||ni [[iF+ somnil=
track. Plummer is aware thar shooting
on film may present some diffieulties,
for example he wanis to shoot ai night,
|||:,|1,L':'w'|'_ hr' |u|rL,:~ al this as o chal-

||~r|;_{|', "I| rl:lrc'l'-\ Wil i b elever amid

ereative, forees you 1o work around the
|rr|:||:|1'||:|_" (118 -.'I\In-. Thasse constraings
al=o require more foeos and planning
before shooting, One must have their
aesthetie foens before filming begins,
“l' IHIi|||- ol thit  videis IIIH}. | LR
more manageable medimm, bur that 1s

nol epenson enongh o use 1w, “Film s
iu;.l beauriful if YaOHiE shoot it I't;_fhl. el
somnetimes even if vl shoot it wrong,
it ean be heantiful. Chemical accidents
ke a beaniiful thing. There is noih-
e |;|1|i|4- like the |u'l:|it'<'riull ol |i::_'h1.-l

= keatlilevri { Merusteoad
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B REPORT

METHOD TO
THE MADNESS

Rendezvous with Madness Film Festival
Programmer Cassandra Hanrahan
on the challenges of programming

his is an extremely fecund tdme
to be working for Rendezvous
withi (mwwn)  Filn
ival. It is o film festival that con-

."‘-Illillﬂ'?ﬁ
Fe

finues 0 grow lj:l.' ﬂ‘gulnrh‘ exmnining

its history and future direetions. A
nific
mitment 0 and soccess in becoming

UL e F!Jn'\'l.ll.‘l! is Il'ﬂu'?ll‘:# =

incrensingly connecied 1o other profes-
stonnl arts (rgnization: and eulisral
COMMITES.

This vear. wwy’s sulunissions eount
has been the highest ever. The sulbsmis-
sion= also represent o wider range of
material.  more Bennes. i||¢'|ud1'ug
hybrid works. This inereased variation
in submissions represents a new devel-
opment and interest in exploring men-
tal health and addiction themes using
more  experimental,  non-traditional
approaches. From a programuming prer-
spective, this :il:trluluucnt 15 extremely

Exci 1z

This is not 10 sa ¥ that all this
new work that has come in is suitable
for exhibition. Nonethaless, ir's inspir-
ing 1o preview such work and o
observe this new direetion in Glmmak-
ing and mental healih, 'I'rml'uinnﬁil:.‘,
ariisis making work abow  mental
health and addiction have favoured
more established genres such as the
documentary o frame their siories,
often using the classic approach of the
direet camera address, talking heads,
Filmmakers
attempting something new on a subject
tend to receive my (ull attention and
heightened anticipation. Still, however.,
somme of these submissions fall short,
For instance, exploring therapist/con-

and  expent interviews,
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sumer relationship. as a thriller is a
harder sk than =ome nhpirilig film-
muakers might think.

The experimental genre also has iis
own challenges when it comes o fram-
ing stories of mental healil and addie-
tion. To be sure. some experimental
processes. like the characteristics of

low budeget independent productions.
g I P

can lend themselves well w the hllll-jl‘lf'i
matter. However, in some  instances,
as with all genres, this is not the
case at all,

It remains a challenge 1o find smar
comasidies m;Er_Irr;i:‘-'mg mental  healeh
and addiction. Alihough it may srike
some as inappmopriate, | am interested
in exhibiting more comedy in the festi-
val. To be sure, comedy has not been
the genre of choice by those taking up
the subjects of paranoid schizophrenia
or Bulimia Nervosa, Without o doulr,
humour ean be a double edge sword.
Given that memal illness has conven-
tiomally been seen as a marginal condi-
tion, artists whose work  challenge
stereotypes and negative preconcep-
tions around mental health and addie-
tion have typically sought to use more
earnest genres, One exception is Our
Time is Up, a comedic shorr that
plaviully  cxamines  psychoanalysis.
When therapist Dr. Leonard  Stern
finds out he has six weeks 1w live, he
adopis a fresl method of treanmem:
brutal honesty,

As mwm geis bigger, it iz also becom-
ing more visible among Canadian and
imternational coxmmumnities. This iz, in
part, because mental health and addic-

tion are increasingly becoming subyjects
of popular diseussion, of mainstream
diseonrse — in other words, less tahoo.
More and more |u'u||||_' are willing o
talk openly about their personal expe-
rienees with mental healih and addie-
tion with |‘II1|h|!1|:'-i.~| o1 FECOVETY and
survival. The time is ripe; the world it
seoms is ready (o engage seriously in
the provess of  destizmatization  of
those disorder
anidfor addiction F:mhl.q-ms., While the
days of the walled in dungeon-like
insane asylums have been and — for the
most part — gone from the Canadian
landscape since the mid-twentieth cen-
tury, walls of a different sort continued
to separate out the “ceazies” [rom the
rest unil recently,

While staying true to its original
mandate 10 present engaging, realistic,
and accurate_visual work thar pro-
motes awarenéss and education around
mental healithdand addicton, wes has
expanded its_ parmerships and audi-
ence base well bevond itz initial fan-
base of health care providers and other
medical experts, and mental health
and addietion survivors. In addition 1w
that original audience baze, the festival
now attracts a wider eange of orises
who are with or withour personal expe-
rience  with mental health  andfor
addiction problems, but who are intem
on exploring mental health and addic-
tion issues in relation 1o the creative
process. While artists who have memal

with mental  health

health andfor addiction |.I'I.'l.lb|l.'1'|:lb have
foumd o natural home ot gws for their
visual work, more artists wday appear

W recognize REM a8 unique and

aceessible forum in which w presemt
and E'_1|.|]un' the intimate connections
between creativity and mental health.
| |

[Facing Poge] 5iill from Memeirs OF My Nervous lliness by Julian Hobbs






B REPORT

A BOX FULL MEMORIES

When Aubrey Reeves discovers a box

of Regular 8 film footage,

she embarks on a journey that leads tc
a nefwork devoted to the preservation of film

his summer | was helping o
elean om my parent’s base-
mient when | came across o
small box  labeled
Insidle wore o dozen reels with labels

“home  miovies,”

suich as “pen vacation”, "Christmas 507
and "Comage.” According to my moth-
er, these were films shot by her Father
when she was a child. My curiosity
wis pagued, but 1 dido’t know what |
should do with them or how 0 even
view the movies,

A fibmmoker friemd wlid me about a
gromp called  Homemade
{mmum), which is the only organization
in Canada dedicared w showing and
preserving home movies. Since 9o,
s s been hosting “Bring-Your-
Own-Home-Movie™  (monm)  sereen-
imgs and elinics. With my box of reels
under my o, | went down g Hart

Mowies

House w aend one of these events
and ger some more information abom
what 1o do with my family’s films,

In the dim light of the hall, people
were benr over small viewing deviees
aned getting instructions from . volun-
teers on how o repair their films, The
I.I"i'[llll.‘l'! LRl E|'UIII lll” “'lllk"! of Iifl:"-
Some, like myself, had brought in their
Faenily’s filns. whereas others were col-
baffs  who
aceuired home movies at junk shops,
caleie ‘\IIIL'.'\- lI]LII n'.'l.l Illﬂrkf"‘ﬁ. -l-lll' vinsl

lectors  and  nostalgia

majority of ome movies hrougln in oo
pyous events are Sus, o formar thin
was immensely popular from the 1g30s
1o 1g7os for consumer use because of
its rich eolonr and for the partability of
the By cameras {especially exciting in
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the 308 when o that ime all news reels
and most Hollywood films were still in
black and white), A= a resali, most
people’s home movies are anywhere
from 35 10 70 years old and will be fae-
i SOMe Prescrvition issues,

The most common problem with old
home movies s that the glue-made
splices have dricd  and come apart.
Fortumately, this is the easiest deterio-
ration to fix. Begrettably, another eom-
mon problem is shrinkage, which is
irreversible, The aeetne base of some
films thar are over 50 yvears old drey
ont, cansing the space heteeen sprock-
ets 10 be shorier. This makes it almosi
impossible 1o ron the film through an
ordinary  Sun projector. nay has
acipuired special  equipment o deal
with this prrabiem and 1y still be able
1 project a shrumken film. In additon.
if films have been stored in g basement
or other damyp envicomment, there i a
|H|c-i:~'i||i1it}' that mildew bas grown on
the film, cawsing woshed our colours
ani the chiemical of the Gl v be pee-
manently alvered, 1§ the flm smells of

vinegar, it has l!lllh"r"_"ull!! 0 elemical

change and uld never be stored
with other lm sines the chemical
regction can migrate 10 other seels and
roin i whole collection.

Despite  these possible  dereriorn-
rions, film is a very stable mvdinm.
I was eautioned that even i 1 deeide 1o
have my family’s home movies trans-
ferred to pvn o ease viewing, | should
always keep the original films. Digital
formans
whereas filme has already lasied 100

beeome  obsolete r||1i+'|-:|3r_

vears, Besides tha, o video wansfer
will not retain the same intensity of
colour, especially il the original s
Kodachrome stock. For this reason,

MM B cormmitied o J||wt|jr.- :~|||m'i:|g

home movies on their orisinal formais,

mever on video, They wam people 10
koow that it is possibile o show ol
home mewies on fillm projectors with-
ot chmaging them ond that the ELTITES
vienee is something gquite unigue,
Indeed, the sereening thae Tollowed
il olimmie: was o sl LT L LR TR
As ihie iomst crew ran the projectors, tie
owner of each film was encouraged
o well what he or she knew abowt it
For instance, one il depicied three
small girls as Granby Park in British
Columbia. An clderly woman in the
andience wold us that sle was youngest
child in the film and the other oo girl:
woere lwer Tssth
decensed, As we saw the mirls riding
promies, E:-ml'mg birds and kittens in the
park, she 1|i|-|'mlr:! heer  recollections

older  sisters,  now

from that summer over G years ago.
As an andience of strangers, we wene
privy o a surprisingly intimate aecount
af her childhood and memories, which
was i very touching expericnee,

Not only is the sudience expericne:
al the gvony sereenings quite different
than an “art Glm” screening. bt the
filins themselves have a very unigue
aestheiic. Liz Czach, a board member
of mvse who has written her Po ). on
o miovies ||-ni|:ll:'- ot that the aes-
theties of home mo
thar mainsiream films are not. They
lack story, actors and have no mise-en-

es is everything

seene, " Some see the aesthetics of home
movies in negative terms,” savs Ceach,
“There'’s a misconceprion that one of
the worst things is 10 be invited w0
sotieone s hodse 1o watch their home
movies, But | like 1o think thar the ryp-
penl mistakes are praurt o
ihing

her mesiherie

and  the bt about  home
movies.”

What might be considered errors in
mainstrenm (ilms, such as waving and
smiling at the camera, add 1w the

I'IHII'II] LI' 1']1"'“.' |'i||1|.- -il||.|] Whi” ‘::"-iﬂ'il



calls the “strong emotional facioe”,
There’s pleasure in recognizing ¥
bers of your own family in

vounger ddnys or even seeing sirangers
who are ree

tizalble s -lJﬂIiI!JII'I!.' RIS

ple” doing everyday things ns opposed
watching 1w polished actors perform
seripred 1asks,

Many of the films shown at the
screening depicted typical family gaih-
erings and holidays. Through the pas-
sage of time, even these slimpses of
somiewhat banal life become (aseina-
ing, sometimes puzzeling and exotie
the contemporary eye. For filins thu
were undoted on e canisters, andi-
ence members ot the sereening were
calling out guessies of the vear based on
the women's [ashions and haiesivles,
This demonstrares whan many profes-
sional archivists and historans have
begun o realize in recent venrs: Home
movies represent one of the most vasi
and untapped records of oedinary life
through the twentieth century. Home
movies depict lifestyles of all elasses of
society,  ypical  social  mores  amd
behavionrs, fashion styles, the intmare
spaces of private homes and above all,

evems []IJI[ were ol lrllﬂ‘i‘ﬂr!!l‘il

by newsreels. documentary films or
even represented in fetional Glms, The
Association of  Moving  Image
Archivists (asn]) have been behind

L ITHRVIES

the movement 1o gei homs
preserved  and  collected by major
libraries and archives for the sake of
historical research. The asia has a very
weeful  welisie (waw filmlorever.org)
that prowides considerabile informaiion
about preserving, storing and repairing
liosrne movies.

At tmes, some home movies even
Capre I1L-imri|'n||}' NHMTEN IS Cvemls
that were Iu":.'mul. the reach of the news
meadia, The sereening ended with a
remarkabile home movie shot in G660
in Peking. China. It was filmed Ir:.' thie
father of a woman at the sereening.
Her Tather had been a tour guide, His
tour was one of very last groups of
Westerners admitted 1o China  before
the Cultural Revolution came 1o full

force. With mounting tensions in the
i l}'. ||]l!' our HI"UU].I Wiks 1ol l1|.||.l'“-'!'l.|. o
the sireets unaccompanied by govern-
ment officials. As a result, much of the
ﬁl‘ lfl.lg-l.' 1= !!-ll“[ rl'l:llll '[I'Il' Ihﬂl{".l[l:u' l.lr
their howel, looking down an the pro-
cesgion of demonsirators, In stunningly
rich Kodacheome colour, he capured
][II!I.gl'a 'U' llll.'lllaﬂ.!“l! UF ‘1
mnt= II'IJ.II'l."hi!Il'.{ |I!.| ||11' 'Wilt".' i.ll.ll:ll.'\'l.l]'{l..

[iLe T |.ll.‘-|]b'

brandizhing banners of Mao and sear-
ler Mags. Few professional photojour-
nidists and flmmaokers captured China
at this sigmificant iurning point, and

BV ‘1.'“'!']" 'ﬂ.l[ll H-lll'|1 EL] l'lth'\-l' l'I[II]

unguarded vantage point.
Obwiously, a flm of such historical
.-:ill,l'niﬁ-umll nmuy be of interest o many

For films that were
undated on the
canisters, audience
members at the
screening were
calling out guesses
of the year based on
the women'’s fashions
and hairstyles.

different people, not jusi enthuosiasis of
home movies, That iz one of the
refsOns, HMM  mainiains a  growing
database, Historians, [lmmakers or
researchers can contact M to inguine
about eertain subjects in the database.
Bt thes movies are not held in a collee-
tion. When the organization began,
povnt realized tha o E]I11_|.'5ii'1ll colleetion

was not only difficult to fnance and

store, bt also not in line with the
wishes of most home movie owners,
who want 1o keep their films in the
possession of their family. Instead, the
database acts as a way of connecting
people who own films with people who
are imterested in secing them, as well as
archiving information about the films

FilmPrini

for Tuture generations, HYMM encourages
all attendees ot their clinics o regiser
their filmz in the confidential data-
base, Soon myM is moving 1o an online
h_\'!‘l]l'll"l. “'ht"“' nl"k'l 3 h!! I'["Fiﬂrl"'l"{"d.

as well us searched by 1opic,

Following their advice, [ have begun
cataloguing my family's collection 10
be added w the database. With a sim-
ple form provided by w1 record as
much information as | can ascertain
about each flm and then | will need 1o
quiz my clder relatives about the iden-
tity of certain people in the films, This
ensures that the future generation of
iy family will not find a box of home
movies of forgoien people and places
in my basement. With the aid of the
database information. they will be able
1o identily their great-grandparens
and distam relatives,

More so than any other organization
in Canada, mas does"not believe tha
lilm is dead. IF thergs a noteworthy
attempt 1o resurrect’ film, this is it
“The Future of Homemade Movies is
in the past.” says Ceach. “As long as
wie can maintain ways o show the
[Bam] films, they will live on” By
keeping Sy alive as an exhibition for-

. |rrr'.u:r'.'i|1g JI]LII Hl'l'hi g ﬂr“.{'l."

tions of movies, and raising awareness
of the rdel store of historieal informa-
tion held in each home movie,
ensures that film bas yet o live o very

Homemads Moviss can be reoched of
ﬂuﬂ'l'.l'ﬁr_"cﬂl'r tﬂcﬂﬁi‘l‘,ﬁ.ﬁﬂﬂ‘
of Spodina Ave,
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“It's really hard. It's much
harder than | unﬁcipufed.
We've had success,

"but it's very hard.”




Sall from Kardie by Su Rynaed

What inspired you to make Kardia?

| would say the inspiration came from several sources, One main
one was that | had a freelance job doing some documentary series
work where we had 1o shoot real operations. During this time. |
learned of a surgery that had been done in the 195¢ §. This wasat a

time before heart lung machines were invented; it Was open heart
surgery and they would use a real person as the “machine™ 1o keep
the other person alive. Say, for example. the operations was on a
child, they would use a parent or a donor who would aet as a body
who would actually keep this other body alive while they stopped
the heart and operated on it. So that really struck me that image
because it's so svmbaolic. 1ts kind of like this external umbilical
svstem. Its a way for this Kind of relationship = if it's not with a
parent = to be created that wasn't there before. That story really
staved with me. On a personal side 1 also had a father who passed
away from heart failure. So | had an emotional interest in pursu-
ing things around the heart,

You wrote the seript for kardia as well as directed. How do
you continue to learn as o sereenwriter and filmmaker?

® | guess becanse being an independent filmmaker is a huge com-
mitment and a labour of love. | think you have o find topies that
are meaningful w vou, So when 'm working on a seript. U'm tryving
to pursue something that is intriguing or fascinating. | guess the
most important thing is finding something vou're connected with
and then each piece will tnke vou on a different journey, With film-
making, there are other things two. To continue to learn by looking
nt IIE]'I.I"I' 'FII'*JI}IL'-H Wi ll']\ l||||1 Lis I!i!llllgfll' “'i'h I]{‘“I III' I|.1I|'|II| 'l";'ll['li in
process, And that's not easy because people are busy, but | think
it's really imporiant.
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4. What were some of th
lenges you overcam: !

(e ofsthe main challenges was o
ke a Tiloy that is dramatic parea-
ti'i'l{'.. h'l,i[ klh?i] il I'Ill.--l" Tis 1!I1' Lilnl LIII
proetie afed ephemeral nareative tha
PFm ingfrested in. That's very hard
1w make a work of a large
its mueh harder 1o retain a

W :|||4| I =i Iililf I|:||' I,Iil"l'l'

AlilVa... [IIFE. SEavs [roe, (0 s men-
i, While an che snme time, | sanied
o mike o bigeer picee that had the
o aelicnees and o
ke the work toanother level. T think
that was the bigzest challer

1Ju--ii-i]ir} for for

ing my own work. bur also making i

o - scale that | hadn’ l'.'ii]l'ri'l'ljl'i'(l
Lefone,

4- What was the formai of the film?
We slhon it in Super 10ss and blew i
with thie
results, | really wanted 1o shoot in fillim

up Lis :J.-I!AHI. | ony very IIJI|I|I!|'

and originpdlys | thonght 1 mighs have
to shoot it in tpe, 501 was thrilled fu
showt it in Gl OF course. T would love

to shoot it in g bt thiat juse wasn't
affordalile,

conlid sl have the visual qualities tha

This wus a way thar we
| really felt wers i:u.pi-rtnut Lo expiress
the: pieces Visnal qualitics that are et
of film, bug not really: part of the vex-
puure o widhiao,
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hlll L:m vou ontline how muoch time

spent on each aspeet of mak-
ng your film¥

The majority of the work was the
1F|"|.1"F|:l|:|||||'||| — AP W Filill.:_l .'ItI|| !II'I"-
production — getting o the sheot, Tha
unl shioot
ewenty days. That
wis o very sanall slice of the time.

Editing had 1o VETY ellicient. -III]‘_:_"H":\.

-

wis o linge ||||-r|i:|||. Thae

WS YiCry ll'”‘.ii'il'l]l;

becanse we hael limived money o work
with, Post wos quite efficient, The
thing that is ve

Irprising 1o e s
thie wmount of time ictnkes w gen your
film ouwt there. 1s way harder and sy
more competivive than one woulid ever
imagine. [10s alrendy 2o dounting 1o
muke o flm that v feel Like whien

vou're done, vou're done. But there’s

this whole sthier pliase, which is get-
ting thie fillon o theee, which is -'1|||:|I|1_.
difficalt. You elon’t just have w moke
the filin.
haye to emter o whole other phase of
irying 1o met the filim =creened. S 'S

Onee von're fnizhed, vou

not like its qust competiive o ged
fumding, its comperitive (o secure wiys
to get andicmecs. The festivals e
competitive, The sereens ane competis
tive, 108 like ol my god; | bave g0
throngeh this again! [Laughs] 18 really
harel. It's much larder than | oantici-
pated. Wetve bad suceess, but ins very

[uared.

6. Whoere can we see hardia?

W hanid o thesrrical veleasse in Oetolser
In zoor dmed  beyond  its on
the Movie Meowork and on CHLUM
Telisvision. "u:.ul then in the Wiest Clisist
s going 1o be on Movie Centeal, And
on the Sundance channel in the Suanes,

7. How do you feel about that?
t-':ll:ll] .I.Ill ;_'Ii,lll, .I.Ill !IEI]FI "y rlm[ W are
thearres in

Al |

hve o find the audienes, it's o 1||ti1||!|-

going 1o have it in seme
Conndy and thar it will sepeen,

liwile Filim, Ii's allso o vy \'i'!l.lil”:l. LR
i fibm. [t's not o commercinl films i's
kindd of am art b
o 1 find o place for progromiming,

» film socin's a0 hord

8. What do yon think of the idea of
film being dead?

We live i
vited world ever. A eertain projector
mighit be dléead, bur even the livde
movies they're making on eell phones

I mmiost visunl-moedin saim-

atvle

now are &0 muach like Super & home
movies, 1s #till the saome. People will
always el they'll
express themfsel ves visunlly. Chie cog in

C TN GEER alwanye
s maehine might beeome olsole
bt the teajectory is going 10 carey on.
]




[Background imegel 5ll from Kerdio by Su Rynord
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screenwriting | producing | directing | documentary

s Taking it to the

Film & TV Weekend Workshops

toronto | montres:

november 2006

www.cstc.ca | 800-742-6016 | registration@cstc.ca

CANADIAN BCNEEN TRAINING GEMTNE
RAéseau dateliers cndmalogmphiques canadiens
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Caralinn  Falirscin TELEFILM
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Call for Submissions

The Imeges Festival |5 now acoepting flim. vides,
new mieda and performance submisslons for
our Z0th anniversary festival in April 2007 In
Torente, Canada.

cany ceacEne Movember J. 2006
Final geacseme Novemnber 17, 2006
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THE ATERE Presents

one film. many hands.

ORS

a play by Jim Millan

directed by
Jillian Keiley and Jim Millan

Comedy and chaos
in the Canadian film business

Chris Earle Ryan McVittie Tamara Podemski Gord Rand Amy Rutherford Ron White

Factory Studio Theatre November 23 - December 10
125 Bathurst Street. Toronto Previews: November 21 - 22

Tickets $15 - $25 for details call 416-504-9971 or visit www.factorytheatre.ca

* Cansda Conmell  Comml des Arta torontcartsoosnail h
i forthe Am i Cande e — e b o Pl bt




ORONTO INTERNATIONAL FILM FESTIVAL GROUP presents

- THF&‘ VANCOUVER NEW WAVE®

November 5 - December 9 E' ﬁ

I S —— - B

See LOLA Nov 17 at 6:30pm & SEVERED Nov 18 at 8:45pm
with Carl Bessai in person!

(416) 968-FILM (%) Ontario % il Conseil des
cinemathequeontario.ca ?ﬁ‘m == oo Bell




